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CHAPTER |

RESEARCH OBJECTIVE

Introduction

The 1940s twught about sweeping changeimerican popular music.
While big band swing was at the height of its popularity, a new revolutionary
style of music was developing. Big band sgvimas a dancedriven form of
musical entertainment, but the new sdyleebo@® offered a seliconsciously
modern, artistriven approactB e b o p 6 s inpludedmeskians like
saxophonisCharlie ParkertrumpeteDizzy Gillespie pianiss Bud Powell and
Thelonious Monkand drummer Kenny Clarke;ho engaged in small group
experiments in afterhours New York City jam sessidkile thebeboppioneers

worked to establish the shape of the new music, it sfimgadrd of mouth,

radio, and a handful of earlgeordings througbut the United States and abroad.

As bebop traveled to new locationsaitractedothermusiciansvho were

excited by what they heard and eager to become practitioners of the art form.

Young musicians especialyeredrawn to bebopin the mid1940s, nany young
musicians moved to New York to experience and participateein i t y 6 s

1

\Y

brant



music scenelThese musicians brought thewninfluences and personalitiés
the musi¢cwhich soon developed in neand unexpectedirections.

Musidans associated with bebop early on, likenpeterMiles Davis and
drummerArt Blakey, were leading their own groups by the 1950s. A second wave
of musician® consisting of players likbassist Charles Mingus and tenor
saxophonistSonny Rollinsand John Gltrané followed soon after. These
young musicians were influenced by the bebop pioneesafter moving to New
York City, theybegan to work alongside them. Through itngsicalopportunities
they received, the early bebop practitioners matasearrtiss and created their
own distinctive styles that would determine the direction of jazz music in the
1960s and beyond.

Saxophonist Sonny Stitt was one such early practitioner. Stitt moved to
New York Citybetweenl944and 195. This coincided with the rise of bebop,
which had been developimg the cityfor a number of years and wlagthen in
full swing. Stittodés talents on the saxopho
his early twenties, Stitt began working in the bapilleadingazzartists
alongsiddalented youngnusiciandike himself. The mid1940s werdruitful

years forStitt. By the end of thelecade Stitt had performed or recorded with



bebop pioneers Dizzy Gillespie, Max RoaBlenny Clarke and Bud Powetind
was recognized as a master of the style in his own right.

Critics took note of Stitt early on, b u
seemed model ed after, saxbphomi stoCdanr | ard P
l eading fngwrmrsdsliotdisd ole iefvialsuataipgprear ed i n t
mi-d894Q@wloul d tsh aSt imtithitsar eaghout

Af ter khedarne alrelvyi oySk i tt began work as a
forming his own ensembles and continuing t
hi-grho fmulsed cHewas . tireless, adopting an inten
performance, touring, and recording that h

The comparison to Char | ieev eMarukael itl tye ebresciasntee d

prevailingSagsewosihmensStott was categori zed
practitioner in the mold of Charlie Parker
right.

Not weveryontehdasgrteed | wictomsensus. Whil e

crioteivcesn sympabhéeencdoerwscompari sons bet wee
Parker, somé depfpeanodaecch Stoi titmpaoro vii sxattd rome ,a s
musi cians c¢cl ose to bt miaPxaorpkhdonn, i tseivse nn catse d

they praised Stitt Muwmehowsedmis imciiang hep ok



of tskitll s as a s ax o pohuonng esrt palnady e rnsp rcoivti esde
a mentor and owrhmusienaxle d&YV @& thdeipggmaenetd

with the cri triecsaplo ncdoends etnos uhsi sancdri ti cs i n pr
interei @dwsnj ed copyiamg OChareictedPawokdédi s char
as a Parkerthmifjatzar press.

The -Banlkierer at ur e haasd eaatittereancthhi@sin sboume ac
yet to be the subjectaofirelmss deaend wmial tyen
abouti nStgieanmedr aituch has been writ&en about t|
relationship toéoParmrker nion apamdtdinew! avdbbek has
critical consensus (and departures from th
Longform anmliysecer oéd Smaé & de mbxcaogmtoaeikis Few

comparative music analNpsese mptilreStrsetsoufland Pa

t hanal ysis with the critical consensus dire

Sonny St i tktn owans saa xwelhloni st who | ived t|
great change in jazz history. He perfor mec
enjoying visibility | ong,eaxfptaetrr iocattheedr tboe bEoupr

or otherwise disappear ed hfirsons ttuhdey A nse rainc aant
to take stotckk odt ttehri sBrcaeiectramd $Beipwut ati on

i mitator



Problem Statement

Sonny Stittds critical | egacy is that o
the mold of Charlie Parker. Statements from some musicians and critics, however,
suggest he was more than that. This study intends to discover, through analysis of
thecriticall i t er at ur e and o iftheQtevailing pesceptioacfor ded wor

Stitt as a bebop practitioner and Parker imitator is accurate.

Sub-problems

. The study will explore the relationship between Stitt and Parker through musical

analysis of selected wks and historical research.

. While critics describe Stitt primarily as a talented bebop practitioner, many
musicians cite him as a major influence on their musical development. This study

will explore the nature of thaniluence.

. Bebop was a movement focused around artists, musical innovators and cultural
revolutionaries, the most prominent figure

interviews, however, suggest he did not think of himself in those terms. This



studywileami ne Stittdés views on music and thei

of his work.



CHAPTERII

BEBOP ANDTHE INFLUENCE OF CHARLIE PARKR

A Musical Revolution

The rise of bebopbowt thhreprldcddde mtrodi ghhar
the nature and direction of jazz music. Ja
in the preceding decades, emerging from di
the mostugiopuilmrt m¥eUnieved Sobompased with t|
i mpressive changes orfe ptrhees eln%2elds weesitdha §€ s, b
i n dtehvee | copf mgmatg ¢ WWhwilneg shas been characteri z:e
festablishment in ¢‘aebopfinmasisoudsit lmewd or der

forogressi veowiltalc ka j @ aiza radvey hoed’iSeinn @t i on.

!Gunt her THheh BIwWierg, Era: The DlevfeNe®wment of
Yor k: Oxford University Press, 1989) , 845.
2Scott DEW¥eatxpycting aihleh el alzazz zT r Gadd et ni coen , o f
Ameri canedul Raukda,al IGy (ONew Yor k: Col umbia U
Press, 1998), 498hePRubeDot gladeva £Yaopréks:f  Wo

r
Cambridge University Press, 2002) , pp. 134



was a commercial triumph that expanded and
| argely preediudeb opm rde preecesaminesd a shift in
mwsic and the consci ousm#istsh oielh e, pje@dapz ef iw
b e c a naernta 8¢ c .

This shift took expression in musical t

rei magined their craft and approach to gro

mwsic became more complex. Rhythm and har mo
units, |l eading to fast bursts of notes, al
chromatic mel odi es. On anotahpeprr olaecvheels, ttoh e

phrasing wer e usstircecaalmltiinneed ,waasndr entoncei ved i
pul se. Wi thout the necessity of c¢clear sync:
rhythm instruments were freed from strict

accompanying styles; od BSoée®i ngcomwnar aaatwi are

variation in song tempos.

Bebop also signaled an ideological shif
big band swing was an exciting, tightly ar
and its commercial sudeessapdopel bedtmannt

DeVediixnst roucd®Aphasi s in original
8



star dom. Bebop, by contrast, was a music s

from public vi-ewnsttoesupignedestsél d as mo
created music that was often 1 nitcenatnisonal |y
ali ke.

As bebop smamecdf f et an ideol ogical alt
commercial swing, to the Iimitations of a
that disproportionately benedrilty dhiwshtidrei a@m
fiyounackbmusicians, tireadcrofvetdharmamgteimeind
and | ack of solo space in the big bands, b
could not be so easily ohdhbpeabopp iiadea dgy t he
made a shi opudway enmtemt@ai nment pl ausi bl e;
the bebop pioneers, and attracted new musi

The departure from big band swing atten

changes, one of which was the makeup of th
di st Ahc tAbbeer muam cal movement. While white b
era i n c¢ommabrlcaicaklc msauscsc edsesv,i sed [ bebop] with

“l'ra GwHheéo, Bop: An Oral History of the
( New Yor k: Oxford University Press, 1985) ,



from whites, and they were it@&8O0Oshars for a
demogr aphi c cdiafnfgeergeairafeocslrumiencc e venues and b
geogr\Wpihlye swi ng bvmag kderfd s etdhidnty dpaenrcfeo rhnael | s
throughout Améguicnat,e sbseebnotpi amalsy 6a musi c of s
working out their muSsTihee ibre bNdew pYoornke enrisg hatecr|
fusually veteranobanhceebandhmustcnenant | if
bandsntdehor posithiacmes iemshkenw | ¥osr. k

The transformadiboe Detchnineal adbemands of
shifting ideological consciousness, and th
a singgeaveitiyse to a newniktionddo so,f inmu swacsi acnl.e
that the skills and instrumental technique

l onger those of jheoura gdgamadesbebose. wAf ta

®James Lincoln ColTheerBiirnt hScooft tB eDbeove:aukx ,Soc
Musi cal( Blersk eolreyy University of California
®Scott DB&¥bapxand the Recording Industry:
Ban Recomoiuderadd, of the Ameriddad MAOO98dL ogi
129.

“I'bi d.
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formed an i mportant part off impesamiu oinc , now
becoming théofdedipmemegs skohal ocl ass of musi

Bebop musicians-kwete aadndseter miosd to

crdalft .was the most i ntoslali idgemtwummeas Keafhyourt
Cl arlkte .becamecal mosfter a while, and the or
musically strongé enveugbneowhs snhueyi ng.

The bebop pwemeenr cllep i cdfbt eAdreerr i c an
musi ci anghwhoosbe r eogeaotee ckd &/s agpmptl iasutds ,
entertainera.né&tweli wdrao fn emu kii midam fwimuls i c,

theguld provide the way forward for a gene

ALi ke a Propheto

By all accounts, the avatar of this new
Par ker oywasc hbieebf revolutionary and a brillia
new kind. Hi s playing was shatteringly ori

8 LopBBEse of a ,Jaldss01Ar 1 58or | d
°Dizzy Gill esglioe @®ndllocoA | B mseapol i s: Univer
of Minnesota Press, 2009) , 141.

11



requirements of bebop in their highest for
him, Parigemni wisassodeftahnrit iyk e aol'hri sptpdtayi ng

most <c¢clearly showed the direction the new

student®¥bé& wasian-tamugihst i naeseélefctual and a
figldMe . wasBbmbep chanr, simas imodteade®l or ful pe
a movement full of col orful personalities)
musicians were influenced by him; others e
Charlie Parker* was God, to many.

YYusef Lateef, qwhoatted si nThErsi cT hPionrgt eGal | ed

American Musicians as (Aretriksetl 2,y : CrUinti ivees ,sidary
California Press, 2002), 245.

TKenny Clarke Not &As tdmud Teambusss cMuasni ci an

| nt er(VNNeew sYo r k : Da Capo Press, 1993), 193.
21'n a 1954 interview with saxophonist Paul
practidtcilnggast 11 étoovelr5 ah opuerrsi oad rdabf yo3 t o 4 vy
planning further studi €ei @Gh&ulriopePaClhet W
Companion: Six DecHewsYwmorfk:Co3aeintmegry Books,
123, 129.

BGillespi eToaB®5Fr aser,

YMil es iBiavd shi msel f was al most a god. Peop
ever ywhaeaoki.e MMcdLesanw. the cro&awvdiheupgepte the
were so close around him that heé was hol di
He was deifdionli.t ePeyo palneo ;Eefa h| pbays ereeecdo ghniinz e d

Bird, because when he wal kedMalFresnbBbatvhe Vi
and Quinady | Brsoupidh,e ANe¢e wbYorgk:apdiymon & Schu:
2005) , 68; Jackie Mokbesn, Apni értilDewlB9P6Kean
Octobeht®2pill/ www. pbs. org/ j;azAz/ 8Bh o Btp/eg d fma/nM
Four Ja(zAannL iArebsor : Uni versity of Michigan F

12


http://www.pbs.org/jazz/about/pdfs/McLean.pdf

't may seemsmingpeopet tbde contributions

was, after all, the work of an entire comm
however, with seeing Parker simply as a gr
musi cians; indeed, tfhreo no vcerriwhieclsmianngd cnounssiecni

suggests other wise.

As early as 1954 (a year before Parker
obser veilieta hvea sh ea¢ astcéhidof amous saxophonist wlt
knew Par keiiny] m@arndenrmakees one manmn agsaoyimhichggr ea
ar oundawhhoiffge, eat ness is containeddii® some kil
j ukitf f. 0@t noted critic saw Parker as a Co|
callifimdgpehifmr st musician to comeematl edch gt lad t e
music in its onwlid ubsgsarct esd rtubcd umwesi ¢ i n a v

di redcrti@ omatter what iofdhotmentsgrappbaiysd.

BLAn@®dodeiori gihonmrmhdsy dtn prpbtemebl deshgdzas

An®Hoddiarz,z, I t s Evo,l uttrisoms .a nlba vEisds eNMocaek e s (D
Da Capo Press, 1975), 104, emphasis added.
%Gerry Mul | iSgvd m gi ,t dGABtglpeemphasi s in origin:
Y"GarGy ddins, interview by Ken Burns, April

http://www. pbs. org/ j.azZlz/uanpeute/rp cCfon/t Gied d\d n 4
agr déledui s Armstrong pglhaygresd arl durmdh,e butasasft
of the instrufbmdntumshagdi aocochbnangse, trombone

13


http://www.pbs.org/jazz/about/pdfs/Giddens.pdf

summarfi zewas not | i ke there was this guy al
everybody el sear bdned there was Ch

The nat urse coontPrairbkuetri on t o bebop has bee
ways. Some musicians decrdbwdsi ki nd s@per
suds,ai d MaRgiRadancgh,of f the enmédMgyt we drew fr ¢
musi ci anBas®@ekesiof al ge®@iosnthebeaet Pankwas
mul tifaceted, and involved arrh&mhi nking of
mel ody, hainimbdmy, and

Dizzy Gillespie, who worked closely wit
bebop, beélhieavwed otnh &stiob «ctl iocred ywEeme wi ned t hat
difficult to foF°Noneuthewkssdi Gi whaspie saw
ficat adrydtsi ngled out his musi cal tphherasi ng a

musi c in a new direction:

phonesgNaev edrepatzgifNfegewy Yo r Kk : Prosceni um Pu
), Kindle edition, emphasis in origina
Cohn Swi n@i ttlde2Bap

®“Quoted in MSthael Pamé&eyr, andloabke Questio
MontShllyl, Ja®uary 1960,

2Br i an PRxhiadtsitrd eBi,rd: The Life and Legacy o
(London: Equinox Publishing, 2005), 36.

saxao
1992
18A|
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fiWhen vyoeu spohmeatshi ng | i ke someone, you ar
whet hégre ypdwmying the|[ Wamehadtabkl oounothy

and our harmonies all ready, and then C
demonstrating how it could nde done. And
t h@&'t .

Parkerds I mitators
Saxophone players, in particular, seeme

musi cians on mul tipl & iprhgtarsu mgnt s axdgpmhtoend s
much more, emulating his soundké&rwvocabul ary
influence was pervasive enodeglnt ol alfefrect m

pl agsubcongciously.

For some, the influence was intentional
stopped |liking other saxo(piitoneepfldyerosv onc
For ot heésr si,nfPlaureknecre was | i ke afr éafrkge to be

dug d@iurtd,avoi ded fhii@n waocauBeer &t o destroy n

Pareebhmestaxophoni sBanwlhesadegieanaClyar | es

221 bi d.

2GitSwirng ,t B4Bop
B2l pbid., 168.

21 bid., 224.

15



Mi ngus oeseedddh e whh d reo nRacdsmean g y
i mi tdabtyo rwsrai tciomgposi tAl 6nChabti el drker Wer e
GunslingderBe TeheWheol e Lod® of Dead Copycats.
Par&ernfluence | ed to problems for some
whearei ginality isimhtencseetanassmalel uhl ue,
insult to be accused ok deppitnon CopyPiangeb
could signify a |l ack of creativity as well
ear | y ilda @emewaint t o be original; b wanted to
He was Il ater criticii@whdenbyrM nypws,gowhmag ttol
your éildeadssr eady heard Bird play that a thou
| mi t at i algw d’saa xkeep hf oenwi sfwasvtohr st he j azz criti
whofinndi vi dual ity and original <creativity a
consi dé&tTaot itohniss. ki nd ofwhooipiied, Msoatkep hdnidst
havet awl e oowfn ,t mei mméd hseeabi ackwyt hoonemeMapt

jagaxophonists wer e ni nfhlanddddd bsyai Rla rskoer

| ssued as Charl es MifGwus! iamdi Mg s wsad,z Gr o
DyngstCywl umbi a, 1960, LP.
®McLean, interview by Ken Burns.

[
2’Barry Kt nf ebdAlfSroincnayn Ame Bii o@m aledy it erda |

by Henry Louis Gates and Evelyn Brooks Hig
University Press, 2008) , accessed January
http:// www. oxfordaasc. com/ article/lopr/t00O0

16


http://www.oxfordaasc.com/article/opr/t0001/e0962

This the critics could forgive. Par ker
exponent of a new styl e beefi njgaz znfd axenpcheadn eb y
Par ker was e x counssachiloeu,s hionwetvaetri,on was a mor e

and bl atant copy® nigegwtudtdi dm.mage one

17



CHAPTERIII

THE LIFE AND MUSIC OF SONNY STITT

Introduction

Few saxophoni st s h bcehea ollgeeebn ast aaahst | ecdo pwii tnhg
of taessn Edi®@amodbyt i tt. A near contemporary of th
was only four years younger than Charlie P
198445bef or ebebgealme e ¢ ieye | ar coveralggege in the | a
194nBu,sdarci ti cs wertssaa mpphloanyeign gSttiada Par ker i n

Early statementFrorwexa mpdei,tiaveritic wro
fiyoungé sSdunds and | ooks Paamakzeirn galnyd |hiakse bGCehtatre

e X e ¢ @’tAisoinme wleawetome , comip@acdme@neasi ngl y

lKer nfisetlidt,t QAfSroincnayn Amer i canSNiati owas Bi oblgr
the Tiny Bradshaw Orchestra in August 1944

April 1945. He moved to New York City betw
informati om omhr dohnecl c@ay,eesee bel ow.
2Ken WDaizlzy Gill espi e: ilTORel Brethaorp, YMRor s, 193"

Scarecrow Press, 2003) , 38.

18



di smi ssiB®y timeotéoBwE .ttt was adgiuwspralolf having
pretense odandnedwaeso duadffipd yatyo ngt cPmar ker and |
back to pllalyden7y, St@zaznrygutMcRae fivewt e of St it
coloured men could have been as well empl o
guite regularly and resdibwad & ifsairreadhasrta u
was for recognmttion by the critics.

The comparRasrokwirt rsu @tyietdt t h e .S$madr tolfy hi s |
befortee dbeath azmz BOr8i2t,eMyer s s<wummbeirszed hi s
wayiSonny Stitton t5ive fhraisndpeenf greR®tness sin
Thest uatrieognr entatsab | efla dina@ae Btfi ttthewdsebop perl

carried the banner of the new music into t

se quotes are attributed to British mu:
t, interview by Leasd  Todmkyna30llondon, 1
:/ /I www. jazzprofessional .com/interviews.
rry Mo®Raéazz (Catuadl smnswi ck2DA. S. Bar n
. Criticathesatgmenhed I nkehis paragraph
i €hapt eanldfl this study.
SEric HRByenrnsy, Stitt: GioBrytdnefy tMoe nBelgo HeEraa d
December 5, 1981, 46.
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http://www.jazzprofessional.com/interviews/Sonny%20Stitt.htm

in 1955, on id#Bobithewmedaltsoemagreat influ
mu s i cHoawnesv.e r

Even though many younger saxophonists mc

building their styles around his playin
original saxophoniste Madcrtsdh ardworwewli tbty tPl
ruck, always carrying the opprobrium of
Stittthaeni ke copined nReaerrkvayryes after 1 nter
acknowl edged Parker as an infl u®hce, but a
cour se hfel headceanon nmy playing! He influence

t odkay may haveda cfldw hdfs ,Bibrud 1 can only be
Not withstsamrdimdg st, o hleeicrhqarag eRarak enre dc avp yt ihs t

Sti ttthef arestStoift thiwsazse drfeacsogan t al ented bebop

budti smiasseedbanatsiaxeophoni st in the mold of
1 bi d
“I'bi d.
8 David Mowt £a) |l Me Bird: ThéDPwm hBeans of S
14 May, 1959, 19, ®Bedbtogpd iTrheT Mumd x @wmand,t s
(Cary, NC: Oxford University Press, 1996),

20



Family Background

Sonny Stitt was born EdebrdaHgméiondoBda
He wag nborm r el iign oBicss thoornu,s.eNMadd gla ovlags et t s
surrounded by musStaftdtrmer anEcwandd Bgaetner,
we-k hown composer of Negro spirituals, a c¢h
professor Hasdmat BengEl&athd ibwaus) Wa c kisa 1f o,
organ, and¥dance teacher.

Stitt was one oft maslgoBoiammnedhitdethte s dr en

father remarried twwdesamdi mgds 6t loenr Bolait Ine

second wife, Adel aide® gosoaghecpm€l| mi $ocida
Boatner, was a concert pianist. Hi s sister
sister, Sarah, wmst hiat & twibfoen Jwl Baatner
°Tim BrLosks ,Sounds: Bl acksoaddnghbBnd8ust hyolt
19YLhicago: Universit4ynI®f. 111l inois Press,
Y)ira Gihel ddasters ofc BeUiNgeev Aok kst ®aecCapo
Press, 200d)dwh 4 Ree,mRatberrti ng t he Musi cal Gen
Stitt:&ShyolwRevw i7€é®W, accessed August 2014,
http://www. newrevi ewsi-t BMucsoi®kaaliotiscl| es/ Re me
Son8it-Ebagi-08WL. o | f /. 1186

1Br odkoss,t So4nds
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http://www.newreviewsite.com/articles/Remembering-the-Musical-Genius-of--Sonny-Stitt-Saginaw--039-s-Lone-Wolf/1186

Il n 1Ba2abtineefrt Boston f oworChed agg®, a whleaoier h
direcpar saa ebda ésh edleagtr etehe Chi cagd® Col l ege of
PresuBadbhg his mot hert oacQhoincpagdignue & ithteth i m
wasfisanger i@] [Catiicamgal BaptowbBitciCoRoainnemwon (
dir etBveedntutasltipyar eneadSsepaarsatayed with his
grandmother for a fewoydansS,agtimamw, min ediwia
TheStewa $ r ah isse dnadntdhfesréree ma rsrtieepdf)at her Robert

Stt*atfoundr yf womikgehrt calfddo owner .

2Gi sel effGleovieirf,e and Career of Edward Boatr
Boatner Papers atoAmee i $amomhsi g Resteamrch C
Jour8iMal( 199)8: 9 2.

Bl pbid., 100. A secondéd anoddients wagrefri n ms at ha
Chi cagd Balotikst, So4nds. There are chronol ogl
di fficulties with t heseiffaicrcsotu nme@st. Bz aotvreerr w
during hidsreenoreoéasthe National Baptist C
this is difficult to reconcile with the cl
1925, given that Stitt was born in 1924, B
born in Chicago,Alrrm:srteaIdlIoéI)BosanInanatlon 1
Boatner and Wicks et while Boatner was | i
and the family moved to Chicago shortly th
“ASonhwas born in Massachusetts but raised
split and tdé&aeHa rweireetiSsaan opy@Gdsd i o it y : From

Bapti stoChti @ algior dAuigbustte 27, 1971, Section 2.
AMy mot her got sick, so | stayed with my ¢
when momma got wel |.,8o0owen ymoSvteidt tt,o iSnatgeirnvaiwe w
Grant, WMAL Radio, Washington, D. C. , 1981.
%¥There is some confusion in the |literature

Brooks, for extamolleqgqy cwas msddmtaed by a f ami

22



Early MusicEducation

St beée ghains ambiducani Smgenatwartedidas a vocal
boy sopndnwalnly enouwgha nmadti ewgrinn ganc d rhtee s t
ear|l y®*seBesarned to read music apméntoap danc

andla ntceca Helregan pl aying pi anoatatouangde seven

age ®tSemobobk to the dwhaenewedr [phalctdadlnd, in
age seven nandagrianiased ¢h eMi wdhstgamaj ority of sou
|l iterature, however, say nothing about Sti
raised by Claudine, his biological mot her .
records, whichlskhkowgai RobagiwidEemwd t h CIl aud
Edwa€gidon n 1940Lo8rofaaMilechi gan, 1940 Popul a
Census: Populokaimbhy,Sednaetdadhbl aesse, and di git al [
search for Robert Stitt, Zagia@d@Wwe County, a
https://familysearlOhRIO&B@6iHdAI?:c/cMMD.0D.21/9TH

Records of the BUMORAURGo 29t lidVa€dns&gs on, D. C
Nati omaveAr@and Records Administration, 201
"St@t mother | ater married a third husband,
becoming Claudine Wick$heZ&@amptetwar Rpost n8.
Stitt StudSonBgsStons, MosaROORecadrd¥hi CO&,

fiRemembering the Musi@al Genius of Sonny St
BAccording tfabBui-y @egogdld wehse ti me. Stitt, i
by Felix Grant.

¥YChoiis@ennys S$Sodatgyt, i on 2.

VsSstewart wripl ayedhmialBdutf rasoge five and st al
clari nedaSeatens esveeenrms young for the clarinet,
started playing clarinet in h&sagcadptscho
t hat hefadtoartt ddokyee anrfiSet! i), d@Afnrniyc,can Amer i can
National ; BBogtaphiynterview by HFéalki x Grant;
Compl ete Roost Sonny2.Stitt Studio Sessions
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https://familysearch.org/pal:/MM9.3.1/TH-1971-27889-10651-69?cc=2000219

mornings, at | uncoandaduaspkhlioymwaosedevensagsnd
chair in his ?gdhetiewsa&rhotod d rbhaiemin h e r
bought hi m anStawatso tsuatxoorpehdo nogn. Kenre i nstr umen
Mat h@twweacher at Cégantd ame ntuorieod H@ ghenny And
wekhown SaginadX bandl eader

Stitt took hendovahitmgSaAifnaeaugmal l city,
Sagiwmasy connected tomubsxcenmaadetr hdMi €e hwgra
frequent | ivaepeabfybtaombdno btehse Amer i can Legi on
St att etntrdeesde p e wh bhtemasnbasaisl e Blagpear t i ci pated i n

j am s ad ddeverrsi ¢ a (f*alnedg ieovre ntruead U lya f owmenedk e n d

2’Quoted in Stewdret Colmpnern en®Rio®stt Sonny St i
Sessi a@dns

2According tofwlitsi tktn,o wMa tttamdivas Bi bl act kg oppo
Stitt playing cl ahiseti ps wWMastetbliaawis beicak s e

became | mpr &s siemdduvd ttrhi cSusntass and i mpr ov e me
instrument, ahd faeseohsemoprcitvarinet and (I
Stitt, quoteiRemembérdng WhetBusia@eal Genius

ZStitt saw Benny GoodmaiK, oQbhel ae Chei sti a
AmericaniCbhbkgiand his tdarmeée eattd yneggd wa tt hSttih e
family and hosting an oZmepmr oSriffetouamsge,ssi on i n
Stitt: The ResupoMesit¢coanodof SaldiRbegOMmapgust
1981, 4dRe mEhmbteer,i ng the Musia&al Genius of S
Woodr awiS®Whny Stitt: d{iDsMAL idfies sand UMIUsSviea si t
Houst onz2i31200®ggi naw, the Ameourcapnamegi on he
sessi ofihs vedt iarto wadi@dolhée dchemer t heom pl ayi ng
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wormkadi nga musicghtStabso | istened to jazz o
which exposed him to new ar toipshtosn,i sitncl udi n
Johnny *Hodges.

Stitt received fadodnhteiapaa ph orsit Ftusc tii o nt h e
ar eadcal Mi chi gan swifiBigg sdli clhlod laisls éMayse or g e
Stdtfirst teaché&tiohemthsaMamBGlted hmé&mtay, who

thenved in Michigan Qagli?fodwen passed throu

Early Professional Work

I n the early 1940s, Stitt began to find
This ifnichdavidredgd i n touring bands, which had

oled musicians joined t&ti Ut SspdAdnimyai suiWwmet

Stitt, interview by Felix Grant.
®Stewiohnyo S41tt,

2’Ni chol as and Gr &y hwanel & estéauyoanltyaSftiaritagaw d i
not accommodat e Chofnrtiecnmgpono rAammeyr iMuasnisc.i ans: Pr o
Peopl e ,i nedMu sMicc hael L. LaBl ane. ¢Detroit: C
ASonnyo SSteiwatrt, MTherefCompteset Boost Sonny St
Sessi Bns Wayne Enstliaczez aSwpdo kPeanu IHeRueb:i nConver s
with -TwentMwygqiBaitaoams Rouge: Louisiana State U
1992)i242414
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touring with LorBleliinigtu€mcedl bg@bidg t hat i nc
Ni ki chol as and trHenpsepent Tthhaa fJolnleswi ng su
touring with Jlraudase dJainndmyC | uf ff dcodsdetmncdsd.
Stitt stayed with the Treniers for six mon:
school on the irmMsistence of his mother.
Stitt graduated from Saginaw High Schoo
per forcnheudbosi n n Detroit and joined the Sabby
town of?®mhe bolrtbwing year @oirkti ngasvilback
a band call ed t heStBiatna |Gdiaft edaCamiutr e@n ans .
from Detroityt oWWNielwe Yon kN€wtYor k, Stitt att
venues flaimoa st h & z"AS tcrlaemcoks MBm PHayhouse in

Har 1% m.

2 Contoermgr y MuSsé ncniya WsttiSomn nyo S3 . t t

®Lars Bjorn ®&BredotfiemMBalwart A Hi story of Ja
19600 Ann Arbor: Uni versityComt Mingdi grayn Pr e s
Musi ¢S@dnsyo Stitt.

¥pieter Sandipann, Solography, Discography,
Engagements, in (Chawealoll olgazxzalCi®odleg, 1986)
Stot®s.,
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't thhase thednraddtyi bebopngifomteeres col |l abor
for the fir ti wysmenf Nenwordygorwodti cal acti vity.
Stwaanl y nyeert,eemiidamaleed in the middle of a

revolodti on.

The Tiny Bradshaw Orchestra

In JwdH3 i tt joined the FTAgyi Br ales hwmavs Or ¢
filling a vadandy Scr edSttdid abbywadrtadetc ommended
Br addohhaiws fiBiige aNdii cckh,o lwvahkgsloayed tenor saxopho
t hger a8 pi heacei ved a tel eggnmeem furpohmyiBrhads haw
band i n*Chicago.

Joining the Tiny Bgradpthawt ®©ncgetitra was

woul d become his entr®eadanhawtdared whiiderbagamd

3Contemporar, paMnyd Sit an s .

Wi tignnyo S4.tt,

BW., KimneeoBax MakeéesowmwhBetepoit ,Free Press
July 25, 1980, 48B.

%sStewart, TheefCompteset Roost $SoBny Stitt S
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figai ned nati omh@ald theimi neintcer eco®By with Dec
t he -1mi4d B,r dicdee Wwas d p e rafrorrami gnegnewit 5gii mg

j umpnd oamd Iner easi ngl we a8 i dibhoeo -gdoeecga dee

and udipdi 6*ns .

Whil e touring wietth tBoadulsaw, a$tsi thte woul
know far betteMi iDrasvlesdd Chrak | Ciet Par ker . St
youbagviBasStn, i Heiasked oDaBitsdebmaw b ut
Davis, still ialhowk¥Sti®t bRia wkan naod
City. AcStoirtdte,aglhched f or Parkeranfiound him

began to tal K hveint i nhvij m.e dP &rmkndgtexstsa o n

Lawrence McTQlee lLlaare,r JSrw.i,n g( Wersa :polrx42 CTa 19
Greenwood Press, 2004), 45.
®SchuTherSwjing2E&r a

%Enstice hardz REpokhéea7Here

%8Bradshaw offer ed Daevciosmnae njdoabt ioonn .StSiitntc e Deé
high school at the time, his mother refuse
met in 1943, though som®4acarouhd44; iisn drhe
Davis misremember st CetbandPask®cKi nbDayi s
Mi |25, Dan Morgenstetnvamdg @GRa&thddmzWMeyer,
House Digital, 2004), Gdag¢lke ngBdak zediAni ©n
Hi st(dNreyw Yor k: Da Capo Press, 1995) , 13.
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The stawoo p hpd miysetgeP arcker fvolsdsBundt | i ke
m e0*®

Stitt al sot hfee By ad &tf avmidtsit rledMed ,band
recosawarsin sNiede Yor k Cit%l hot hReghameRgear d
t he rbeacnarmd eldo | i gilmploiddreaedjiac i ety show ai med af
Af r tAcreer i can servThbEBimByadylkeawae @serhweesd ras
t he hodsse \vwdrmabloplreoegr a méduguatpamm&ddam, Stitt
per f oat mewpr ovyols@domarr anfBemdnt ®Et, Jump.

was GStfiittst sol o*captured on record

®Robert GeoBigred:ReTlhsenelrege n(dNevw Yohrakr:l iDeka Par |
Capo Press, 1962), 216. The Kansas City an
Stitt |iterature, andhwad udflt emetcalod eby nSt
hi story are discusMedt iimg déhal dipt Rrehrek esre c t
Vi

Stewart, TheeCompteset Boost SoBnyT8eitt S
session prod(uScterdaifgonutre nt rUppBRasndis Fdw Ri ght |,
BourocAdi,t edv eYoGxmmabal t L ake o®@iotnye BBdunwhda c h
contain siRexdTdhey GBriliitnte Di scogrcapbisedl Proj
August Hhit, t R:0/1/7www. 78di scography. com/ Regi s. h
““Dennis M. SpelalgggdgmdCmaiol FAAIBbh éeman Part 1:
Progdamegloeenn Miller Archive, University of
modi fie2d0Ihslty:3,/ www. col orado. edufamrc/site
files/10BiL p8&,188J ulidwaese 1plr8.duficed f or radi ¢
broadcaetti bos sebm various programs have
StefMReady, B8wxdl, o Jiugnpan alChzaepd keadlt dMXengt h i n
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http://www.78discography.com/Regis.htm
http://www.colorado.edu/amrc/sites/default/files/attached-files/jubilee_1-100.pdf
http://www.colorado.edu/amrc/sites/default/files/attached-files/jubilee_1-100.pdf

I n I ate 1944 or ®¢Eiamy yBri®ddidShawh@mdhe =tfnna.
moved to the MNehwerYeorhke afradiawd rworalnd New Yor k
Ci?yhem Apr il rledcdes weHirieratt opportunity: he

invited to joiOr cthéstBial.ly Eckstine

The Billy EckstineOrchestra

Joining Eauomkusstiicnad wvaansd gpr of essi onal turni
Unl peevijiooazs §rioup shwaidthdirlklekl s@ri cmleest r a
wasfbap biofl baddwelgamed al 5¥Storuegetofcltine scen
anwas asd¢alrgewor king out ofMahg mbdehe New
membet hi efcl as ficksdti meadi weref future |jazz
saxophonist Charlie Parker, tenor saxophon
Ammons; trumpepiewhsd Dwlatsioye dmedrsldecsal director)

and Fats Navarro; a%Tthev chcaanldiaswachamalt i dd ugh

2SSt fatptpear ed i n NeWELée ommd dNVE@ atlked azz

( New Yor k: Da Capo newmse,z 077 Re,c 098&;; ITJdhet tF
Si xty( YemrBranci sco: Backbeat Books, 2003),
B Ker nfisetlidt,t OAfSroincnayn Amer i can Nati onal Bi ogr
Y1 bid.

®Gill espi eToaBd2 F4 aser ,
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S u cC cheustls aitter became one of moeemosti aczel ebr at
hi sfory.

While Stitt was wieah loBwkk sotfi nteh,e tshter osnagxeos
sections Tihre tslkea nhlsamd.ed of( 0Ge asmadmmon s
grofidpbbhédnhol pdEoUTrTt and Jobhextiarc kGomddml t
(tenok¢o RB@kd«kreit'tThhee psuppent | arge amounts of
together, alternativel Jt@tethrempesi eagceanwi tclau
Eckstine lwparsodnucstiicvad; accor ds emgndion golridloe
a whi r | ofEcdk stitidneed f ond megmoguipear oif calhar | vy
its semsdee sopfhehe horri bl e Jim Crow conditi ons
touring the ®8dutwha.s Mudiowvel Iwh,ere everybody

t hiéntgrsyi ng ad | earning.

®Jazz arranger and composserEMRhEbame Gas bert
ft he beginning of [PThe]gcbapmgiesitind $ ek mown c

|l egendary Bi loGy |l Eek pt EThoa,nBdeh & 2l ;a sEierytela u x ,
of B,e b303p9.

YGordidhere was no disco@il ehvei nogn,ttoh eBospt and
13i132.

“®Gordon, qguditaed eirms , ®iRt0IBerb,o p
VGitswirng ,t d 2Bap
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Stdttenurheec ws@rhmreevatsr @ mp aardtda rtti on a l
reaslaammsr.k ed the beginning of a musical <coll
spanned al most f our dectahdee sf.itrd&tt intitnnge Ec k s t
repl aked Para pr o.f eWhsda o nSitl hEtctlh pjaacinreeyd
Orchest Aari waé®dbopydelego s ax otphifRanm & eahair

hetde previous year

The Dizzy Gillespie Orchestra and Sextet

Il n 1946, Stitt joined thé® pazbpnd iterat
orchestragaidniltitngwaGn | i @ swdPrakvkkd®e h Par ker
earlier, i wuearmeParlaer became unavail abl e due

Gillespie hPlred Stitt instead.

SOWi tt firti tiess:bel i eveds thaplobdt éime mMtwa&c RPat k act
band]. However, while Stitt did occupy the
not a direct replacement for Parker. Accor
Eckstineamoinéhs(in ASgmumrsyo Ja®MeEBU x Wiht t |

of B,e b3o5y0 .

"For details about this group and what hap
early 1946, seeTdiB&2d2@ma rel aWwah drFertaksee r |,

Par ker : HiLsi fMnsni Ardmd : Uni versi t2y of Mi chi
2 3.
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The Dizzy Gilwaess giosnt Omdled Sfomkespi e
begwint h Eenladtaipnati on of himens mawi thr €Chpar é x|
Parkera-ehaembl ¥Ssetti ®bgl kaarpcheks b ma
Apri | atto tJHuente®p cC!'Bbre@itiI5i2espi e | ater signed
to Victor Records, but Stitt htaad tiledt by t
group asnaocsalMeingted.

The DizzyrG@Gihlélsar ® ot ajdafz z tshétttiva t
al so a oififehmeb esceoxntsa t&t € H e s fyvii do,r aJMhidtrti s t

JackmioamAl sHma gRa gt B,r oavmdl mean .Lelvtiesy musi c

fiwe wanted to sound in the same idiom as 't
Parker, | ike what we had played in the sma
sound lbGikle!l ¢ @it eT oa, B 2kr3aser ,

B Wi tiSgnnyo SB.i tt,

“Max Harrison, Eric Thhlt&k eFss amtdi &It uhazz Ni
Records: Moderni smvob. Pps(modeoni skMansel |
2000), 208. According to KenSwvatk and the
recorded wd tdr cGhddterspiien June and July 19
are availabl e Showbhi mey aGi"fShe e@ip®t INietwe Yo B R
City, Jurdptlbowh6 Recor ds, 20080dy2s sys: and Di
19915 5Xxaovy Jazz, 2002, 3 CDs. However, neith
sol os byDiISzzy tGi WBiezzpyi eGi | | es@liaecz zDi scograph
Di scogr aphyacRresjseedtht Mepy. /9 wwAMQ fBzzdi sco. or g/
gi llespiel/ldiscography

4 ¢
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was ian stahed wl&Se | | egsrpovwept h Padoker previ ous
yezRr

On May 15e $@46ettrecOCirtigli $ nwiNe wStyot k
fipsofessmiabhalgr oup rSetcpoertdficsrghesde stshmamughout
the sessioms) | iédcdnumo 50t d oBid@dm 03 h e
recor dopy BBmoBas rel eased |Imdeame n t he yea

bebop’ hit.

Other New York Work

1946 was a produdtootnleyg gy aahsibsi ol St i tt
prowotlk with nGidlyesipfieer med at Lifn@rol n Squar

an -satlidl@eancert prhfRemoped aa®Seissi ohé&ft Gilles

®Except (ffimr pSticket o fo)eCahcalr | meembPearr koefr t he sex:

part of an earlier group that Gillespie br
Gill espi eToa,nBd2 it 2Gi@rl,espi e 0Di scography.

% fiDi zzy Gill es@lihee Ddirsucnongerra pohny .t he recor di ng
Clarke (instead of Stan Levey).

Gill espi eToamBi2 F¥5aser ,

®The ceopmoemnutced by Monte Kay and Symphony S
Sttformeatbanin the Bi Keényf eBSctk stttion eS oGirncyh e s
Af rican Ameri can NetiiforBal PRitegisbbghnhyand Theo
Musi c and LiiF &aNafv alrhreoo d ol rngefLaatnunaatm, o NMD :

Scarecrow Press, 2 0 0nd) ,T hle(o8F R elkeailfa vBaor rPoet e r
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orchestra aind Jlunmbe,l ntdremmmpk as aatl etaltdeer and
528t rceled s

I n 1946 ,cdSdad maglrlotbuiplol TehdeeasBop Boys. The
gr ofuepatkKuernendy Dor ham Buwd t P awnelelt nrdercdpri daendo
three isesAugpunst dmnd SkepcteoPndiseért amcor ded
addi tSiavmgygl session foridr &eeprejesnedeesninoyn Cl ar k e

i ncl alreldam,, Paomde Itlr umpe®er Fats Navarro.

Chicago, Detroit, Lexington

Whil%®46 was a prodhicgairveeryaeavamnul fdors o®tni thte
upendedu@glated Thheolplrems ems di srupted what
be another Basewdsonghiysgaprevious wor k with

the HO9gqWierwe St ar awar dofaor aavarad Lhaophen®ar

ndlodlddy 6essed August 16, 2017,
/[l cs

|
/ i s.pace.edu/ ~varden/ navarro/ Fat s%

t m
Wi tignnyo S3.i tt,

0 Ker nfiSetlidt,t QAfSroincnayn Amer i ¢ anBNiadt iPonwaell |
Di scogpdaphypPDi scogr agltye sBreadj eJauthe 5, 20
p:// www. [dpoweil ddadicrcp/gb@aphy

Bi ogr
17,
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hawlon t he YleAaxrc ol @fi ;mrge .t §ttiMiplae ¢ | Madiads ed i n a
concert eftabesbapg 4dlilndml nMNeSw wahnme&k cenncteerrt
included Parker, Davis, Clarke, Navarro, M
Freddie Webster, and ot hefDufeamomprmibdieci an:
arising fromhhheve®8entlbdsi chi ® a¢g dluadett he &r d
tiymaking it il |l dgalNefwirgotti#ms t o wor k
Between | ate 1%46ceaNewEahg mOYE&d t o
Chic@Qogoe ,t heer € cartmeSdout &8 OCQhuimpd gnavrt hCl ub
Davis and saxophamabsatl | Geonoem Adnamocness wi t h s ax

Johnny %Gnii ftdgtri dlwepds h  Fr e d d yp eWefadshiSeti rnagd e

®Sstitt, interview by Trhed iJa zGr athetar sL:e oFhaarrwdi t
an ENaw York: Da Capo Press, 1987), 86, 90.
®pDavis anMi ITesbdpe, Ot her sources state that
in 19%4dkef beecobncert took place.

I'n his autobiographyBibayi Sowmgt Stofttt hiBu
Powell, Fats Navarro, Ge<nEhAymoeesewsgheoti h
up al | oltthied .t,i me2i9t i KegAfSreihcdayn Amer i can Nat.
Biography

4 Ker nfiSetlidt,t QA fSroincnayn Amer i can Notrigemaslt eBinogr
and Meiywirng .wiltth iJsazlzi kely that Ammons and
wor k, as t hey -bwerrne nbuostihc iGhnisc.a g o
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Hot eMwandTer.f Hec ealCead ebetthe tAmmbat appear ed
on Dave &Garadiwafhper ddr &M, Cl ub

I n the summer of 1947, t68tD&nrbeft Chica
Thanks§théadl iSpecial Beédbtopt ISe sMimomor
Bal | FPéleani.g@r f carsneesdsi ons i n November and Dec:é
Gill esntph®epormtiePhlrker and Davi Il atlabhe EI S
1947 or ©&arkygotiwidd@eret bhaisSeedn s KReicom d s
undtehre bameé Nel son. The uUmpetters eBws oenl li ncl u
Jacquet, tr omborirsutm&lk.a db.w . MThheeo osne, ¢ oanndd
seswiaenrel eased appsendoNgimpos | padd Hi s Boppe

included vibrapghonist Milt Jackson.

®Ker nfiSetlidt,t QA fSroiAemaynm i can Nat i onal Bi ography
Wi tiSgnnyo S3.i tt,

Bj or n anBde fGarlel ,eM&tQo wn

Wi tiSgnnyo S3.i tt,

®Tom Bdhde Jazz Disdageaphypne®el reeording se
May and June 1948. Howevers, wRtrewaratr laregye a
Stitt was in the U.S. Public Health Servic
Kentucky during that nisomeydi Sithiet lalzazw) . Tom
Di scographynOnihieneat abase, accessed Septem
https: // www. IWiStodn,,sy®oSQ06Htne wart, Theer notes
Compl ete Roost SonnyaSithiatsty Rtewdira sS @9 sicomy
19”1 50avz Discogr agltye sBreaj Awtgust 21, 2017,
http:// www. | azrzedc osrcdos. /odli 5/ @foe@nrt aapshyy
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Il n early 1948, Stitt waselanreastcehdhrigresDe

Stewart hswtwé#tehsicoonvi cted, sentenced to two
Ssubsequently incarcerated at tfhaciplriitsyon un
at LexKewgttwenky from Mar ch 1109 4Kavo8vnunt i | Se

to musiclhaxisngtson hHar éhvariactds,i lowastdal t gr
drug tceadmewel| | RBsom phteoshbed 410560 Us e di

ma noyt werk howamuasi biesndeésasSophoni st Sonny Rol
trumpeters Chet Bakaenri san dl aiieddl DORRrawem reogn, ,

El vi nNaorewees had an unorthodox. adpsioaicadanto d
i nmavease swiph i lendunsgii maslt r,@iné mwvbeodb@a n d s

angli ve weekbapgpiiveemaceomnutra,ged to practice up t
d aoft.

Alt hBuwhs fmeke todNar,beahg isnmpdanson

mi ssingroietsemonalnoppersuohtcase, Stitt |
VsStewart, TheefCompteset Roost Sodny Stitt S
“"Nancy D. Campbel |l , J.ThR. Narsceont iacn dF alrunk:e TW

Ri se and Fé&l IFiafstAnmReriiscoédnNd w r Ydrrku:g AAbdrda nest,s
2008), 152, B®%7WhaohnTEerwée@NMNew ovforMki:l es Dav
Si mon & Schuster, 2002) , 102.
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opportunity to participate iStidithiwsatsori cal
Kentucky, Davi spbagrahtdtfhex mfpfadri evoiun d
eventualBliy the odDadv@i@asu ICd ot avg, nHlii rbedce h

Konitz® nstead.

TheTenor Saxophone

I n T ate 1949, ot iprt swas el eNeandyofetkur ne
CitTyhwe foll owi ng tfweomwpy e d ramiigie r€druigshitt ca
shifthrmael ¢ @wx opthbohhee nor sa$ odpmabinne | nstrument
andfiohenatf mas ipaalt nertsdanm @r ws dkanpeph AMmmoin s .

From 194ttt ec¢cdP®@i2rdatrh d ygehx c | udssonvel y
t teenor s.d@dkomphhaewnaey f r owaidnhtee répyrteatreidt i cs as

Stkattt aptee hr sl freput ati onatsi tat Plaatkenr i

?Daivdl: wanted Sonny Stitt [on alto saxophon

knowbid., 70; StéwarCompieee Rodbes Honny S
Sessi Ans

BAn example fDownamBeaarzi obiWengh©e89down

by he coommpaatrarmston [t o Charlie Parker], Stit
an instrument he O(Daesd Bmndtladiqao mmryw tteen o m
Stot10) .
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denied that timits @weash atrhlei er etahdactihh amh de me do
experience playing the tenstebefoumg] and]

Set tStriisgt moasvdse f or,t htkeerssamoonema n e
recorednicnognsprebspsar §tdiusi cal dactiingi ttihes peri oc
Writecemumt &« Hda tjeanzazz weé veas ecordings of congc
Carnegie Hall and the WNdEntliarrwee Fetsd i vand f ar
publoinclayft er his rel ease®He oan spor insaodne isnt ul dait
recor di nigns tohne aglateof el ® &8 st hfarne qoune nttelnyo r .

Stétpref etreennocre sfiaxrotpphavast hedise noti ceabl e
t he-1Mi5d svhenadlee sever al soens séiFornodm@ 85 a | eade!
onward, Stitt perefgurd med yarmd freevdodrridnegs tt rhieme n
t empari ma hilB9y&0 b6 ghaansbeadnadnsdp ri mjwa ctths ot her tenor

saxophoni sts

“Stitt, quoted in Har Eissemt i Bthagdkberz, RercadrNM
SLorldd,Pzscographye@®nbiehew for a more detail
Stét performances and recordings during thi
®lbi d.
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Gene Ammons

The most i mport & hewoseusErX @poogotedpa t wa s
Stfot me@Gewaninmons 1TOMgPs oup was not the first
t wo saxophonists wor kehdad olgeettéhnrelreressSt i tt an
t he Billy Ecikns ttihhed An@ishicenre sBcrkasthinse di sbanded
orchet®94@, Anumdenbsrned to Chicagoc,o his home
| edyr @awipt h"Stitt.

ThkE9 B806-Atmmons wiarsouap depar® ue ar Ifirem Ndawt t
Yor k Wlhhiv&krsootn b g c auswe sStpietrofnortnhiengt enor
saxophowas al so beoctahgegs euphwasodh@mfierodnt fr
Sttt previous enseembhgsa Raddrareizt hamn
i mpr ov,i stahtei ognr ooufpt iwtats dmsdnuA nrree@ddast i onshi p
t he cont r asitmpbrea wiestaydl rgddnegiilmrr i | | i ng duel s on

bando®fand.

"Bob P®owlerJazz: Jazz il#MS5AEXBli dck sCommun i
Publ i shing, 2016) iIGe®meo AAlmtemoenBoo k edi t i on,

78Contempora rig o Mn ydoBSiitsashi$s,t Buster Wil l i ams,
with Stitt and Ammons in 1960, described t
iSonny Stitt was a great techéhjuostan, and he

dazzI|ling avyéngbady, t @A db evdhietni fSwln ngyt wfofu | d
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Thegr omagpd saeparture f orReStlietctt i stdgy |Aimsmtoincsa |
bebop anwo obgao ceg ibeatc hge ropuepn d ¢ b mé&dn muhsei ¢
border betweefiThagzR&Bde R&Beemsedolosst ed t he
appeardde ]l pemd kSt i tt a mamoAfQrc AAtmeelyri ictayn
audi ences.

Ther i SitrFAaitnogs o up swacsolmab o wi t h pi ano
accompadt imetintanmadAemnsoenvser al recordings betw
1952. Thecordadiflengest rhydahmoseontans; man
additioBalthoansd.ofpnpreodn sr ecording in early 1
intermittefDue totillbtpANTNDhEBEEpeEeRrSs,

much of the followi#Bof bdviselgamageairs 106 br

firi[shmmons] would step up to the mic and p
woul d @g&dc EaiGegntret Ammons: Ul toiDmane Redempt i
BeatAugust 2012, 35.

®David H. HRaosde rBtolpalin,d aB| A e KISOMWB$e v ,Yor K :
Oxford Univer b6227. Press, 1992),

8 L ordda,zz Discogr &ehidt ©h d DAfSroincnayn Amer i can
National . Biography

8. Ammons was incarcerated on three occasion
Vi bl B9b68 n1d9 6629Cont empor arfice Mles Ammans,
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t tewo saxophoni st si nf oGhmeclshgaoyy neevu gir o@egp agai n

early 1970spopaedifoami@gudetai > AmmdmRg 4.

Back in New York

Af tSeadst own repriasen firibenleatne dl 949 New
York City, where he contin%led e¢aor lperform ai
October, he worked at"%Qthréélestittamad n@rhchi d Cl u
Stitt a exewidielmdnJ . pli.a dJookhhn sLoerayn s mMiiamn d

RoachWPrfeent i gd tRavasr dhg s first of many record

2stitt amsd fAinmeoln sgiro@ed hreec Argdh,i n for the La
comprises material from s®sdédeadints. hlaé f nfaelye,
ASt i ttoAfSroincnayn A neali cBRindRNrastgitdyge Recor ds

Di scoglraiPhhedéazrz Discogr agltye sBRrealj eSetpt ember
201h7t, t p: / / www. | azrzetarods bdliPsirdo essearmty p

B Kernfeld wéi tNesw tYbak €1t it §rtecaault ahroerti zceadr d nwa
aroaf8Thos seems |ikely, as Stlian99 perf or me
50. However, @&whor dviarsg i tmoneGisteldern n t he New
scene and tk npeewis®tnvad d yfi nally able to secur
cae dn t heKser rfiSetkidt,t AfSroincnayn Amer i can Nati on
Bi ogr, aghMalsdre,r s, o#3Bebop

B Wi tignnyo SThis,club was formerly the Onyx
venue for New York b®dd@Ps musicians in the |
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Prestipgeo,duaciedf Bt 8t trecor difhlgn odedemmer saxo
1940 d JaAapHAtriytt arectegatkeypp honewanphani seader
Bud Powell, Ronaseil st aaag apax REDomresti ge
Decemberperdf orsanetdot omax dih @ mvso defrae z
Carnegi e Hall aCphpdasrtimag wiameegtoup pl us Mi l
Davbharitond SSgrae oPhainof f, BanéGremvbmboni st
appearing at the concertpwaebesgreups | ed b
Tri stamor, s &xamhdGeitszt, arfd Sarah Vaughan.
1950 was a simil dnrleyorbuasgy ,y det tpfeorf 03 tmetd
his-ttewmor gAomensvi ah t h&TRigs dwanidedad | ub

mai at yBiurtlialndi®b5flor mances in July 1950 wer

8|1 pid.; Joshua BerretTtheamMd sicwmils W8r | Howrf gd
John(slkoannham, MD: Scar g 808wi Ptes®eco20@2) f o3C
Prestige for over two decades.

8 Ker nfisetlidt,t 0AfSroincnayn Amer i can National Biogr
1 bid. Ga/iysi Ginddions JazgNeWh¥orFkr sOx fCemd ur
University Press, 1998) as28inchk bheconr dieh @ a
Charl i €hRardker Parker and the Stars of Mode
Christmasl-&€84640 1989, CD.

8Stewart, NTheeCompteset Roost SolBny Stitt S
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Charlie Par Kdm widtdBit$Sdtima mds . Sthietgtanantdo Ammo |
pl afgi rcui € bdfackmalllube &ahhtpcperreduti ence.
Aroudnugstda i tt wwo hk éMd lag saitbatvhies Bl ack Orchi d ClI
of the last remaniBblge jmared cillodwsuldend 5Ru d

tenor saxophoniasnd Whr Wirern®d r GAraty Bl akey

Prestige anéRoost Records

During this period, Stitt recorded a tr
Prestige Records. From hOet 0lb9e4s9t udiatid aft e

February ph932,caPthivteidh étmdéeh oses Feohabel

8 Ker nfisetlidt,t QAfSroiAemaynm i can Nat i oKah Babbraphy
BiGgdDiary: The Lil%als g Threasrsliinggthar:k eCra,st | e

Communications, 1996), 79.
“Bob Weinstock, the producer ofsmRarldsti ge R
bl ack joints, not real 0$tagwa rctl ,ublsi,n erotn dRt&eBs

The Complete Roost Sobny Stitt Studio Sess
BArnol d5 Bhtarwe et : Thzd N®twr &er kof Daafapo Pres:
299; Davi sMialnedd 35 0upe,

“2Al'l discographical i nfor maPrieosnt iigne t hi s pa
Records Dil®&l®y5 Mdmagpthzy :Di scogr agltye sBreaj AAautgu st
23, BOoldpg://www. |azrecsrcods bdliPsdtBr B dp gy
iPrestige RecolrdHi9oBbi2s®wagbDaphbygr aglcye sBrealj ect
Septembeht?p:20WWw. | azrelccsrcods bdliPsbglo gs aplg e
195

t
2
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Apafmtm he J. J. Johnsonwbesesi 8hi deswasbadsahat
each of thesietaseswd ioodsa avegygddawe HShintet or
Ammons. On the sessions Stitt recorded mos
bar i®®ome session from December 1950 had Sti
from jazz jo¥rnalist lra Gitler

Most 6f sStsistitons mresc awidteld deeTr eneerrtee t
rhytdenc tviaornntsady cont ai nkken By dDiRwkwee | |
Jordan ;6uar pbepnBussell o;an@e MaxWRiogaltth om Ka:
Bl akey odrmedrdamhse.s with Gene Ammons varied f
common format) to septePSt@ntdeooctdsswiwt hh
Ammoiso | dowiethhe e c o fiBlli megs Up Oded o B wyg,

mi noo® hit .

BStitt shmadet matohel e Dbdmwasohotbedbaniton
t hastt.i tt, interview by Felix Grant.

“Marc MSemsysPIteisttti gl azaz/Wamxcdse ssed December
201h6t,t p: / / www. | azz wasxt-patoensbt@ i0gled d € 1 h s mhny

®I'n the |l arger ensemblespl 8ying hbhadi Ammens
saxophone on some arrangemeSduwsl,ihanaaddi ti on
iGene Ammons.

%®Stewart, NTheeCompteset Roost Sobny SSoittt S
Yan®Bweb@oPan Francisco: Miller Freeman Books
di scussed in this paragraplBomaawe Shedan ,col |
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| November 1 6§t2a rSetaiva wd Yooarskeodo s t
RecoThesd oumdert he dlgRdbibda,d pr eviodusley
Charli@® Parkeér sessi 0nReacsgp nan d deteiedgemrif nign 19 4 5 .
Sti RoowitPhr KBirrrd had deep @afHéesdai dnSdéony Son
could play and anyti me Bir o®Bseaiwke esnomeone ¢
Novemblesr2 Aprili®l6 5 Steictola dtealed iag htod en tsheessi ons f
| abFeokrhe first f,Burn tdaf wtaltsod e kyed ggc aamadleed cont
excl usiRoeisyt if I8°r 1956 .

| hiesarl y Roost recordings, Stitt was fea
arrangoefmejnazszast wstiddt dsvn or iRgii gad s
arnmmgaer s Johnny Richards (iamdlée&pecQuveacy J
or chdwotrr & sh e skFeo rs etshsei ornesmai ni n gp eRrofosrtmeadc cor di

with smdlulsugl dypgequert scol |l aborators incl

Sttt Bits: The BaOWODSPRecdr i izgr0g@RE DB00 6,
CD box set.

“Stewart,tBbheeComptese Roost SoBnyT8eitt S

Parker session was for Savoy Records. It p
Ko &whi ch i s Cahnaapltyearfe dtIihMins st udy.

®Quoted in Ibid., 6.

®All discographi aald itrhfeo rfrodtlioowi nign ptalriaggr ap

fromeoe2b7.d. ,
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and JimemyodapRama;Jo Jones, Shadow Wil son,
and Roy HayWe&d iern ot @demdBoobbdbth alto and ten

saxomhomre many session®, he played both hor

Career as a Single Artist

| n etahrelmy -89 & 0s, Sutpi thti sbrbaakned and began wo
singl e anotneasy .h alvmed b eva@lrieegda Ib yt Ebubt ewasas
fSuedpayeeand muoif s nh o B°8WdBr. ki ng as oaf tseinngl e ar |
me atnftat Sti ttpenrfaowiniemfgfad roennet,e maob.i ci aps i n
SometStmetsssecor dedmwsti bi Bosabkx@ImpM®5,4 St i tt
performances with fAlecé&ajbDaswa xad mhBaisitsotn Eddi e

rhyt hm s ecatphendh lwatr @ Strietl te acsileddwn ¢ th Woc al

W Many of Rdddgtt al bums did not |ist their p
names of the bassists remain unknown. Stew
VIgsixteems cefi ghttietetnr Riomgs ts easesi ons have been
rerel eased Téhse SLommpy eStei tRto,ost SomMoepabci tt S
Records, CD box set, 2001.

2 Accor ddiemiggapBared| eader Sonny Stitt and hi
Carpenter havecowakten $thiet r, clasieng osued ovVvel
commi ssions, will junloMajer bR@&Nkkivasdnpl ay a
Yor k oBeatApr i | 23, 1953, 64.

3. 0rdda,zz Discogr &plewa®nl| T hhe nEoampnloettees Rooo s t
Sonny Stitms STtudi o Sessio
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musi cians, ekeawaiserv.ellye sti Wwitpeesoambedsberdoc
New Yooarsked rhythm sections

Over Stigmee,w di ssati saseada wifAglehartcaseer
beginning Stfi ttthel ilvoexh giyb uflewa¥ogdki n hotel s
anfii nda hotrhleel ésheen spent much wift htohuet daecade
wor ki ngnb aftéwasi nfaé¢ atyur ed 1iDhowann Baeratti cl e i n

ma g a Zlihree ar t | €9tdéb tdiersucsrtithaes i ear widtah poi nt

Since 1951, [Stitt] has been | eading co

picking up rhythm séctions where he 1is
[H¢ has grown tired of | ate with touring
because he finds many nngusbiechiiannds ha rne abBfyr
time they gain confidence, the date is
another town. He would |Iike to have a b
mo né y

Al want to be in NewohfYorKidiwd.i Remyoogetco
an apantma&met the city ly |l h&kaddqwahtawres a ¢
baédd | i ke to be playing whappgutys | | i |
bl ow offel |

Despi tse d@tsiitrte t o aess taa lblamsdéb edtsdrees ¢ | f

sinign et he 19®mM0shpotsbhhedwekcladesol | owed

st ewart, TheeCompteset Boost Sodny F8&ritt S
examml 4d95i5, Stitt worked with fPagasi st Osca
Jo Jones at the Loop Lounge in Clevel and
W1 pbid., 5

1 Bij t Do, Cal | OMEOBi r d,
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Whi $tei tettidind r exiorhdehd s dawn aoviibdp-civas b d
musi ci ans odahssvoau Isd dceomatni nue an i tinerant car

rest of his i fe.

First MarriagéDeath ofCharlie Parker

I n addition @GBopchidrgtse oS8t tvler e
signiffopreasodonalOndecasnnsd.523,Stitt married Ba
Lancastaenrcchorus girl at C¥TheEbwawllden Phil a
di vomcleahtee 1950s.

St&t popul ar i tAymewii tcha nAwaausdci reegit ol eescht ee d
coverage his marri agB8eteveeinvdd Si4n dttlle 1968
and Lawmcmaterage woes and subséeheent divor

iNew Yoroke 8¢t dema a2’ ne

W aMar r oA gRisl, | bohawuary 12, 1952, 52,

A typi cafWhexmarmhmined:l eader Sonny Stitt Dbrou
bronze bust of himself|, his wife, Barbar a,
extravagance she rushed ionuk dGMaglodought her
Robi nMideow, Yorok eB dvaty, 15, 1958, 6 3.
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On March 12, 1 d5 %,d GCmarNleiwve YParkk e€n t y. St
pal |l bPar&feumeriae | at ere x pdreiritr eaele wans sthegi g
| ever ha®Aiccomyilnigf ¢ 0 the jazz l|iterature
encounters with Parker &i untth eneragirytdlresa t pfhr. e dve
t hesmmeounteirmi wamrley Auposuentdt iOhhgr i st mas 1944, S
pl ayitmge &Ppol Par KBeatame to the venue and a
one of bhnsSssgaxoRdafkieérd empt ed td@a break i ntoc
dr essi agdtreoalm o n e'’dAfc cloir sla imagtwiadomh o wn
anec&osefvar ker a lweediiaddk®ib d@aindn hot
long for thisoOHeée ftehewWopr cmrwigfihbbeo klegav é oSt i

t he kiohlgdom.

MWstitt, interview by Felix Grant.

0Rei sBiierrdl89.

N Gi tMasters, ot 4BeBarpd2n&r., The events cont ai
paragraph ar e dQhsacputseiresdvdati clagd n@mnkaliysi s | :
Car.eer
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Verve Records and Jazz at the Philharmonic

I n the #®H9®&O0Otset SGREeéWwdprojects that broke
monotony of workTihg fisr at sohgl pagetwas . an
i mpr eNsoarrmmaon GG rNaoomRagrc@irnd sl anu&ahal HBHB®G .

Modern Jaanz | SIadxtdetModer n Jazz Quartet membe
and Per cas He,ateds (wel I, aSsk eleitzezry BG&isltl e(sgpuiiet ar
Charlie Pe¥iséilpsd efdieuamtsd)ir i but e( BloueCsh afrdri e Pal
Bidgwr i ttGdrn Iteyspi BheanMo e rinwa s B8t fiSitertxst te t
recording for a | abel dfmderstt mdn sRovestal sisr
f ocGr ahwas aléfas®wilttrgcouding with Gillespie
sessihan piOo@du Béga diSh 9 416 .

Sttteunion with Gipédrefsorinei nge dando raedcda rtc
opportu8enpt ember 195I6i,s Sftiiadt aalowa dierd

Gramznew | abel ,Th¥e a,it & aNkesand oY odrske ald Buar ye d

12The al bum was reTlheasMadammnd &a kR eSdxXttdte
Records Dil9b6dgwapibyscogr agltye sBRrealj eSetpt ember
201h7t,t ps: / [/ www. | azzxdirgdcd .dbgssic8owgea rawer y

WBaDi zzy Gillespie Discography.

52


https://www.jazzdisco.org/verve-records/discography-1956

Brown on bass and ¥PapaoOtdtohbeemes| tom dr ums.
saxophoineéd Gill espie, Stan Getz, and memb
(Lewi s, Hemeéeh, Candindpéamy odmarzcas &t bdr
Phil hafrJnoTnBixcucaomgertth starvsam® dboyge G&tPanz

The TATNRweartes a sucdeagd pgprod tfuend .t 8 teist t
Gr afvasesoblyed he negéag gysotfi oSt an,anG@i | | espi e
Stitt that he broughtonhéeomt d®®66 a6 Los Ange
i mmedi ately abBterctkbat Eouhkeat&ifans Only
The t hrweer ehojronisned by John Lewiayon piano,
Browmasms, and Stan Levey on dr ums.

For Musi oviasn un@rsluyal for a studio record
t he four rtercaa &feadme rteo v e ruMd i fod esatnest e mp o
encour agleadsglboF la&er @lslonb ot oinksa &sintosk y u p

tempo i mpAssseitzabiographer :Donald Maggin wr

14 Aerve Records9®Dé6sacography:

WSA Ilive 1956 recording lolfy Steltdasved hin ha2Gl
El'l a Fitzlgezzalat ettheal Phi I,h aArcnrmoonbiact: Muesaitct,| e
2011, 2 CDs.

Donal d Maggi nfiSognunoytoeSd 4itnt ,Wi t t ,
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[ hlere i s an intenselyStompetiontvebat?est
strongly to this feeling; he sounds as
fastest gunand BbeSWasmmeated, he pushed
iWith S&etgovotuo @orlke.t Hedug ateessmwvo r Xo u
hard,der |ledt at of’he starting gate.

New Quartet an&onnySide Up

IN1956, Stitt formed at wgekheag guale¢ast t

yed®The quartet consiisobdbkefr,pibasisstst ClEaglac

Willis, and drummer Kenny Denni s. 't toure
male two ©Beaner diomgdoe sftar Verve (with piani:
Ti mmot'filsnp an iQotkeerrv isepwo kie ftadtwiuitn \Sittiitrtg ot her
musi cians tbasdtduni wgt hi vheperformances:
Stitt reall yé Yesteidt yosurconeltd gl ay with
cou@édthéd call somethingheinmplue, iti ké@raul
t he 12 Gk etyess.t Hever ybody. It was really a
him on any instrumé&nt at any |l evel, per
Wibid., emphasis in original
8Sstewart, TheeCompteset BboditoSB8dHyi Shstt
The al b3mhs Mveauées & 48 S¢Ropnds)w

Di s
htt

o
Personal AYerwae Weclkki dRe;cor ds9dDIasno
2

and Sonny

cographyacRresjseeadt Sept ember 10,
ps:// www. | azzxdirdcd .dodsic/ogea rawer y

20Charles Coker, quot é&fchei rCopd wvedret ,RoloisrterSon
Stitt StudilO. Sessions
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| ©®ct olb9ebr7 ,r eXtoirtdted hi s t hi Ol ygoltdhveal bum
Bl yesvi th Roy EI| am@sdcgaeP eatne rtsrounmpoent pi ano, as
pr evd wlulsaborators EIlis (guitan), Brown ( be
Decenthteirettni ted with Gillespie again on two
The first sessi Doepseldiceu sed otnlde sealstsumn prod
Sttmost celebrated rec6B6odiwdgd and a hard

Li Fer Musi ¢3ocamnsy Obthd dys @l joruepc or diang wi t h
t hrheoe n frGinktl espt f sSti me on tammorma saxopho
addi ti osnaaxlo ptleotdmsny Si dlee Upecondasaxophoni s
pi o®@eimy ,Rolilniemds by piani st Ray Bryant, bas
drummer Ch&3ulkiheoPett db@pitinhera&lsburhei s gener a
threeahdr ne fplxeotmpeuiulnarevpl ay bet ween Stitt

As Stitt relayed tocpampet wt ibvye ndeegsasingnn&s e war

Dizzy calledt@ti upcomohd iBewmlsbis ,i addi n
going to beay®elwenamad cl@®ueanyogriatoe.
Stitt two nights | ater, ARodl haeassamiedti on

22The discographical inforinmddrivwen Recdrhds pa
Di scoglr@yph.ya
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yodue gonna aXtrivtefiOhsea iydp,a h, he told me t h;
t hi ng abéutgeywd?un.i nLet

The cent®aomny peBldhde Et er noml Triangl e,
compoxittiromut eldadetdhSa nntuts iacnad f orm and harr
George Gér sGowi m?hifhlemEt er mas Motabbkefor
beifagf owritneuetree mpp witohikteat ures onenof the gr
battl es 0% Af dakenrk itnhneeed. ot dhiecenead p alian g f
sobbs st by Rol bt he, t wb e scadmtpifrous dedt s
sol douirn aamdasugbédtsegment s.

| The Guide to Cl,assti eRiREmma deas draizlzves wl

St&tper f omMmaen cet ornmwbhsdebahbhpghteed:

StitSomRod laires paired off against each ot
gl adi at or i &l edtgylte.c hlom uSteist tft and t he sub

with Rollinshatybe ©ad kheaeemingly unli
ways to negotiate the chorf® changes, br
225t ewart, TheeCompteset Boost SodBy Stitt S
2Z2wWhifiTéde Etermat Knbawdghemposttion, | arge ¢

t hasecti on theme were borrloevredsdlIr@ mwiatnh @ atr |
attribution. FoChadaiheei,|Bs4dds eGau sRraive sRtolse®yn,,
AiSaxof @Bitsti dnm | dar e ekdpdrMelsars]l, i kRopal k€| | e
Music in Stockholm, 20009, 15.

22 Tom PiTdhzz&Gui de t o Cl(dsvsai «cCiRecorUhe ov elraszizt y
| owa Pr ess, 1997), 279.

251 pbid.
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JATP and Argo Records

On Jul ¥95@er Sor megquavi t &t hats t he Newport
Fest®Ma)] .t rRonpeEledrRadda , Jamaels thhea sat in w
Oscar Pet dnmesrwindAFroild ows mgc évs sf ul perfor manc
Jazz at t henPhDbBAbaast phoinridcthérei cah9% 2g of
JATP tour. daheCaonegbegHadahnd omourgtelpt ember 1<
throughout t¥X&®eUOonirde dgS8iermf®si cago and Los
An geil@cst osbhedbw p €t f owimti mgGi | | e sneimdb,er Getod, and
t he Moder n;ala zwza lcQuoaanptaenty i ng wklslwa ngi t zger al d
tenor saQmlpdmain sHessvke nislybungianklagpquet,

Phil®ips

26A copy of the festival program shows Stit
not | ist t héNebwapnodr tp elratzdzh RAgedsdtei M asl]:and Roc ks
accessed September 11, 2017,

http://www. rirocks.net/ Band%20Articles/ New
ht.m

2f'verve released a recording @ertviei s perfor
Records DiSxdb.gdaphy: 1

28 wWi tiSgqnnyo S14 ¢t t,

29 pifderrve Recor ds9®D7sadography:
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Il n 1915975 80r Stitt bega#dmasedoAdigomg Reeaior dlsi
Hi s tseallfe B oalnbyjwid®s it ¢l eaSenn ywaSstl iXtGB8e. f i rst o
fifalkeewms Staadrtd woourl dArrgeo and its successor
bet ween 19%Asanmiosh®7Bgs for Prestige, Ro0OS
Stitt recor deCadattdtw messmoghli Is . Hirsg wgpesc o n d
al bBmra@iimc | asdewa rfteeattpuirbeadt st and future freq
coll aBaratyoHahei al bum al so contained a ren
Par& ek andmar kKoo fKjpn s i h €Sa fi 9t 6t O-koefdt ehni sc o
recosésswiotthe @abodn ,pllGgkeee Ammons, Bennie Gr
and tenor saxoPhonist Zoot Si ms.

l n 1Dts5i8t,t j oined Gill espioe@aagnadond azz at t
a t otuhteKo BErud &*plen. Meey,and @Ged fl ersmped in a tele
concert in Belgium. The coemtaneéeé vfastise nce

few longform vi dferoo mpeéctoir sdoi fn'rsinso JaudSrygi et rgt i t t

0| ordda,zz Discography Online

Bl pid.

2 Ker nfiSetlidt,t QA fSroincnayn Amer i can National Biogr
1¥Djizzy GDil2zw pGiel, | e=qmialéRe ¢di n@Ytehng s
Productions, 2006, DVD.
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was babé& Héwporti naazuzdqirkdeusggnue tladreidst Sal
Sal v,adboars si st Martin RiveAtawanahd-l 0r ummer Lo
mi nekeeotmpmtei r per f or mancccd aaqnpekdad @z on t he
onSamrse rD¥y

Il n 1959, Stta trte aloundiianmowilesdl yur wi th Jazz a
Phil harmonic. He recbvohdedyeseladbddmsi ons for
incl 8dnnyg Stitt Plays J,SmmynwyGiSafiftte SAtrsanaq
the Oscar ,AefiersonBloWwHetl B@cBrudes t wo
sessions®for Roost.

St beéeghhins fourth consecuwi tvle iJnefEFheof perf
Spring.Sdaff epdS@e@miom t our oSt i Bhnegalmean dch.e d
wi t h alfAGePisze t,urprer f or mihn gn Gindnag&s e dea d

dome \yoeed s e

3% The excerpt capuselsotamedenile odl Gsiing the
c omp o g a d soed(Wail skiBd dobeas scr een) . Il n 1999, the
added to the Nalaonznaodn Ba IDhauyRreg@Bsttad . by
Stern (New Yorker Fil ms, 2000) , DVD.

3¥fVerve Records9obDIspmogbhiaphygr aglcye sRreaj ect
Sept emberhtlt2ps :2/0/lwww. | a zzxdir dsp Hip IssrIdowe rav e
%¥Stewart, TheeCompteset Boost SoilBy Stitt S
BTWi ti$gnnyodo S14 ¢t t,
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The Miles Davis Quintet

Il n 1Mi6l0e s ab & eidisoStjidiiamlidhae stvas d an
outgrowth of whalEddrgadagti notak & mgu © u p
that made a jsatarizibrugnsofbeqgli @shanindd 960, 19568.
guiobaesi sted of Davis, t.,@nadamiWaxtogorhoni st J
Kelly, bassist Paul Ch anthoelrtsr,awaen klheaddr u mme r
on and off with wisvieagirnde ITDPxHe mwt his o
l efgut heeti f o9 @ddcdas! | eddvhdtacdt t O eal s
j ob TwiByhadshaw i n dtthoe reariFay el %4 Ors.

Stjoineid | telse Da viidsu a@udi nstteaB/escde nifBnet ri |
Davsiwsppd ireedc entofr etchoertdgiingop e pate, but di d nc«

hold r é*hlermrs®8 G, Davi s-kwaswnomamefs (me|aezt

3¥For detailed informati off iabsdutgdtehits sgrxd wep
the i mmedi ate pr ecurdssoere Qbhoavint,lhees gD awips St Th &
DefinitiveNeaw oforakp:hyDa &9 nBlie3ks.,, 2007),
¥Before calling Stitt, Davis invited tenor
Shorter (@onr eCcodmmeanndeat i on), but they were n
Tr o uMiel, e £24478 .

40 J3an Lohmann,l nl iSteorc krhootl enp 10M61 0e sC oDvepvi iest,e J 0 h
Coltrane, and Sonny Stitt, Dragon DRCD 288
Y As Szwed notes, Davis probakilnyd pafovi ded S
Bl uewhi ch wahse ryeel aera shéedf oWhea2tl Sz we d ,
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his new qui nt eltarpgeer,f oermmtehdu Ebneaf dotihnee ,ga wodiipe n c e S
toured the United States, playing the Hol/l
Bl ack Hawk c | ub*limu gSubsatvhFeshade dit ¢ emn.ded
resi dehveyl laatg e aanadppaerad e d &datl sRamdalllaz z
Festival in*NewS¥prtlk mbBiett yr.a n dpuel of t cerbneerd,
packed siwmdil emige E® Tohpper otuhpe n  r etthuer ned t o
Uni t edanftegtaens anot her residency at the Vill
NovemBer.

Streteived an ewubDhbviwta sr eacnd ptdidd rh e t

gratfypn the years preepBavbgsm@dl mgavep

“2Stewart, TheeCompteset Boost Sondwy Stitt S
“WHrhe room was éd Marey adfl yt heaemamedli ence were ¢
protoplasmic har mooaQu onietdh Minh eQgpreb,e @e di ngs .
Y4 ADown rBewitewer wrote iMénmnynweSpietrf osmaheet h

attenti om [fhreom pMialyeesd i mpr es 8Qwaet ead tion and s
Stewart, TheefCompteset Roost $Solddy Stitt St
“¥stitt did not make a studio recording wit
Manchester, Paris, Stockholm, and Amsterdal

Davi s anMi |[Ta ®2¢pBep,rJda,z z Di scography Online
“cCcanmn,| es, DA¥1 s

“Stewhtt was a strange band: Sonmy had repl
styledst choauednbeen more differ-dntveMi |l es hac
bopper |l i ke Sonny, 8%t dwarntr, alpipe®@rachetse £ | tac

Compl ete RadstStan myl 8etsisi ons
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began tondavebbop expereméepndindi tbet possib
the hard bop sty.lTédiistd whmnsl!Ipetdg & Op,&tstt arbd | s h
whwas a crucial foil for Davis gnd has an
1960, tiwasetaking the whole art of i mprovi s
valueso®Ht sreéparture marked the beginning
both f@rgDawtet and f¥r his music generall
Sthad andi mber e ahli sd tgyrless reatbonual odt 1 | |
the satfhghbetame mbvmodiasl jazz co@mpositions
ASo Wiwmehti ccahl | ed f or ai ndpirfof veirseimetg ke bnadp ,o fbl ues

andupapandard repeplt@ypeade. dtdriessspr obl em,

“8Ccanmi | es, D& 6 s

YWHCO!| tcs acheparture was a devastating | oss to«
and wept duri ng ét[hHiisr] |daespta rgtiugr et olgeeftth ear g ap
ways, Mi |l es was wlelwied. abl@8to fill again.

9Jazz musicologist Barry Kernfeld describe
iStitt was the second in a succession of wun

saxophoni st oKlerhmfisesOodt,t o/Afreincnagn Amer i can Nat i
Bi ography
BlpaviiSo:inny
al ways fuck 0
the same tro
they wemespao
were the who
Wh a t P21156 .

pl ayed@dot Wbéhwr wog!l Bi nd o1
it hgtt bboBaeawaphdradzwed, St
ith modes that a | ot of

d keys, often failing to
wits oé&nhMilliayd 4P eSIdhzwe d,
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Davis featured Sti ti%t @ nod ywlodp ud caur| s tpalnadya ridms
own ®¥pPhedlsseokStditt to perform on the alto
excl usStivetyi nsiont egope,r froowse wmegr ,ot® bot h alto a
Stitt and Davis also arguedJaxer money.
Anec dSttietst asked Davis fwhilcendr 880 s8t and was
depafttAunroet.her accouentsismigsyesn sStindgatte and Dav
hi g¢H ibratsed tsntoBhhemim Mitchell @Mitsnessed Davi
fightinatomspagé or mandeaedztu bT D&t Miontdtr. Key
performed his | ast cd®ngreirdée asBmaarmemder of

Howard Theatre itmewhsehighouen D. C. ,

12szwé&ad, Wh a&2t1 6 .

B According to dr umméwe niti oboya BPtaibttt cr owds
saxophone plinae i mags breemiursies ¢ 6hit mmyf Cdhkab | i e
interview by W2l62 71 ,anml @B&r®sveed NwMvember 2011,
http://www. smithsonianjazz.org/documents/ o
w_Transcription. pdf

B When Davi @ hteoled wlaismno morddo momregy, Smany ¢
Sondayn!d | ef dBitlhle J@dracawl,Anecdotes: (Sleawond Ti me
Yor k: Oxford University Press, 2005) , Ki nd]
SRt i tt] héaldt awa s mphean Stomey Kad worsds o
onstage. He threhéadedf t oahdddhkaydi,i esy wen:
fiRemembering the Musi@al Genius of Sonny St
1szw&ad, Wh a2t 7.
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http://www.smithsonianjazz.org/documents/oral_histories/Jimmy_Cobb_Interview_Transcription.pdf
http://www.smithsonianjazz.org/documents/oral_histories/Jimmy_Cobb_Interview_Transcription.pdf

Second Marriage

The Howard Theatr e Onloamcukdbit96wasSt iftor t ui t o
married Pamela Wanga Gil more at Mount Mori .
D. €.Pamevlaav oac aalnidsthad opened for tthat Mil es D
conaer tHowar di Fe®@&moeher Cl audine, Pamela S
church swoauwletb ewhoomea eacher. $Swe amdl| rietmt he
t ogeda heda ukgaht{ebao r n  iam d1 @@aslohnor n Hh 1969)

Af ttehrggmtar rRaemel a remai ned Stnmawedsihs ngt on, D.
new hloemeev,i ng fr equreenttutryo etteegt werehl® a mdir s .
Aroundt H® 79t i tts bougthhi rat homesstudaensd meovtetd

Chillum, *Maryl and.

" Accor doonwgn tBoetahte weddi ng was briefly postop
bursitis. A memorial website for Pamela St
marriage to Stitt, but i ncfisrt me cAtdloyLilb,st s t
Down ,BeMatr c h 2De r1a9 6l fiApdodu;nceMid eno r,y Of
accessed Septhd mhpeg/t/ilpt7a,morf e riddry

B TompkiAheutd Her .

¥stitt did not ofteft womk ihom&adhi metsdan D.c
make s-ommge tlour s 0Styiout kniowt?er vi ew by Felix C
0By &t irtetcol |l ection, they lived in Washingt
interview bW kFe |Kigx nGragPStttittstb,u@ agzhe tPtoes t

May 9, 1980.
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http://pam-stitt.memory-of.com/

AgabnGtmarri age etwlaes nirloal chkal Er6lests .
magazine hiospocomc ed ®we dd9 figj. ap lealt o of
Pamahn@t i ttwaddridgaptamadtoli ectohuept e a
Chi chlagbutdd opamfdtyittstt andi ngt oc otnhter iwbourtlido nosf
progres@¥lvre gdaddat.vi eornipregos loindeehtl s @ der,t ed on
Staitltl nesses®anadoi dj otf4aensdn turpacotns ,n g
perforMances.

Stitt placed t hiaoat egfo ritygh@ERid ade rssax op hon

Jazz Poll (after Cannonb®Hd vwAaduwled | pelya el dt Wi

BlfiBandl eader Sonny Stitt is about to make
next oMad jf er. R@&@N\beiwn sYmmrokl e B eDeetc,e mber 29, 1960, 6
B2 /ENnt ert @aientmeaehr, Balr, ViE5®OL; e MO aJ entmkwmne 29,

1961, 6 2.

B For exJaemipheunced in li9&Oovwdmritn@tfintdamwasbo
pneunboamida i n 1961, fhtohsapti thael Obzbetde bae ewneceakr
accident . MiaNjeovr YRodieeNsotver 17, 1960, 64;
fEnt ertalentmday ,11, 1961, 59.

%4 /) azz saxman Sonny Stitt intends to go po
recoBdbbi e iBawb¥erokl eBevaatr,ch 13, 1969, 63.
B AENt ert@alientmdamtch 15, 1962, 62.

16 /) et Acnenso uFni r st AJnanzuza | P oR éllaedWéid mmeuras,y 2 6,
19616059
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again i-h97ibme tnhied al t o s atxhBepbMyei ¢c aPelglory of

(after Grover Washingto¥® Jr. and Cannonbal |

New RecordindDpportunities

Fraoanhe thinse roefl easen flr9odmhegurchitsddn t h e

1950s, Stmatithbrye cao rsdneadl | orfPuralsern gef, IRomeaslts Ve

anAlrgo. He l|raeecgosr retd aaf materi al, at times p
al bums in ¥insd migd GOrseeaFevieedr al new recordin
opportunities. Hi s recording output droppe

drastically inot&ésed. | Asl Yiaandwss t han 33
1966lperiod for such Rloolsdl,s Jaxg zVearnvde, , AArl gaon,t

Lion, Pacific Jazz, | mpulse, 8%¥estige, Cad

¥"Phyl GiEmbloaryd Musi c Pol197Ebhoen yWumeenl® 760r

d this in 1980z Dioscegaamphge. Obhbrade
ve performandes, aseasisone man, and me
years after its recording date are consi de
greater than 33, and | abels |ike Blue Note
RCA Victor 68 Rédantz eH&Se® ¢ [oradnsd nuupsktr oanlts oR ebce
included. Jabzizd .o;n Y& ®ow, d
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In 196 8@teemwpl| ovy e i | es QDavIiteitt,t recor ded
two quartet ahbemshi gPlomob®s@in@enhiitnrued w
The Sensual Souamdaombi $douy Wattibtetm f ul |l scal
orchestra arramnfgeédoBoI2SRatphrRBumns ed with t
saxophonist a#heafder m&e dbhedAdwoo saxophoni sts
recordesdoml Augno, Verve, and Prestige duri ncg
| atter dalwoo |faehegthiBri esdbhaeac k MWiDtulfifn a year of
reuniting with Ammons, 1ISéecontdbrgaandvolr &iumigt
bamdh,eadregan, gruia asre caonnddd nhasxtogiudpeidaho and
doubl| Mosas sl 9Ot k for Prestige and Argo/ C
recordedcombingatihos’?of musicians

Stitt and Ammons ended t h¥3iSrt idainl abor at

began getordotimerAplrabel e recorded a singl

St ewart, TheeCompteset Boost Sondwy Stitt S
)1 pid., 18.

21 ordda,zz Discogr &phryettOnildmewi th Ammons, hi s
and touri nagshbheamnd, tanrd olrigsan tri o for mat are
foll owing section.

18 Ker nfiSetlidt,t QA fSroincnayn Amer i can National Biogr
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Yorbkas ed Jazzwiatmhhse Re owagssienda’fpn May, he 1| ed
an abor tfear sBlsusea oMot e Recor dsomwmeéeh Bihlel y ame
Ecksltamemate DeRterJGloydo®hetti recoofiedhr ee
al bums for ASomamy i $t Rtetcpo&fdsheupopgBraads ve
brass section and arrangements by Tadd Dam
I n 1963, &t ibtutmsr eviia rhelaaigfaidac gba z and
Prestige. Between June tamdeé Bédmsember, he a
| mpul selStRetttbeldesd r st @fo Wwthme$ e®adad éoauarsd
with Duke Ellington t erSal ts aaxnpdp hFoeapt pretr P a u |
al bums Hack udedak otolmi bdm was | ed by dr ummer
Bl akkeylazz )MMéesdgageed McehCoo ywalisshrgelrginani st i n
the John Coltrane Quartet. I n November and
jazz sessiecgrss.onBherod®uced GloReosadt)u mesn d

Pri miti(Rroe SStooudle ) afl dButmsr ed a dr ummer and t wo

"The discographical information contained
found UanzkoDdscogr aptlcwwhCnrlei noet her wi se 1 ndic
"1 ue Note producerclAddhed fLiom tame Bitn uitte
sessionOmrsltyarda edi.ngl e pfiLeacdey fBréwrs®tohde, s essi o1
rel eased. St ewlme tComplhetre nRoeestomonny St i tt
18.
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percussioni stisn;cltundeerdpert me r Tthlaslwelotnye s and
ye-atd pianist Chick Corea.

1964wo !l | amer awtiit h tr omboni stMyBenni e Gree
Main,MAngo) and tenor saxo@Bhaudni Pteopdeker E
Prestigenec®BetmweehbwmnStitt held a residenc
Scét tCl ub i nLriLescaodrodnionng st hewerees ildaet er r el ease
Ronni @& Slcaoztzt House | abel

I n January-l 2@d6an &t ibwutm ewot h tenor saxop
for Cadelt nfRet)olodisFebr uar Br olad wagocré&o d é d
Col pi x .R&bher s nabs eorpeméaenkdrn section that
Thad Jones and saxophonists PhillnWoods, Zo:
April , StSiaxt Exepwetste haarsol d Mabern on piano
on bass, and Rolyt Hwaaysn ehsi so nb odraulnsa t buthsf or F

| n 1Dt6a6y, auisname d i-suink ed enBleenbMat ddor s Meet
the, Bl &8l bumsftoRe RoeudettBhe ensembl e incl uc
Joe Newman and Cl dr k JTe droyh,bh sterndGmlmami,sttsenor
saxopBkddist koDawi s, percussionist Tito Puen

by Henr y nGisoevcegurent Ral h@gtmeetlod record using
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saxophones augniEnnew Wartiht oSrednnefrf etcd sn utno t

usibnaghds t het ecmhgdmded

The Organ Bands

Stitt expressedhased nhezeshnh ehrml@d®Pamnmnt e
owned an oY%%psarmeyvams lei figgr omi pkaht itnhcel uded
i nst riunmelho6k2é cost ehcel a B a mmo AR3d oB& g arf ttrhieo s
| a1 ®5a0msd ,t6h0es g & nii S8 Sgridumpes welmet bl feor
basslines (performed onchbedfbot pedal s of
accompalimeandedrtteasafrxaospohvoenre tath ¢ ®e i n
growamsl, someti meseparci asmee | yhtadds® groups
includiedami gt 1 n ,anhde ar hsyetchonm ds etwdirmmoorn saxopho

shared bil.ling with Stitt

"/fiStéGt bwn taste runs the gamut from Louis .
an organ at d&hoo nfei,d dalBed tvibDeoikie sCal | oMe Bi r d!
""For more about the organ trio format and
soulz,j are Bbibe PBlIruedsmhe Oatwrd Companion t
ed. Bi | | Kirchner (New Yoik77a350xf Kedanyni ver
Mat hi@ocom&HHaar d Bop and®b@HPChndagate, 2012),
Googl e eBdbikmmay idd miotnh
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Sttturn-basedr géambi| ey @wmnhofeo rwmetrh
musl cpartner GéneétAm@mmaengdhnomopnesdi hnl1€61Llcago
performing RBitsMcKoeke y?®Thiogurnoguem ima dulialy a r
i nstr umeonhtearte vanroatspo me a rhieys Osontldi ned pi ani s
John Howhsoteocnowidteld St i tt 1a9n8dB aAsnsmiosnts Bust er
Williams, and dr {¥rimerAu@athgredoaEplaiwanc or d e
for Argo and .VeStviet ti na n@heiAcoengoor &5 t foredvim Ki e
|l ate 1961 to Febexpant&@o66hmearnd bdrhirefel ynor n
(addBaegni earGdeencor saxophohni®st James Moody
After the residéhcytateMaoKnéavot o New Yol
weeks of paetr ftohrem&hacHEsn aNdoet eha Isb U mg swi t h
or gdaunr i ntgi MeMo Ehese welrbeumsecbhdadi st
iBr obhatWk Dyf font éh €81 u | PiumomiAtdresin avradcs

r e | euansdeedr hi s name.

St ewart, TheeCompteset Boost Sond®y Stitt S
L orldda,zz Discography Online
stewart, NTheeCompteset BRoost Sod®y Stitt &

Ker nfSetlidt,t AfSroincnayn Amer i can Nati onal Bi ogr a
and I rah&iBilegraphical ((BEewy¥bnolpedOnaf ofdJaz:
University Press, 206M&9gdy,Goloagmes .eBook edi't
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I n addition to thecMobDefdf sHarssgmd n s,e sSti io
Februar $9wad t May s deodmaerdd gohragiapn d Sed 6 me
wor kinghbagdoup contained organist Don Pat
Weeden, and dr uWweneedre nBirlelnyaiJdnaende si.n t he group
After ®Weddparture, Stitt retained Pattersol
per faonrdm r ecor d wi t®hT hteh egm ouutpio iwieo rtkkdeidb .
as an expamade d(nacth invdaer dAonunm® ,Btoiorkees) Er vi n, al t
saxophonist Charl esBMcPheeBadoMMarandogui tar.
Grant. Green

Il n 1966, StiusibggahetoneweBelther Varit ol
amplification and effbdatkesgdlteot Aomni d he s

s ax o pothoen eV,ar i $@intee mwmasahgit dhhe® i ncreasing use

Blstadtfinal al bwaduwsitt it htehfdVatyaetl dt hwa sl e f t
BankThe al bum captures a March 1971 pertf
post humously in 2000. Patterson recorded
Presti 3¢ azlkb WwimblkdadoonBi scogPé@pbyi @el i n
Records Dil9¥ldytagpthzy :Di scogr agltye sBRreadj ect
Septemberht2t8ps :2/0/lwww. | aZz 2diog ds./ @n g/cprge atpihg e
19711972

or
a
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https://www.jazzdisco.org/prestige-records/discography-1971-1972
https://www.jazzdisco.org/prestige-records/discography-1971-1972

electric guitar andi otmhep u.ldanmlemdvaiedt onst ru
consisted of a piaxloyygnemaky nad @mghinidniae h.e
contrfola beaxyd yonfami ¢ aenfdf 8cBtinsb.r al had an
endor sement deemds ewli tth eSa&/lasmentionnge oofn al bums f
Roul etteh®etor dwWh @&atf Nelwéd ¢, Sonny Stitt Pl ay
was aSbe-sel | i ng al Wao'thS odd arhlel épssting o
Var it onenefde-sutne e @ dewmistemdbié @tss tosntcsem| i st ed
hiwsor ki ngolwemdcor di ng sevb/mali woothEesboganon

I n 19 7madeSthiitst f i mh &del e @tcipiac bamwd t h
el ectroni.c Heaxtdpehnmeesdf cdadmmogt excl usively ir
acoustic {%¥mz scoamet é@xatwss.r k S thiatniddase r @a h e n

year parenthesis in a career that consiste

BaAl19@Hverti sement cl aiimsets®axophen¥®aint ohe
of any combo, ampl i&f iseuds toari nneodt .p oTwheer Mairlilt oc
chorus ofYellumettalresct roni ¢ Saxophone Wil | Ma k
Busi est Mus oBiblomlas dHenb rTwamny, 18, 1967, 47.)
B The control box contained WWritaghes for th
finor manig ad knd knobs to control volume, echo
har monifet a@ibhec

porseul, Himek and Fusion.

B Nogverything Stitt playdd®d7Wass aeccwgtdi d ajba
Cadet, Jazz Masters, and Flying Dutchman r
funk, and other popular music settings.
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| n eat hhhaoywsever was a | ogi éale aerxltieenrs iRO&B oafn dSt |
bl steesnged wor k wit h Bfenenmoumnseeo nSitiintited 196 0ger f o
the standar chiysamik t apBadvedaend mMedreop ed t o &
pl ayed imoamp odgiomed tasl,bamsontmaitmer i al
writted by nStmiatste s | gbobsapbesit @ jaaidz &t ft hal

or graenc odRi&mgs funk, and acid jazz.

Bporseul, Dmreke and Fusi on.
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CHAPTER M

LITERATURE REVIEW

(The following section is an overview of t

culture of bebop. For information regardin

evaluating thisl matvenpakchapeerthe

Introduction to the Sonny Stitt Literature

The |iterature on Sonny Stitt is substa
maj or jazz ard ient.irla Iciofve,r ss@annitng hi s ct
experiences, and the full l ength of his pr
litedated ¢ ed HSHowvetto Nelw A6irtk tCheny fianl | ows
Stitt throughout his working |ife down to
|l iterature spans multiple media, including
i nterviewssalibnemeaned per fomananitiest ogreive £,wsp 0 |
magazines and newspapers, album |Iiner note

journals, dissertations, encyclopedia entr
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Stittds Early Life and Music Career

| nf ommatbio@ast cHtiiltdthood and early musi cal

from numerbDesasbsSc@gdmadmihy comes, in part
studies of his father Edward Boatner, Sr .,
director, and t eaocthgeho wtf hihsoSraidt tnrues i ccar elehrr,
di scussed his Iife in Saginaw and musi cal
Down ,Bwealtody?Ma@G@EDATowar d the ,en$tiotft his | if
supplied additional informatilomgabnout hi s

interviews wi Way Pa*eEndRtFkdl&,x Gr ant .

Ot her i nformatyearabastaShi gh school mu
professional come from sources who knew St
i nsta2n0cle3, toi Bahet Mi c hi g a&re vp ualwlliucdaetsi o n

interviews and quotations from peopl e who

1 Bi t fiDooh, Ceel IBOMBYD .

2Max Jidned,t and tdMelPadryk eM@&3wmbred, 1960, 8.
SRoger Mowsg, Stitt: AoEohaARgmsnhli Sepnct988
| ssueli5221,

“*Published in BHagsti 6p oZdea5 Reben,
StitviewnbgrFelix Grant.
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Sagi®Sava.t ements f riBmgmdNiicdi calnass ,| iWiel | i e Coo
Earl Van Riper, and Mil edss Dawsdsrshgdthust h
peri od.

Detailed biographical and caower inform
Wikt di ssiBohayi 8nitt: ofisn Lkiete omsmpedcMuvies, s
Zan S@GewamtrThneo tGosmpfloert e Roost &onny Stitt
ad in ehhe iRisogmaphical YEheydNewp&dbaeof Ja:
DictionaltanTthfe JAdz2zz can Ameri cZan National Bi

Given taedl|l eomp heésx ictayr eoefr ,Stiitt ti s di fficu

together a compreempsiovestsi malal ne oomimi $mien t

and movement s. Howé vae w,e ad @ rht aoifn i snd wrramas i on
regard. I n addition to the works cited in
®Whi iRee,membering the Musi@al Genius of Sonn
"For examples and anal ysisStodt Mwsihc alt at e me
| nf | uelnhcaepst,Blr sWbrical BAnGawyesérs | : Stitt

Wi thiSqnnyo Stitt.

°Stewart, TheefCompteset Roost Sonny Stitt St

YFeather RBRinalgrGaphiedcal Encyclopedia of Jazz
“"The New Grove pDiedi oBariyyoKeazaebd;, 2
Macmi |l | an AS®r0r0y20) St ist. tv..

2Ker nfiSetlidt,t 9AfSroincnayn Amer i can Nati onal Bi ogr
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Sal e®@8onny Stitt: SolograplEyngal@iesnemgrsaphyn,
Chronol ogi cTahli,sCrideedk ex Chapbee®dttn
di ssertat i®ngarearc eadd tSit witatril egs yferaam unti | A
1958%St ist tcareer movements aefeeradnscoescoinnf i r med
musi ciraap bireas, halshtwmilejsnendnpaes periodical
Finally, there are det @&Thed Jadizzgc®Dgsaplyirap,h
Onl,i neemreee cloaWlel and ar tt BJea zdzi sDci osgecroagpr haipehsy o f
ProjSecntce Stitumi eocooasdgd vbese discographie
tassembfeugh clot@wad m@ggs ohbl. plrhoejreec tiss
especiafl tiboer carceteits vehepeef momances we
recorded.

Sonnys Stcateecoveraedtial equal detail. Fol

first New Yo4Bd)waes i »on(tl94l4asting | ess thar

well documented. This was a confluence of
musi c center, a matgltreirng/ imushiidalt ys tdylee ,t oa nw
Dizzy Gillespie and other name artists. 1In

Bwi tignnyo S30i.t t ,
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ri sing popularity of Charlie Parker and be
of historical interest to jazz biographers
Stitt appears in contemporaneous accoun
Dizzy Gillespie Beéletebder amsApiirlst194€6or di
with Gill espPiwe nai mbogngtdhi mMNeaw e 8t ar award for .
saxophlondeZndn rdeceeisvneal | entr&@l nani deoBar d Fe
Bo,p the first book tobiopddfGcetbelddbpomusi c
appears in | ater .diFsocru sesxi aomipsl eo|fa btshai csG wberr& ro
Swing to Bop: An Oroal i Hi slta@rzooimoif atithtese 1Br4dadrss
interviews and Mnhkicg oittelsé rameniaif rSst iand
bi ograph®Besont empoweatiesl|l i ke Dizasy Gill esp
To Be,0tor BMWi | es Davis &&Md e@ui Mfdhye Troupe
Awtbi og,r agpmhdy Ro lis®8rn r dReiThhmelL egend of Charli e
After -1 h&eDtgBitdcareer under wendar enaj or chan
reflected in the composition o the |itera

preventing him fré@d8twaerntkilmrerdgti f oNewhYaoralgo a

“YvaiDli,zzy Gi BBespie
Bl nsiddepBeubl i s heldn sasd eF @atzhze r ,
GitSwirng ,tiv3Bo®9, 12305528328, 184126259, 266
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where he was arrested for the sale of narc
Upon hi,s Steiltetasreet ur ned otno ttBhewr Yerak,oppm®mfeor
primarily, andl bemoudddr hhBlsif owwad s atmee st ar
Sttmatureidgardecumamded through a steady
dates. The peteodt toé&uobvnt Ehs@ombtitisng a
l ong coll aboration wid&ahs svaexlolp haosnihsits Gaesnseo cAi
with high profile acts I&ikezDiAtzyThca | | espi
Phil haosmonies, and a brviiesf utitentte tisn Sihet tMi |
during this period i s seenantdh rnoeuwgshp acpoevresr a g
as weinlAféwsrAcreerr ipc #whsi ¢ h  ptrhoev igdaesdeisp o n
Sttt personal | ifeand business dealings.
Al t houghe®8tirtetiewsll Wyt he ehdtefchreeli Wwas

covedreesls fbgqueaet|jpnkzat er 8980sTlwrdel®rying

ti mes fmomr emanmjpadz imnsilci ans. Crand cal tast
"Peri odiJdceatlfsorl iikrest ance, had entertainment
|l i ves of Dbl ack @Bratribsatrsa. LAa ntcyapsitcearl, ewnitfrey :of
Sonny Stitt, and Gloria Marshall, ofay Har

t he sbraddbime at t he Birdland cafeoMdjter engagi
Robi mMdew, Yorok ¢eB eNotv,e mber 25, 1954, 63.
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the music had deorVt omteideomavialyard d.dllmo s st yl es
affected the kind OSftivwar kwatsh aatb | St ittot nrad cndia
touring schedule, but he had to travel alo
excl u@iwhe Hgahdi s wowrkbianngd s dumait eg, plkir$ od
Stewdar kia lislhoeamn s e @b Inesgu i rGi ant s 1®fr1Jazz tour
1972 with Gillespie, Thréoamived Mamkmame A
attention.

As critiichails imuseirce swaned, itther atoumrpeosi t i c
chanygeatd alim .t he eBh370@s wetr e sieanatteled and
revi ewss ofi vet iptatntior ma medvs p @ ptelres jaanzdz
prselsrom a historical perasrgpeep i Veyomany of t
repeatsngnexinformation in the I|Iiterature,
Stitt and his musi c.

Bywhe end of theeel3e@sned to bEh@aewfound
| ast few yelarBendaBeeahbl e i ncrease in hist
mateaelrrongf et mospect,avéichesr vheawmsd i ¢ peri od]

refl efcrt@nudntstnusi cal cTomitse mpaotrearriieaels of ten di s

BWi tignnyodo S22 .tt,
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eval Sadseamiuysi ¢ a,ndmcsileglac g ,s tdymd

natur eedfathionnship. to Charlie Parker

Stittdés Recordings

Onetr iflkiarodh hSeon@tyi tt | i terature i s the st
audi o r BecnrdisveggsSttiwwetnt y years ol d when he
andr@daeorded prolificcabpstot assughalbtchreeli|
documented nearly from start tf@evfirni sh. I n
160 adamumshad a hard thiome madé¢ i sg mheyn lapar
forddAtccordi ngbyer Minvgé t esnade more records
than any other ®jazz instrumentalist.

Stteardceddi egl OSfdrdotnv t he Tiny Bradshaw

Orchestr o, awlserae HiRe &dy s odDdteroaJ Wdinmg wi t h

¥SonnyfaBItiintdtf ,0DadwimeBeé23lt Nov 1974, 27.
MorgenstermiandbhdMmwyMar,gensteriht be

sweeping statement may seem incredi : u
you join me ing azpppliyn ndgrt t rheert tt glr inot | Vi u
artists, [ and] exéclh adddresa dl ri kne tDhuek ec aEtl d g onrgyt

Count oBasi e.
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Billy wWakasdeé ntehe fHAFbwrng9y¥dar Stitt recor
sinwder until h i so ndbepaet he xi€ne plt9i 8o2n,. wi t h

1946 marsk efdi rSstti trtecor ding session with T
with Bud Powel I, Kenny CI| asraknee ayneda rE atSst iNav
continued to record adtentiéanwisgriNéwayer K.
prison, however, that the seh®@tistessions be
recording on otahnt ®@e ¢ @& ofpmosatalsgy buanrdietro nhei s 0\
named aiam isonas | gr oHiepetor hatdsmostly in the s

someti mes |ive, and occasionally with stri

2’I'n a 1981 interview, Stitt app@dared to de
spent some ting bandB,nltteyoilEledveframeus one t he
was nevernSt @clhb@tdteld@®) mhe. same interview, Sti
1946 reciOoopi Bd@moBiht h Di zzy Gill espie as hi s
These statements are incorrect. Stitt i
2, 1945 session for SavoyseRezmmd dat (tSh 4
Stitt, interview byMiFetlenx BBr aand tBhel
Sessi cSasv-036 &V 1994, CD; f orniF astess sNawarirm
Di scogpdaphypDi scogr agltye sBreadj éDetc e mber 8,
https:// www. j-naazvzadrirsoc/od.iosr-ea ¢ icatmpddni-ys/ # bi | |y
orch-50682

2The exception was in eodn hwehremal 97 totr 1948,
recordings undileaor d hEwedprsee undaodhey.znzL o r d ,

Di scographyt©mlairheT hhei nGGormpnloettees Rooost Sonny
Studi o,Sdssions
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https://www.jazzdisco.org/fats-navarro/discography/#billy-eckstine-and-his-orchestra-450502
https://www.jazzdisco.org/fats-navarro/discography/#billy-eckstine-and-his-orchestra-450502

Stetwork as a sideman was equally proli
Gill espie, Mforf awmrstdhaecaede s.paEven with grour
the 8dtukeéeot he Mil els9 @Dalvea rseuQamitfantvet o f
recordings available. The spate of recordi
Stét tdatrh .e xaa mpelcdor @dmanggh ey & &r Baff eSt i tt
omi nousJystiitmedase You Forgwas Hoevl 8aslede F

in 1997, andl basebdee®nce that ti me.

Stitt and Parker

Apart fhemrt memenbe®emrdiofgs, the most strik
Sonny Stitt |iterature i s tAse Bre@meomated ref
Mort owr ihfalig@ ndi ffi cult to find a reference t

sense off oHiltofwesEhar Y1 e Par ker .

The ubiquity of references to Parker in
considerable detail | atCé il pfi@gHr tshtiosr isctadudy (s
Analysi® ChHhFoBtebw, i tnowibltaliesufiftiecattuo e

ZLordda,zz Discography Online
Br i an HReoorntnoyn ,StittclWlaeaxi Haut madl. P8 ( Mar ch
2011), 9.
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compaStiintgt t o Penmtdiemegd @ mdatSihie ¢ tcar eer and
includes all the media |isted above. Jazz
histories, |liner ©Oet sjtane®l aRkyesmeBakhbedrum t it
Birddbod CaBl dle aw pointed similarities bet

musi ci ans.

Omissions in the Stitt Literature

Despite the size of ahe Séptihbverageatar
someti meRefarcrknaodgsmuoi Stand cdhateaeirl eeadbound,
ana sidi acuwsss ihoar derT hteor ec oamee bayl.so noti ceabl
in the Hdetxem®td it e¢. has yet t o iboegrtahpehys.ubj ec
Academi c engSag@setnreunsti cwirtedrmeeinresctéetnmmak bk, and
di ssegtbyt Mo&nt ,Wer emc hukh avaen dh eMepieedr )t 0 addr e

i mbal®amceb.ookszabso BtaimEtmemt iionn epdaasnsdi n g

Wi tiSgnnyd RoBniBax of @Giestr ge Wefe mc huk,
Comparative Analysis of ImproBodgdaBdl os B
Soul , Ni gaghn@u & n @ f Dasp whheerrfeor me dz bye rSeerl ect ed
Saxophonists Repr ®oPD®MAtdngsDj fiUrreatsBtyl ef
1998; Steven ARdwabadms yMetiterr , Ori gi nal Voi ce a
| mi to®MAr di ss., University of Al abama, 2014
and fi ndWintgts, oWe rt hnec h u k , and Meier disserte
foll owing chapter.
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with a frequency one would expedtaiflrom a m
however,.ibnss$uuStksimntgo lcs andecaeéerred to
regul abrdtydo mcussed.

The situation | nW.] a® z Nirdgtodsr W& 1Co ngpiamiyl a
acclaimedatent bobok a-predente a&mxdampileh) refer
Stitt omke twia@aeliet of musicians who pl ay
once in a single sent®Sntciet tc odnopeasr innogt haipnp etaor
omMmhe Smithsonian Caqlwaekchto eoonmpoifl aCliaosns iocf J9a5z
r ecorbdyi nvgasr i o udsa wmu sfircoinandsi f hazenfii peorgds
Andbhe bebop i nst @ldlomemtemidria rdyeamiz&irnts i s
me nt iboyn endanmey :ionn caefd ii fstt e b fowh i cilieases f or a
time todharcotics.

This i s notSttiot ts uhgagse sbte et nh augrejnuesrtally i gnor

Agacampared with oSthietrt nmwosuilcd abnes consi der ed

®Gary Giddins ahag¢gBewtYorDe:VeW.uxW. Norton &
2009), pp. 305, 321.

Martin Wil Tham$Smitbmpnj an Cql lreowti ed.qf C
New Yor k: Sony Music Speci al Product s, 199
®Jazz: A Fil mMmRibgkpKiesno dBeur8ns DVD, directed by
(PBS DVD, 2000) .
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figure on coverage alone. |t Wwoeserhowever
Barry McRae,, quacsfreaRtla asttl i eggl e was for r ecc

cric® cs.

Bebop and the Jazz Worldview

Oral histories -raawended eknrntavalle dge ao fwejld z z
Tle prasedmounder standing ofl®&0 NegwSdank Stil
musi c scene owes Imikota t@EBevriom g la nddi BNtgatr i e s
Hent oNBShha@Hear Mét daY&htisdyso dr aws heavily
frame Smithsonian Jazz Or al Hi story Progr a
Nati odaolwment oft hédeuAabsidged transcripts
conducted for J&a®emPiB&s Ken Burns

T hseé atswo pébhecEmithsonian Jazz Or al Hi s
the KedaBarpesodacedmbe#figofm i swietrilvi ew
ol demujsazz masay of whom knew and worked wi't
SonnyM&hytof these interviewEBvanewheted th

not explthetiptebeedwsehgvasékrochutser 1)esea

®Mc Ralem,zz Cat 2dl. ysm
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t hey amed,sufsitrast hapdmascounndustryhe2) t hey
side of Stitt rarely seen in the critical
constitute fwof LIbbf pwaktmar muerci ans and t hei
l i ves.

Paul OLbRiese of a Bagzbdéden Nel plBul for si

reasons. Lopes writes convincingly about t
entertainment and its gradual reinvention
1930s and 40s. Tthiromugwi tchartefealll iitndreatawr e, L
how the idea of the jazz atbhmsbhomrms®i ¢n h
played in this development. According to L

departure. flrfmmwessnicreg usad’d ran mar kddc al
ideol ogiamal t breiakg point in the history of
contemporary musi ci,anSh a(paisr oo eacnodr dHeedn tionf fGi tC
Fraser, aetgce.l y 6tba®drym Lopes

Scott ®BBENeaBxrth of Bebop: AsSddieal and

single greatest treatment of bebop music.

¥The expres&iom@uiot eMacskwembdpas,)]az®9 Art Worl
3% er vi @&Wleere you making any statément abou
Kenny @Yeaarhk,e :2 5 oanevidoydsgdegya h, t hat Dizzy, man,
gave usoO6bheéeewsgWhdaterwas o0Ch a mMMaekred?2u p .

Gill espi eToa,nBdel £#2 aser ,
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musi c analysis and copious hisdoplia@ad sour

it in a wider soci al context. Maj or t hemes
musi cians | i ke Coleman Hawki ns, the | ife o
1930s and 40s, the musical features of beb

t hat md dietr gi Adwowikt,h tthbi psetsbfeioekde v ol uti onary
character of beboptanmndFstotmdiwbat dvaeiwage po
eventually possiblthe bédemppdmaive hB8oshpubd

fidt in such a scheme.
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CHAPTERV

METHOD

Introduction
This studyemploys historical research andusicalanalysisof recorded
solosin addressing the problem obutdtonny Stitt
popular musicThis method for researchismodgle i n wor ks | i ke Lewi s
John Coltrane: His Life and Musi@andS c ot t D @hé¢ 8ighuokB&lsop: A
Social and Musical Historylheseare landmark works in jazz studigmst
combine historical arguentation with musical analysiSheysynthesize avealth
of historical data into a narrative intercut with short musical examples and longer
sections of sustained music analysis.
Sonny Stitt was critically compared to Parker throughout his career, and is
regarded as a Parker imitator to this day. Thidysaums to determine, through

historical and musical analysis, if that critical reputation is accutgéorical

lLewi s JPoohrnt eGgl trane: (KAinnr ArberandnMwsircity
Mi chigan Press, 2000) .
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and musical analysellow for an examination of this problenThroughanalysis
of the jazz literatureone cardeterminehe standard critical viewef Stitt and his
music It isthenpossible tacompare this view witthe viewsof othermusicians,
dissenting critics, and Stitt himselhrough analysisf recorded worksone can
compareSt i t t a mdsicdirectlykReaordessolos can be studied reveal
featuresoSt i t t a mldyingstyleskt & thénpossible taliscover which
features of Par opdess @hitayi mRnalgitiytt @s amesi c
possible to compare thimdings ofmusicanalysiswith thejazzliterature to see if
they corroborate or challenge the critical view.
This research method reflects the composition of the Stitt literature, which
contains both commentary on Stitt and his music, and a large number of audio
recordingsThe research methodlso reflects the content of the Stitt literature.
Since so much of the historidakraturefocusesonSt i t t 6s r el ati onship
there is sufficient data from which to drae@mmoncritical view. Likewise,
since Stittsicasiwdllddewmeriked through recardings, inist
difficult to find appropriate pieces for musical analyRigs even possible to find
recordings from the same time period, & 8nd Parker recordincareers

overlapped.
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Historical Analysis

As descibed above, the literature on Sonny Stitt is substaiitisthans a
variety of medié recordings, reviews, interviewiier notesjournal articles,
dissertations, and ma¥eproducedbver a period of seventy yedrs.
The literature includes material directly relevant to the dissertation
problem and sufproblems. Icovest he speci fi odswhaohe Stittds ca
worked with, whed as well asiumerous points of intersection witarker.The
literatureis replete with workgoveringwhat critics and musicians thought of
Stitt as a saxophonist amdusician as well asliscussions of higlationshipto
Parker.Interviewsand articles asseSst i dareed and contribution fazzmusic,
andspeak tahenature ofhis musicainfluence Finally, the literaturencludes

many interviews wittstitt, reflecing onthe above issues.

SelectionCriteria

The selection criterifor literaturein this study arehe relevancef a

given item to the problem othed&thandt 6s reput

2fi0Over sevarmretfyeryedrhse | ength of time from tt
|l iteratur €6 94i0.se. ,whtelme tried fi rst recordings
the first printed references to Stitt appe
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nuanceexpressed ithat item andthefamiliarity oft hat 1t emdés aut hor wi
and the music he madeor the most part, the conteftthe items used in this
studyis directly relevant to the dissertation probema mel vy Sonny Stitt ds
career, musical style, and relationship to Charlie Parker.
When establishing the critical view of Stihd his musicstrong
preference is given to sourdist exhibit thecriteriaabove This means, for
example, that an extended discussion of Stitt by akwellvn music critic in a
trade periodicalvould receive priority over @assingobservation recorded by a
music producer in album liner notesspecially for purposes etablishing the
critical view.
The majority ofsourcegjuoted in the studbelow are welknown,
respected sources in the jazz literatlmehe case gberiodicals, thisneans
publications known for covering jazz and popular music, suéhoas Beat
Melody MakeyBillboard, andThe Village Voiceas well agournalslike Jazz
Journal,Jazz MonthlyandThe Kenyon Reviewlost musiccritics citedbelow
arewell-known historians and journalists wittng careers irpublishing about
jazz, e.g. Leonard Fdweer, Ira Gitler, Dan Morgenstern, Gary Giddins, and
Stanley Crouchin addition, nostof the books cited belowere written orjazz-

related topicd oral histories, musician biographies and memoirs, collections of
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journalistic essays, andorks in jazzstudies (i.e., books on jazz music theory,
history, and criticism).

The sources citeith the studybelow span a largeme period(roughly
from themid-1940s to the presenth establishing a common critical view of
Stittds musi c, porksréatenbythosewitivfasthandi ven t o
knowledge of his mus& eitherthrough interviewing Stitt and his
contemporaries, hearing Staerformin person, reviewingis aloums when they
were first releasecetc Preference was also givemworksthat arefrequently
cited in the jazz literature.

Quotes from musicians aa¢so selected based on their relevance and
familiarity with Stitt and his musidviost musicians cited below have worked in
music their entire adult lives and are wiellownfiguresin jazzhistory, e.g.,
Cannonball Adderley, J. J. Johnson, Kenny Clarke, Quincy Jones, and Lee
Konitz The few excepti on youthanadearlinNesvivamk ans fr om
year® musiciansvho sometimeshanged professions or did not make major

names for themseds. Quotes from musicians who worked with both Stitt and

SAn examplae wofr ks uGs8wWirnag Gia | Bo An Or al Hi
914

p:
Transition in Jazz in the 1 0s
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Parker (e.g. Dizzy Gillespie, Miles Davis) or who worked with Stitt extensively
aregiven more weight.

Points of correspondence between critics and musicians are highlighted in
the text. When discesg Sonny Stittsomemusiciangeferencd his similarity to
Parker without additional comment. Others went further, arguing positively that
Stitt sounded like Parker and offering reasons Wimys study notes specifically
whenthecomments and conclusions of musicians and critics intersect. For
exampleif 1) a critic described afeatureofftfsay St i tt 6s 2Masi cal styl
saxophonisaddressethat same feature in acknowledging Stitt as a musical
influence this would be brougiout in the text.

Likewise, musical analysis that supports the critical literature on Stitt will
be emphasi zed. Few music critics are techn
Even where not informed by analysis, however, critical opinions on alusic
matters can be tested against the music it
Asol oingd (broadly speaking) catothebe shown,
timbre, melodic material®r musical architecture present in a given musical

recording.Thisis explained in greater detail in tMusical Analysismethod

sectionbelow.
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Challenges in Historical Research

In historical researclhit is important to be aware that sourege
sometimes wrong in the facts they repéitttimesthese errors are made
unintentionally Sources can be mistaken or forgetftilen recounting the details
of events especially ithe events occurrddng ago.Examples of gorsof this
sortare mistakesboutdatesplace names, dhe musicians preseah agiven
recording In this study,these kinds of erro@renotedwherever theyappeain a
cited sourceln most cases, the error will be mentioned in a foot\teenthe
erroris directly relevant t@ne of the dissertatiosubproblems, however, it will
be discussed ancbncluded as part of the analysis.

Sourceganalso make mistakes intentionally. This can oaghen a
source wants to change public perception, is trying to rtrekaselvesound
better, or has something to hidénese kinds of deceptive mistakesse a
potentialchallenge inthistudy. The di ssertation problem cer
reputation as a Charlie Parker imit&taa reputatiorthat Stitt oftendenied. Given
that tis reputatiorreflected poorly ortnim, Stitt had reason to overemphasize
evidence in his favor and underplay that adduced by his ciitiis.does not, by

itself, suggesthat Stitt was dishonedt does mean, howeveahatany statements
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from Stitt that conflict wit the historicatecord or that appear to help his
reputationmustbe examined closely.
Finally, sources can make mistakes due to negligence. These kinds of
errorsoccur where sources repeat facts and arguments they havevteard
investigating thenfirst. Given theprevalence of comparisowns$ Stittto Parker in
the literatureit is possiblehat sources were laand repeated what thégard
about Stitt uncriticallyFor exampleamusician or criticcould state that Stitt
copied or sounded likearkerwithout tesing to see if it was tryéhaving heard
the claim many times before.
While this sort of error is difficult to provét can be guarded against by
being discriminati ng QOhaodingtheobestsbwcexs hoi ce of
involves choosingotable, respaed sources with a history of publishing on jazz
related issues. It also involves choosaaglyandrelevant sources who were
familiar with the music of botlstitt and ParkefTo accomplistthis, this study
focuses omajor critics and publicationsspecially those contemporaneous with
Stittds recordi ng ¢farthe most.parifonksteat st udy al s o
mention Stitt 0 svithsuiexrplaihirghawtoywhyt, avithBua r k e r

providing additional details.
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Musical Analysis

The psesenhbdon explains the satusuadyotf musi ca
includes an overview of various approaches
in previous studies of Charlie Parker and
approach to amalrysitugdmdedowni t his calibrat
address the relationship between Stitt and
musi c notation and it ssilsbemittiatni eemsdsi nwijtehz za
explanation of theisal ewbré&s andtar bai bdr i
those works.

I n this study, the goal of musi cal anall
and differences IlisetpMeaeynitnsg osutgynlacasd a Pps ke r o f
select recdrhkedasalcoprocess of analysis is
of i mprovised solos are selected and trans
using a checklist of musicaltparameters de
examination, musiedalanfde adiusrceuss saecde iind etnhta ftie
features are compared, contrasted, and fin
and PBmarkleaying styles and the relationship

Musical i ahabgdosoodbopasSed&taefri ti cal

| ga cSyi .ntch#e9 4 0 s ,h acwre twrcictutie \teiltatt i onlshi p to Pa
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therr fcirngics discuss the similarities and
styl eef esrmpreicndg itco musi c afe If vdoitccarbaid alriyk e s®d wr
constructi dBre,c abmd ashee athurgeusr e promi nentl y in
musical taevalbgsips ace s whreirtehessfigndi ngs of t|
st wdvye rHoarp .t hilsenugeiacsah, ahal ysis chapters cl
concl udincmrtplbatat es material frTom ¢ he histo
mat ewiilall be compared with the results of th
whetrlee fagdeegéi .e., where the findings of

the common cdiwherad tvhew)dannot

Overview of Approaches to Analysis of Jazz Improvisations

The ljiatzer at unruemecreoona sap Wmesst vofanal yze
recoirmdgrdovi shaiasi bfilelae yzi ng | m@Gaoyi Bedt dmazz,
i dent icfoimemseuns &y® p r oaTchheeys i ncl ude: rel ating pi
solo to the yndenbhyymgnbamedradulcap,atterns

Schenkerian anmaé¢glsizsatiopltladin yn anal ysi s

“Gary PBontatleyrz,i ng | mGoblvéegedMUsize30Sy mpo.silum
(Spriné#n74.90) ,
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anal ogy of |l anguagei SPontdwemmaehebbass set a
appraamrhove xdemdemeonstrathygs dilhedizaz sus e
St udieesa.drmiailsi st | s ntoh e rexahrairuastti i aviiee s e
appr oancdhcedsi ti onal approaches beyond t hem.
At er hi s s usmngageeyss ysiha pheressa asdlh atvsau p o n
various focused analytic approacbes, combi
Potrteeco mms b d swdias wda | whfeanarhd lti epvl el rsa layirsei s
di spbawmedt alnne otuhsilsyg d lofoimiashts c ai bed i nt o musi c
not aAnaomal ysesiwvhenihender neat h musia@dadi ti ona
staves.
Potdfeorr mat vi sual | ypr a&tsdendncstiidveer,a baned a mo u nt
o naliytfioor mat p ewhaelrleeldiete vd arved .Igtl aalceo

pr estehmetf 8 r mart da phi cparloimg rdd hg anmbygscal

not aatnido alffeashst ough words. Thianemmpastanbn n.
°| bi6d6 § .
® 1 bi d687 364,
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part dasf aPoalmettimadhe recomméPatsd aats enxopt!l i ci t
predet er minmaéaypytiriccenc h ensh itcoh tusstegoMoesiscre t h e m
Rat litehre anal ytic perspective should be ecl e
approaches headeg fexpd aiemead ssol o

Anmnl t ememanse of analyzingprmpehevtedeldysol o
wor k of jazz hilsnloirk esPn® odtetweurs,ia®gr t er
predetermined vi sufé ofodkrbao@ogkr, o avhhisétho han alay 4 i
I n personal we PhrntéepRaodteaceexpl ains his ecl ¢
appr dglaccrh: me analysis is an insé.drational ac
Every piece suggebtsentdstowneapptoanh kind
anal ysi s iwdhhee ewielalchbe presented along with
staffasgseu uPhgest .

An examplé®d etl Potierappr oiarcthl weamt ibal f ou

bi ography of tenor . s avkoelgehginn s twilLtelstaerl omog n

"Ms much of the analysis as possible shoul
Some verbal description is ineodibtiabl, e, but

9 .
0, note 19.
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bi ographiecal otsheavpead | b fc hmpdiea.dslbh haenal ysi s

musi cal anal ysi s ihe prtéetrdse v nPdoerrt sstra nad n¥so ufnogr
style and its devel opment tdmelugchy,a cl ose
rhyt hm, aHBremeklams hiani oneral |l .@% cture eme

Porter exadasmimlesyiYogngtyl e one facet at &

material drawn from his recorded solos. Th
named after stylistic aspaoge, ahdkeedysamr
tone, alternate finger i nrgange hsyttrhum tcu roalg an
connections. These stylistic aspects are a

two of the apfdnabyhesgl!l | égread vidreeesde nita z z

i dteinf i cation and use of melodic formulas, ¢
underlying har mony. Ot her approaches invol:
contour, id@8nuskeyiamg Yewred opment of motive
phrasing, usenamfy ionthemwal s, and

Faceff sYBuslgd® amenabl e to music notatioc
nogr aphi c aloltyh,e useirrng nol ogy of nWenst ern musi

technicaPol aaghpaggerseclintsi onég askdoudte Young

1 ewi s LPeosrtteerf BYoosutnogn : bTwayhree sPu 1985) , i x.
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di achronincdeevdlyogmemt. ,o0f tone @apnd hyt hm t hr c
synchroenifg.as uyméryamdl]yéeame t hey appear duri

one partiohul ar peri od

Analysis of Charlie Parker Improvisations

The music of Charli e Pairrkeseversalbeen an
academic works. Two of these wsorsktsylienfionr m -
this di,smsaerarmd imeimtoeucn ttihme smusi cal anal ysi s
bel ow.

The first wo rékC hiag | G eaer IP aWokiedre.c kkAiss Musi c

wi Pbrid estudy of Lester Young, the book cons
chapter foll owed by an extended examinatio
his examination into four chapt@&rs, each ¢
career. Tkekefohapeer sli @i ded | BBmosseations t

styhespecific bands and on specific record

Bl bidx. ix
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Il n an introducti on t oWotihdee cnku sgircoaul n dasn ahliys
stuwidy a survey of some [of] theis$sgbhjaadi ve

techniqgues associ@t bds Wi ThesrCd aarl é et Piamrtkeean

al | : 1) Facility and virtuosity,; 2) I ntens
Pl ayfulness, sense of humor; 5)i Bsuekiness
repertoire; 7) Range of tempos; 8) Range o

time; 10) Accents, syncopation; 11) Vibrat:

mel odic line; and 13) Harmonic vocabul ary.
Woi deck refers to thhaensad, yogsimsl u ¢ 3 etshathr ou.

t hBpyr owioched ext and criteria f®rastudy ang er

per i06di. Perter s Wonadlkygy&iscias!|l wmigteepdm

approach best malkperciemdIsPrcdeappvemches

i ncl ude saord @l ypmgiarcdhes t he b aschkogwRenugk @ r har mony

use of si,gncaotnupraet tlnigclkes t akdemohsaraecogdi ng

“Woi d€blayrl i e Bdrker
51 bi5d5 7 .
%1 bid., 54 .
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Par&eapproach tmelecndnyeil g Mishhletgvmgce | eading
i mpliine cP&@irnmkperrolvii meemb,ng ot her approaches.

The secomd Padkle mas odDiwse neiCthatril a re
Parker: Techni g.0teSsp aonfh Wwmdpw mé&ssati ohl est
study dé&mePadker avaaabame ntvaa rnitsoyps c s
rel aboe@harl i e PaAkeearr |ayn dci hhacpstkeseeastoufcr .e s
Par&estylartsecauah agas on asdn@gccteoneaqualhnit ph
vi brhatranoni ¢ ,v cacnadb wlreerfiyeerpreeitilaemasi chhpt er s
contSzihenlkeanri gfs eRs o K% s .

The majority of both volumes, however,
analyzi®@gmPadokec vocabulary. The dissertat
and study ofosgpawri 260 Byl period, key, or cl
Owens enume® amest Pepd nragoendl ynot i ves, demonstr
Parker dteommi he form phrmrsesodminldapp esdarn inmgg t h
under various ,cowcumgg@aege ¥y ehepgtch coll ec

on alternate takes ofchthrd safmearkelcwed, ngn t

YThomas @wand, e
di ss. , UCL A, 19714
BOowernBGhar!|li & PagR
¥ bild.22®6 .

Par ker : Teodhwohses (BhDI mp
) .
er,
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iHot Heuse, . Vol umeilmafiiPgmkee dpanscriptioc
mel odic motives | abeled throughout.

Woi deck acnadv eOwetnhse same career and many
recordings, but differ considerably in the
focusing primarily onpprasé@éesantd bhwei hehved
much ofes Praurskiecr i n hi sv eas: atl hyes ivr,a thOwesont so §s o |
Parker playedwmattciof iNemdteastee o.n t he ot her
i s concerned with tdhestcyhlag,acaferwlsitce It sn otf e P«

a part . Wotiddeyc ki s | ess compeebensaoredi batyfr

and the exceptional cas@@svmoteosfitcem] ossihow
advances in harmonic concept, and moti vic
gualitieé Ibilkiee skhareksesr, unpredicstability, an

sound. Consequently, Wsi detlkscapaonr ©svelnss s
but more of his musical personality. The t°

considered together, they @&®ronwisde.a much f
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Analysis of Sonny Stitt liprovisations

Unl t ke mPair ¢theo fnu sSiocndayh & ¢ recei ved i ttl
sustained ac.ad¥®iidece martleyntwomkahaenttbonact ec
of musifcewraadadcemi cs have t.aken up the taslik

Thrheeel pk o le ptto a@nitsshoel s s e rotiAe tr ie el ot K,
and Mei er. We e ndci hsuske ir b nadi G\Vei mStsii ctal st yl e an
i nclameaeoyStiGst mpr ovi statee nos 9 &leod®@hone.

di ssertation deals with the nature of the
Parker, and includes comparative anal ysis

Wer emsshuuk s defiAt @o mpar ati ve Analysis of |
Sol os Based onBotdy &pnpgubauvliah@Rtpgltt and Day
Nowha&s ePerformed by Selected Jazz Tenor Sa»
Di ffer edd o Btt il es a nmmaelcyodriydserdai fif dsealeonst t enor
saxophWenriesmmcshuk anal yzes afGualfo that Stitt
Nowhd&dme 1982 ( ahlwuntg soifd eN aoiMltheerrddy saxophoni st

Getz and Da®id Liebman).

2The recidudi nog oM@wh e ree o rsdipeedn waltt iSmad tt e
recor di oag merstsh omef or e hiCo mpaathi vé@er emc huk
Anal g s4 4.,
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Wh i Weer e ms& m & [oyfs i®st sibd os h@dretnt iifti es many

f eatour é8¢t atte suysliecianlg s hort t rWemsarcihlukd e xce

demonsStratteensb el | i sermmerdtdomasf utshee of chr omati c
passing tones, dominant mhbodial benatmeots,
bl uleisgaknsd i nfalletcetrincantse, fi ngeri rgs, and | egat

Wikdi ssedSanngnStitt: addips olvd decsmae@d Musi
thoramagloyfsi®st musi cal st yllen tama n nWerroednuccht uokr y
chaptfier Gon &Wiymehnni,$ ome of the ch@&racteristi
st whe,ch quonacfiouwdngursi ainelhe ©wséetofme chord
subst i?lwnt itovos .subs equuemtl yztesp tf @orug, SWiitttt s ol
recorded bet weoceinh d 9el®o radiidc @& 16 @)d@Babnydt b m
di scusses the 6¢thatdidmars hs dedEreafei¥mu n g

Witt covers vaiet opulsa yfiemg usrmeydl wadfii m) dteh e i |
buil ding blocks of [ hd*]insi amipa olvi shart d oinrad , v

of alternate faywgegi mgsgecommhpmadbaei plyr as

2L bidod 7 .

22 Wi tiSqgnnyopPpt.i t2t9,, 36.
2] biddi7 8 .

21 bid., 46 .
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uni formity of his playi-nigyt dumdeyacfe ntelsrsee ag
of sol oWsttudabwel pablkt maesanndSttihtatt of swing
saxophoni st alneds tbeerb oYporugnod g a6 h a bplhene st
showseray di ryewts glsidtyd et. o
MeiGerdi s 9dEd adBiamédy i tt: Original Voice o
| mi toad oot ai ns amucsoiaupaallr ys i ¥ e@fl tiompraxwipshed e
solos by Par ktehi sasnassldlysies ttiSlyencperd esramtt t o
study, it wild@l biee asafFysi someubhbdnaniMef end,]
Mei er analyzes three siixasni@aa&ch hley Park
devel opment of Stitt as a jazz saxophoni st
Parkgr hmae ohhettitrtee Parker solos are dr a\
fiHoney adm(d eBcoodryd ed aci@8wie h § adaniHobdl 4 &) ,
Bl wésecorded with Jay McShaameriarwnl1941). Th
from t MEh@I Eaeboan BOog he@BmoaShecor ded with tF

Dizzy Gillespi efRa@x tlodite aicror d®46)i n dm®d 2) .

X1 pbid. ,s586mMusiStalttconnection to Lester Youn
detail in the following chapter.
% Me i @Erd,waB andSy oitit .,
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Mei er consi der s nuine rioiuss, amuastilycsad is nfgeat ur
fimel ody, timbre, oHasmweddr t iassul athijdah,m,pi t ch,
phrase |l ength, and ##He wséteds sameatsedcecphr
tone (on the analyzed solos) is I|Iike that
Hodges, whitenPairkemore remlStiistctenandf Les
Parkehabet afswibinii lbarat o (which they borrowed
but a different rhythmic swing feel

Stdtsaxophone t drniech sa&rdd afou liélbaenddu a s d
vi bowintth sparinyglmséief Buwsldoss aa iGstitigtetoy ar
rhythmic gestures, i-nicne dpdamhsi acghenghlei cat ed d
di speerveend y t hroughod?Sttihtet iunsperso vcihsraotmaotni.c

encl osures and chromatic passing tones alo

27
28
29
30
31
32
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it o drive dddHé&hen ciasiteeaarct | ysicno nesteam,dttswop hr as
f omeasur ed® engt hs.

Stetmustght®fers &rom PBParwk Behly t vhany sc.
applicati onotihsanl ésasr &ceadmphliesx phr ases are mor
begin oRfStdaithkenh . anlostoeevaeameé y centered in t
puldoaaed his short quar t3%Therod easr ear ki fl feesrse mpoee
phrasing, &a P hvieexlsde:andSrte tcdonsi stendly symmetr
and hisficplehadstifbpngcadence paastrosand hreveomr m
the o Deepite similaritiestdmdsmetloodiinc omrap cerreé
mor e chranmmathiicsi simm nesiichamdnaddoes medéoodysal ter
l ead to chor dl idktei & FaTlded spir$daciltedsstps oach t o

har monwhiinconr é sc on®d®er vati ve

4014 3 .
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I n his conaltgesesfa@deaputati on as a Par |
i mitator. felepwrhngebnthasystematachenanner n.
than co@yBhgtt aedePamkéwmwlpnced by the saxopl
the foundathamefpr Ybempp Halknns heaerddHodges
Mei er seems emgeditofgrvéi Strote as an ori gi

devel opmpheldampt he

Analysis Method in the Present Study

Li ke many of the works discussed above,
with questions of musical s& yrdel atlitormas misp t
by comparing and cont r assttiyn ge st hteh rfoeuagthu raensa |
of sel ected Gsodloasy.i nSg nsctey ISet iadnt t he alto s ax
comparbht mvebkg academi chiasectendiodintwaota kal ysi s
i nstriusmernetqui red. For this miemna stomi,s tshteu dnwyu s i
relies primari ISyGdalit oevwvanopheses el dei ng
i nformed by phgaseinoous sstixudilerggVeafe mc huk and

Wi tt.

HObD
= O

O T
o o
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For descripdiotnise®ihu Piac &kle baomraloywssi s secti
heavirleyar | i et Phir&kBrdsWmllitloe saxophone playin
Par&ealto saxbtphobheeml|l apyiahygzed in detail,
himsusisdaall e have been uncovered through pr e\
t he musi csealciamalhyrse lesne stdhye Woa rdkesc ko fa n d
Owedsscuss.Pdawfbmemar | i er Piag kudgoerfsutlwdi e s

addi triemamadn d .owist f or a fuld emuwshixch,mi nati on of

keepihpege s¢mtdy managpeabl e in sc
The approach to musical analysis used i
approach used by Lewis Porter in his works

The studlyoft@gnmaanal yses of selStcittetd amdpr ov
Par&reeaec owarelds. Each sol oaliassr geeonsisderodd nmagsd ic
parameters. From t his Itihsetn, idpadii ffii e dmwusidc
di scussed.

As wités Mortker thifecdtetadprcadopt soan
analysis. This means t hatthd henanugssecsalb dleaw
not preselected based upon some overriding
what the ghalbpservilmgoand studying various

sol o, bel i eves bes itk cefnf entatkiev esneenssse. o f t he
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The approach to musical anal ysis in thi
howeS8ikenlties tstudy aims toGcoumglaret Wtest and
directly, certain musical features are cho
compari son. For exampl sawapuddet amusi &adi saanasd yi
of Stit tapmpd oRamlkemaitof cc b mowmaast iscail S nt
f euarte odoladhswafsr ui t ful to compare the two. |
feat ur és sotfy |Set imatyn d ehiagghall iyglretded i n order t
compawi sbndescrirgt isowdiecdécPaake Owens.

To be clearombdboandesptechactmndaries for tI
foll oaws,i mptortthees6i cal el ements olhe expects
MAnal ysing PRPmmpsi aol Mgbs sptr,oPvld idieirsp aTdggt, whi c
he aeiclhlesckl i st of paxpmed’Fhenohemkbisal as
Tagg describes it ,it hat anmetmpdot agicpér amel
musical expressi ond¥lIst oivreoll uwdoekse,ds & ing e ncad tyesg

of which have disedtiyapplication to this

“2pPhil i pAnTalgysi ng Popul ar Musicdh Theory, Me t
Popul ar NMUu®i8Q), 47.

Bl pbid., 48.

“1pbid. The two checkliathecategiodaksaspeéci s
(e. g., reverb, characterifsite ctsr mwrhu piea d lo r anrac
mechani cHle.ags pectasnni ng, distortion, del ay,
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1. Aspects dafurtaitmen; pulse, tempo, meter

texture and moti f s.

2. Mel odic aspects: register; pitch range;
contour; timbre.

3. Orchestrational aspects: type and numbe
performbhnegeg; phramsing; accentuation.

4. Aspects of tonality and texture: tonal
rhythm;, type of harmonic change; <chorda
bet ween voices, parts, instruments; com

5. Dynami ¢t saspevel s of sou*hd strength; acc

Thehecikd i Bt dandc,orgpmudodft eshe stylistic aspe
di scus swar kisn oWo ePdosvct kefr,, and MebeWleedi scussed
checkamestext enddaclrummdemol ogy commonly wused i
per f orbrMawmecse :f eel i ncghoahdder atl enfi et ensi on,
Ssubstitutionehamndgwdhawdg@egacti on bet ween rh
section maotdesplacsmenhef(repbanepiveasa omel odi

tother i nsbiébierhgonidn oodp t hehblakeghnis

| bi4d’4 8T.he checklist has been adapted for t
ta comparative analysis of Stitt and Parke
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starltd eaasliwoangd s wisnygn cfogtedtr;inosn ;aABAf or m (
bridge, chorus, ri ftfi,ma ramddundge mex ufresgad gvea mp ,
Tl Ish®wl d al so i nclude aspteocntes iamddr tail cul ar

effects due to alternate fjinmgeut mgisece mbou

make or type of saxophone), pitch bends, t
technicaloncsongsikeceradttii ssi mo, articulati on,
overtones, range, and register.

Mu s ipcaarlamertercsobshtdet 6eé yap@accurcuadtar
moment (e.g., a (¢giFemorpd,t cah roas dy utdonrees,s ,am
unaccompani eadnidnaxapmpmeond)wo measures of a gi
|l oudness, Bt®BYi @an rfasem tone at the start
an instrument al break | eading into a saxop
or -ocbange ofe apnayr aonmidteehressgrmal i canttr i bute to
woilksk sense of balance, contrast, narrative
variety.

Thi s spta roaf meq veilrtaeHjoew e v i sp, rai marra fl egr eanc e

tool fordthensinadédymdads @emndt tamdbe ad@’plied sl ay

|l bid., 48,
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I n practice, siimikawotrikgsyaawa Iclistbesd.l above
will focushammmeappedescni ptions of bebop a
pr evamalsyfs eSSt i t t&6 amusxiRcanp kt ehrst syapf ef se aotfur e s
include appr ¢aclgesnothe i phettld mmed cwb, If e e |
har moemyg.al capatlron®ne cshhoeldodiub st odc alhuloar y
(e.g., bBelcdhp osmaaliecpbranasi ngsfeengn)g.tmrlsr,
accent,amadi onmbre (e.g., pitch bends, vibra
By f ocusitnyp ebse ad flubeescso,meiststiob I[ber i ng t hi s
study into conversation wit.lschdlearslleiviaent
Woi deck acnodn sOwdeenrstaynléiesattiiuor eeshei r anal yses of
Par&erecorsdCe dtdiecss&tiibtet a&sn dmuPsairckiemi | ar
t er ms, rfeefaetrurttiénsggi Irtiost@aaxmepsdosniec al Bgcabul ary.
focusitnlgs ame atiunr ersusi ¢c baralmesi posist bl e to s
where the musical anal ysis Findi®sags and th
becomes twegsiflylSavis¢e thet i cat aePathéeronmitat

i'S sSuppgdret eémdesire.cor ded
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Notation

As wihteh woskaboed, t htc bturdaenasdcyr i bed
excerpts of poinodskdet oa mAllly smEsaieceplt se ar e
 abel |l ed i ¢ hn @afmb lelx @A setxaadnip 5 e smeda h e
begi mrdi ndist’'docume

Musixaér pts amuesismrgndarndn @uitsvteaf f notati o
Using staff notation is a convenient and q
rhythmic values. It i s also hel pful I n Vvis

contour iocf lai me, oadnd f or comparing note chc

harmony. I n some excerpts, accentuation an:
Ot her excerpts include symbols indicating
fall offs). Symkdludeldi kvdh etnhd heiar eorrespon

effects are di stcexsteedwhaeant hkeaebfgsis are
in the recording that | eaving them out mig
Some excerpts includpatetehosdssyimbacg&et$h

i ncl uded stpe dnufgihat & gthifaertdet scessed in the tex

““Page xii
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Like most music in the jazz tradition,

di scuss®tdusiwn, ntghhiisch means they are perfor me

and in a swing rhythmic style. Il n this sty
uneven dwuhatfionst note in a pair of eighth
second. This dissertatzizomprfacltli cws coutngmeo

are written simply as eighth -sbpkesenahd no
note combinations. Sometimes notes in a mu
compared to the surroundiagssdéagtihmst hé&vhtee x |
this effect wildl be indicdlteeydobanckt he trans
fr udrhespecti velhyat anddeeatnilditimes i n question.
Mel odi es o fc osmipaonsdifatriedo n shizvzi de- neatl y i ntc
me a spjurrsa.s eThi s is true of bebop music, and
repertoire performed -bwoSmeasuaerdf Bamker,
(consistinmeasufeuseet ghbhasr) balnude st h(et htrweeel vfeo
measure phrases) nheiTmg otblsermest he smme@ndenc

transcriptions have been kept to four bars

bet ween formal secti ebnasr adrieneisndi cated with
I n jazz performance, song forms typical
pi eceemasplbayed, musicians take turns i mpro

119



appear in the same order andchwatbs f or mal d
someti mes used Gt osurcecfeesrs itvoe aasespoelgo ftsitom.s t hr
I n this stwhypg, otfr smd orsi pxceedi ng one choru
chorus s8suahblkoxiat the begiFuhilngramhseaciptn @)

okfach arfaltyhzeed sBppendpgeapl i owing.

Transcription Method

Pitches andrshythmaswen &defdi by ear, veri
notes at the piano i f necessary. Once tran.
saxophone at tempo. This was to check fing

sounded the same as t heddrietcioorndaln gn, u aanncde st h(ee
vi brato, time feel, subtleties of articul a
it was difficult to determine the exact pi
speed, and the passage wasc @rhmaiyreat imun g i @fl e
notes until a fingering was found that bes
and the surrounding har mony.

To provide contextsdloos Stihe mansi ealr kamn:
section contains discugdiinmgs ofucdt laesr tdepe

composition (its melody, chord progression
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musi ci ans. Frequently, it wild/l be necessar
single passage.

To avoid confusion when swi-tching bet we.
tnaposing instruments, all such references
Stitt d@ndsoPlarcsloerde dalomotéshaex&phone, a transp

i nstrdamamentanal yzed using their sounding pit

which is aglmaj.orAlsli xacdthorhd symbol s, musi cal
transcriptions are | ikewise in concert pit

I n some cases, it may be helpful to ref
The primary reason for this is to claritfy
specific (e.g., intonation of particular n
ti mbetween registers). The secondary reasol

t hey would have appésarpeed sfpreocm iBadi d(Me.agn. d Paa

sweep st arBT] n§-lcohno rad | porinong rCe sivgai poone Yh & r

wr int tad tlhosaxl@y wisl uslkeel ,exmliiscitly stated
Musixaér pt s and ntcrlaundsec rci hpotride hssyantbeo | s

written ablohvessyembeeriemcduided t o sEhomothew a so

choiimeaseract with thesA P attehhyoivegy ehea,r mony

encoumuneernso Wb Wk edse c i wh incghosy thb @ los B e e .
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t h

us

ma

ch

arters, a pieimeo afutrhwsiid ami®grato stheeveo f c h a
obltehmauiss ciabasdi mi ght onoort tbheidnpkhianygi nogf

ascatme cFhionradisl.y, def esrhreientg ntucs ipcy b bss sphreodb | e m
e publ iasrhee ds ochheotr odase d c maty r et phree scehnotr d s

ed on a particular recording

Whil e t hef paclodd ®imng what chords to use |

nageabl e. I ndeed, musicians deal with th
get her . For purposes of this study, prof.
rking from a similsag tshedar e fi s holreda rc heawnigdee

cording to the contrary.

I n the musi calhoaaifal ayrsd Isyazyes it p roeng @ & d

t wdFowagses that arpapape bdkkae ddeo ,st andar
composition derivefiChfer dmmetshech omddpul ar st a

andgapsiep,aretder bypocbhtakhkéeédbpgpBa&akhnd

8 pPot fiAera,l yoz i6Mg ,

49|

bid.
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Prdgr by fdrami nige whantbohdaerdd ee x plelrhieenc e

chor d ahtehnegne svagyraitfhcestdp € s f cornmeedeor di ng

Wh e r ec htotoal $ree c o d d iofpegamr t | whi édaiefl fysir re ntctee

rhyt hmaseacndiont ent frédmhehehmmbdtien abBedus

t hi s ascehuadnygoe dr ef.l ect t hat

For pieces

deter mi n

and chor

consiste
chord ro
Foll o

ed f

dal

ir

that are not part of the sta

st by transcribing at the pi

accompani ment. These are then

in timel oelgordiohgs,thed sol o backgro

suepl nelcitpeild abhpesse sent , which pitches

%A fake

progressi

reading

progressi

" Many of

musi ci ans

nt across repeated formal sections
ot .

wing standard jazz practice, chord
ality, and the fifth and seventh u
icing, or the rhythm and register

book i s book of sheet music contai
ions to commonl!| pybpl ayadppi eae¢ s oni R
and creating chord charts; an acti
ions to over a thousand pieces fro
the pieces analyzed in this disse
today.
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symbols dohootd Bhtkudei ons or extensions,
accepted part of the standard chord change
across several choruses.

Thapproach tohdaesHar mi nomape refveeant Pott er
admifdsar d c¢ hoa cceo mparyo nbiese oro2an educated gu
Compl elxiike etsheaee hWmwewvwemd,abl e in a genre |
much of the muWlitci mast elmp,r oivti siesd .t he task of
sensasiofuati on wdhfetoart thii 8 € e n & ntshheo rsdasmea t
t i .me

I n thimke sdhudrydarreytmball so U o ¢seii,oibluatr t o a
chord chartpr Avicth®s dbadhiac thhmunoindgicanxnf or mat
i nt er prigther ippyafigtt toowoanwg i diWhge tibte al t oget he
chord symbadolids ostt nddye gt deelt y Sti tstol @msd oRar ker
t he accompani mehnitse ln¢ hiionm @t divéh etmeexcte s sar vy,

transcriptions of rhythdm section instrumen

21 bid., 70.
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Challenges in Jazz Notation and Analysis

The aboveodhecpsoipenhandbyst satods a
di fficehtnyuisnhinobeelat i 9ei ngs®e st ernamsy aff not at
el ements dffmusuttate@anmdotsadtme @il eamendlsy ar e
tootatd@hat &l Imi ka&atoiwdmneuossi omedns and schol ar
wor k swiatfif . n ¢Afs@t ic o mp o s eWa | at nedr o trPlt esot wim® t e
AiThe I mperfection and vagueinte sismpods soiubrl emutsa

indicate with accuracy dynamic and r hyt hmi

nothing of shades of td&®ne color, warmth an

The problem i s perhaps even greater in
musical el ements ar e frnwamay efdr,o m npde rt fhaorsma rt dhe
performance. Pitch, to 4itnhe astpadfametati on
captures welby isscempodfi cane@eter mi nacy. Ja:

variety of styles of vibrato whose speed a

within a single piece of music. Pitches ar
In the preface to his classic study of sw
a simil afMuwseinctalmemadt:ati o@dilhagainmhoti wagpe qu &C
tone, expression, subtl e Mdwempadxntanmwdhiicrhf Ihea
to be fleshed ®ufobyi hhehprtamsgenhei neade
Wal ter OPcbeshtandom: Victor Goll ancz, 1969)
SchuTherS$Swjng. Er a
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especially around tLbhesdsTheddégféeébdsohsbend
each i nstance; and both the attack and the
way. Pitch bends can also be combined with

making not only the pitad ettt eirtmd net.art an

Il n a similar way, note values provide o
|l ength of a note. A written quarter note,
myriad of ways. Even allowing for the addi

marcatqg, ttoemputowi de furt her dedftihneirtei oins, t he

no one standard of a quarter note for a mu

that a note wild.| be played the same on fut

Il n musical anal ysiasddoift ijoanzazl wcohraklsl,e ntgheesr
in di scewiB@amgessential, highly individual:@
remains for all/l intents and purposes resis
described as a feel, it iasmea efreseli nwiotl hv eidmp
musical analysis, such as the |l e®gth, plac
notes. Swing feel is difficult to notate,

parameters that auseed imocetre tvhaalnu ecso marolnd wy.
Asnent i onetdheeagrwigherh notes in this study

convention and are transcribed as plain ei
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necessary to Kke.epRoerhte nnguestiob smrexteadih e
shorter wotlethotae uprseci se, but al so hopel es:
transcribe withouanidveowuBl &ddhditlal t mtsicapst ane e
aspects of grwadagtiihotnesnrsd t yk @.Omt U dtei @t her
hand, reducingswhegcompimexieaeetghams aaroit @tsi o |

j amzsgener aslol yf ldaat,bh gindsimoa@rt e paniniogdsattiloantalt he

symbols really hide tbre than they make ex
The i ssue of notation and rhythm has be
world of classical musi c. GAsdeubsnes!| bgr s&6t

Anal,ywdiing r ar ¢ etcoe i muecdh hwyi tshdno m,s notde°per fectly
LaRwarsot opMWesedrnostaff notfmtieadn floe J]r ec oc
an approximation of regularity for ensembl
representation of mettBuchgamaeambthachnal co

prechoswewsjermgeod musi citdnsapledwlwy graduate

Ni chol as Cook, gquot iwhg rSc hCeorokie hsgp eiark sa osfe n
i nadequacy of conventional musi cal notati o
i ntended maNs iccheoll asso sdoco. k ,1 magi ngtNieom, and C
Yor k: Oxford University Press, 1990) , pp. :
%Jan L@Riukel Bhgbef,8'fead.ys(iVvdarren, MI: Har mon
Press, 1992) , 274, endnote E, emphasis in
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mani pul ations opl aeged aevayi ansgd wkel meter,
indefinable conventions of rhythmic | atitu
conttwhHi.l ®Rwas di ¢ dnestsd trigoynsahonidet er i n a
cl asmusdadn theigsh s e rsaapen ofmi t ably &Npphtednto sw
i's wbkndvarecedbuigdrrybppr ogtimmeatrehyt hmihatsubt | et
good mupsliacyi. annist h

Gi vtehset r eamawgd hisi mi t ati ons of sttylfifstniod at i
anal ysis of jpanzZkeregiprdv MpatHiolme ntot &c¢i ttihan al
objects of analysis have been the paramete
Westerncohbhiag i wnel caniyn plaedhmeedr mommdnote pit
notder a$ w ome & vdoicca b u lcahror damschs uwe ukr eas | arger
scal e parameters Imuksed ckadyg fmmemhi ocoeshiap® ven
parameters | i ke theseSt@anhphalmmmpobeypkain
bersed this study.

't wil |l nottd doutshépmvweavneait,oMieen s on agai n:

iMany of the nonnotatabldé nzd pele¢tng dfonjeazdl ic

| pbid., 275.
1 ngri d SWoynisnogn ,Somet hing: Jazz | mprovisatic
(Chicago: University of Chicago Press, 199
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phrasing, dynamics, irnhydndssnitwyelclooasi mlae¢ i on,
i ntermusi cal connections that | isteners he
seemingly ineffable physical gualities tha
|l i stePéi s. a agtgruameqnt fpoarr ainnectleurdsil gi ke t one
anghr aismwngi cal .Anad yMdorss st emnaeys, respond str
nonnot at adbfl e aazszp eic¢cn psrha@evnia saghisaite ni ggeor es t h
aspematys gpeotriengmost affecti e sd pheecst s of a
st utdhye r enfu s raenaall ySSao nsdtyesft pl satyy Ing | ausdpeesc t s

of hishmtesido nat om@tsptee tweltlhat do.

One way ot hlaeensasl ynzoitnagt a bime sss ¢ [yds®t s o f
describe thamgBagdaPaorabr &do0od MMaisd anice ,
their Gsaboprlcoiseh e onlenwoarke Popeddesyomi, bes
LesYcu®dga x o pthoodneer d nfgf er eot pjesiveodyses
and phrise@éft oofhewt hi cker oOarndds pdyarikrert,he wuppe
regiosatiedrr,amati ¢ pat Wosterettdrcefthmidn s | vad rf ky,,
squeezing sound, amil owenopperofegnsseunded

unceot ai n.

81 bid., 211.
PortLester ™MABung
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Ot her ways of desecerni bfirnogn ttihneb rfeo | d aonw i bneg
abbreviated | ist. Timbre can be described
brilliant, brittle, c¢clear, colorful, dark,
round. Ti mbr al descriptionsaxampdalnsstrefer
embouchure and equi pment, or a performing
muffled, muted, open, piercing, pinched, s
simile: |Iike an oboe, I|i ke a prBhober, 1I|ik
Traimr wusing cultural associations: commer
hi ghbr ow, New York, South Philly, etc. Fine
emotions that a musical sound is expressiyv
mysteriopsaipaimed, si mple, soul ful, unhurrt

There is some overlap between these cat
to an emphasis on higher pamtsi alosfeaul the e
a mout hpiece that pehgs tbhatmuwayg; thatcas a
cheery disposition. Descriptions of timbre
parameters, too. Soul fadtdhnei gphrte sneenacne ao fs tbrlou
vocabulary; calm could be desghtpyi behbdbhda

beat and accompanied by | onger note values
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be

explained, especially where their mean
reader.

Musical dlrkemenetrs | engt hdc gad Siot iben, ani
cribed in relative terms. This is wusefu
i cal events that are easily heard i n a
nscription. For instance, a quarter not
der, or | onger compared to other quarte
ce, even if the notes fféalbrt@&rl aheveame
ms can be qualifi®&dqqaarwelrlinweéteg.coud ds &
¢latr d imf@ ¢ h 100 Bedveern, dtchmagnera coinci ding quar
piano part. I n similar fashion, phrase
ensely, be Dbluesi erdl iakned dseoc iobne | sAl tcheorutgd

l i denaperddi fficult to measure precisely,

adly or in relative ter ms. For exampl e,
e flat, be al most half a second behind
Since the musical anadrny sdafs psarca meotne ri sn ctlr
not notate well, at times it wild!/l mak e
nscribed excerpt. I n cases |ike these,

|l ess clear than having them dherae drme mu
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t he

aspects

used.

t he

t he

recording have their strengths; while
pitches, chord symbols and other such info
l i ke ti mbre, vibrato, gradations o

n gthuawdye musi cal tr anarheoitphttieodn aanndd r ec o
tUdan ainlsgri pti on and redarfdinmmg ame r ef

main textdandea muwsiac dlo o@onmaseipd nalsl y ncl
recor di(ig. e.n,| ywiitshaoutt ead musi .cal excerpt

i's i hheamasi wher € eadtaursel iughhdte rc hdai nsgceu sisr

Thi s

vi br adgios

Wher e a

maty captured through musi cal not at

musi cal feature cam be better i

recording, a time itombe misnuused a(ned. g.h,i rZ:eled
from the stab) .nofcatskees mwehearedicng i ng the tra
hel pful, howeverposrtiwbaer wit kdnaogptordgqaf,or
al ocatni otnhe transcript i s useds (#egond measu
guarter note in the bridge of his third c¢h
nearest second, and may include descriptio
clarifyseaxoklreone phrase at 2:13 that | mmedi
in theldraddition, to facilitate connectin
recordings, time coldasdappeaer iof talkl uppamn:
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excerpts andcitiinptfiudnsimed sebt@aam@sod e

are someti mes abbreviated (e.g., m. 34, b.

fime a saarndéilse aarse al so abbrEabhMited4)e. g., mm.
Thteext mufsitclad santal gsassdasaaymbhel s
when r eéfoempitmgnames, pitches, chords, <chor

sectOfotnesn mankyi rddsdy robfoé 5t ar e used within a
paragraph. To mak& eit tweleashye steo srTsumsb fickadent i at
arfeormat féerently fromethgpdtogatgpmivexitt i ons al
fol I%ws:

Note names are amdtitenVd edFg@p efr crats e
PPtches are written in scientific pitch not
subscr iFp,Gs)Chhogd, symbol s are written in Tah

information following theFOW, g8 )appearing i

Chord function is indicated by roman numer
Roman f onMH-V-E Rpmanl! Isunerrealgeneral |y written
®®The following typographical conventions a

those used MDnsPhebi pnT®ggument Concerning
Basic Music Thaaarcye sTseerdmiCOncotloobgeyr, 1 8, 2015,
http://tagg.org/articles/ xpdfs/ Terminol ogy
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case regardl es ¥ ote cheatnddn dyluckaltaet ghor d i s
maj or ohroweivnearghnet Wii§ f er ewtitvdt)ed (e. g., 111
Ref er enmcge sf arom saond s pwerciitftiech sceacptsinmoanls ar e
(e.Agemgsection). Pitch ranges &®i&s)i.ndi cated
Li stpg tafhelsoradchsl arbe ciammdsiecpaatreadt i n(ge .ega.c,h 1t em
F@,Gs F ™ G Sequences of pitches and chor ds
hyphenF®{G-CgF#’-Gma®®) = Har monic progression is

an arr oWz GzC; YNVYI ) .

Selection Criteria

The sol os amtawkgysed eicrt etdhsilpse scerdi itweproina .
The first criterion is that #®helsaoylionsg be r
styles and careers. For this reason, the s
t hat Sti teti t@heerdf d’ranfe de gquwioetnhtw eyroey dajantp |t h e
ti me of t 8enoefectohredisnog.os al so come from con
Parker recordedThmmios ei ¢ htamm a@awnaecied harnal yzi ng i
were@ecorded over wuniframanrdsteimebylreegee et oot e used

plyang with.
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The sercioniesh aothetl leet e epieevoaenstt i tt and
Par&erel aFoonshilpgeaasohat tt he issol os were
consi.deBhesdd lacnxa |l lyeglewwlenr e ratobede8titt was f am
wi PArker and his musiscel ePcatrekder mpl acer eabsnan
withsStitst NeWhé&oskl pet eddSstoolhotsalaloso f eat |
saxopahsonoeppos.ddhitsoitserm ofi rtrowtd, i reesafsicenisd.ed t o
Stéehor saxophmhome @i iaghiiasla o whayi ng
compamwmedagaien adec @it intstavophonteapl ayi ng
stnéddei ved more attemtoitovn tfthtsheanMae@ger anal y
di ssertation discussed above.

Thtehird criterieansiod oshathowBaeli §éleeemnt s
and PBmarkleaying. tFhoeusti bat BeatgbByisdethapters
i nt wo gr oeuapcsh f ocusin@ oha8ingt oaerd Basbeci
of musical materi al

The drigdspaws f& oenalSltyte¢areer, and includ
|l ate swing or earlgyr dduopcoapest phe@dStThe aador®
i mprovisationd towermntfaanits tammpgos.i s of a Par
ov€har !l e@KPa®éo,l andmar k bebop composition |

chord prohes ®kere on
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The fourth and final criterion is that
some extent Won dtelt@&weamsdk sT loveas oenst abl i shed
for t woFirresats,o rasth ef a micll iutsatoen o& Woi deck and
considerable MThssarelseamchawkéd be useful
analysis, especially when dr a®i mpd acyampar i s
stylesse$Secanphrge ws leyceasnal yzed bwi Wbi deck art
provide some structure t oaltshed gnonsk eeead anal
t hset udy manageabl e in scope.

The ddatrsaf musicalnahallgsi dechialpeeranaly

three solwd hirewg@aadepgeri od: two from Stitt
Parker. They include a Sonny Stitt solo fr.
and a Charlie Parker solo from 1944. The S

iReady, 68ky ,tRHandphaw 6Bmr @alles fiGoap (Blo9pd 4) and

SBaoby the Dizzy Gill edspiseolQuiinst etta k(elm 4f6r)o. n

recofRleidhgbbystshe Tiny Grimes Quintette (194

short and are selected frloom stosn.ger pieces
The -wevaor di f f efiRerade , b SEewid®e @ ubep

SBBaim s useful for purpbeefeafumesi oblthosatet

solos can be compar et Gpdtahsa opidv @rart idmef f er en
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The goal arissam fas cowlo ¢ Shtért pll )aytiangs esea y | e
changed after h&€i mgaed 2)p wheewdhyedre konri nreo t
Sttt playing style bbecdydiemgr ¢ hi skepePaoker
This informathetdptamwhieedhtéstetde gwt at i on
as a tal ent e dveFdarskeeH o eidntihtidsteorrea@irssolnysiton t o
t hseet of musi cat¢ o mtaaidy ssicsu scshiaopnt @rfs changes
style b®44wveemdThO846o0ncdmparnds pbBwi ng on
iReady, BanfopubB@moBihah anal ysd sstoyfl ePar ker
from the same period.
The second set of musical analysis chapters includes detailed analyses of
t wo solos recorded over sGbhlaisthkendronPar ker 6 s 0
Parkerodos classic 1945 recording of the pie
1963 recording of SlitkRlaysBodd fr om t he al bum
Again, the goal of these chapters is to determine the feattRegker and
Stittds two solos. The chapters will <cl ose
features of these solos directly in order to assess the similarities and differences
bet ween Parker and Stittds i mprovisational
di fferences will then be considered in |ig

saxophonist who adopted characteristics of
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CHAPTERM

HISTORICAL ANALYSISI:STI TT6 S CAREER

Introduction
Comparsosoatkegan redralbhy @€t ganede r
f ol | loiwahdr o utgthe melsitd wift heavedlewoYork City in
198i5when he was | nByhils9 4e6,r | oyr ittwieonst iveesr e cor
to Par kéAs it@t igpraireter t poemmgpr ersiesed@mg ker
per s,i setveednt ualilnyt os oa irdeifpfeiytieamg @ch and debated
|l iterature by critics, musicians, and Stit
Whetnhey c&mpated o Padkecuyusenegtiicbsei of t en
citsiinngi | arities betwipemyti m@etgwghtlb'iarx ophoni st
pl aying styl ev®#,e hodmpsorretrantt heirmi | ari ties bet

Par Bedt tareer i nt e® sneun eeqpo uvsi tt dp. o RPTahtdseao f

'An exampl e f fyooru Mg rsSdli nlds4 éa:nd | ooks amazin
Charlie Parker awmdvabdzz peGit BBpspi€usi on
ot her statements from the period are discu
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int er saerca ifomund throughout of meort Stdi thty | i t er a-

critics in thed rmewviad.uati ons of Stitt
Before Icookipmphat samBao&e®Bust ben, it
wi || be useful to pressxecrtti oaandediweewns sStpditn

Par&ecabLekesSti tst raenado rPAirrkges, t hese points
araen | mparrttamtf t he St i tctr ulcioptadreaxtturfeo,r and p
compatrhtewg mu Mamniyams. t hese povental sod i nters
frequently been raised by crit,icasnd n their
have setvedgtshen plutaREt loenr aismi t at or .
Thceapter is diviidnagad odidmgieme rstextofons t hat
i ntereseet ablnae tfiadel owi ng tSaeeaeaanugrie&c adi SCcUSS
i nf | uheon®teisi,t st enco®@nmesed, PhoweSBStitt and F
Stettareer i n Newl9%doOl,Cimnyermcthenmi dbet we
Pariker Newan@tikt paci pati on in Parker memori a

recordi nggss adfetactrh Par ker

Stittds Musical I nfl uences

Sttt musi calarienfdlicEgmcscs®eal mes he | i teratur

Firtshte,y ar e 8dtiistctusisiemds éolyf , whdormdsponded to
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f or mat i vien fnhiuusa ncchebsr Ya8 eoveyd ,artenedi scussed by

musi cians who knew Stitt earHarasnf hirstcare
recorfthettjdey ar e musicwbmrdnbw and perfor med
Stitt ®&mdsParikkeers Mi | es Davi Foansdt Gxitzzy Gil |

musi cal amd | diiencaessietdi dsy.

Early Musical Influences

I n a 1960 interview MelbdBr MBkistht musi c
answered questions about hisiDboymati ve mus
know who started off my interest? Rudy Wil
Savoy Subst darhe. nilamatt hat i ns piWheedn nSet ittot pl ay
wafcomi ng YphonHtoodga&®s and [BEolnegHa@vek]i tnesr
and LUeYyontuemrglh §d WebBerinelr IDon Byas. | | istened t
Dorsey and Toats Mondell o, too.

I n an intervi epwolvadledngbtri hftbtiedtest

niSs j tt and tdhe8 Parker Sound,
i d
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Wel henw!l gouttei heeah or seventeen, Il s
Lester Young quite a bd?76& Amdutnhkder e ower ¢

know. And | would hear Benny Carter, Jol
Smith, anae& Il urseemde niboe ra IDwavyns Bleiax e wit h a
magazine |li ke all the kids did. And the

Toots Mondel | o, 0dahned wBaesn nmy Gaoaovdoman e cl| ar
pl ayer, Befiny Goodman.

Alto saxophonists Johnny Hodges and Ben
|l i stsBomusSitienatres nJtlneotaes i n a r,&tn ospective
ff i rst came under the spell ofi .[ee.h,e] two gr
Hodges and Cibretf @el)e searvley ean.Bimdaoont hecor d
interview | atféi ¢oBéenhpadCdahmitngfiHedl at er ,

was onéiin8dmy.

Musicians who knew Stitt early in his <c
Coo&,l ongtime Duke Ellington trumpeter who
State Col 1243 iflmthatt i hi m84 Stitt played I|ike
he was drinking, and |G keH8eway (aotdeat whe

“The interview was conducdtaezd iSpok®eiho . HeHErest |
24 3.

®Stitt heard Hodges oinngthenr@ddilmesirtda. tBtee
l i ner Tnhoet eCso nipol et e Roost $S03ny Stitt Studio
®Stitt, interview by Felix Grant.

"AWi | | i @TIC®@ 0Ke) elgasaphmodi fi ed October 24, 2
http://www.telegraph. co. «ko/orkevwst/mdbi tuari es.
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[ i mi tbaottihn gaffDetthreom.t key bRiapmahit stStEat| eVam

eardwheiBtewas stil |l diamdhicgm Coadkoawi ccohunt :
iwhen he played he sowhded just |ike Benny
Lester Young
The influence of tenor Gawmaphosl st ieest

of ten;, niont etdh e r etlheev acnampsa rsiesccamhdr enl y t o
comparbies ovissannRlar Mef es DaviiSomwmyt®&titthattri ed
[to soundé BukeS®ankehdd méer sdizzest er Youtl

schol ar LheassosnpRoede Stlanwi &todiysesaegtati on on

8Stanl eyThkRanwe | d of ( PeweYE&rN K:i nDa o®apo Pres:
179.

°The same is trudBiod dWNiemkhol aaxowhonhstard a
pl awetdh Stitt when he was stil]l i n Saginaw.

CrouciwhtematSti tt started playing the saxoph
Benny o0Barotrenr .a nBde fGarlel ,eMatt7owist anl ey Crouch, |

t 8i g an,d BMak nNiicchol as, Il ndi a Navigation 106
YANobody coul d pl ayoDadwkies Ba n\i |Tet®hdepne ,or now.
1AiSté had absorbed the |l essons not only of Y

Par&Peorr. 9 ehn Col T2 ane
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Stdttenor saxampdloonzwapli ayiesgbet wden Stitt a
musical stlyles at | ength

Il n 1974, Stité& mé&me aloinsetn foYfaoem gt ehse
instrdu®esnter Young, Col eman Hawkins, Don By
tenor i nfl e nccoepsy. tlle ecnorud dtrif®lL@ametr he @t i t t
descri bedd hYeo udiags haesr s ehxeo pyvraatit lesdin & :@Ini k e
tenor, | take a different appgrloddhk,e mwch m
think | i ke Pres, i1f | ca&awhksd.BiHed wvaansd tJhoeh nmay
Hodges and oBenny Carter.

Criti cdsr awdiewni di ng I& neel tboe tawved nt eéSntart ts ax
playing. Accord&ngenortbasophewe ot iatyi ng w
primarily by Young, awhinlge whaiss ialftl au esnacxeadp hpa

ocevewer whel mi ngMcyRaeb ywrH atrékse ntshtaatn twhrielfeer enc

refer sghtooutYohiingg dihgsairt ati on, and de\
to a 1974 fiStsttospnéot booAlVi tidg mhepdt &5 tYODung.
79.
BHerb NR®Idmmy, Stitt oDBWr nRidotveé mbest 21, 1974
27 .
“Quoted in Stewdret Colmpdernr en Rto®stt Sonny St i
Sessi Ans

143



was made to the i nfolnue[@Sgteidttalh antosParfkem e¢xer
start it was noticeabl e tdiaftf eree natp pwaoya. c hGend
tenor he acknowb®Gleglgoeyekeéttetvrkiotuavdy etnh ehte
Sttt enor playi ng & si rsfeleamgpreaddet ion Yhoowmregr er , t h
influence of Parker appears to be total an
Ot serdescri be the d&dfftenencasdbeaet weesa$bd
pl awisngg mor e n uaonrc eedxlabmepnigeu K get percepti ve
thatfapprowches [the tenor and alto] as tho
di fference tdlenLe sWidriYouwngtti enor sound t hert
keening, altoish cry, and he shades the ed
with a tenorflikeabrI2athagedst evdhsSt it t
infl uenced WwlyerPah & ep b epepdtsdilkeegot t o be
mysel 8 Ilmafii emave to fol&Gbpbwsbispfi.But Pawhke

influenco¥d by hi m.

Mc Rae al s d@atn otiBenge tstt heanto fic gpll lasy ithay mi nd t he s
of War deMclRalzs,az . Cat 2dl. ysm

%pDave Mabtgyrs of Jazz Saxophone: The Story
Mwpi(dcondon: Bal afon Books, 2000) , 6 0.
YLarryl&az ti,n Sdadreawh Hafvelnt:selal e Uni versity
111.

BChoiis@ennys SSH 06§,
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Stdtmusical connection togi¥waeng i s all 1
Si mmbarcoanlnecti on bet welkh tP@mmide Paaker Yoverre.
both i nfluenced by Young, athelneaSsttitt and P
over |l apping) nithdiscals iprefrlhiagrscersoc® sur pri sin
i mportance to b®prmyshmi anappioacy, | ight,
gromgdin the blues have been seen as a bri
jaZ?¢ertainly Parker was heavily 4 nfluenced
docum®ahnadames acroons sPéarlleenr!llyy Mc &hann record

What ever t hedéextndnrdtuedfoerharskaesbl pshooni st s
shared an appreciatiear.lfroerhiYo usdgu dy adf wRtnitt
i mprovisational style on the tenor saxopho

bet ween St iatntd, YBamliger

YDeved@Bixth of3BRbDP1117.

20Woi dékclkt:hough Par ker ilsadnd nwi chea bri @ rsg ea naf ml
influences, a dominant influence was certa
was based iénPaKaknesrasmaGi thyave heard him pl ay
definitely®BBsredbddedrE&aewnOge 4 recordings cont a
mo e references to Youmndoit &bkt bi anfPanpkber
80.

2’Priestley wisitféssthampPavkemati ons recorde
demongdhirsateear |l y mastery of a comi ned Lest e
Prie€ha&iwre , Bi3od
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Many commentators have suggested a stro
i mprovisations of Sonny Stitt and Char|l
this author that Lester Young primarily
i's al so tihse adwtiShtdrt ttehhaotr h saxophone styl e
very direct Isitryd et an¥ouinngcor porates some
are not as néstiacpepHbolaec hi.n Par ker
Whilester Young is the -ecnos¢edodbhvamoed and
musical itnttuendadeB«e bbesnofddiltt ci ted
Benny Carter and Johnny Hodges$tasshxeospmaine
Parfisearudi ed Cart er oaSitddHso digrefsl uenntceendt Ihyy t en
saxophonist CPBhaefiwdmudiiawki o°S8When he was
youBgitt | istDonescdcbhowas@yeamy & Paarkley
favodi tes

Ther et & md e rneusstiicnagl cboent nmeecetni adSntss tt and Pa

Parwas influenodd Paftuimistti gto and | i sten to

22 Wi tiSgnnyod S5 .t t

BZWoi d€blaylie Parkek3B8ompanion

pParker uot ed $o0obms HawkhnhsWeialirdagrklrieec or di n
9

Par ke®4,i977, 6
Dorsey was also an imfrhwtwmale Sax Sphaene and

infl uence, Lester Young. Il bid., 80.
®pParker worked as a di shwasher at a Harl em
performed. AccdArdti nTlgattuom Wos deckery | i kely d

upon the youndd bClhar | ilé&. Par ker .
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hi.fdfStctted Don Byas and ®ent Webseaoras inf
saxopPamikdrst ened tobhe&®md caodndiirnegd t o Par ker,
heari ng pPenfaBWoamsso eUpt own Ho WPsaeg keaonuvionamed e
t o New BYeor kWewbast rerear |l y Pawkeor kedmpi bh

ParikdMew Yotrhkei-t®#40swhile Stitt was | iving th

Charlie Parker
Par&ernflue®mcmuoinc &lti style i s central t
and thereforextuectovamd ngatiwree of that i nfl
Stetstatements quoted in the sectnions abov
i mpomuant al influence, andflwmdttwmdahi m al on
saxophonists | i ke ylJdlhanrnyerHo didhees pared eBbe@n s ec

cl oser |00kt aattedentts regarding Parker as a

’Stitt, intenkvinew by Les To

2Mi chael Levin adMad BomnR®&ot sWilmohazz: Park
Woi d€blyrli e Parkew3Compani on

®fAAnd Don Byas was there, playiTnhgateverythir
was the kind of music that NMNeaews¥aodr kne t o qu
Quoted i ChWaoildeckRar ker

%pParker also quoted Webster with the Duke

recorded performance. Il bid., 27, 31, 100.
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I n 1959, foursyeeashaf®8ertPawaerprofil e
Down mBae@dzine. The ariiDiol e€Cabir dMeviBdeBi tt an,
Probl ems odc oSnotnaniyn eSdt st oenper loife sStt iaantd st ronge

statements about Par ker and his influence

Bird was one of émy lHéawdamiatd maogbodgnbet

Of coher d@ad an influence on my playing!
jazzobodag, piano, even bass. Even vete
borrowed somet hi@ng hfirncdkm IBisrodu.n dl tchcant muc
Bi fid.

I n this quote,(didtei todfv guyiatife @ jpho Piacikams
acknowl edged that he wahsd awrnfpluaeyn ctenrde by hi m
i mportance and nature of fihmaftl uennfcceudence. B
everybody oSt ijtatz zwatso daar§g,umungi d elati rPfalr kemc e
ubiqgquws tat t watshe mef om@dnot unique or speci
guote abodewndt ihtete ddleissareasle mbl ances bet weel
him and Paif k@éon hdiaki ng soundLdatheanr imucthhé i ke
articled BSurvwheaethihad exrawadudse mufsi Rard ker
influence, whil e filefmarnydihmgy e lisiascfl@wenhast, B libeud

| can onld¥ be mysel f.

31 Bi t Do, Cal | oMel 9Bi r d! ,
21 bi d.
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I n ot herdpirnetsewnva belws when not responding
that he wopdydshRantkern sted Parker as an infl
musi ci ans. For example, in one interview S
saxophoni sts fivlha ngadlénfemisrh thoi 9l ayers | knew
Bird, Johnny Hoddg eBse,nnwWi |Qaiget ebma rtan,d agoat my
foundati ons. They a&bheuvte rt hsehyo weedf ty osuo mmect thhi i nng
y o afs.

Stetstatements al so suggeasrnt!| aemprmdeirealc
styl e. In @&rk9®Asiedt ¢ heh dbwime Camad h ®© Mea 8i tr d
articl e ocSittiead ek awiseodu ntdheadt ePvaernk ebret t er when
younifghis squares with observations of |jaz

writes that Sfomom tShe tdadleiaemelar ker .

3 Nol BSo,nnyod S27tt,
%Les TofiBloinmy, St i st NS ySsu cTcheésied ro dtyo Bi r d,
Ma k,erMay 16, 1959, 16.

SWilliams contrasts Stitt with altoist Can
from ®Batlaerer wor k iCiMamltiien RVad kermamsThe Bur d
l nnovaatni MeciKhar | i e ParkeBlCompani on
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EncounterinlPar ker 6 s Musi ¢

I n the #Hi9dOtse batbep music travelled qui
Uni ted Snemivesprcodmaey early adopters, part.i
nei ghborhoods of | arge American cities. So
basedcmasns to get involved-bonnbebaoplistthe
Betty Carter fbédiogp twhast tthye T Hh4hg. You know
in Detroit really | atched into the new mus
Tommy Flanagangd Base§o®Hareef, an

Sttt nvol veemeneéwanissteyalrel i er than most of
coll eagues. According to multiple sources,
Mc Shann in 1943, well before Parker began
grugs i n New York City. By 1945, Stitt was

already an active contributor to the bebop

% Quoted in BjBefnorasm dM&tadwWwrer t ,
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Chatrlie Parker with Jay McShann

Stdttirst exppoganursa ct waPBdthgekrgd b ¢1 and
1942 DeccahatcPamdkergsmade with3*tmealJay McSH
1960 i nt éwevioadw, WiGtkleiid edrdd t wo or three r
Bird with McShaé Bwi argan@8 é @sitmg, nw éBa yabh & e
Hooti e6BBIl ues.

The Decca reaorgdiimpse@ri@aiodgamkeircal st
As Woi deck notes, (ttitheey | omnmgteasitn soH ®r ti ss amlbow
and half md%esvermned hloggs oPaskeccupy a subst a
of the reldoodi dgBit¢pBanmbet ween twenty and
thirty secomhdetef 78 tphmesingle). The Decca
finot truly represenbabiove wkerehehbcSeoaed, ba

band was not pl ayi®Bgiiltls rmwdrirheel stiheep esyotl misr av

%Stitt may have heard a homemade recording
around the same ti me. Mor e i@t amrimaeé i on on
Parker Diocdangrlipdvyogr agltye sBRreadj dAautgust 21, 2
http:// www. | azpzadiksecrd.da rsgc/ocghraarplhiye

BJonSsjtt and the8.Parker Sound,
¥Woi d€blarl i e Bdrker
Vipid., 9
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Par&epl aying stood out, and made an i mpres.
Priestliepwewrfitvespbrief Parker s6l o/s8 recorde
rpm singl®®Iideurrei nngmmedi ately noticed by a h
musi ci amtsi mg tdeem arri ¥al of something new.
How Stitt came across theslet piagtnaetul ar
known, for example, who introduced the Dec
Stitt first heard these rhecoyedarngls943 ias so
frequently cited. The pri ma®Byi rsdo:urTchee f or t
Legend of (Qhlaoxd2)e, Pwahrekreer St iWhteni 4 gwacst ed as
nineteen, playing with Tiny Bradshaw, |l  he;
McShand | was anxd#?é6onseapnl meetahtimcle by Bi

suggests that Stitt hend 1Bar bher wiars B9 29 sa

“LPrie€ha@ire ,Bi3nd

“2Rei sknierrd216. 1 f his reciotebhedtide iscacdsr a
someti me between February 2, 1943 and Febr
the Stitt |iterature appeaxampl|l edr a@i flrem, t
Masters,oft2BebfEmr Bwdag gt RRur mal. 10 (1969),
I n the full context of tfwhengdotwa,s moweuere
pl aying wiot af Bradsbawhen Stiyt aed watr ker

when he first heard Parker on record. (For
meeting, see the following section.)
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Bird, @Whdhomahae on a J#¥HoMeSkRanngd hésodat e
incredibly udldkeby, bagi Rar kepAudguwmgt wi th M

0fl940t hranador di ngs were no¥ commercially aveé

Other Recordings

As Woi deck n®dle@ElDeMcRhamemcor di ngs cont ai
only exampéesgaot yPaokenapvlaa ylianbg et htaot nwesrte
|l i stoahet 8%l nt ianded.i ti on to these recordings,
have access to a homemade February 1943 re
saxophone. The story surroundBingg &ihat c¢come
Ni cholas, who knew Stitt 1@aal®adgh ntalwe and wo

Tiny Bradshaw Orchestr a:

At that time, Sonny was still sounding
Bob Redcross, who | &t evralbeetc anhea dBialnl ya ckect

“Bit fiDoo, Call oMM BBodnyo SF.i tt,

“YpParker first recorded with McShann in Aug

1940 The recordings were made for the Kan
el eased; fdhesyc oweerree dl abtyerMc Shann on one of

in tHe sloo #s Russel Earl yn &iaryd dkiceSsh atnan

Orchestra f &®&atrkreirng SPhaldiChear L2866, PaPkel1974;

Di sco@raphy.

PWoi d€blayrl ie BaArker
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Bi rndd aDi z z y¥iS we eaty i Giego ovwgii tah B hoamdhow Wi | son

using his brushes on the seat of a chai
and hoeevseani dt hough Bi rodWhwa si @Tlihadyatn®y t enor
next night he st*rted playing |ike Bird

One commmanithmcse ori e kxketemese ns Beat
Par&esaxophohiec hiel lasysonrgy captures this excit
connects it GomoabBacodheteSst - 8mbhb8BCenNt
recor ®Piameonimedi &edl whafWh bs it aBdte?
recording heaedf®uwdh lnthreHttxitd iigi ght he started
Il i keoSBtiGadtlci t ement al so comes across in the
Stitt héarmrdchPardkse niliwtasn Mc 8bhanno meet hi m.

A third st®rgnabowiwte®@eewitdly recordings
from Willie Cook, the trumpeter who played
Coll egi ans. AifScoonrndyi nrSg itta Gwacsk ,t he first one
t o kee jbuox and made me Olhiisst eins tgoo iQdhga rtlo eb eP atr
he ¢%aid.

Thgsote fremi@oekesting for two main re

“®Quoted in CroBé¢ly, alnidn&ar motes to
““Dantwer !l d of Duk&7®l1lington
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Stitt wor keldd A2 vBh,eCro okt iitnt was 19 years
this is the sanfei rasgte hS&tanndl sRcatrakféme dRéiesner )
Codk quote provides a ptohcd ratiimalt hadc Bridarty ws
familiar Gwintuhs i Rarbkyerearly 1943. This would
Par&emusic with McShann Bbreafdosrhea wsS,tQrtcth ejsairnmae
i.e., earlier th®¥n he sometimes cl ai med

The Cook quote is also interedting beca
t houghHhteselamdy 5 omu sPiacr.kelrf the Cook anecdot e
not merely awarle oWwa P aegrktelru 9ina slt9id83 about hi
enjoye@&6 Rerckberdi ngs with McShann, but proac

ot her mus@ cé¢ amme n tSfitidht ag obitragt kbeoa ma o

AWhen hiwegsedmying with Tiny Brhadlshaw, [
done with McShann andoReivwsBierrd2iX6 ,0 usmp loa snese
added.

®“The foregoing assumesmubat ®ttht Cebhretdi P
two of them were working together in the B
Given t [6a©dPMc Elrann recordings were avail al

a reasondbloem,aaadummugh Cook does not state
| The MastersGioff |l ebwpi testmasi Stwitt hhear d
Mc Shanmaftmetrijloi ned t h@&StBirtatd sthiamws eblafndssay s he
hear the records wrarkretri mad®4 3. t He Me&dh at h e
stil |l wi 6Gi tBfaesdisehrasw.o#2Bebop
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fasci®ABAhe ngo mme mto ts uoogng eysittksie al ts PQrtuilstétc , b u't

that he al so bel iseoweed hR aargk enre wwaasn dp |i anpiorg an

Washington, D.C.

I n addition to the earl| yStPiatrtker recor di

encounte®eduBackeér ve iinm Wa94h3i.n gtne nay i1BOvHCO.

wi MBl ody, Ma@kieirt heard: Bird, in 1943, at the
Washington, DC, and he was just electrifyi
r ouodtd.

't i s i mporthante tSa inat epatritatciwated i n n

t hr ouhgihso ud apruebel mecnl hyehoenaerdi n ¢ i Pa@r k@ar Was hi ngt on
D. C. onApyarotncfer.om t hi baecdceatwmoth s i htoevetv ewi, t h t
anecdotes QudBteadcabaveis also similar to t
Stitt encao@nmesed BRadkiemgrmasdsi an.

The foregoing indicatmgsitdaitnSthitee heap:
contexts in or around 1943. I f the dates a

accur at e, S@s1 9 #41Theecacr ad rPeacr Rrledaan nwi thlke Me ar d a

Ypanwerl d of Duke7%) |l émghasnis added.
L Tomk fiSosn,ny St i tt NS ySsu cTchegsrsdoa@. t o Bi r d,
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1943 recording of Parker on tenor saxophon
Parker in 1943.

It is also clear that Stitt was fascina
regar ded maklednu selce atsoHef ypiendgi.i t and shared
Par&erecordings with his peers. Il n | ater a
Cook nod edntShusit ads mmud 08 c (Pablishadh ss

connected® iemuli atSd®inmobsési ear ketyl e.

MeetingCharlie Parker

Acording to Stitt, he and Parker met an

in 1943, while Stitt was in town with the

this meeting in interviews throughout his
his r elteot iPoarskheirp It i s one of the most wubi
|l iterature, appearing Iin numerous articles

and °5titt.
In its simplest form, the anecdote iIs a

Kansas Cioguaes hinmmsel f. Parker suggests t|

fiThe meeting, as Sé hast bebtdmetthweestttht g¢t
Stewart, TheefCompteset BRoost SorRny Stitt St
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some music together. Stitt then follows Pa

Room. The two saxophonists play, and Par ke
Here is one repf eStahatakie evte nagc cf or uont

Gi td@Sewri ng ,t quBbdapd in full

| picked him out offifTla@tchobimd hatl pebplue.

coat on with six white buttons, an alto
of benzedrineei madhedaokhgt asAred ln. We
the Gypsy Tea Room, as | remember. And I
was a bandleader in the Midwest. They w
ot her@8 kndwnwhy. But Chauncey and | wer
from Bagama@a he was from Flint.

]l got into Kansas City with Tiny Bradsh
fiHe aoSymi t h dmhabW&lak ér . Thiegt Wger 8. my
stayed next to the union. I threw my ba
down ther @aammtddbewaf kkedowed me. They sure
aftexamee | was crazy anyhow. And | went
Th&t where it is. And | Mdaew ybusClhadlki eo

Par blde ?showed me that giyeéesmthBaatlih eof hi s
Par kimCh a lPlaerskYeoru. know, very dignified and
fWh& e gou?

| sfndSodmnoyAnd hdWelalisd,g®@tdown to the Tea
Room and @Anady wseo mee.nt down and played, w
pl ayedgs. aThatwe haidou Asdume tmee® dmuch | i ke
And IAWshil d, you soumédSa owe matcdar tt ek egoi ng
t hraughthi ng and Chauncey cAn@® cotthe | oi
outtBut he was a gr%at man. Il |l oved hi m.

GitSwirng ,t 7 4Bopemphasis in original
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There is considerable detail I n this ac
name of the street corner wHhHeortehilmeg and Par
Parker was wearing and what %e was holding
Significantly, Stitt also recalls the name.
before the nelent iontgh eorc caucrcroewdnt s of t he Kansa
incl udedetsdIniidedrc ®addasuntthe basic structure
story remains the same.

Comparimgvérnigagus accounts of his meeti ng
hi nts a&abotuhtowghttds!l onaPaokerovhdeghhsnbtas abi

his oswncanu style. I n the earliest publishec

“The amount of detaillendsh® KhinsasoBlBseyva
clear that Parker cr eadbWidthi$ag ndney@pSGanad ,l ast i
®Stéthaming of Smith and Walker is not men
|l iterature, but 1t 1 s an anmpoMsatrdkeetrsdst ai |

City meeting has been called into question
Meyé&r ying )wi tButJabzyz menti oning the names of
were with him at the time, Stitt identifie
dat | s of hdsestwé¢mne yffalidet hHEho st deepr eseéntsee
aut)hoke the behavior of someone who is a f
cl ot h.

%®Sometimes Stitt |l eaves out certain detail
example,i nneowi ew Stitt st ditl'dssndt BVatnehe | oo
(inste&hdhdofVi he) ; i n o fiohveerrssheuetresn me nt hens hi
nameli® t hi nkO 4i&n dwds hiamd ottwhoe obvaesrss eaenrds dr u mmer
Stitt, i nt@rantew brys tRledzézxa$o KRB 1 bhe r e
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seems more eagerpuropdd enfdu lPlay lkgesneg s miso dikei ng f
after arrivi®hYyt iitnt Khnesagmodti stgailnld R arok enru ¢ h

meéi n t heacaauritesst( 1°9&mMd amar HOBWBGL )t,hi s el emen
story was added | ater. I n some | ater accou
statement, but seems aware of how silly it
Parker, and Pardkédi ¥hhpd pweéevanohear account

Stttesponse to Parkeli daeemspal mesiwaget ens
i the only wayof. know how to play

Il n many of the accounts, Stitt praises

ildin nomg gto®o t hrow any dirt on the man. He w
knew. He would find somethididnbedeti ful ab

accounSwifnrgo miboo vBeo,p St i tt @Bruds hteh evasst car yg rweiatt

fiThe Bradshaw band pul Iéeadn di ntthoi sK awnassa sh oQmet )

base the Jay Mc Shamaomeé atnadwn .| tSovals @qdts or
room went oBRitt fDad, IClak Méo BLi9hd m.
®See hbcodunt afhidrndReli6sner ,

for

and

t he
®|n 1M7ilerwards he said you sound just |iKk
saidNdo,, you sdobdmd liinklel 9S@H.d, you soébund | i ke i
Young and dumb,i sfboiiR@mmvyGh 3w ¢ B§ ;i t t
interview by Felix Grant.
OStewi8ohnyo S41tt,
. Rei sBiierrd216.
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man. | ©BdAredt thd rmna@® o umd @eot t o be good fri
was al ways a graadnogesi Mmant a nt enlyl@lydwe .r.i.ght
know anyone that can match ho®m or beat him

The Kansas City story putsafpeatsin a p

designed to do this. I n e saxopponkPank dre
has nedvseoumdest so much | i ke him. The i mplica
style simisl am tho sPawker This i mplotation i s

Stdttater account sPalR8fY)osua iseo:utnhdla tl iakcec omen.t

Stréep:IWeélsl, you soundoPairkkde erae,lili teksnpowbuddy.
what it is. God @madaéktwo, |ike on Noah
Jazz historian Dan Morgenstern believes

apocryphal LiMengriwh a&th Ulme fise or gk shhomdde as
wish fulfillment than as reality, |l argely |

with Bradsmaw,alReaerakdeyr oF°®¥bt gkassasnCi symor e

2 Gi t$Swirng ,t o 4Bop

W. RoyalTh®t dlaesg, Scene: An I nf
199MNew York: eOsfiarnyd PUriss , 1991
““Her dSnt@t Bax Mavk és owdh .8k ep
®MorgenstermhiancdgMevyeéh, Jazz

Hi st or
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inclined teo 1b®e39 eivke ESoodvtéblaked above), wher
Stitt describes seeing Par k@nml sk & eSti int tWa s h |
Kansas City story, twhiec hMegglhatd)yt sMdek er i n a p
interview comeg h&ttidsdew IdtPa eficemi.t t i ng

't is worth noting that tbhewKaBesats City
in DEITHOhMe| ody i Malkewvi ew, and that Stitt con
storyhwa remarkable dewgnéeg gkacsnsherentye
Kansas City meeting neveriwhappénk&t@dj|lt menst
but rather an -edtabloira.t EAdemioP addewHt ihtet st i | |
coubdehmet him in Kansas City (provided Pa
possi ble Phagelt ot malsihweDgit@nmet hi m i n
Kansas City, and | ateromgteumsed avibe akaes &

hi mSel f .

®ThMdel ody i Makeview is iBoonyd Btsi NoONKhes e
Successor 1téa Bi r d,

I'n responsedt d yMarhdaerssSseirtnt heard Parker i
D.Chst Kadsafs City, Priestley observes that

perform in Washington, D.C. without introd
first time | ater. Admilttt etdol yp i et chee tcohg eotnhod ro.
i's inconsistent on this matter: in a 1980
City mRaeaeoti ndre Washi ngtdowaft De Cf. i petr ftoirma n[cle
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Even ttheuKmnsas City story appears to s
his style independently of Parker, a caref
that Stitt did n@tmbeil ¢a®lveedqealwaicniatr ker i1
| at%Trh)e. accouwttshat st isthto was @ nmihsiis¢ astic
that he was eager to meet him, and that he

decades @&f tdeeratbhar ker

Stitt in New York

After | eaving the Tiny Bradshaw Orchest
area, where Parker was based. There he joi
he was performing in similar musical situa

musi cians as Parker.
When Stitt moved t o Neaw gqWoariknt ende wnatsh al |
Par ker asnad . hiTheme were the records with Mc

of Parker on tenor, t he-bpaecref onteneancneg iam dD.] G

heard Par lOBr t fiDoidp eCrasl d no.M & ehsit riCde,a/& ihre

Bi,rd207; Enstliaze &rpd kRwWbliHe,r e

®1n his accounts of t&heurKderssatsa i&d itrnyg mefe t R anl
greatness comes adepssescabot(fioctbmmapgpds sel f

dumb, you konamwd htolwr o ugh sst at@@meespetrthatndef
admirat ikenr famrd (aurs meswas a groeat man. | |
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session in Kansas &idrncourmtetemu mbigtric o & rSKk e 1t

i mpressive, cynaslildeod awr tehdatwitthkein the spar
during aStime whdnParker | ived in differen
By the time Stitt moved to New Yor k, he

in the music Parker was mafgi hgs HmHMesappkastet
al ong si(mMiolua rs ulrien es@)@invde nitsi Ktea tneer comment s o1
Parker, plus hi & praefl (@fieansseualfdoerd Peawrekrerb et t e
when he whastysaamestliitktel gyl tihaaddyer egar ded

musi cal influence.

Billy Eckstine and Dizzy Gillespie

During his first few years in New Yor k
Billy Eckstande wOrtchhaster @i zzy Gill espi e Orc
Eckstine and Gil |l espie gweoruep smuvse rceali npp oornteaen

bebop histasgyocbBatton with them and parti c
i mmedi ately connected him to the new music
With Eckstine and Gillespie, Stitt was

t haterPalrakd previously worked with. Stitt |
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an alto saxophone chair o¥HdeptikeenbjyoiPaeder
Gillespie in early 19467° a short time afte

I n the Gillespia bBbamd,ti Stuittet fwas Par kiermre
1945, Parker played alto saxophone with Gi
Gill espie was "Palrlkeedr asse ptahrea tleeda dierrom Gi | | es
after -vaenekeiegrhga ge me n®St int ttLhoesra $\hnigred de sh. y

Gillespie mspPidkckmemeé . pas &ade,ngGialglee smikes s

®Parker |l eft the Eckst i nBi rbtamndofi3nB@uagmust 1
Ker nfisetlidt,t 0AfSroincnayn Amer i c an NMStotngnnya | Bi ogr a
Stoté6,

“According tod Wditzzy &8Gipltltéhpmiteha spring of
1946WilSbnnyo S&pPrnttdet aidd sd eoma rPtaurkegsrf r om Gi | |
band, see bel ow.

TiFor mbs84FPéafr ker and Gillespie worked toget
pos itbhlee personnel fearueddbBar Réwagsd Gill e
frondoWdiidnéblayr | i e30BAr ker

1 pbi333Gi | l espie and his band returned to N
remai ned ilnn CGahe froomtihas. f ol | owi ng their sepg
ment al Dbrema#ddews admitted to Camarill o St a-
descri bfemsnet bifstdhe saddest an@d mose.tragic
Addi tional i nformation ab®&®? 7Ftohi 2« peri od c
detailed ackkomundgi otiil Pacikiev CallilfIdBr7ni a, see |

and Lawrenaer dOhi rkKibcSuyi te: A Compendium of t
Charl i  BRawrl k emrg Gr een, OH: Bowling Green St
Press,681988),

BAccording MbheBi Weegpiteonemadpack to New Yor
[ Parker] wanted €dVhstnay auwtt dmctkhd oCdNesmt Yo
Sonny Stitt, anotoGed | mapv el RO fiseiran .
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cl e
Spo

of

bet

ar that Stitt was hired as a replacemen
tdlnt éehe small group | had Mipltaceackson,
Charl i S&tRar kevy? and Al Haig.

Sttwork with GillesplilengncabUébbegtanoan

ween the two musicians. Gillespie would

projects; the two musi ogrnaan sGs alhsga zwat k¢ dhet o

Phi

| har moni & , b almwdtparaltgerroj ect called the Gia

ittt performed with Gillespie on both ten

nected!| Ftoi tstax a@p h @ moe Pyal rakyei thogwinn Bz a1 96 1
erview, Gillespie said:

't sounds | i ke a &]l incths®i a owislaly ke ahte r[ eP af
that i the truth

| héd@&véereard an al@ocpbaget owBorawas®@f cou
closest to dé@amdtihatSdonmuavetihtt. When | |
someti mé&s . ,bel swone a% %$ommsy wheYered. iSonn
down into all the I|I&tpleaeythgng3hefoChar

“I'bid., 251, emphadile addreer ¢&f ardke MEmo DIlei

Cl a

rk ®Mobpbewhs Hpgiesset ed t hatilGiolkl ¢gomi e hir e

come in here for eight weeks with a small

t he

n open up for eight moreowlekrikad. Wi th a b
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play his music; Sonny pl agsathowst | i f e. I
Charlie Parker, Sonny &titt is the man

This quote is telling for several reaso
wa he cloBaekér tbe haikohearidnesanfdet hwaats not ]
fidgwhti ch mushcican wase wmpl i é®ard@eri s that C
| ongti me musi cal par fitnheer ,0 twhheor Phaarlkfe ro fo nntye
heard®®dmread difficulty immediately telling ¢t
hard to overstate how siigndrfiitciam& ddmparsdd
musi cal s fsylceontsot aPatrlkyer But i f musicians wh
with both Parker and Stitt had difficulty
wonder that the critics did also?

Second, Gill eggilewrns aiimnt @ haltl Sthetlittle
Charl i@ Padaknedn qpfhayg ediilfléespmpl i cati on is th
found and replicad echusiomethhathngwemt Pau&ler de.
notes themsel ves. Uniciolud diptoladry h®asx onpls o i, st

Stitt evoked something essential about Par

®Dizzy GilGlemepiTeeasnyek ar soi wi tWo iCHaarck,j e
Parker CdmRani on,
®“Quoted i ChWaildeckadr ker
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ter(idhe | i ttl e t hiksn gpsl ;ayiu nQhad rsloiaes t Fha rnkge r
deeper.

Third, despitée mnwumpa®la ne WiGedttespi e

statement i s complimentary in tone. Gilles
very much | i ke Parker. Rat her , Gill espie p
Par&eot her imitators.

GillesphmmbloSutneggh ¢ Paso keoborated by Junior

Manae pivawma sper f ormed and recorded with botl
Accordi ngiDt azMamnscsed to say that when Sonny
band, there were times Sondy wyulnd nde on f

waGharlie Parker playing ©®&xt to me wunti.l I

New York Music Critics, 19461949

Stdtftirst New York period was producti v
musically. Working for Eckstine and Gill es|
musi ci amouwas amo i ncredi bl e experience for

his ear |l y &t weonrtki edsu.r iShtgi ttthi s period al so dr

“"Marc Myetrerview: JBi @z z Waarkcccee s(sPeadr tDe c e mb ¢
3, 2h0tlt3p,: / / www. | azzwaXx- oomar2atdli/hotinili nt er vi e
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Yok music critics, who heard Stitt perform

hi m

I n print.

On Apr946,13Stiltt performed a concert wit

Hall, a venue in Midtown Manhattan. The <co
series fihedemum, ngr o§Ir e shii-wewqg fazehe per for man
a revieweuSt sitmglbegdefamea i ngDitzoz yt hGai Iblaensdp iaes a
his sextet from the Spotlid®°@heavgméetwed by
continued:
Di z¢z yset was interesting mainly for the
and | ooks amazi ngldy hlaisk @ e@Charnrl iex eRaint K em
couple of the numbers were played so fa
clean execution were Iimpossible. Dizzy
tempos at a point where ther®® can be mu
Thi s gsunootret siagoalt oti tabdsutplhaoyw nSt iwats
percaitvede Tthieme evi ewer s uibfagreasztidnigtklgat St i tt
Parker by April 1946, just sh@ar blapwdafter S
The reviewer aftfeo spaeagi ek Ppikitdeysheyt wr i ti n.
®vaiDli zzy Gi BBespie
1l bid.
81 pbid.
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was i ntmar éfddyri @GYtpiltatyi ng. Finally, the revie
di fference bet de emu sStcifgtld usagysiSaran k elr i k e
Par Reentdas bett otrhbem®ecuti on

On Aprligldbzx4s,s t han two weeks after the a
Hall @ébeceatd Feat herwdekcwi bbedt Sei Dbtzzy Gi
Orchestré@itziwiys ewaynd attempt to run a big b
more succe$sd&8bxebaarbibed Gbya Sommegr St i tt,
Charli&dmarfleer years | ater, Feather devoted
|l nsi8e,pBes popul ar inretw amuuwsdEch ascttytlce t he
i nfor mat iéomwiirsg sicdarfckciarcer ati on on and of f
yeégrhse appeared i nloNésavmad ki mprde N¥e€d musi ci an

first young al t® stwulre 0°&f fsé entuil meé ley Bi r d

8 The r dviecbvear vat ifolnaoii tngmsli &ayti ntd,e a
characteristic that musi & amuistiicad ofttydre .i &
mor e d@sn cSltairtitty and execution (as seen by h
chapter.

2 vaiDli zzy Gi BBespie

BlnsidbewdBe firsn AOBPO, shed was | ater repr.i
namensi de Fleahzhzb e d e 9J8a z z
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Again, the wowmodiqugtocfs tilsesé@&GBupeesti ng. S
Charl iewhMar mer atée [ 8 yBe oWh f ke e fiymsuen/gy .

alos@axophonists imifitatteoddo Psakseo, s 8tcessivakb]l

The quotes above, whiéesetspoblished ambhn
statements on Stitt and his musical style.
Parker early in his professional career, d

from a tal ent dylownregvcalmea dtnaro. a

The pr ecieodnisn ghavwectcovered sever al poi Nt s
bet ween StasttcaaeeérBarkeéer i s now possible to
points together and see wh&tmbuétiegaluggest
relationship:

Sonny Stitt was cd atnalwehmt eggd eywo wrpg prhwasyii n g
saxophone @ nmwsichi gaene. Bet ween 1943 and
encounters wid hmChiaa .l i 8t iPtatr kwas excited by

moved to New York City shortly theareafter.

8% Note also that Fegbbhag aekmphhtas setdi tt as
[ ot her] OmMhss ciananot hdéssr pionpduilcaart iaonnd opfr oSftei sts
success in New9XOsk iShnithewmindan Esquire N
1947, i h bergespaponf his work with Gillespi
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j oi ned t wso foofr niPearr keenrs e mb | e s, and critics we

Parker in print.

Parkerods Death

The end &ofl( i B®& Wwars characterized by chao
tur MBitlitt had several encounte$si with Park
and MBsaarmeagting in Kansas City, these encour
bebloipterature, and ®Belapsdcti @atstomengt e ®ad ki

Par&edeat h.

Incident at the Apollo Theater

One disturbing sRamgy,cotmees b aosn Gtenwho
with Parker for years first in Kansas City

Par&etragic dea®Ramey Maas hpdOB&r,mi ng with

8% See WoCHharlkie iBdrokeran overview of this p

8 According to Ramefyusthibefevem{5Packered ;i
S
I

Later in the same aneiChaties,t d8swWmeveare,. h e
Parker died in March 1955, it seems | i ke
1954. Nat lcomtnP elta s b@intay Uni versity of |
1994) , 212.
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Apoll o Theater. Stitt had snevemwmalt heaXApphodo:
and asked Stitt to borrow one of his saxop
that Stitt had stolen &Stgaxdphgme nf rermulsied

Par ker r @Yolui ehda viec dylloyuln a W& ymi ne .

At t hitshepositnotr,y takes a morbid turn. Par
Stettdressing room to steal one of his saxo
into the dressing room of another act. The

noi se. Par ker otfhifent hteoonkald fainrd® tahxreeat ened h

Keys to the Kingdom

A second inauspicious anecdiegscobpncerns

t he kbsnlgarotmy before his death. This anecd:c

8% Accor di ngfBt ¢ dR adkapy ,i setdo,| eDeantyr diotr nwhen you

were strung out . | né/weergodaitd remthhbirmg tom
Rei sBnierrdl189.
81 pbid.

®fParker had gotten the fire ax off the wal
mana@®&mn]ddn, going to kildl lyows Bleawmwk mawky 1 gs u
PearGmwithno Kansa23lZity
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Il iterature. | t ianl sdoi sacpupsesérodn aft reef ¢ ueanet&leyr a n d
mu s il eagglacy

The first published versi DO5Dfi rithe rsviaeve
wi MBl ody. Makegoes as foll ows:

Sonny spoke of Bird in hiis $dawthidmys, a

t wo wbeeefkosr e he di ed. He came by and made

people, andd@| WwWesdulwéelbadibbmisesi nes s
came fr om.

fiHe sddild:gi ve you thedl ke@btditpoi ghte, khagdo

Come on, Bié6®8d, be cool
Theontext in this quote is important. St
occurred two weeks before Parker di ed. Gi v

i mpendi Wgtdeathjkely that he was commentin
mor bid mannem. aPerohasmsv Bdarikd as someone wh
musical style. From the fkeysexto ®het ki gqguwo
statement seems more about Parker wrestlin

Parker earnestly bagyetadt hEnigt hi sTdmusi cah b

 Tomk iSosn,ny St i tt NS ySsu cTchegsrsdoa. t o Bi r d,

“Less than two weeks before heiddn ed, Par ke
gosromepl ace, prd@t nyta ghoontph emdDearzey Yo dy .
Gill espi e idredrileivee dh &a ddad pi emomwint demat h. Woi

Charlie BAr ker

174



reacti ofd tsot aRaernkeenrt . Stitt wasikeps$. honored
Rat her, he wg&l uncomhortabiwve 6Qome on, Bird
Thikeys to bDoteakéemgutomt ookr pmetaatdiidrfi er en
after&Pdehkelimader[ktere] statedowhnot i n front c
presumably shared it with o& heeast h ByStli9tho,
coul d stpheiask tohfr d0anse abnu se snteasksl i shed narrati ve
beginmi m@dr sghnl y dars wrhen dlé&i rt htrao nRRar ker
Accounts @GBikred ReTlemektegen(dl 2 ) Chaadme P

to confirm shat efmf@nkewas made i n passing:

A week before he died, Birdwasanoneto hi
of the first altods satxylme nwittoh pd ad/e da In dfa
Stitt says that Bird | ooked very beat.
and Charl i e iMaandad hi ann dpianrgt iynogu, t he keys t @
ki ngat’o m.

I n thisrkersieam,lithese d Pa®thigtrt ikaekyess ttoh e
t he kbontgaltoenmé@ nnt poamlfiviieexcc,hang[ i ng] a few pl ec
Gi td ewvrer si oms pwdrsd f ag lkiegiMa ngy wotf fleoregptfl or

this |ife.onYbsavangyyon.t h&Paayksert chatshe ki |

2 Rei shiierrd215.
BGitMaesters,oh4Bebop

175



more to saydtimr eehissernvteeenscieosn i nstead of one.
|l ess reflective and more earnest, as thoug
musical ma&ntle to Stitt.

Thikeys kiongodhdemr y appears many more ti me
|l iterature beyond those cited here. The st
interviews and jazz books while Stitt was
numerous obi tsuadréaetsh .after Stitt

Il n iewservdtitt tended to dowmMelaay t he st
the end of hidg sltibfneme(dll 8 O ))e,o0 hStriletétyst or y

To me he was the epitome of being a sax.

nonsense about thingsagbatbwas mgi debac

keys to the kingdom. Thagetwast a Yauwcdoto

play your saxophone the best you can an
Cah nobody provide the entrance to any

k n 0.

“Gitler Masotee si, ohnBebaper confirmed to Bri
2004) bbbt ene[ d] thisokbiody; tChraidtersgalpeyg,r yph
5.

New Yor,k Jmulmes24, 1982, Section

Aadz Rapoke@blHer e

Fi nal Ed

®For another account (originaBiydpublished
Lives The High Life and HaftNewi meskofD&ha
Cpo, 1996), 340. Fopr ani lex aonlpil ttudmy m saedi b
Wil sit®eanny Stitt, Saxophonist, |8 Dead; Styl
k 1,
e
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Pallbearera Par ker 6s Funer al

After GParelkaerh i n March 1955, Stitt was o
funeral. He consi deeey bHbe®aigt hopght bearer
exper i enisehalkeefnt fhoirm ab o u ¢ Sa imotn tdhe sacfrti ebrewda rtd

exepr i ence in detail in a 1980 interview:

] was on my way in my car, going to a |
paper, and it said Charlie Parker had d
stuff in the house, you know, and | wen:
Avenue, parked mg tasawAwadst De zziyr sandn:
Charli e Shavers and umpteen of my buddi
iHey, olSodidgy, Di@dzyg,onlhaaiwmnoHlke tshiigd,week.

fiHer e ar e ofo wiighlyvoevse shtber sishoaot ,?g ot t a

carry mHm, simagot mine 0Phewhet e gouveswas

bitter pill. Because | had never felt |
gl oves on aidsngeuhim in the casket. I w
to see him, and they sthrmebi@mkeobenwgabt
sure gld@adsee dhidmm. And so, as we carried
|l i ke all the blood in my back was drain

l i ke that, you 6knodow i 6n.d g r ybody

% Tomk iSosn,ny St i tst NS ySsu cTchegsrsdoa. t o Bi r d,
®In this accounfit,heStbiltotodme mt inoyn sb atchkatwas dr

t hroughoHey miegghst. al so hawviet bmkelni mgspmohsalbihe
dr oppi ngoashepicamnfifegtnTLest ano described. Ther
pall bearers in total: Gillespie, Stitt, Tr
Shavers, Leonard Feat her, Jamrd TSepdpdkye nReHegr.e |
24 848mphasis i n olagiom&lsiLRetnere ITmdstano a
Legddyndon: Equinox Publishing, 2005) , 56 .
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From thits mtcobsnclear that the experience
The story also underscoregsg .49 MeolWeeeps feelin
| earnedéo fd Sadactaktelred -oft fowmi § obutands went t o F
funer al Il nstead.

Li ke did with the Kansas City&sstory, St

pall bearer®He alnterwsedvst he stagy to remini
musi c and i mpact in hisiHei was Bnmaséernter
musi cian, tooyt imawml.. Hdamwasheéeaoul d pl ay. H e
anytéhTmé@t an awful feeling, you know? Havin

l i ked hit#lIsno amwamer fiodtl @weide w h®t istttory by s

si m@diyr,d was oflot | i ke us.

Memorials and Tributes

Aft ekegsPalreat h, Stitt continued to be ass
music. This associ ast ipoanr twiacsi poaotlisane riend vbayr iSc

memorials and tributes, including |ive con

®l'n one interviefr,heStwotrts td eygsi ogr idB teivtetrt haasd i
interview by Felix Grant.

Wi pid., emphasis added.

V1 Tomk iiSosn,ny St i tst NIcySse sTshogér ¢ ®@. Bi r d,
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of Parker, cbobhdi hgéqitoevtrmwueri c, and the Park

al bstm tt Pl ays Bird

Live Performances

I n 1964, fibdrihdp goPaaméeeri tsi bute band mar |

such. The group was organized by jazz i mpr
dr ummeMax Roach, trumpeter Howar dd McGhee, a
all musicians who had pe¥*Sdrimad pend orencar d

with the group at the Newport Jazz Festiva
European musi ci®Hestppahsetthagafal With the
Carnegie Hall f o'rMetnmoer iCahlarQoinec ePraff*ktehre 1f0o | | c

I n the 1970s, Stitt -tehatedegdgropepesfoH

appeared at | east twice at the Charlie Par

02| 0rdda,zz Di scogThaep hgyr cOnp ianles o i ncluded pi an
Mabern and bassist Arthur Harper.
W The European tour featured Walter Bishop,

bass, and Kenny CIl ar kCda sditntn ed rBIIIM3®D . | bi d. ; Pr
04| 0rdda,zz Di scogThaep hlyi niCndp neas t he same as t
tour, except for trombonist Bennie Green (
Haynes (in |ieu of Clarke).
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held in Chicago organi ¥dda WMWY 7j4dgz Stprtaeasent e
parti ci péfilehde iMU s\Wed he of o htacodriien P aackreaer t
featuring music fro@®m cvareeus (pesi wos kofwi Pa
Ear | Hi nes, and Di z zZCyh aGil lilee Pir &f,& hpelwu & ht Sd r
saxophonrcil fifdse ¢ er o6t Pthiipl &M ods, and Charl es
Mc Pher son, \ichno tehaec hp erofookr ®ng rol e of Par ke

AiThe Musical Li bpenfforcCha® Ui @ c®Pawdlleddt t he
Newport Jazz “Ftersan vtaduriend Jmnsi,c festivals t
|l at er hath ccpomnacrer was ([@dpi ntwidt h Gi | | espi e, tal
the rol e @ fl | @amphkfemnmopmn t1h%4 Onsi.d The Newport sh
was revimewadtasarti sti @wiatnhd Snuistit®s aa n ds uQicl el sess

work singledaot®te.for special pr

WS RuUssBelrld,, LBV &s ASOmMmiyds s,tadrtys,5 .

61 s Homeevartge Wein PreenievoYwonr kHoSc hNeedwupl oer , t
Bill bohwude 29, 1974, 3 3.

V73im Flsbkel Fest in Prodif3o ®BiTlulrbdadbmpdi,2 0 Fr om

1974, 2 2.

W Hor oWiGe @r,ge Wei n OPB38ens Down,

WHAHi gh points of the show were the series

Par&eol d accompHiischdealz,anBe St itho P22fit Tur n:
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Recorded Tributes

I n addition to performing in memorial c
recorded tributes to Parker. These tribute:
al bluemngth projects.

I n 1956, a ¢@earadafht,erStRdatbamat &i dahedsp
recofiBdeeds OGaorslIBiwdhl ues tribute to Parker.
recorded anottrhiebBufisee s whlbk u¥&7 2, he recorded
sl ow tbrliypBuftuee s f or ddArne z1 9arn6d BSieridt.e onacdr ded
Feat her cibmRemeée mbwint BiFrdank Rosolino, and r
an album of he same name.

As wel | asndrievciodtudai lw gstognsgd e e rs Par ker
death, Stitt rebardwsdoeiompedi viphsbBar kes t |
career. These included bothHKaeospositions w
AiConf i ramafl i Pmii)aa veelolmpasi ti ons written by o

recorded byChPearrkhecde & 0. Mfaar o Dyes a dozen

WFeatsierRe me mbies &iampov composition based o
The foustpdecasthis paragrapbdarae daail abl
Sex83@tMinutes and 48 ,Fenentdphnd®embmBenny St |
BirdLdadz Discography Online
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uniqueral peamedsunder Bhctude a Parker comp
several dozen al bums contain compositions
al bumsé&édi vaSti recorded oeuvre include one o

associated*with Parker.

Stitt Plays Bird

Stdtpractice of recording compositions
most clearly in hisStUoOo68 BRI @Ewnset Bbbdmi bute

consi stkes voefr sStointst of pieces composed and fi

11The above estimates come f®oentarygareful r
LodrJazz DiscogrdpleypOekise number of such a
whet her | ive albums, reissues, and compil a
specific: Sti@tcompbdbesrmedn®arhkeover a doze
recorded perfonmaftaseandeteased as one or
additionally, over halazzo fDitshceo gSrta pthty sQnslsiin
include a composition previously recorded
recorded by PaAdokel awdijahkat smmadiarcoul d be
argued, then, that the pBedesco®gofaphych sco
hardly extraordinary, and that many of the
di scographies of other bebop musicians (1
While this iIs true, it is stildl significan
and sess&goms air+ iy gtteitatirtr rec o d9HhHP8 X)ar eer
contained compositions either written or r
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bet ween 194 %e & fittloacst9i5ebaB lhdgys Mc Shann piece t |
Parker recorded9miz?¥h McShann in

Stitt Rlreeyws thBierdattention of jazz critic
and has continued do so since. This attent
a bum, which hafexcedfemeghvciladsasd
oneffSaft bestoPChrfiarntcs. rabseghBniet playing in
particul ar. | Do wan 1l@®abgdd zrienvei,e w ofrorexampl e, Pe
wrotiSt®ttnci séi ven ptoawretr f léoavnadf 1 nventi on
conviot i on.

Stitt Rllasys dBiewd attention from jazz cri
which provided them an obgroocemmepbdbroonity

Stdtmusical relati onsShtiipt tt o IFaaygskeBriorfdAtlc® r d |

12/iCharlie Paryer Discograph

W Mat hi @Gco&niSdinny Stitt o Johnny Griffin.

14 yan Bvwe,b,0 p9 8 .

150we Bx,b,ops 8.

5pet e WaSlochinnyg,St i tt :0DS8Wwiht,B eNdotvaeynsb eBri r5d,, 196 4
2 P2 3.
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most frequently discussadiasl bemgaridre dt s Ptr
bot hSpirbtwess and hi & dausertdhdncd ydfe.Par ker

By964, when the &3Sttdm tveapsutraelieans eadss, a Pa
i mi tator waesstaalbrleiasdnye dwelllra Gitl er refl ects

reputati ors ilni neire md tbeusm

Stitt has |l ong insisted thatr ker was pl a

Whatever the case, Stitt was strongly i
nevertheless, expressed his own persona
aré a

No one is more suited to play an entire
Sonny, for whilrenseofpl|l mlyrsasea,s levne muodi €
sound a'®¥d spirit.
I n his | inalrsaondwrtd, sm&dttilitetrg wi t h Par ker i n
addi nfpft eRastept hng], he coul d'rGéveheeabe quite

ends hiswiithileehweoaotesOhtedAdiccmgdlomg to Gitler

statements frodticttt Ploaoynd iaBic achsil ryd i c al
perspective ar e f oQhnadp ti,du gXheali nAmaldusitd omf
Sonnys S$o Ko &Kmo( 196 3)

18The al bum was recorded in January 1963, b
year .

Wira GitlerStiltitneR! Swstreli Mdiant i c SD 1418,
LP.

201 pijd.
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event hilfeys to ®©Dhtoky nigshampdo®rayppleal did not
bequeath his thrSotniet tt oR |Sat yisthdeRtifintdlise t dleb u m
key, and he knows otthere and how to use it.

Tle critical Secomme mtlaasryy oBntrichued t o t he ¢
day. One notable exanmypl|eflsthey Pagsssdgsnign oGedalz
Ol d Gwamreémi ni scence of the music of Mingus
descridesebSotridd quigdiStinietr tmsRvasy ¢ hRi rbdest al bum
Stitt ever made and all it did, at best, w
at worst, make people put onotEartyBird si
praises thé alelsum ah gPYteisttti ng it was a mi st
recofFdr i Eag ptiyntee chi gh dsuapli,&yyi togf Bltayd Bird
of fered nothing neawi mbyhcagah®yoghsdSaktved
dependence on Parker.

Bec aSutsiet t RlsaayshawBrimpad s e do fe nR@& rr ked syi C ,

it Iis tempting to interpret it as an artis

2l pid.

2fFven Fate pl a
memor abl e and a
C omp o saGteir an 4iiT & a
Charlie Mingus,
1985, 34.

yed the most &Gomoseble trick
rtistically acél ai med al bum
rPgssén @uafr @8k azRze membering

The

| o @K eonuyso nMoRek\yp ir geangd Sonny
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Parker tribute album, Stitt could be encou
hi mself and Parker, omscapPtbakeri ngi batbr s
t he fctamerrer i &dtiesrcsuescsteido @dnh e hKangsdaapCietry st o

Sttmove to WRkeew sYotr& ,Odmheekd odgel o mSt i tt

participation i ndcnmaenmobrei ailnst earnpdr.ettreido uitne ss i mi
At |l east at the end of S&SistiliReemaysdoiewve

these terms. Asked in 1980 if the album wa
No, &t htahte @Gompamay | rmdaad et rainboutthee rt, o0 t®hoar |
Par ker . But tlzeywgad ér elsmmmerici al but | r e:
that they are putting a efseadvieehilnkd omy ¢
anyone can fil% his shoes. Nobody.

2Enstice aAardz REpo keB50He r e
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CHAPTER VI

HISTORICAL ANALYSISI: STI TT6S CRITI CS

Introduction
Li ke other major Sbingyres hasjheenhikéos
considerable critical attention and commen
throughout hi s hnfaitrusrte ccoalrleaelrg redstrpoaen iwi t h Di
1946 wuntil hT hse doecaotithina i alr9y8 2bh.p s uchtent i nued
preseRBRostalubmoen scaansdae ri se of jazz studies a
di sci phirrrsemda ed oppordiunnbad&@ieus ifcorancdr i ti cs
evatlewuat he nature of his contribution to the
The vast majoritiynolfudas hs amentmemd eag yt o
reputati on asWhae tRhabrdk e s igmhdsesti enogd,e d, or
eval uated oniiistou nawn hm&tuigthkoeuAat ar eesul t
hirseput ati on ashaas Rarckuemuliamietdataorcr i ti cal [
Thchapt er i sevaal suadttted repdta vtuade d i nt o t wo

maismecti ons:
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The daatsiton cont adtnast eenmcndirdd @fdrtadason o f
musi ci ans segerpdiitrag | Dtni tdth ea sParn kkene nit mi aa teo
short anwosctonocfi steh.e st atements were made an
was still alive. The goal of thi s section
regation as a Parker imitator by presentin

Stdttritics and peers.

The second section contains | onger stat
writers and critics. These statements are
imade di scussmosiscofr Smi am anal ytical per s

the arguments of each writer and critic ar
Ssubsection. Topics daoawdrudgd mansiitichtaels e subsec:
rel ationsesh, ptthe P@aatwrse s adf sStyiltett specific
di fferences betdenepnr oSitibstaytlieosnda IRadkar gener a

eval uat iGo nmuosfi cStaintdt pl ace in jazz history.

Establishinca Critical Consensus

This secstsioeonapemsanhs from critics and m
Sttteputation as a Parker imitator. The s

reputation existed, but thatcatdaésmeepstat.i
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from critiosn ¢bdimmemne ntpa rBEe® al how pervasi

Sttteputation as a Parker i mitator was.

Beforethe Critical Consensus

As shown in the previous chapter, the f
York music critics reflar ehdreidl hli B4 6,i ma | ar i
revi ewer wisootuen dtsh aatn dStliototk s amazingly 1|i ke
better ®Recwuhg@gosame mont h, Leonard Feather
fisuper ChaftBefeorPeartkher end of theéhdéecade, he
fipeshl bolo&kd omuisaftchpe first young alto star

Bissdstyledeffectively.

Att htatme, there was no critical consensu
earliest quotes about Stitt enpgaosimeinte oinn h
tone. Stitt was seen by critics as a talen
of CharlICret Paskeame to this opinion indepe

after hearifloigvnes.t i tt

'vaiDli,zzy Gi BBespie
21 bi d. , 39.
SFeatlhnesri,de 9J8az z

189



After the CriticalConsensus

By 19601l eat whatca crHiotrinheal 1Roce®ms ensus h
Beambgazine featur ediD®@i tCtaliln Men Barmrtdi:c ITé et |
Probl ems o0®&T hSeo nanrytlhi $ctd i emtiussiec al Chi a&d lait @ ons hi p
Par ker as a; firtamieqavd edadsd® eehbduggcht s on hi s
reputation adUadPar ker mami tatoumstances, b
Down Wewltd be an honor. | n&t epwsog e ase, near |
article was devoted atrckea di scussion of Sti

Soon critics were referring to the crit
f adcstomet hirey | mwetdt®eé c ko.n Iwn t HONGYIl,i sthh e
peri ddizza lMounbtlhilsyhed a Mi c h &etli tJta,mePsa rakretri,c |
and the Quesbimnt bé amf i dleoa eonedBriEjntwr ot e :
pl aying withod6t niamweokisng PRarxkery few review
afford; one cansiomdryi CBEdmeendsmphiecat pan was
critics seemed ®@nmbsiectwi rlevutewm&niitoni ng |

this practi@emihsaidc kfepamSnedei ving a fair e\

“Near the beginning of thie d&ottihdInek, |Stsiotutn di
t hat mucbBTHae keaer tBiialde ends Wiliont mot mew ol | owi r
Bird¢ Nmdmsd yBi r d! OBIii tr fiDeoh,i !l | o M@&DBi r d,

SJamidSst,idrnkerPr, and the Qu®Estion of I nfluenc
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Il n 1967, Engl i sh wr imeean iRoamrekdacirsiitn ¢ Barr
di scussi olnheoflaJtzi,aGa@ao&ac loyns mbidRae | hen.
obsefilvledmenti oning Parker | am doing what 8
does. 't seems t héti ddadep iiesr awhvea yssl d wlpye dmase c
t ostayl e cfc cdhnsst aonwtn r ef erence was made to th
exerted OoMchios ds hyghael. amoMdRE®&Veery who di scuss

Stcoul d not helbhp&buwePieinttti omaséBaprodr t r ayed

c opdadrbpenieh ow gr adual ly came upon his own mus
It is worth noting that James and McRae
Parker in a negative | ight. Mentioning Par

t hat avoi deds dmussciucs sam gi tSst iavwn t er ms.

iPar ker 6so Best Heir

To critics, SaBitrnd waap yniod ¢ ,nfeirreslty al t o
saxophaeasniinsutl algoes tBy Irel OB é f wa s G P adaketyea d
i nheri teedmPairkaelr style after higtdeath, anct

fowar d.

®Mc Ralem,zz Cat &dl. ysm
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| n 1j9829z, Bemintyi widroeteen t he f ol&@ETdhwi ng i n Lon

Observer

Since the death of Charlie Parker, Stit

Par&keecho, and it is certainly true tha"
dependent onoft hteheoroitghienral iBtuyt Stitt i s n
mi mic. He does have a musi cal personal.i
and | it'erate one.

According toiGCswroamsycdt btetd wadsseChHiammlidi e Par ke
had been seen tthedt waynsiabs®. Par kies an int.
As the echo repeats the sound of 1ts sourc
Stit timwmissha fMapendent omwot hBaok®egleal ity
Howevedg, m$mitcr y was tnaitimetdou sail ¢ ala npde rhseo mael i t
hi s oown.

At times cr i fkiecyss atlol utdheed ktyon tgtahoamme s cr i b e
as P@rhkherr. Gerald Eaisliygwée®&t eotutthas Rasker
saxophonedlatultledebH6s dibh ¢ cBRievoHsazel Garl and

wr ot @i n htate minds of manyPat@&emes$titt has

"Benny fmreéaere,yvadT h@h aOb,ss,eAruvgeurst 16, 1959, 12.
8The phitabt tjusstcheveéirmpdiimis t hat Green beli
isn fact a mimic (though he is also more t
EarfiThe Passén @l afo Gl3adz d
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he.i®Thleanguage of musical royatayewmmas used
Toward of the feod ®tiathplswds fddesecutbed afs t h
the opulent musical esdlate |l eft by the gen

The i dea that St imusiccalr ileedg aocny Pvaarsk emrot
critics, but was hel d absy weazlz audi ences an

I n 19668, yéar s ad ¢ & wha B a 8lkeemt thoef Mi | e s
Davis .Quintebrought both his alto and teno
Davhadsked Stitt to perform mainly on the a
perform on bfath $d&dHopMeoieargn he pltaoy,ed t he
people wend ecOiggdplec@liey he was reminiscent
Par®er .

Thi s sutggtelsatgutbthe ¢ f asci rcatnit ganf aveidt h Par k

hiusnt i dnedldydhzuzd i eeinrc e v®6e@ geor heal®d MPasker

YHazel G@GDdDheadRidpyodhe PittshbubPgc€mberi e3, 1966
13, emphasis added.

10o0wen MciMNdolrligRPame P MeoTshoen , Hartford Courant

December 31, 1978, 7D. The original guot e
Sonny Sthexdcuwtson heof dolfe Bmus iPoaMe | d s taantde SCh a
Par ker.

2Cobb, interview by W lliam Brower.

Blbid.
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agaStmiet &l t o saxopeimomdé ephl aPyairnkgec heamneldt hey
him for that.

Musicians associGatnuws iSa iast weltlh. PRae ckeelrl
Gill espie said, while Stitt n@aar ai enmember o
Parker nekayitogme unt dSolmedpemeesd muoys i ecyi easn.s  h
Stitt specifically because of his resembl a
Davis sought out StittBiothskhprohekiCoopar:t
Davis lavthemr waiad,ted t o ¢gelt wahnet endo nSannyoget

Stitt on alto saxophoneo $Sonhypyughphhndédha mi

away .

fAlmostaCar bon Copyo

I n the quotad i oesembloaece StotParker was
var wayshe resembl| wa® ec rtooli sSPeravkasairi on, and
reviteeweirci® was a sign thaG bBeagmatywas carr

reason taondicel eShrigatte hi s musi c.

“Myeniser vi ew: Ja@iilolree sMaimecreght s on Stitt and
di scussed at | ength in the preceding chapt
BYpDavis anMi ITesdLupe,emphasis added. Gerry Mu
convinced Davis toibbcaaskebeokKubnadd traa tlihnegrh & a d
than a hard bebop sound.
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At ot her &t irmmesse ,mb$ tadndcried thoi sPeagr ikitetxrit ¢ & In
as a Par&kwas mmdeno®rood in more negative t
form a backhanded cimeplgumeant y Eompaxaocpl e:
Parke$titt today uses a more varied palette
fromohdfsStétteputati on as a Parker imitator
defend Stitt affpaisnsutse Bdr rensafd@d cetgsu ohtiast i o n
sense of hasmosome@dcmiotacbabkvedsandenti ven:i

The proibheenmhasneesnai ned with Stitt si

1982. I n a mor e r ecighnetr ewohraks, aGewalyys woreietne sa
mar k over Sonny Stitt, since both he and B
similar |l ines before therwyt imedse dfuta hliesssach

inventi Wé€Di hi $aitoor. devel op his musical styl

For Gelly, it i s (dihfefriec wlrte tad wsaaay fbere nc er tq.

Charl esiSédainsta, &t iNete dD oTensamti nApe@lpod yi,s St ar
Tri hbuMay 29, 1960, 3, emphasis added.
YI'bid., emphasis added.

BGelMaysters of Jaz@, Semphpasineg adidsed. The pr
not aware of any efMBidanagrfeerd tfhdadl Hitmttth
along similar ©OPeekapef Gelel y lse ya cnoedtuenrtr i ng |

of his meeting with Parker in Kansas City.
doe$ mgree that thefiwbwhki sgxapbwmgeéest mi war el
i s merely surprised that Stitt sounds | i ke
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maobMhat i s kooiesy eérlfmt msgsiida twaal eee wor k of
inventi we i mitator.

Some criticsrepsembhbaedeStotParker 1 n
negat i Vel 9t6eBrhnes .s atmlea ty e&tr iSttti trte cBd radyesd Bi r d
English broadcast daccSusat Rarcrey r Rtpiotrtt eafl yc c
Charlie Paw®mlkercoad dhaghdenfupaal hgpretense
indi viodBSal dtiRat bB ntki meé he stopped playing
back to pPaAlyeénigm@Bti ¢ &twiasn nios | tomater Stiintter es
having a perseépakomu gas ha rkdke ydas .dh el ocsotu | d
hi mself in the process.

An ela@ansher vasalmapdez alnyr evi ewén Scott Yan
hi s Beoml&kamweor ottt j azz, one of the&main goal
own sound, aduto Stliatyti ng was ofst en i dentical
although witéHhBut tmasatgemi afs.t he.Bebop vocal

However hisnificledfbalenat dAmmongsnotStaltlt twhaat

¥sStitt, interview by Les Tomkins.
200 pid.

2l Yan dBve,b,0 p9 6 .

21 pid.
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flexX@®tidtt mitat idsons toyfl eP abrekgdains yecadr 8 g6y . B
fhe already s ecunodneed olfi k@wAar InieearPar ker
The Race and Yanow quotes differ from t|
Early reviewer s diide mtoitc ale s[ctra bRarSkart]t alst |
t he @eafmimedaweeéc. However, the quotes do not
cont eaot .qaddtkels cited i msttamiesptisyact Sontei t her
sounded | i ke PaskXxpreaJa@adsivppyomé on
compl i ment &@bw,itr esndanieh endoctonsensus Vi ew.
Referringfnteam I tniet Paakea WwWagsealtovojmatz un
crithbbeecemMhiE?H & s Wenaodazi bBlmeer t ai nment secti
i ncl wdexmtneaSt i tt and aliCaonsaAdglblohiegt Theiar
pi qqaweotedti c Ral phir dck &H et bt jtchwht chveor | d
blsohemowshadi Adder | efmamad eearfnea&hatrhie e Par |
Stitt, meamiwhi ¢tiez e diimbo © Ptamakne nkifgs el f .
this Addeesdieyt, | thinlk hter iiess atlomoesniu | aa tcea rBb

c o Py .

23|
24| )
®Alazzmen StinvlewmbPdcAamhbdeossbay, 60.
26

I .
27|
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be

P a

St i Gontédmporaries

Asighote fr ornevAddles b gt asft t

nt emphoerl adr iseésmi d falme o@rn intaimensp. o Prcha mst i s
cadsenonstratesi thast wesecnot alone in he
rker Onmitthe&t eontrary, t hi smuvsiiecw awass wohfot e n
ew and worked with Stitt personally.

For examplié ardad e Ad@dwa h eeggx pressed by J.
hna othr, o whon ipsetr f or med and recorded with S
reed uding at the Newport Jazz Festival T
hnsonf sS#i@dwas accused, and rightfully so
made no bones about his attempts to sou
ul d. Andannee vdeirdyy cHeosce t o being Charlie F
his playiog was concerned.

Drummer Stan Levey worked frequently wi

d 50s. Through his relationship with Gil

23J. J. Johnson, interview2b2y7,Lild%9 4and Davi
accessed November 2011,
http://www. smidhaslonhiasnt arzize 9ok gmdf /. j oh JJJohi
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http://www.smithsonianjazz.org/oral_histories/pdf/joh_JJJohnson_transcript.pdf

(in the ddioSttitdLa®E6Yss as dr elfatSitarnghi p to
Par K8t iwtats] a écl[oglyti bhadeu gdhe]f i ni t el y coul d pl ay,
aboutt®t hat .

Kenny CI| arrkenmelrebaenpd i nnovat obowho wor ke
Par ker andsea&wian .e sCdeamtkieal connection bet we
whialsdsef endn@r$tgEtnan iitfy:t here had never be
there woul d havéealbtelte® b IEmerenys Shede t cf Bi rd
quite indivicdual in his style.

Tr umpertreaamgarnd Qeiadey Jones coll aborate
on the 19®&rbn PllByimt tArrangements from the Pe
for Roost Recotrhdes .dl9EbSvora ny e Wioeheerstdpe t hat
AiStitt i s obangue gisrtdeds ahhoate Ssaxaphoni st So

Rol dwaf car b®n copy.

/i zzy Gillespie Discography.

0 Quoted in Stewadret Colmpnern en Rto@stt Sonny St i
Sessiidlns
% Quoted in Ibid., 1, emphasis added.
%2Jones further contrasts SiH&ti mmldu®ode¢édns
by Bird, boQuibryc yiRkorseawt i SodaTnhye SJiadzez Up,
RevizZewvno. 4 (May 1959) , 32.
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il magine how Charlie Parker felt when [
wer e real Iny tpelsanydi negv elsya iidn falletcot iscanx,ophoni st
Kondd znear conSténiptoraar y naferview for his bo
Conversations &onKthrei tl mpai®oti syeusddi t t
identified so much that khevehgught elmsei nve
psychol ogi cal di sturbance, | @ hdelk, and ob
with itdbltimately.

Konitz reserved fiCihgah Ipreaihsaae ftoml Fardkyera:m
for the music, and these great phrases tha
special kind of expressddHnsomplrpti srowmrt &t a
was mor e iQqauranlyi fmemdaged to i ntegrate all thc
or Lester Young or Dexter Gordon or whoeve:
musi cal o asemenki.nd tof an art form, but nc

adventur etaiksi, n goffamicrei t .

BLee Konitz andeAn&KpniHamil tColmmuperrd@aitseorns on

Ar(tAnn Ar bor : Uni versity of Michigan Press,
%1 bid.
%1 pbid., 1009.

%1 bildi®,10.
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KondGter iotfi dSissmmbrse mphgmar ge .of 1 mitatior
Konat Eegesofudiaaddlu fFamprp rkoBanGht.2, ayi ng not onl
owed much)i wals&Pakikreg i n i magination and ri sk

At | east two woskedawstw Stitt testifie
from personalStexpehiaencenitf@ated Par ker.

Pianist Juni d%t wtatnch€ hppead d &t Plam &kw r
t hat féoAl la tfhaehtd iwmoeul d speak up whenever an
anyntghibad abhBlugewhenroeb samweadad Stitt had a pic
Parker in hi¥Maace iSuaried,, chaes ep.l ay®ed a | ot of
riffs, but he had his own thing going, too
t h &h.

Saxophoni st cKWeedd Hgoa kl @opbhaopnde wi t h St i tt fr
t he-1Mi7dds umtddatStantt nterview with jazz wri

Hol | owa§dmsmay dt ol d me that before he heard I

S Aaron Someary, StittoDOwn gBehautlg udadi 20,12, 36,
emphasi s added.

Myedisnt ervi ew: OAaumnadrodi M@ ntce. Mance, both he
saxophonist Sonny Rollins has pictures of

®Cohé&onnyo Seénphasis added.
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Par&edirect dloaveblhits déButf onmnecgethretheard Bi

knew exactly #hat he had to do.

Summary
The quotes in this section hmve been ci
reputation as a Parker imitator. Statement

Parker appesr edrhieplm@s4dl snt The comparisons coc
aftercPdemReho55. By 1960, the compari sons
l'iterature, armrcdihaedadsasiifoined i nto a

This reputation was itself an object of
cridiitses@@tt eput ati on appaoPPaQtgtegr s mant qu eod
agai maeldeliteved that 1t was a pat explanati
short. Stil It hoet hreerp tudatrgititliiioaph tu bl i f éeelencke |
accomplbhesthwmean t he tawodcstams d pflsoan iSd tildatc k o f
individuality.

Wor ks published im ddeembtodmas after St

morcéhar ivii &bwl eafn dSthii st musi cal .Trheel saet iwoonrskhsi p t

W“Stewart, TheeCompteset Boost Soml@ny Stitt S

202



are worhenTdtwariknsgy c o G8s ir kesre mdbtl iathntce t o Par ker
sympat hetaod!|l hght at some of the musical f
attentiontihmtt Heldeomsi on
Lyons amdb®ek2 oPdescnrnidebaSionship to
Pamkd hi s way:
Stitt perpesaabpttonkeesbgbepof Charlie P
perhaps unfairlifjtwiodkisBi héed, noboknhaméess
devel oped a style & hraus iwaad Aslilamgisaagd o P
dynami c sol oStsitt tt hvaans Prae\keerrt,hel ess creat
and technically supeebpedlLi ke® Birdh hena
Lyons and Pesrephbtaesh @owm rJdarditinrgi t at or

t htaits e p u tAau i d@nn efth ey} sef epettawsi cam features.

Stitt hdaglhaamd imé hoatoo Par k da . | ¢Hdes wapgnami ¢

1 The ni dkintatméies Bmode commonly associated wi
Ji mmy Heath than with Stitt. In a 2010 int
said he was firgittr yciand eldi Ke thdlel Btia dplfaoy e\
Par k er oHoeladinyeevde.r soadc @ diibsdhnpubt i tot came cl o5
Saxophonist Al beridi Aylloea Bvgsdi al o scalareer .
Schr oFerdoemr ,t he Minds of Jazz Musicians: Conyv
and | n(Neiwr éfad r Kk : RpuBbpdiediAZ8 E8)Je Mk ibres t

i Rree Jazz and Free I mgWesitpariton CTANn GEreyn
Press, 2004) , 1:20.

“2Len Lyons ahazbDoRolPeraiots: The Lives and
Mast(eNesw Yor k: Wil |l i&@mh8KBorr ow, 1989), 4
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sol oi st dbhudva sParelveerr,t ahes ¢ i &ee®trkey, had
fisupeErelchni que.

| n Afhrei can Amer i can Nmtsiicmdlorgsiselgdaphry
wr otthcawaf ¢ r toair mley SiPaték e wh e s e 6t H oiwweivteart,or .
Stitlal wasthe mostr dwnlddkad eadf atnlde wedrl y al to
influencedSbytPadkéfered fromndehet obnmitat
both the er udsi tpd asyiidieg ocafn dP ahrikse rdd®ep connect
Stdtmusic reflects this andeafptnsidsdi ng of P
tbal®&0 cont e fispecermarhiaelst i ngd*®by comparison.

Ensti ce GG@md zR Blpiqgk eersaeth@oset | ' y sympat hetic
portrait of Stbtdrtdpowtaastdizesieati besnbhmt at or
him throughDhlug fholsl cwwipstehrgeuapei des and

doensides of being a talented al@&do saxophon

Enormously talented in his own right, s
mi sfortune to develop a sound and appro

fiSetlidt,t QAfSroincnayn A mer i can Nanpiharsals Bi ogr
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those of hiseslpioglat KB iGiPiad ékieeg ormtne of th
pioneering fi-qgaurtewsr i nmusnvien.t i et h

Stitt never wholly escaped the compari s
death in 1982, one dwagd uragypevctigagcdrf irot e
i ndependentd yP arekvesrl eospg uineg b oFpa rekteyrl e i n tF
ghost | oon®edc arveer Sftartr tmore than a quart
Par&kedeath 4t vagent 9By this is a trag
reportedbBy pHealyd nt iftnt hi gh est eem.

Farmfbei ng a merefenopmbes|oBB8tatSentwwadal so h:
t himi sf dofudevel opi n@Jfiaa smwsnidc add dshtayplpe oach

wemencanni btyo sR@Emi K &tri tt was only partially
reputatien kamsi Bwaatsarrkeddee cteerd ewer s and cri ti
in a qualified way wusually reserved for |e
this repiPaadkiegmotshatl osmeducteat Shietl atter

eventual death in 1982.

Analytical Statements from Jazz Writers and Critics

The present section is devoted to jazz
more detailed statements about Stitt and h

statement & dmussciucs sanSdy tdarad ert eirrmsanaJdany of

“Enstice aardz REpokéAalHere
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statements also enumerate specific similar

Par&emusical styl es.

Michael James
I n his 1860tartPatker, andEnlgéi @Qhesti on
critic Michadlheldmastprdeevmiaddded anal ysis of
musi col ogi caanipearstpieclte vlei.scus@Ged the el eme
i mprovi saitn oheapatslkswgl kb as whi dreemnf t hose el
borrowed from Parker.
Near the begitnnmncileedf é ditaeteisol | owi ng

ither pr etdaetfieonns é&inadp r 8 v isstaytlieo:n a l

Even |l eaving asi ®dsst&ttyceuhas beéhefanc

symmetrical, never <9Sd ddavdnttwr s rhloyt h
meanesgenaeetcdbul d mistake his playing f
i mpassioned creation it is. Many of the

they are completely fused with the orig
separabl e from t heénStdasakni Ifll eisrh riesl a@triomy
phrases, his fertile imagination, and h
soloist of the first rank. The materi al
prop up some despuicladil mg phetcei mpl ¢ memtys
stcrtuur e of an edifice well designed in i
technical dexterity is concerned, and c¢
approaching eighfty bars to the minute.

®JamidSst,itt, Par ker , and t®iegmQuye shtairosn toof tlhnef
mi naitse equi Mol 820 beats per minute in 4/ 4 t

206



I n t he parlagmesshe regmeceeiafimnoe n djaitad n i e s
oSté&tpl aywagr edtickehdisallgi st ofoHt be first 1
i mproviweatairkreB8dr bgi nal meodl tolddn al otenmditgrhad ls,,
gr dtadchni cadWhd 8ewé s i ay. ori gi nal I mprovi ser,
figl edPar&@emel odi c materialJdnmaswosrediinng hi s o
suggests that this melfbdscc maotfe tEctaibtrttor med
solTohsatStiig,t buil Bohi 9 nédRdmpksoialto difc
materi al

James gooet o pr aWrsiel &fitSdeteth rifi ugruteh earn.d
i magi ovmeetiiieoche mpr es §p avreg md lhret f eawais e of hi's
it he amazing veafve ®fbbtts waimkicomesntent
i mpul se, a dir ecftl ovhsy tshtnriaci gchutr roeuntt afh atthe |
| i dcefs thimmacul atoebtepl aced

James then discusses some of &t he differ
i mprovisati &n all ayfifyalge sma st odtyirame Prair keelr

and wdasddnmretsisr ous oOfTHedstmenit c anli Inyo.r points, but

a b
S ©
O T
o o
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fistructur ad®!Sd&ft srheomrusses are much | ess ¢ omg

Bidgodas a,trhéesuuwrlftace tension of his style [i s

uni fogr m.
James arSg&d steh asthe Pad ker mae-lelr i al was
i ntegr @t €@dnodandmunsdiecr oSt iatnt dearhad teft dired Il , 1 ev el

appropriation ®fphnaséserdmesicoaannecessari
communi ca®tfNev grotviteérds ¢ €issoedg range is a good d
narrower @@H&8ni Peadr k esdhdaw fr omibteli @erear !l ier (
19450l ess advadoode cPlaa kpgesCotoss equedst |y, Stitt
musi e daar&iEr eedonhoft k@A me aodaxfay ce ,

as welhienédsnite variety of GBuigmesovionat won h

t e edMis .

10.

Ul
N
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Stusedr&mel odi ci mahebuhssbdmosst | i ke
Parkaspeaoafisnflliekca i on,®'£rti a¢k sawdh ot ome ed
similarities between StOnceraamadnPaereker dwegs
ft he resembl ance between tphendwdtiitstaxophoni
fievokes tobé Plaweédmoirreg accurately than any
al teoai® s t

Finally, the similarities between Stitt
musi calt d elanwirede mor é fi Befiftdablheadq aaicietsise g .
note choices and s axopel@snacteot toanien eree al sfo tht
Parker .®é¢lswdee¢i c it would be a mistake to |
t hdiesstioadfh csense o6°Rantahdeefiya sSctyirtoompt ed by a
conviction that the borrowed materi al [ fro

what he ®ad to say.

57
58
59
60
61
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eljoRoRoR ok

209



Martin Williams

I n 1962, jazz critiScGMMacotrn cdi Weprseamsonat
the Atl a%dnrcy a$thiutmt . &Wt hkei dong Brnae®s wrote &
about the sesswiomhf awtcichahienpediaswcussi on o

Par ker :

Al saxophoni st Sonny Stitt was one of th
Par&kestyle, and he had apparently recog

Parker |l ong before most followers of | a
absor pti @n iodfe aPsa eikse rstoh actoompals one commen
put it, Stitt is the kind of player who
originality, even personal expression,

spontaneity, involvement @bantdl caneectio
andi s daring quickness of i magination ir
Stitt nevertheless is not playing an i m
pastiche or popularization. 8He simply f
musi cal | anguage. Hesmagntionsefyuactit aof ol
ideas, but he wil/ play them so as to c

of them f2or himself.

I n this quote, Williarmss 1c%4 X osbtoa taet neesn tL et
Stitt fAfwiarsstt hyeoung al tdes tsytlaer etfob gscitmuvlieatye Bi r

stating tihme &ftithe whisoPard& easz&ynieent tdoi dgr as p

2 The article has been JragEr i mt Nadwsi YOirvka&r t i n
Oxford University Press, 1989), 112.
© Featlhnesri,de 9J8azz
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not nigrabp Chasr |siadyti®eh.mk 6 i c nljiceet srtahyeetdi ca
ki nship atnhiic Banpd e £or pt i dGgn acfRt Pat ker
fouthds own vod crmusinc teamkienmfgdoagéeé r uct a sol o
al most oant iorfte IPyadteRabse. i mp | i c atdii@n niog takMapt St
Par&evocabul ary herteoaakndu@ hRrarckediut] amghag e
as his own.

Li ke Wamksams praises Sti®siistpiontheonteintgy,t he
i nvol vement ,oWindd i caansv iadiSgidotnt.o ti ess ntoltatpl ayi n¢
i mi toeotfi ®Prar ker, | i ke al d eds. iAts ptilree ds ame ytiis
howeS8eshoul d not Poaer&ne esqtudakbea n AResrikaecrk e d

brilliance and his daring quickness of i ma

“*Note the simil adi teyk phiieéesssie et d&lenidk i asnBi p

Mi chaeb JYemefSe@Bteaseoof a certainoarea of t
(J ametsi, t t Par ker , and tlhe .Question of | nfl
Swill Jamg, i n ldln@p, hTd ames added.

211



Barry McRae

I n his TB67JbwookMtaRaaec Inyesndsi shs ug§gi 6
with ihis amdtthe ubiquity of®Res reputatior
acknowl edgiasetthaheSPatPkbeunti gbhcgptisonhe
di fferences bet@vemmsiStcalt tstayplde #Parker McRae,
reput afiBiond acsofpa rese snpt o€ it rut h

[ W mobedy c duwled wherhyeirs ewdh itchle Par ker
concepeiemajned rhythmically more straig
mentTeohri.s was true even in his earlier da
incredi bl e ¢ @&chwhemehdgd ewoernked] with Di zz
Gill espli®aesHursi pd ayi ng at thinststage was
| ater became, but this was compensated
and -ovedndtruct®d choruses.

Stitt regardedimablbiek e aBamkenmuwsikcal had
i ncredi blodlowewekni iy eitthtmivwad |y more straigl
t han Par keal didfhfeereemwees in swing feel and s

pl ayedir el alx edf ssawaiamgpr oviweded nisn ruct ed

®fHi s real struggl e wasMEt Balearzezc oCegrtiatcil oyrs nb y
., 21,

C emphasis added.
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[ sol o] . Ohtoheeu s essaxophondf,i decepl| Dyeas wittdhnaea,

and wadwi llleissg to varoff his phrase | engths.
Mc Rae belStanwaehs sulmater st ooldn b9 @7, tStcist t

performing in what was by then a conservat

anfdritical miodNeder shtaihtdts s g .
has fashioned a nicheHd oirs hnansledrfgermn & h
modernmi ¢dthe acceptedhasnsnmadef ntohatwemgta
curry favour by playing in an alien sty

essentially hot musician who continued
be played.

Many musiciansirfacdurcd | iopadapepgidadsaed it s
commerci al-i ami anh dimiath i ©O Hs0 g an'tiven i | e

Stitt was an i mportant figure in 6bebop mus
desire to extend the more radica-l aspects

1960swaSstotltonger da moderni st .

1 bid., 22.

Tl bid.

I bid., emphasis added.
BLopRBse of a ,Jakz4 .Art Worl d
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Brian Morton
I n hi fiSanny cPtei tt: 0featvi nghtwei PackBr i ar
Morton expresseéedcfRamiglasdtd i thigo wmgigdd ddhee. avant
Mortont w@ah & ielair éheirr s e ég aaradeeln it Oti hoants wer e
fal i en Bon®fWMobe tad sioSedEawhhoughts -on the ava
garflenghair music, asd wmakeseme soetedaol § oo d .

i mperd°onal

Morton identifies severalk®dmusecahces b
st y$SteGsfhtar moniécr usnesnsad ong di fferent | ines [t
more conventional resolutiodffsFoand fewer ex
Mor t osfiunSke rtstt andi ng of the blues is, if ar
even cneonrter al , a s& WRrhod hanfi cipdl laryaet diSungodtr te
heavily across the beat théamnRxmplernt,edbut w

gr &@cSeedtt eanness was backed byo®an unexpecte

iBannyad S9.i

i's article, Morton al so qiutoties al to s
0ssi bl @Patrk ecro iilifiuds epthirtats:i ndi, r ¢edfei dwne anc
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Stitt twaesr al soglisacaslpleagkecor ding to Morto
Parfrempeat edunhiitnhis éInff i @Y Bye cvoafSir@atssto,h o
devel @pemmeenrtges out of an ironclad | ogic tha
on the | asdi avgrtarm no fa’'Ba dErEtrba 1y trieepse at e d
hi moeuihe started so often from the same pr .

three melodic step& thkeatr don dflef tsen ot bier los e

Jim Burns
| hils9O @R zz Jauihibwdrlé weSsayt str eeavnide waurs i ¢
Jim RBRlursms8s6@ et mprovi sahtiesasnbhy sEldL@&longs
early 19ac&snowBeEpgesmil arity to Parker on

whielxeaemi ndingf @i ences to Parker as well

t he mosiad, ictomploPaeil y deémeh@sbt gr et
resembl ance t o Paihkeert hhouurgth thiSst irtetp uwtaast icornu:e
undervalued and i n oplekeidd.of ermphasirsehiarbi drn it
®lbid.

801 pid.

81 bi d.
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Stwaasne foadnadf tloioshfibab piemst he | ate 1940s
who Vieeweer shadowedodbdfy CharefPiBg emaomkde, r .St i t t
wa@ member of [a] small oBunh Nawi ¥oiyk g€Ciotwy n
and a member of the DizzyiGillelseps i @ nSdteet
studiMaythpttoduced his first absnpéurrces al recec
bop . scs

On ddeboPBStditsdc gp,fnaaytsvaref 6 Hsheaun dBur ns
descr fiabnesi natsegr al p&ritfhef st méPlaa mksedr b tse .

di sceanmitbloenléy dmoiScte taf Aorvoetreasl | b vletmoitn otnhad
i mpa@ct hi gdwhliacghheiSeé i tt most of@sembl es Bird.

recording t hi(r®ea emandteh®@) Jté@itBagiysqeeasi |y

2 These mmamaigetdst o assert theitm cwrapger sona
musi c which had &Ugbort andtieriytgd thdaré i tBayg d

was used rather indiscriminately at the ti
di smiss all other altoists as copyists, wh

di fficult to i mpoBuwrsiiEsa,n|l oh&it.rt bwn merits.
83| i
84 | [ emphasis in original. While this s
s, efimleigairenté yormhdidngontri butions f

i an
bwopgphernshewere styldstically tenuous at

[
k
[
[

mu
i

85|
86|

co-S Voo
0o O oo
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recogni babhei n s dtBdr s dvrpid theyshned p bu't
comparée vwWwdri K tééoa nPda rvkheirl st it i s Goaspossi bl
highly, it is just ashand®Bicudt to write i:
I n addi si onn | iamwii Bth easnm Plad kieanlgs o
notes differences Iin executi &GnGteatréypl ace
recordings diememstirate Yaat di fference in |
very much on the besarnooarhd amids oirdea s df Intawm nie
in the style of an altoist such as Benny C
doubkempsbutuneven these at’® formally constri
Whi | e GPaplkeeyi nguinprfede gqu efoinleey cvaint h St i t i

of tgawress just who?Thiespcerhi otsahbpelkatytiyngof St it

makes it | ess suthbpyitihei bhg,séhb wil dtnsindnsiiss caf ftsh
firm tone, long line®! and uncomplicated p
1 bi d.
81 pbid.
81 bid.
VBurnsfaanddd st:the familiarity has a comfortincg
Note the simil@rsteatbflmpeweeahBof hen guess |

i's comxatngd M®r soboat enmeat ot haifs thheianrkds tohnies
sol o dedfiaodr.e. @S;0o nMoypDtSQ@nn .t t

TBurifEsar !l v Fespttd® Bbwvhnsesus endGBhesairaym for ¢
alto saxophone pl agimentdiiei hedli eard ¢ dhaitt IS
work has beem done on tenor.
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Dan Morgenstern

Li ke jotzhze rwrdi theerrdo cgee@eas s eclhear simil arit
bet weteanh §é B rmuwesi clan tsheg | gparMar aerhs theerl m w,
i dent hf e e sssipmicli(@sioatne,s speed, and vocabul ar

some ovadridrfeelriemg es :

As amazingltytcel evelads come to Parker in
(perhaps a bit edgier), speed (as fast,
note 1 n-stimeasno wh & adrtl hyo uognh tnhoer eh enaedc hani c @
and | ess maniacal ), and vocabuvVve)yy (he
there always was a fundament al di fferen
i n-lbeargt h phrases and al ways remained a
whil e Parker darted across bar | ine and
never at & | predictable.

For gMawrsded ntdi fferences to Parker were a
areas t heyStwedraex ogpshoounhed ri Wkaes & e rb u t aMasso
fie d gdHda rs. sv@fBaesd dwahsitl,e hi simoo¢ es,c m@r et e
me ¢ h a,mai ndtlad s sa endlrhier e Wia sf wardl daome nodiad di ff er er
how Stitt concei vedWainlde &P gsadkléazse dwehries s ol o
unpredi cfiitahlolueg,h-t thigtt th a pehrr emaeisn eachda sy mmet r i

i mproovi ser.

“2MorgenstermhiandgMevyeéh, Jazz
®Morgenstern adds inf padamegt ®hatdi fherences
bet ween St i fiotr iagnidn aPairtkye.r i n
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This i s n@®t si mitsoayPiaBikiest wer e i magi ned b
On t he cont faamrayz,i nSgoltti yt tPdscoasndey | e . Morgensterr
ci tSités ver 8Kioodaodm S&Hhegd 9Bec dmisth an
examplHe c@l VvefiaStmatstt-er ¢ adhinadme nofiSe s ttthat
amazingly repl®&caxadts ¢’hB essieiotRibytghewsse
similarititede, emawe BaKw,| &Kjof ofmu Sh i $ Mmoot her th

the od® ginal

Stuart Nicholson

I n the secdohd Essemei af Jazz Records: M
Post modjeamnz saut hor St uar té Nimpirod wsioma teixanmd In ¢
style on pieces Stit1o#e®S0rded with Bud Po

According o i Ntitrcdmmaddrsdbomy s ficeocuhndi que, and

power through the c¢hdarednpolsa nigAd shf ata stehe f as

“lbid

Sl bid.

®These pieces arl@oav Solnalyl Stasttr Bakls Powe |
JohnSomny Stitt/ Bud, PRPwedtli/ige WQ024,0hhSD0O, C
“Harrison, ThacEesgnanadl NU&lbal Renpr ds
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t empSasi,t t wipfickoyndd ol | @ ¢gii @ b assnfibin®®ele al so
organi zed his meiCedi ai metl eenmeattiscreauly.
r e g udwahrilfgyh, v\né s[ Jwoar ksense of oohesion and 1| o0g
Ni chol son mentions Parker and bebop to
contribution that Stitt nmalded590 o jazz. Nich
recordings on tfexaenmresax giprih oghntouostehtiénagl o ut
[ and hel pingomp] eun heek moffsd.tech.el®lbnebop) .
ot her fwordnany Sméssagagophene Ppledbwpyipng made
intelligible.
Bebogpnd the music of Chwadi e Parker in ¢
iin] predictabl e anda®Thh st ltcmiifspd éeime o o/lo enp 6 e o
the ken of mere mortals. Stitt helped unra

applying patterns to negotiate his way thr

., 65bdeemphasis ad
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progr es spio'? b fineeft hboock obl eocgayme wi dedayndi nf l uent i

influenced a generat!on of younger saxopho

Gerald Earl

| hiesssay onapdlzaezck rmmocseekrMBasPassing of
Jakgz Ol d oBarmlry di scusses Thel oMawrele,sand trav.
ChamMieggu Son&tydttthr ee i ntAnmeentciaanl jAafzrzi c an
musicians who aYEadplogrdttrhaeyssen chu$980 ans as t
fi ggiigreeat bl ack artists who hadodofived beyor

|l nshessay, Earl® weewl b BNSbhthoéeabhnal
saxopwbpoi smmafhergtuhear cootnd ed$Agfcbbadp ng to
Early, Sorminlye Sgpapul awa 6d it hsee miimatumrsi ¢ t echni

|l anguag®lods sowmi.ng t hi s lreod ame hionvseevpearr, a bSltd t

021 pid.

W Nichol son refers to Sonny Rollins, Dexter
Henderson, George Coleman, acdtEda®ki Fost e
as an influence onoltbhe@ir style in this res

V4Mi ngus died i nnd 95t9i,t ta nidn Mon&?2 .a
WEariThe Passéan@l dfoGlRaédz d

Harrison, ThacEesgnanadl NU&lbal Renpr ds
WEariThe Passédn@l dfoGlzdamh,asi s added.
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from his rRprukmmittisothe sapi tae decades of publ ic
cont®ary.
Referrifhgysotbhoehstekyamgdenoh i n the previ

chaptEBarly writes:

When Ciivar d ®@Feardk er si ngiiSeodotuitt tE dawsa rhdi s

saxophone successor, he did not present
curse, an extremely successful curse. O
trying to I& vper awwpo urmc e rkiteirve it r yd oogn . \
matter: Stitt was, all H?s |1ife, haunte

For mBtriltyt was an incredibly gifted saxc
a sound that wa&d¥B sSttiarksto fsiomm alRgidk & e r
Par fit or bcee df daro go t I&r[ kunghvnhiass |66 aonest todr Bi r d
i mi t@d'tdtrist.tt was unable to break free from t
i nstrdafmecam sal t o t 00 anedn omu s dcx asphhyd medso p an d

hard bop to soull y@s.zalatna 8 thigtefelmerde.f t b

W As early as 1959, Stil t h abnea sctosmapyairnegd itno i nt
hioBi t badh, Call, M9 Bi rd

WEariThe Passégn @l dfoGlBAzZ d

01 pid.

)1 pid.
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critics] to be playing Bird verbatim; and
doing Bird im?a different voice.

Whi | e Sitmpgrtovi sational sty) ehwsas!| df éf ane
career wetroeo.diF d riSrtedxtampshiegUnoi ke Par ker,
whoal | owed his excesses or his forustrations
Stwotked througltonls érseectoprndoi bnl geunasn,d!| t bus i ng
deat hyemadr. 8 8dfd musiirceacdhseod an entirely diffe
fromas8PPar ker afwhéalkedndobl ack hd psters an
whiStei tt afppeaalnad yd loawsost%fionlgk .

These differences hédilmppdrot ggnatg ktaias why S
Par&eal DehrefiergyosBiidd mdsi c; he made it access
it from the chari s®@nagh &dmaurkdeern woafs iat s cr ea
for opftevthi |l e Stitt was a road mussician. Al th

musi cal Staintgtuadgied not spethkr ouélkei Beprophet.

121 pid.

31 pid.

1 pid., 35.

151 pi3ak3 5.

)1 pid., 35.

i1 pid., emphasis added.
BTayNot es andl9Td.nes
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musi c, ahnedn tcerr peredstine @& iperaoipkheerci es i nto everyd
l angbamate RMFaockedgtsGobldeopaoyp!l e.

Eamsl yportrait of &tjirdedt iceh d@f tpoanti nd St i
moder ni sm and dtehe Asv avotr t on afada Mt Rae noted
gar de ambdrtd oalsi én ntdd nXenanfyt er spending yea
road, Bitoi tltonwaesr '8 Tmosiernost .was a clear di
bet weentSand Parker. As a result of his <ca
prediliScitondad forsaken anys phosgshibbriolw ty o

audi @&hce.

GeraldMajer

Ger al dds Maqg ek fctiatpiidléheover s some of t he s
t hemes GGasesEsaay.y I n the ch@arpaput,atMagrerasadar e
Parker imitatongntdhesnoad, ¢c side of his car
rai ses t hieocdanscleapnt ionfportadstd&etharacteristic

i mprovisational styl e.

W MortiBannyo MgiRalea,zz Cat 22l ysm

2 EFEariTpe Passéan @l afo GBa#dz d

22Ger al dTiMaj ¢el,vet Lounge:( New Iat&: Chicago
Columbia Univenld3dda.y Press, 2005),
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According to Stitt, P a Aykoeur stoaulnd Hiirk ei n
medThi s statementfit lsdowll tdi matve preainse comi ng
t he geni usconshuemifnigersyunalof t heBib@dop revol u
bl essing, and when Parker passed, it might
the heir to the throne, held ot?he keys to t
|l nstead, as HEsmarblye swsrion e, iBdesa mdgestoh ea hceuirrs ewa s
[ SGiJlt dgr y, but it cast a heavd*® shadow, offer

For Mahjeerc,conventi onalsPaeipmittat om io$ Stit
probl emht ke. | BBt er saxophoniParskerStitt did
geneal ogi cad éwel O p¢ldyr eatt b et chéeln srxatmet ¢ i imiem,
par af'lAét ehealt wo tmusbiocoinanys fweurreRytelaers apart .
than studying his musiParGermnm@dBic®ss Stit
real fAinidmewhat did Stitt do wi.t hTHathewas i nno

all he did, forty yeadt s on the road, night

122 I
123 I
124 I
125 I
126 I

O T TUTUT
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For Maj B8Srt& twiuisliecal i1 di om &ést hvéerrey cl os e

an unmistakatMaj dsfBeeenamedsPackerne

-

ecorodiicngbk oBitwes | lustrat Parkkiesr dgf hatence.
ver sPiaorikd rn d o fo'?#lit sid X @ pptd oanyeiifnl go hi aks
i nt ensfeidhah,diesst he del iri otsn eSkge tof | o0sing
ver shemié itempering, .04 Dsensopoitthei ntgh e[ ooubtvli o u s
similariGyorogPankbeessesnse o6 pabanwydog 18 P
goniehose same i mpassioned stutterings dist:
cao®.

Majterent rodude® othnbasola gui ding character
Sttt mprovi sTahtcisonncdd ftcéy é et i at d;asStwietlttl fr om
as from ot ®emd] anay feixgu rdeosmea iitni cpsa rfto,u nwdh y

Stdmusliaacki ng

2 pid. , 26 .

22 Charl i 6&Cd®alr kilhyee sCompl| et e Savoy, and Dial |
Savoy Jazz, 2002iCo 8| CdBosomnens,p n&tryegptd 94 R t
1958, LP.

gl,vet, Ld@.nge
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What | eaps asgtdtGeéesapbephpoe] umkdemeasured
coné mokort of précision machining

Stmt ght be too peMdceitani dalo, chedirgprdd,d.l
the creative Iimperfectioprofuat Moek or
di stance from Bird that powers MclLean a
Col t¥ane.

MajGerl anguage here is similar to the ane:e
Li ke Majer, MorgeEnmuira dealresar @r &saemhbl ance

saxophoaedstgbger dfimo IS¢ | addam @eactthda@ i ¢ a |

pl alyer .

Summary

The precedieaxarmpiamgetr gmaartre synd teristi cs to
provide a deepersundpusaandnngsoéd Barker i
and career, and specific simila®ities and
musical styl es.

Whidach of arme omritttidosasbbeer obsvar anal ysi
of theddeiyempe®msssi mi | ar Appe i @wmisn stelcit $ on

chagtsérmabl i slise d etphuatta tdtoint ta ac can sPearr skuesr vimgw at

3B pbid.
B4 MorgenstermniandgNMeayger ,
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among critics, aanod g&mad ® mmmaln empeowari es. The
| aseécestmtdtlehati sheoea consensosy aneddwwhggard
Sttteputation abtaCRetketheiuts tSau sbitc
and career from a variety of wvantage point
peri didmsu ifc amMdbtwandshasddngersity in appr
frequweretrllyap in their conclusions.

The viewdtrkewtf SOMCasPleick sstoyl e 1 s
ubi quCriotuiscs agree that Stitt borrowed fror
t hate thlbpes owed ab pstybeoér &aprkuessiecnt siunc hSttihte
Sttmusic noticeabBbwmeresembtesmPat ken. the
that Stitt devel opedthitg Stygiltms | na etpleatd eenft f
me nt i ®inti tn ga n=aL | Pasreknedsbsu ti NMmoasdile® Mo wfott he
critics cited above argue that &titt devel
influence.

There i s consensus 6a bstugtd ewnhbal te aPsaprekcetrs.  of
three most commonl y Pcairtkeed amwsuiacgael (fhea ast wnred so
mat eri al / vomassdgx caprhyoone soun@t) hneussn cc atlec hni g u

featimrcdsud® Parfkecti antapdebbbbmknt M
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suggesthadaabceSeostsitotnoal ,0 acecsncheepteacals, of
Par&epl| alyathigper al t odisdakophoni sts

There i1 s adlsmutc otnlsee nksiufsf er encd®s bet ween
i mprovi satCrophatss tgs elsadbiefnfgetrietntt approach t
rhytame phr asi ng dt hmeann yP ecoakiisely m@teidtr i c a |
i mpr o@riisteirc s daess clreisbsenichaigtithaei vantdhan Par Kk
al mor e predi ct aobrldes.fis Indialaedli ,ddg)rl dsged acvad
ficont Dtod | ceels & impe o tigsttaytlieo, n abl u th edbole dhsot us e
of P&rkei.cs aldnorre fceanatpmndtaiatrel hoshar mony;
greater ;dorMdiesteammpepy olac hekisst o tone, attack,
antdilsac k o6 ® a fifkreereadionmt, r Gacndabcayl, a@n c e .

Here it is important to note that many
to support these conpaamstisGiv@aiwess Felri eewxea m
thatfi 8bilized ChénrldiaptRdr Wenrgkhamd bri ght sour
speed, and a |lexicon of & Fhei Bfegtaphi dal

Encycl opedt at é¥ft ithtrdztznad a weal t&i mifl adeas t

¥ Gary Giwbdikndg,or Hire: Sonny Stitt and Bobl
Mar ketophac¥i | l4d&7geoVoidceg January 29, 2002):
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to Parket with a disdihavGe ey rifvyik hasic t hru
their undoubted similarity in tone, the tw
phrasing ando¥ Magx hiaar jgag @sa ctékheasto | o s
e mp h afissiyzzemet ry an dwdiSstésgmtr asf@istpwer ¢ i ci al |y
very similar-syet®fkarr moKar Boiwrt t esmpt bat sed
ifrel atively a*anrdroah gpshe asdBat&der ncor por at e
asymmetrical offga®tme wsvihthli e kti m@gre are si mil
the t ®o sjegpioe i have bubbling tones and asto
facioPar&ephr ases ar é lcyhtalrmica ead mpelde iyt y an
mel odi c owh gSteiutitt yapfhhgs asmi eanséymméfdbri cal
Sever al critiws ®moggestythati &alty cons
Parker. Thegptaitdi 8hight kaes fmowii deemd enot e
that Stitt @acidewsi & hewlsivkaen t freordlkeeary, wh o s e

of plreyirreggent ed a rtalbewe snlgy ld&tpiatrtt umr emd ir o end

%¥Feat her BRin@grGaphiedal Encyclopedia of Jazz
B GelMaysters of Ja@@. Saxophone

¥ Max KHamy, iRar i Bi WaiChack,j e ParkeROCompani ol
¥Davi d Brehrilniknenrgg in Jazz: The Chnfciangiot:e Ar t
University of Chicago Press, 1994) , 127.
“WKartazz in SeafehB.of 1tself

“WsStewi@ohny StitntectTihen Réefsdd . Reedman,
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connected to tdwenededpiere thhiadiadomti on of
| anguage.

This, too, 1s refl eAcceadr dMantgh hteosb noader
Stetearly (rlo®@®ijceiveggd a player in full comm
idiom, but with an edwpl Istayddewdmljwawar enes s
seemed at home wi-¢d &l Ipéd ch y@Whsord r@emaltyh, e wshoi | e
fi t wwruodndg t @& crahlylt hSniid t€das b &@thiede ar e on
some refderfdinngd ve evi ddsncsewiondt Ohoeo tssa.x o phon
St&t 1946 bebop rec®@Budinmsgise svisfilncdhe&ai bt ietstpi e,
floéwn the soiyse sblchna¥l Benny Carter.

Final |l ppi ot h ®tut Setsistetnatwreaslaldy musi ci an. He
a deep grounding in the fbtdesargagndwbi ki py a

cl as®®fF ol ks Ptarrikee rt hwaats wah pbel audiihgl | pdaayer

“2Mat hi@eotniSinny Stitt o Johnny Griffin.

W GelMaysters of Ja@@. Saxophone

YA BurfEsa,r |l v $t.i tt,

WEariThe Passéan@l dfoGld@aral more on the Dbluesy
Stétplayingaskg, GenaeédvEew by Ethan Ilverso
accessed Janhbwnapy/18pot2@mmdth. twpemad. com/ dt
ger-addl y. hnhm
a

t he i nt édrati eanw,s Hianrcllye snatne sPhti | a
Stitt as d cwupepdevrelr ssyodarv,a dndogbsn BSotpiptite s t
records,an helrement in his music which is a:
ot her type of feel iGmgt heombtuesn, or technig
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http://dothemath.typepad.com/dtm/interview-with-gerald-early.html
http://dothemath.typepad.com/dtm/interview-with-gerald-early.html

peoBluthe bellPap pgroynlevemse&d!| so fhh e smegisc amfd
intel bEcitssrawas a clear differeerceubéetween I
di d not fhd agthebrr otwd Stuidtite nweees. ni pataesei he
demystified Parukdsdagdloe e snsvidlavloniks ng peopl e a
younger .PasWwa&d ameplroopvhheiBiel t dab ewaosp

practitioner.
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CHAPTER VII

MUSICAL ANAL YSIS OF SELECTSTITT AND PARKERSOLOS FROM
1944 TO 1946

Introduction

The golaé fodl |l owishggoehappoeest he rel ati on
bet ween Sonny Stitt and Charlie Parker thr
works. As explachedni abbfe, mechobmopdounseenctal an
of this studwoepapdaarwvtésd e de aicnht od & wptee d ft o a d
repertpenriedthinwf dasrcc rdelaniksepraits concerned wit
Stétearly career amwo cSanttai nssolaonsalaynsdi sa oPfar
recorded-1940tshe mi d

Thi s cihmaplteedes rel evant background i nfor
i nt s ftwiidteor i cTehleha@nmsted xoth }y @aaved ysit bret t he

solos one abnal udmagasdmaary
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AReady, Set, Jumpd and fAOop Bop ShdéBamo

The -ImMd4LHd0s were a period of professional
After spending much of his dgeaemavwaer kyiemg s |
with-kweWwh musicians and ensembl es.

Std@ttirst major opportunity came in 194
posi ti ory iBm atdlséh avp trpreaf eogtnread. wi t h Bradshaw
year, then |l eft the band and moved to New
continued t o -pfrionfdi Iweo rgkr Situpptsli.inigi&h Bl 9 4 5y,
Eckstine Orchéaet agcehdtyaaranl paanBerirztzayt i on fr o
Gillespi aewbyjf médg based and sextet.

Sttt wor thewiet bandstimdrtolueg hattthermrt i on of
musi @ananeventual ly th&tNew Yhentk amumwsuimbepr e@d
musi ci amrs twdur ewiitnhc |IBG thedBldin@verr Kans as
Cijtaynd Mi |l @® BavMiPeaokes aodl|l Daviaser become
of t hfeammwss musici anB8ot hpfamiom il priyn

car.eer

lGitMasters,o#b2BeDapiMi lasms#i5Tr Mapgenstern an
Meyérying .with Jazz
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ThRBi IElck s@r ;mtee s threaa vwd sy p o puutluartee do evbiotph
musi &iiawncsl,Gdl hgspie, Mawvs,,D&etner AGor don, F
Navarro, afftdrtwoiBklmh«eDi zzy Gill espie Orche
Sexwen acclnaism cimabnnsa liitkes 1946 recordings
Gillespulet ed i n unpBye cleSdddinhitle d Eadtgtue mtei on .
New Staandwaasl recognized &s a rising saxof

iReady, SBSanfopubbi@mpoBénrecorded during thi
t hryeegqaer.Tbod first sol fiReiasdye x Seyt pt e mipir o yn
Bradshaw. Of trewdsrdeThe d&ctetnd sol o i s exce

MOop BBmoalsh the Dizzy. Glit teaspd edBaemht 2946

2Contemporar,pédMnyd Sit ans .

SMany of these musicians were also future ¢
Mi |, e ®4; RetrintfteglAdSroincnayn Amer i canTiNati onal Bi
New Grove Dic¢Sibdango ptottIazz

“VaiDli,zzy GiBBesptethe tinmemondet hevot gp oups
ensembl es ODohhempouatiyMumyd)Sit ans
GitMasters, oft2Belbnesptdhee 9J8a z z

®Tiny Bradshaw &@Reda dHyi,s SBricgh eBsatmiga,,J azz: The
Jubil ee Sessi,orHI nds944htt RekD4a s, 1996, 3 C
"Di zzy GiiOlolpe SiBmed®dy s @ ¥59255avoy Jazz, 2002,
3 CDs.
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recor damgsgteberiltitest raemcordent aviom ktshe ear | i
exteamampl e ebl 8t ptaying.

fiReady, 6was a ulmpve recording for AFRS J
program for African Ameri canbyetrtve cemen ov
Bradshaw bAalnd4git at NBC Studios®in Holl ywood
Gil I@®ppeB®BmoB&a recorded May 15,2 1946 in N

As di scussed i nSttwhhes d hamg tl @ rasn damihd se ,Par k e
mu sbhefloe er ecor ded.Swiftith sBrregadsrhdaiwngs of Par ke
with Jay McShann Aadithge earliyump8Otrt Wil |l i
was ent hu®iaa.ktethiaidieth Cwto P alriketr @n jaunkde b o X

sai d @rfhihsi m:s goiwy to be the man.

8fReady, Bemdnt aiemgf iSrtsitt trecorded solo. Stitt
recordings with the Bradshaw aniopBckstine
Bop@B8%fwas r ecorsdefd rastt Sstmatltl ggpiug. sletssi on
was G5tfittst reciRedeyd, s®i¢ro, 1sIdmdneg The session
included threeiOaedBacsAShmiingfli ¢eldlea dGi mme ,
ATh@t Earlodo®@hothenl so contiAi nzgoGiolsl ¢ $ pime St i
Di sco@raphy.
Sparg g3 | IHsa m @ mS c lieu m@lng é 8 .
YaDizzy Gillespie Discography.
& m

1GitMast er s, ot 2\NBoerbgoepn st er h i dgMevy ¢ h, Jazz.
The biographical i nformation contained in
Stitt arSd&R &radrieoevrée :
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Il n 19 4h3e,a rsot i paerrlksedrnt wo  pocnccaes ii onn s
Washi ngt?amanbeCKansAas oCidhiiynlsg otwon Sactount ,
iwas anxi oRar Wearnme etultoo Kiomg hi m i n Kansas Ci
Stitt foundtPadkePdahemsehetn invited Stitt
antdhe t wo pnhuasyiecdi asiasx @ @t o @ e

By 18d#4tdl svaansi | ibaerbrowpisWiei | e on tour with
Sabby lecawil®S¥3a mdi Bhadshaw®Stni t1t94v4i si ted New
Ci,t ywihebwagps devRBurnipnggt Beekperirbsbaersed
music firsthaand degschitbesntlateguented by bebo
musi di ans

By thgtitfmeOepo BdB@mdBiht h Gihl £846e he

was wel | a cPgau &iemtuesd cwi tThhi s was due i n part

2MorgensterhiancdgMeyeéh, Jazz

B3 Rei shuierrd2 16 .

“This is the occasion where Stitt and Park
invi t@@d liomand opadt fwheayedi fModrmwian  ;hcGun.l er ,
Swing ,to4Bop

Lwi tiSgnnyo S8.i tt,

sStewart, TheefCompteset Roost $SoBny Stitt S
YThese includeStheet | dsbaP | binynhtto@Bnie e ny Wi t t
St ot48.,
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circumstanceasanmdthaPabkenugbhfeisrest tofgettthege
circumwasnaeshangétef | eaatngnthe Tiny Br a
Orchast St i tt thNeemo vaodiekavolPar & etr h eviavd? n g
Oncre New SYdreky,an pewmiftroarnnyi nog t he assame musi ci
Par.ker

By 1®%4Wwas$ beitnog phh apeadrPdas kkiziaeé vi ousl y
wor kve dTthe Bi lly Eckstioepc hedgteDeaxggamyp |GRisl | es pi
of .t hgteiitnted Eckstijfnddmimgdprsialxopbhdbme chair
occupi edt hpgr ePvag eokliedie tj hod @ieldl es @i leyd h9 46,
shor tafttiemd Rlde’fkte.r

|l hhe Gil l,etsiptidel i waesctd subsThroughbaot Park

19 4P5a,r k er alpdl amxyoepdhone with Gillespie, mostly

BAccording t impheantr iNerwia rskt 1@mab. FOEE € her |

| nsi de 938azz

¥YpParker left the Ecksti nBi rbtamdofinB@Augmu st 1
Ker nfisetlidt,t gAfSroincnayn A mer i ¢c ann NMStotngnnya | Biogr a
Stoté,

2According to Wi Gi)|I@®spteihpet hadspPrinyg of
l1946WilSonnyo SEPrnttdet aidd sd ema rPtaurkegsrf r om Gi | |
band, see bel ow.
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Gillespie was ?blinl Ileadt ea sl 9t4h5e, |Peaardkeerr. tr avell
to Los Angeilwes kf @l udn elnegmplgtemee navimg a\j e me n t
comp,it dtee muse gareatcd s i Riretluamded t o New Yor
whiPlaer ker remai R?&d iitn @alsi fthremi @i red by Gi l
Par&erepl@dcement .

Stéepltayi nd | wvistph eGiwa s c@anp atrhdech ttiomePar ker
Mayg94a6 j our nal Bs istotumtdesd @txhdactt b gk $ i ke Par ker
with bettd neXdan@it ilOelssn oi@ded B Bm S h
Gi | Fulwrert,e vahra angements foéoorh&G I | espi e and

recording sessionfpllagtiemrgCtdittbi dthhitamr Bertt w

AFor mb84FPéaff ker and Gillespie worked toget
pos ®itbhlee personnel veard ehriketr alnwa)ycs | fl eastpu r
frondWdiidné&bly | i e30Bar ker

221 pi3®33l.n the months following their separa
breakdown and was admitted to Camarill o St

asone ofdeshte asmdd most t BadgdAdl epeariiomdad i n Par
information about thi3k3pkorn oal dathaibleed candc
of P@rkkmesical activitildiI3gndCadhwfennea0D. se
KocYardbird Suimeof At CemBMesdcuand Life of C
(Bowling Green, OH: Bowling Greé® State Un
97.

ZAccording MbeBi Weegpiteready to come back
[ Parker] wanted ©dVhstnay auwtiv dyractkh d bCdlaested
Sonny Stitt, anotoGed | mampVv el oamBk? FQ aiseir an .
vVaiDli zzy Gi BBespie
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da®yStadtsimilarity to Parker Iwashimmntbiocoekd by
the 1940s New [eokabdwrboptaes htéimgetr, e Stsietdt
musinei as the first yousngstayllteod®sftfaerc ttiov esliymu
Bet ween 1944 and&cphOdbesshenaloard Sust t
relati onsathh @ncgoendsH adrekiearb Il 9iRd ad whefiet , Jump
was recordledti odh@mp pr aviampke by Stitt was a yc
musi cian omnprhoifsi Ifei rjsotb .hiHggh had met Par ker a
about his music, but was not y-2946eing com
whei@op BBmoBas recomredad, otsadriep cwanrsp | e x
Stitt and Parker now |lived in the same <ci't

musicians. Stitt haeknroenpnl abcaendbsPiamaknedr wians t w

compared to him by musicians and the jazz
5Gill espi eToamBd2 F¥5 aser ,
% Featlhnesri,de 9J8azzThe book was first publishe
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AfRed Crosso

The Charl i®alPyz &k dbrealwdnww ms a me spger i od.
i's excernpacdohfgotohe Tiny Bainoherseacuricheadket t e
in New York City H#ihSepbecbaenget@mpeiniss.
af Seirtt MReadwiyde 8fedr, tlJhuenpBrlatdd hsaow wh a rhd .n
mont hs®dép&tiute fanodovBr ads Nawh&or k City.
cl oseness of t h és$Re dd aGsenss emaak s tRarnkgerc hoi ce
musi c al fARaenda | Girsmiess.a mptl lee okKi n doift pl wyul d
have fhrecam dB&t ker movi nbi & los dNgegve sYidirake o f
critioeoms-dtodOsbemp &r itnog St i tt

iRed Ocwoissci des with a&Gmwpareehange in P
Starti fAld® 4i4n nmRadekde ra waoyr kfirngmgwd 6ehnn f avor
of smallln ghwgwpsteflOB4dhehBill §y¥$ Eckstine Orct

Aidi si |l l usi on@di weéd[tha man]le tbhaendl ack of i ndivid

Charl i edRePhr®Etngs Compl ete Savoy, and Di al M
Savoy Jazz, 2002, 3 CDs.

2ACharlie Parker Discography.

®Scott DeVeaux descriPle&@eswanEcsksagi mse hada
band moBe e @uinx ,t h @Bf4i90ebop
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big band®Partfglesnrersapent the next year perf
smialgroups in New York City.

Par&peo-Et kst i ne omwsneaon uened rl ® wWklS
recor™h aergesc.o ridnicnRyasd &feitr sstsedisioinisi® spi e
sextet, has wBi®dhasdbro.ngs e deoriddRead s
Cr oosna,d eusrtmont h aft drhEe®lashkdaemaerdaer fkti ng t he
begi mrhiisslyt Warsdnal | gr dlup playing.

iRed Oalosaptiumpeoscthamiigne sPar mesi clanl styl e.
Augud9¥d?2, the Americanwkedeoatisomi afe, Mps iewie
uni on musicians from mBKkaoanmgndarmmere@it &lmbree c
l194PMar&@emwaaica pt uremgo roadipada ImMoyst bpot hegugh
recor3ings

fiRe@r omar ked&Parkearn to cowom&hei al recor
musi c prodecséthoathi §hhbeye gPaarrdkeedo oslebataes

ishowedvar ker develbepewe emusli9dd@biamau sl 4 4

OYWoi d€blayrl i e BaArker
'ACharlie Parker Discography.
21 pid.
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idi gnalreedw bBiaggda eivre c oTphheentese ns had fiar gued

September 1944, when Parker first reentere
i mprovising style had®*#wuvbtleekwiatght eest s mat
Owens on.t RHesibpoitenta:t @844, r emoét dof Parker
characteristic musical qualdi stastwalge pionnp

for hdnatdmusstcald® peri od.

Note on Selection of Repertoire

Al t hough Sthiotttk caonrdd ePda rskaevneer-ladi4dx § ,me s
t hdyd noangyoelcoos lsea me r epd&motroit e $ sr mawson, i
possi bl e Stto tcommaop Panmr kiede stoil @alr it (ma@gmposi ti o
per.itopioss si hloeteov ecrodtpiatr te asnodlooPsamr ksirmi | ar
compositions

The three sionl otshidsir ssceiucsidkaeamp O stohmaiton s
S hasreev nusalil c al c h anr amtfieoand ¥ ,i ¢ Heid,p JIJBwmp ,
SiBamwmanfiRed OCamsmshmi langith, tempo, rhythmic

foundati on, keyThsesndni 8§ @amrg b5 &t Bensad tyesti os

BOowerm@harl i e Pabker,
“Woi d€blarl i e RPABKer
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belamdi | | be helmdandi nof Wlr aond mpgar i sons betw
Par&epl aying styles

Eaoh ptiheacsehort, | asntaited yapphrdaacmi nut es |
of stodiedsi kewi seshladce: h&tfta choriums (si xteel
|l engtwiRatdeesol o i s ohwocmeassti.€ slphtent y
pieces have, si amrgasamgmeadepdorBuatsd . The sl owest
the thrf®epp BéBmas 158 beats pdRedni nute; th
Croos s, 208 beaAlsl ptelrr end@ npit echehsewang per f or me
rhytéemylces whnegiggrhddifeas oppbosadgho)jaes ght h
rhyt hmic ¥ oundati on

The main mel ody of eTantah opri.e cEea cihs men otdh ec
t heme 4 svot memasyr eAABA o nmaveiatdict ndns i n B
majanaBsection (or bridge) in a contrasting
common ,i m igdakznzoRwny t shsm oahfatneggre st,he chord progr

to the Geor gél Georts BRWiRe ashyn g $edtiv,p JBwompp ,

®The fsawimg eiogktfersot®srepeating pairs of
uneven duration and intensity. For an expl
this st lNbyt.aszagwesecheon in the Musical Analy
%LeviThe, Jaarzy TBAGK .
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SiBamanfiRed OCamwsms isatondnt Get OoRMtghrmict ur e.
Thédywse mi |l af &odmhamrstmo nt lte badyiiofgfbenralt her
ways®. d.heiirn chor,d ipmr otgheskd oindh, t Bec. ) .
Each tohr edepi eces consifsotl |ofwead mel odi c
i mprovised solos and alOocpoB@Bmegs&me! odi c st a
iRed @so$®jsts improvise over the chords of
the Rhyt hmiRelmhayge®ehkendbmpds of the main m
t heme e@empmpeatot and each soloist i mprovises 0\
iCop BBmoshiiRed OCwoeses recemdbd with
ensenbHespi eces have simple arrangements, ¢
an emphasi stiodReadcpr o$kpacdompast, was recot

with a Dbig band 3%Tfh ef opui retceee nh ansu sai ccioammpsl .e x ar

% The differences in harmony between the th
respective musi cal anal ysis subsections. D
compared at a glance by | ooking at the sol

AppendiCcedhg form and GiRkemadryy 6&ftBr ddspaw
di ver gfis Gfot odRloy tehiddhpa nBBmoshiiRed OGr os s

do. This is because the | atter two pieces
fReady, Bied ,a Jwbnppogkrdd begmpasi ti on (see be
®The musicians are arranged in the standar
wind instruments (trumpets, trombones, and

Spragg, Ha 1l | st AJunb,0laén@d8 .Sc her man,
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detailed, written out-rpapaets|)nmubecpliendi st

prominent horn backgrounds behind each sol
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CHAPTER IX

MUSI CAL ANALYSIS OF SONNY STITT6S SOL
AREADY, SET, JUMPO

Introduction

Ti By adé&hiReevady, Bied ,a Jmimp nlgarcdmipatsi ti on
i ncorporates el emlehgisad coef amh geamiamb e@frd ti wlre .
big band compositionibhhetbndt bad&r oblveCoop
First recorded by CoopefGeatbidnaHiGr ®Davveoy Sul
ia straighbdoedvacampodift i 6Br adéshdaw swing st

fiReady, JGegpdat es pPhecer wgitmalmodesn har moni e

sectainadn;a faster, more intricate arrangemen
lfiGetdt hnGrhgeéewas originally released on Savoy
rereleased as Al CodiPetdt mmtdh ¢bixHISavey Sul t
Coopeboxy Records, 2014, MP 3. I nf ormati on

can be found ioAnes oampd BAdaiettons t o AB F:
Liner Notes and Other aneeresBetdedMabghAROULS
http://abar.net/ cdd. htm
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http://abar.net/cdd.htm

Stittés Bandmates and the Swing Styl e

Bef ore di s c umdetaihigwill 8¢ usefuktaescrigabd o
hornsectionplayingingenerall n A Ready, Set mudigamsp, 0 horn s
perform theirparts in a loose, exaggerated styleestyle is expresseat a
rhythmic level Eighthnotes swing heavily notes on offbeatsarrive late; pairs of
eighth notegliffer markedly inintensity;andaccentuatiohangeshroughout
eachphrase?

The loose, exaggerated stylealso expressedlt a timbral levelHo r n
secphomseeshahbecaug/hart iemlyr @alf nsaMhenpul at i on
playing inharmony, forexanple, the saxophone section adaptsch, wide
vibratg the trumpesectionuses pitch bendsshakes, and volume swellsST h i s
resuant £ xitm owdg mtapnd rcha dsmayn e

Soloistsi n 7 Re a dy alsoperfornn thiskindpstyle As with

the horn sectioparts the trumpetand tenor saxophorselosareloose and

2A clear example of thisaskicrnd oo(fOniledl5oe yi s
0 15) .

SThe rich, wide vibrato can be heard at 0:
0: 47, the shakes at 1: 18, and the vol ume s
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exaggerated Again, thisis expresseth terms ofrhythm andimbre. Both
soloistshaveaii h e a v y 0h t@egmthnateswingrhythms.® They also
employa number oexpressivaleviceshroughoutheir solosincluding
exclamatory cries and inflectionisending of notegepetition of a single note for

emphasisandwide, fast vibrato at the ends of phrases

Timbre and Expressive Devices

In these respectstitt differs from his bandmateldis solo is not loose
andexaggeratedout precise and simply statéth i | e t he O6pt Agrngol oi st
i's unreégtufaf neadne, raucous bl d&s&Bitnfl ecti ol
pl aying is more tentlebadl gdsubli sytionfl ected
pitclppHiosbht himsme o.tihegght hv anrtogt eisnt ensi ty, bu

not es-beatsesffhrrive edrilnigeri ni a tmbe eb eate,n rsend

“The trumpet and tenor 0:57dA®aphlBRL0 sol os ar e

on the recording, respectivehfhTe t enor saxophone solo is pe
former teacher George fABig Nicko Nichol as.

SAftheaswing feel, in this context, refers t
duration and intensity of notes on and off

*The trumpet haonnde tsmonai sshast @py cries and in
be f olO2d:04a1t071:12, and 1:301:49 on the recording. Bending of

notes can be found at 110712 and 2:082:10. Repetition of a single note for

emphasis can be found at 13944 and 2:102:16. The wide and fast vibrato at

the end of a phrase can be found at 01502, 1:0%1:08, 1:1318, and 1:57

1:59.
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Studgeexdr es siivael stoervei creeddn Ir takoet ¢ r
iReady, 8wsdl, oiJutose,sp Gtoctt tate héescssphtriaces wit
ut t eroarnecpessant gl €ono e plprhsatheeasd mprlooemges i n
|l ines homoeieghtnot broken up by rests.

An exampéeéenodern hby comparings tsheel degi nni
with that of tefBbg GNarkhidixeame) WeoilSdai ¢ tt

beghins wd dihhoeax teemdd eudn i reti o i r dNd € ho | as

begins with a single note, which he repeat
foll owiegsdo@s. m

(Stitt)

(1:18) Ab7 D7 Ab/D g D

Dby, e v e e R e s S — KT -

\.ﬂglvl\ \_II 1 | I 1 'III Y J s 4

:véb ¥ 5 E -Ij & & ’\-‘ !“ﬁ = I I b.l = & — r 7 rg
A Bb

)nlJL = I
G F Rt prrrr
e | | W | ! | S ——— | | |

(1:39)
(Nicholas)

ExamhOpeni tgatmdd Nibsldoail®@e ady, 8Bet, Jump

StGapproacmbt al mani putlhrati omf dhifd ebandma

as MdadRéady, Dmdsitndomprcebr al mani pul ati on o
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l ong notes, or on notes i mM&Sdaladredy preced
ei gmothe | ines do not conteaivni nngalney flowrmmg not
ti mbr al inflection.

WheSt i t naleesase of tiitmbirsat dhfetndinl et | @amd
|l ast notesr of ust phe hisee (EBax acnPaldhegbee idns di r ect |

netaeanhe beginnjlntkhFeif n paamBiens nf.Hel 2

aladf awitbr at dot 6 ed Fgiumrnierlhot e

Examhbtdt ise of tiinMReabyj nBéectdomp

Even her e, howewwseri,nftlheec teifofnesc ti so fdiSftfietrte

his bandmiaitesbadivlhihheed i ons function as exc

"Long notes and rests make timbral inflect,
space for them to be heard.

8The note bends amd Db:e3 h,e arreas mac tli: 2l vy .
°The dottedRrgamrberheate at 1: 36.
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shouts, Getinf)l ,ecStiiotnts function as ti mbr al a

addi ngo choilsorl itnes.

Eighth-Note Phrasing

Thecontrast between Stitt and his bandmat
solo ends antll i ¢ h osblabedinsStitt finishes his solo withraeighthnote

line that isfive measures long and contains no reBts (a m$.1° e

(1:32) Bbm® Bbm F1bo Bbm
O 1 . - -

AT A T A R R —
n,!.'-v‘_:-*-=--;r-l.‘-- "
t

D}
12

Examdl eeEnd &o fs ofReiatdty, Bet, Jump

Stitt presentsis melodicline in a straightforward manner: he plays each
note cleanly, one after another, withmparativelyslight variations in rhythm and

intensity. By contrasf\icholasbegins his solo with a single note at high volume

10 1:3%1:38 Mm1 P21 6) .
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(E x a mp &beve). He holds and repeats the note over several measures, using
alternate fingerings and adding blue notes for emphasis.
Compared with his bandmate St i t t 0 phragipgpsmora c h t o
horizontal. His phrases consist of long strings of eighth notes played without
break or repetition in predominantly conju
tamer. While the tenor saxophesolo is loose, exuberant, and outwardly

expressre, Stittds solo is tighter, cleaner, a

Harmony

Throughout his soldstitt maintainsa close relationshifo theunderlying
harmonic progressioide does this byeferencing thénarmonydirectly, playing
the tones of each chord agdes by.
In most measures, Stitt plays several chord tartbgd apartHec onnect s
t heseby omnteesp and by | eapSt pMhé&emte®rodn nteocnteisn g &
on succewshbehobead s boetefe dted wemmen Wh e n

connelcyt ilhegapp,r dceddaw®wlmy one camoortdhetrgneittcher |

This can lb@&9hdemrtdheatrecording. The note i:
tenor s®8ophopnacért pitch).
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ascenddegcanding using a chord elpedgitoneo
fifthaaraysi xth

Stttuse of chomdastonlEeaamphhel.ow
Notelsat aod hpt atyedr e marked with an asteris
|l ast notes of the phrase. da errojoto,net hoifr d,he

fifth, rsetd@mtbthprd tones are connected by s

beats), Ilbevap a(ltshoe blyast si x) .
(1:23) s * * * * * * ® El:nf’ * ¥ *
Dby — ‘ e e o
. 1 } ‘r . Hé‘ I 1 \II-)=J ve | | & |
5.) ‘ | -d[-q—.-H b—.- Ii B. - ¢

Exampil st iutste of ciReadyt oBets, ohump

Stitt approaches and usemsmX6odr d hteones i
exampl e &bove Thbesbcoepn ddsoma nBant scale from th

connecting the rBi'eathoamd ws @ \he rest tho®fp:fo mtahhé ¢ h a

21'n conventional jazz harmony, the ninth i
seventh in a standdahd davenfTheohgr®8bokevin
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AY,;-AT.B I n ®BmStitt 8U®thoed dauysilnegap he chor d
t 0 B&$CTs), D4, BTedlbef or e a £B"ecnhdoi BiflgY: F4aGis-
BT4-DT5-GTs.

Statso®epbntthrsoughbo(Etx ampd e

Db
(1:18) Ab7 9 D7 Ab/D 3 9 .2
p v S M 0 S B e S 17 I . (antictpation)
Ebm®
0O 1 BT g [r——— » ? e be )
o lI‘\ I I I I I I I T 1 I lhd I = |
Ld . PR | I _r?-.l hA] I | I bngl e 1 I r ] I
D s ‘[ 'ljl‘l 'l—ﬁ"—‘—-‘ P — b . —|
50) ¢ et be
7
0(1:30) F7 bo (1:34) Bgm R (ng) F7bo
b T i T | )l
(> obie e ghe T I £ oAb
1 M TE i

Exampl st iuste o fiRenaidnyt,h sBeitn J ump

Il n the first five measures, Stitt uses

three separate o04dbpdiacnang( mm.eml ,ond3,stamchg b

BA bebop dominant scale isYYatmne2l ydean §c
3-4-56-T7-Y7-1 . eThhse of this scale i n HWoewop is di
to Play Bebop: The Bebop Scaleoland OQtvhaer
Nuys, CA: Al fredilPublishing, 1987),
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a change Y"Std&tigeacdndnphrase segment both be
ni nt h odCdqt hdibdhioor m. 7).

Stitt plays both the M®BHEthbhoGilnamd | ower e
5BY;i n mMSt6i)t.t al so uses | owered W®inths twic
chordminoB (mm.*® 10 and 13).

St i consistenuseof chord tonedringsthes o | haréhenic progression
to the foreground. By playing the tones of each chord, Stitt reinféinees
underlying harmony anldighlightsthe measureo-measure changéiserein

Stappriosctdi f ftelh &@tn bafh dlmimg seéso, mdwsh e n
fit the key ceiwheBtebusohotcohseishergri mar.i
ei gmothenebi g htai ghtioneéisv odl yjtahle cshoolrodss of hi s
bandntaotnetsai n f ewr @ lowhigd hienmpensd vainsdat i on al devi

Whi |l e Sghndases reinforcéuserengetadredis noliies be

“See Blubm AThcehor d ( Elsonl ))DTlkcdét dired (m. 3), and t

Csof BT'tehor d4i% yirh.e Gswiot che gi5anr imme on of f
beats, but are heard prominently; Stitt | e
“The niBAth mf 6, bBY;@i nstGlptdot oheing halsi ght t he
stwipse direction of the I|ine.

See GIun@ m. FBDnamidn 1@BL4St i tt Fahgetds an

on each beat. It is 1ikelFy) trmmatheS$t itthtani o np

me a s uBTea ndde ac h, as the piani s3ddamldays ( compa
10, 1abp.
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and frguddamuses inflections, and frequent re

reinforce the key, and suggest a static ap

Chromatic Chord Substitution

Thi s dicfafnelbemedy ex adtiintitnganedt t he tr ump
sol®isontrasti chroappewadabseExampd @
s hotwhbee gi mrtihreg t r u, mpweht dioeteo la @ 5 elr entavtBEE n

anRBi™wi ahs BRitni ct h'e bass.

(0:37) bm B7bS Bbm B7bS
/- T — —— ]
T e s 7 o B S S |
o i — — ] i —— ! 1 P 1

Exam@l éOpeni ng offRemdmpeBetpl dump

Dur t hntgw®™che¢ohm. 2 and 4), the trumpet s

pl aB¥, aeven though the nbaekgsbandi bly pres:

"BM™and its trFPaome esmubsrtmdrmuuiteal |y equi val el
symiBd®was choseRPhacB¥imel mfomi nent in the cl
voicing (Gasophipin:éls20)8.
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voici hgstead, Trhienorei mBTea lkBFesa nBgsuccessi ve
beats amdhm.n 2,ys tneopdwrirBdat 641 n Bir.

St&t solboegavingssdh a tritond&axampsilbowsbst i tut
the&Gforst f owhomeahmomendmts®’'t ®Ti n t he

key Tonfaj D r .

Ab7 D7 AV/D ; D
fHo1 . — — e | P et | — \
" AN AR N | V| I I | I | | [ [ | | 1 | N T ]
v LAl | T | | | Il Il || - |
) = i " — ve

Exampl éOpeni g simiReXtdiyt,t 8et , Jump

ThBe'cho(rmd. 2l,asdt.s 1gnly &Stsitnhgleempbasai zebui
tones biyhe!| pAYsFPgDYsThese thheghpiDgbheshe
chobuwt tdeygsanant iTmajthre.abkbByhregfet ® ones
coincide with the backgrtouintdlo dvd mony, Sti t-
Ssubstitution and shorniamgse haor mdrei  or eground.

| Exampbtedt attenti on to harmobic detail
chord. 't I s fexwreStpttthtr opplgdhyutt Heher oot , t hi

every chord in the phrase.
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Phrase Construction

Steditximeassualeo i s dividedEaoh opimase pihs a
simi hapgsilteingn h, candenhyt hmic

Il n each phrisgheer s&t not dbIf ioghetdtiynen i n g
o Bf o-me a squrroeu.plitnhgen pl ays three to four meas:
restunithigpeegi nnimgxtwofpbhhemseat i odtedj hta bacswees,
consil®bvgoi ngs offTheighghthuowpmlteme e ed
occasihtmolt ee,itggiupmlregter not e, .Tahnedr ed catrteed qu ar
paubesween phrases, Ibiug pProtétiteasehe mi ddl e
proceehdagii mgnwi t hou% rests

Thei mi | atrhpgoise ¢ i iom, | ercgtnhodé ndsntdi trthyt hmi c
phrasesargmag kathd pptpewtacdt t et vt ©
consistemaykatali ddbygaus &Ggusfl &fg t-eogét h
| ishleong -eogd whicwemmmon by P®tihei s 594@snar kabl e

becaushee owWwSyGEltdrag -roigbméde composed and orga

BA single exception & ssdoamdl #&)y ahe (GSmmasrt
where he pauses for half a beat between th
¥Scott DeVeaux, for hemnampl €,0 | SyviamkgHawk i 18 x
undi fferenti at edoi sitirs ngesl o ferigrhtthh en olt eetse 1
ear | yomTihOmsb gyt hmi ¢ approach [had] a strong i
i diobmVedBux,th of7Bebop
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Al t h8u@meal odiincas g pi t cthiyeomttaeint ,t he s ame
rhythmg e t hearslmhenge nl eanngdt he,nd . T mi & hree sswalmes p | @
i a kimextodr al sameness

Stddnsi st enoy maxstipcaadla mé dearksEachngtet.
Stephr daa@ssi mr hagespanni agpdte t tevecaetnimi aod
thirtaedrntff enéymeé no’tSttihtitr dt r averses this ra
stepwi se motieomgmothe arsoplesemampeagmi os, whi
interval fofhhapsitihgte beat

The rmdn@d phreacrsi deeapikleacmimpyr ed
wi t hosbet her .Agdion sttshi s di tbese@uence of St
approach to phrasing. While other soloists
notes, Stittaamdaearytse dt aglragnedrssidgpHtadtte f ul | range

i nst r2uSndsautt mul sad li ov erwd rlapse Welslp,hteeen o r

2That is, thagcteagpvaen poleusweaenper fect fourth
mi nor. sTihxee hr ange of eBIgBs EPmmMi@yBdsi in order,
GTs ( mmi8 )AV:i Fs ( mmil 23 nEiI DTs ( mmM..B1 6 ) .

ZlExampl evhich shows the first four bars of
sol os, I's instructive in this regard. I n f
perfecBTIfEdUy t Wh i Ire stahxeo ptheonnoe s ol oi st traver
perfeduDfi.ft h (
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saxophonet wote &eitlwepn gne(atshuirréssy sviexrtseuesn St i t t

meas fr es) .

Melodic Contour

Stmakes his phrases mor emeilnotdeircesti ng by
contOnuera.$t dobées hywcsensing a pitch, descendi
pitcdhndoar twenbeaeadtsptly | eapihn@arlerack to tl
Tht gpt change 85686 copodmunatiinhgast ance per pl

Exam@| & elhow,sc faoruges i n malkedi d roont our
three dif PdNrod rets pnamr &keas wi t h anheasterisk in
changes i n Icnonmoosutr coacsceusr,t oSttihtet olreiagpisn abla cpki

areama emrong beat befgdre continuing to desc

2The trumpet and tenor saxophone solos spa
thirteent hBT:si GB a pRidt)iwhile$ tyd Hlo spans two
octaves plus a minor secorfes{ GTs).

Z2An additional instasecendsplipmbaleemmBhitt
Gs(m. 6, b.Fa@Bm. n7, 2b. aln)d.
That is, Stitt returns to the original pi

i's Athen m. 2, whi cmhmgl @redads rdtet adomod hetwrod f
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ExampCRranges i n meStdsdReca dcyo,n t8sewdd, oi Jnu mp

Il n addition tsi men docda rctnoouimgasc bhed gwei t h  an
ast er iisnkt ef toie@mvis@ ie B®zi AazeATs, Fsz ETs, DTsz Cs,
a Nz Dsz ETs) Th eisret ¢ i ic@mt ri but e stto ucfiamrmel odi c
Stédt ph,r askestf eeni ng htivsed € mp é& & e sjaoleamnlig e s
odirection

Anotewexamyl e of timigoldfa mabe pshereans e

(Ex am®.l e

stepwise motion

(1:32) Bbm® Bbm (7 beats) F7b9 Bbm

I £ T T T T

Exampbtebt ise of wide | eampiReady, s@etp,wi lempno |

262



Stitt tchhreampgd o defci omeatp hHreaassee once per me
Thsee hanges iamoefdti & re cit npueedci eadtectl iyl i nt er v al
| e®Bet ween two of these | eaps, Stitt plays
moti onl Pl Afjo.r seven beats, traversing an oct
f ouDTMA)( entir®ly by step.

On one Ievwilde Slteaps and frequent change
moderated by the smooth stepwise motion of
they are mbicretreartiedr bsyhdpwitkdashesi sks in
Ex a mpa beo D BZ {s5,ET4z Daz ET4) , whi ch reinforce the o

area on metrically accented beats.

Conclusion

SonnysiBeady, 6sdl o Jiusmpa -bbokngg forward
per f orbmea nycopuargg@ x o pReoaostded whoemk ySgh ttete nwa s
year $ helrdedlltahet £arly stageandfdavebdpirng | ¢

musical styl e.

XE. g., leaps oDTaGidnmmni $¢BE difmiimom. i xt h (
14), and mksinEdsri ns env. e rt5h . (

®These seven beats conBli(im.utle2 ,t hids 14i,nen.s e2)
(m. 14, b. 3).
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Anal ysi ¢$ hiaewaspapirsotaches to timbre, rhythm
phr age we-dkef iTnherdo.ughssodto, Sti tt spubatylsy with a
i nfl ecHesdo ttoonnsei l sotnsg ophtardaep rigpd omi nantly of el
notlehsee i gmothbr ad @y d¢lhesevrti dt en @mard progr e
areceashmi |l ar ppsiteongt hand mel odic contour.

Stitt chegeapersooauhteds to rhyt hifmmpk har mony,
eaphr abBissodlilni s i s evidemoeasofsta@nltogippaloaamc
solo sThectonegei stency of these approaches
character@seacsyomuStcat style were not ha
carefully considered and worked out in adyv

The precedi ng aéas arloydsaissisdadyitsetehrad v e
stoodt blfatByiand Oh a Wweosfltr484o0.mp ar etdh ewistlohl ® s o f
bandmatdée ssioslSal ietsts raaamdb umoatei. alksstFr aenedf
emph#odtiiuesy @anhtdesameces sepeaendtmpetophrsaese
i hong, mussiddalg etnheantt spr oceed from beginning
pause or. r&sphert@stesore ab dtersasc td ilaagolslee
ohibsandmaute gtehfelye ct a nt hilaittsemaaédids | noogti ¢

Throughout rheifse rseonlcoe,s Isdahiammbghe cbignt rtultcd ur e

tangatord tonesThesdbowsbeaktse.unfolds, Stitt
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continuously ofnmedimrtdhe ot dmes mefxstal ofha s gi ve
sensel wdi aneand har moni c direction. Stitt mc
predominant|l y; shovwawsere,i mesi ahnsoot ei ncrliupdee te i
arpeggalswigpdhed | ela 33 utphatan omehleordwiicse smooth

contTouasp.pr oha hmo opyh raamsd ngn s g esthleo r

not hi ng i noshallsa ghta.nd mat es
The preceding analysis has h&®!|l ped to id
early musical isgyte.cWhritfyemaess features

anali g 6f eStriJaym dwotrok i dent i f y&t mals fsetaytluer es o
during the same period.

iReady, B8ied ,t Haamparl|l-1246 wmedod&Ghiygpof St
sol o PAlnayiyisgs®t evaahsmBeéeyl o6t,inal fualathygr es
persistentthbyebegpimothéiepl ets asachbhbedrarpeg:
andgdt r ai g hstafxoorpvhaornidehpes 0 8 0 sdeleanrtdom oSO N g
beaetvselmr ¢ mgomdtosrwb st iwiude dinesggp sstretches of
st epwi s;anfdrode g wernt nc machogndtsocu r

The foll owi ngar hampd leyds icormddap S d p t
SBBama precer dedat tiReeraydeyar Siert , NeJwnmpor kK Ci ty.

Anlay sit dsaso fF ohevtiddt er mhmeues if ceaaltdursecsus s ed
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aborveema amerdt &efardtyi sstodlpei fnlgoavhese featur es
devel oped over ti me.

Foll owj ngmat #at se oF &CkseariiRei do Bwiols Is
be used to | denBmif-i¥9 ewshibd Paa &R eRlar ker
Crwand &8SReady, 6wdr,e Juanphhhecoesnthedyear.
Analwislils dhet @rhmi@n entdt Pasr lseryl es amedr e si mil ar
di f fiem en3d44d hvddaghi | aanrddi tf if ees L@@ d Sttuht e

nature of their musical relationship
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CHAPTER X

MUSI CAL ANALYSIS OF SONNY STITT6S SOL
iOOP BOP SHO6BAMO

Introduction

The sarahSicardys Gitadrtafwvmom Di zz&y Gi |l | espi e
fOop BBmmBlecorMdaWyo 4A8s. menit loaeiderb owlel, |
t hadsWwas recorded afn eNewStYiodrtk mGaatryl y vtewo yea
wor kalngngei teagues of e@heaerpllibecinftnagrok er and
bands

fOop BBmoBarsecor Jtedmftitatst seswidihng
Gil l,asmpark elmke gi Ml ngg musi calhladselt @adi onshi p
unt id 8eat hThen s1e9s8s2i on ad sbiceshtrarneoedd&di $t
since his work w$tiht BrwaspgsgamvioammalMdciel .

fOop B@Bmmwmdh Bnt erview dradgadi ti endil i Henisdhdeo
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hiaMfks qgWNewe Swaird laddddingnd al | | played was e
baos.

iCop BBmowBas recorded with a small group
ensemble fotmatti f mo & hed algihsoudarseer . Th
partsmal &awgas osu@xtnestiodt iGhd | espi eomnaltraampet,
saxophone, Al Hai g on piano, Milt Jackson
bass, and Kenn¥% Clarke on dr ums

Li RRReady, Dedb,p BuBmpaiSer comdr iasedort
i ntroducneiloondiacn dt hae me f ol | owedl dbdyi ¢ hr ee sol
t hemeand an neen doidm ggemse Tthheior tmye as uruesse sl cang and
standa@asong tfheemeat sJhoksosali enpddBDirset
haacfhor us &adohe,ygi wint mhga [ hfi vea yst dtl éor dor Iy ém

BsectiGinL | ¢edpi ¢ eseecsestriadoms tdnecompl et e chorus.

!'Stitt, interview by Felix Grant. The solo
2fiDi zzy Gil |l es@Tlihee Driesccoorgdrianpghyal so cont ai ns
respdospe :bbpmsa k|l oTorke aJ amwozp .Di scography Pro
Gi l Ful |l eire amgl WGoddleispt s on the session. TI
additional Voi ces; as with other versions

of the band. Alice Roberts is also listed

on a different song.
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iCop B@BmaiSH i n t heajkery aofd Bis a contraf a
George GemgphhvwlinGotn RhAye hmi.idap Bap
SBBaouse confilenGoito oRaliyotridmc hamgesd i bat t he
wher € Sgdltddhbegi mo®t. Here the harmony di ff
subdomi nahma jkoery boeff oEr €ma jdaduln e iASignc& 0 OB .
Thmusicoalt St GODfp BBmosShi ® quite di fferen
fromahiesafrs oliot h Brlail®ebhdw, 98t&Gt 8aimp,
st oooudompared with thoswadudteohitsh eb gmrdkemsatnecse. o
mo d enrurs ifceaalt ud @R glg-Mk the ,hlairmeosni ¢, pamdci si on

understated approdadi@op oBBmmdiolh| stahledd ect i on

cont aies e ft gpteSsa ledi.s tcsh aprlaachheelroips tsitcyl e: |1 ong
stretchesmootfi*t osmoer pdwitsoenes t hanragiadl on downb
A corttfeafsmew mel ody composed upon the chor
exi stioOwepBselwep2 76 .

“l'n bebop piano andaherof pémymomge mehloai etst
and normally includeoMoey bebopgwi ol pl ghe
[pl ay i n] -nloednegmi neait gelwd WwehBslsemE .3 7, 247.

*fiMl uch of the improvised music created by
on the practice of disguising essential ch
them with noanlecsrs®@Riteameas d nd. Lawn and Jef fr
Jazz: TheoryyVamdNWwPysa,ctCAhA:e Al fred Publishing
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sixt-eenehthoeds outlined tamodufghequeéemptl et s al
of chromatic ornafmemtlisi @amdofpaslBomty, tneaepesat
expressive tecwomalsi®ihfgedticn,essolwds ch are subt
do notSirrepeeadacht bdbe efcsoantSatiietst, no | onger
stands out for,bd priesfclbeacntdsmad ermsatdaerrtn tsot y | e

fint sh

o
2N
vy)

<

using traditionalupldaesbmgesteal eagwahd
ing their | anguage in chromatic disso
ng of ove heggBuoxn,t h hef 2B8& b op

exampl es of etahsreadmanteil co dancd ftirgiupr es ¢ o mm
Obve n &1 B5.

BBmoSsh frequently cited in the jazz |
bebop recording. PiDodwm gfeirr $Gti | béehudp er
recor diondg eirntyrooudnugc entu sidavangotio the s
oOlB@boofp@MHe put on a record, Sonny Stitt
Siadde WwWasmdhuams t hi@opt B@8m mvh s

. They had gonceulftruorne @tnoe adneoct ahdeer
titinPopf BBmedErEéeosdi ngscat symbol
pnenc ingi cal | vy, a rhythmic figure as:
rke. Glio |Bee2pbe AmMtd &Bthrs&mghi e Pepj
Li fe: The St drNyew fYoAkt BPapLampo Press, 1994)
Chapter 20, emphasis i mMHeani iMehdlha¥Y&bmhapiro

~N=— 0
'@ TTo o

- =0

- = _

o=
2 émomc

:TO“:T_-O

O SO

o
®
o
o
°
0o -

OSSO @0
-
Ol B

i ¢}

—ex(-D._
o &
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DoubleTime Rhythm

One of the moroefiOs pr BBmwmG & fusek ur e s
doubli eme r hyt hnmot eSi xhtperaesetesmt i n every sol o,
StGbune to the relatively brPsskteemesd ( 150+
go ghuyi akldysaadk tuo vi Thegsiaceebilnesmeexécuect ed
way whil e eifi@op hB@mateesndi nt o | ay back in the
sixXxteenth notes are played more aggressive
accent s.

A good ekadplimeer hipuhoh B$ tolhe tthegi nni ng
recofsckeceexgmpbel)dcw!l | owing a | eisurely horn i
pianist At mslaa-gdmpebbMleobd gulmex peacndedl! vy

contratshe i & Wwandtiengr heyitgth@thb ¢ & mpdfes e .

During the three solos, tempos range from
mi nut e.

YThei xteenth notes begin suddenly, continu
stopping cleanly on the downbeat two measu
simil ake BppBbaRth (see below). The suddenne
si xt-eenéehfiguaes in the pie
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dou-bli eme 1 mgtl hmiex tteheen e hf ogonddMs htt Backson

and Dizzy Gillespie solos.

ExambpO el ntr ofiDoet iBdBm oiSdh

Li ke GiSltli e dipxideeeattavi ce | (Expmtehanadl o
Exambp?2 ebpBoteix amplaepspr oxt mat emkegsanmatrse | ong
pl ayadsismwgelegpt Howntg nroetsebss borrtefak muApy t h m.
withe nda@ag siolbo(ErbampDP e GStsittxteenth notes ¢
clean and rhyhdmiicaulul gt ecessipsn eedind y, No

resulting i namaesar ypidti slteg nteldatand di sti ngu

1'Mi | t Jsa cskisxotpeteen tfhi gur el cii@ 2lhe thhear d at
recording. sGillol eomitea-n otse t wiogsi s eemhédy can
1:1®26 @6d: 125 The firstés offi gsgurld sipd ea f ul | sev
| ong, hamwd iasnds Eixamphpdssbel omw.
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Ex gprhlel St iutste of sibpeB@BRoBAt es in

Exambp2 eSst iutste of siObpeBBmBRt es i n

Sttt si xntoeteenggbha e s dled amley beginning and ¢
points. They befgindorsi kheehtamelhdaed of bea
neatly on®?3Theoptaldedaessgaltosfer viesi nfoor ce
t hseohgr m. Thegiudelrstat bd begi dnisMg omf t he so
f o-me a ssugrnee;h h e sfeicgbuardel s squarely on the | ast

of thei ker hhai g Stnidt tJ aecrwcssd bhuitbd eshoyltoh m

2?’Starting a phrase on the first or third s
starting on ftbaershcengteenth note, since i
pul se and is I|Iikely to coincide with notes
i BEx gprmlek nElx amp®2aed on the first sixteenth not
three, respectivel y.
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| n shiixst-eehegur ®tsi at pploaoceesnced accent on
not e of -neovgeeroyu pffihgeagrc c e nd ssp eaaieal liyhips omi nent
secbndurwdsieems wo epedrey®ehe acoeht saue
through theearcthi ,fleglperegt muonkeanmngss | @efaps
direaenmotoens-md dt sni gchtalt e r vaicscee nkh B2htleo & 8 €

G4,Cs5, @&mnidExampdel)bw

leaps and changes of
direction off the beat
remain unaccented

(unaccented)
(unaccented) off-beat (unaccented)

(1:41) B> oft"ibcal F7 v Bb olfibcat

[ persistent accents on the beat |

Examp3Aecentuation of &GSGiOrpeBdBmiShlodbes i n St

At t he safe stiixme,e n$ thin thio fiotme otddigiyed
be¥tn this respectiopt BBmaisEsn dimmateed i ke hi s
whose snxteefnitéghuriese aéasoly and aggressively

beat .

B¥Speci fGhcrmedsyur e 1, Chena.t 12,, bn.diden.2n2;, 2) ; an
b. 2, n. 2).

“Notes fomadtacger eps laiyghit | y ahead o0fJ.the cente
Ri chard Dunscomb adaadzWPkEOBgoby: BfThke, Ja , E
Handbook and R¥amuNMwys,Gul®A:e | Alsfhri ng, 20 ),
219.

N N

4
0
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Certasiperct & ofi xi$Bdteteentt @lraety i omaqgds wi t h one
anotHhehreasper eansehagekcaents ,pavthtiecrhn suggest s
contrAtl t hehipshmeputsidenbeh ead of woienbeat
St t sug gleasd tsal ankd of contr ol

This it® trleosedt cdnponebha yaisn giLe lkle.
hissi xt e e nSttls tneoitgehst he ndbd wrsbeat heavy and tenc
front oHowéaerlbilkasd Xt e e nStitisangmetase not
al wagsentedi n nf(gEresampb4 ebeTlheay Is av

greater dyaratdeincd uvsabr il eetsys

Ebmaj7

I

?;' ! "-?;W _E E

3

L 3

Exambp4d eAccentuati on G&GOoep BHBEhasmodtoes i n Stit

This approach to eighth nodot&sitan be he
sol o. St istotl obemjitrhs thhirsee measures of eighth
ei ght h amdtsei Xtseeeprn tatbTohvreoughout the | ine, S

accenctosnscencuti ve strong beats (beats one an
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breaks this pasytrecop atnecd@w@témt 2n bB. 3,

n. 2) following a | eap of a major sixth.

Approachego PhrasingStitt and Gillespie

ComparindgsiStl tetsspeiseoxt @ edbdr h agpect s
Stephr aisndnegepecus.

Cons,fder i ndlteemg es-ngt egiant 6Gi & | sepode
(Exampp ebpTlofeM gius ei mpirne dpsaicvaal ste® wd n
me aslueregh hec h dntlabreec @amdfnars | omager od h&n i tt
mel odi.Gi limepii gumb siopont ai nsarmpaiursgegs, ch

rhyt hmi,c amadl uaens unexpected ending on the se

t hree.
Gillespie begiohse higusiexbeeatdownbeat, bu
on beat two, only toThesumer tpssesédans amae

effective by the high regpsesr Gheéel begipBni
breaks t hBs(foirgurreandmproasmpetE® ra Bhhiiggh i s quit e
hi gh, espeemoavlilnygg flornea fGisltl espi e then resu
pl aDsagain on the fourth sixteenth note of
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Exambb eGi Il el sopnige-nsad txet epeii@iodps eB @@ oS h

By contdgasi xnnddteantfhi gur es are both two me
Unl i ke Gidl éspgue gs Ithiye theplireeachi Isen.d They consi
al most entirely of uninterrupted sixteenth

solidly onMExamidingg beat s

continuous 16th notes, no breaks
(1 4 1) strong beat » strong beat

[notes consistently land ahead of the beat]

Exampé eCl arity andodiOpmrpe Bidaodsm!| ion St i tt

Thsedi f f ebeecncmes more pronoutnhhbhedr when cons

approazdhesntwabiengmoumei pdlaGemdEesngspi e
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|l ong s-ngtegaltovimec cent s are wthepredposabl en
c h a nwgi etshmetl hoedoinct a ulrei wé , i twhalcthes. Because of
Gill&espheasing is asymmetric and does not
Il n addiwhiidmedt Gsi keseneh notes push ahead of
notes | ay back consi der amd yt, b etswéden nrghytnhr
l evel s.

Stdaitght h amd tsei AHfianeemsd iBftrfedmesntst ent |y
pl azesent s desphéeénelcanatn,gnmeesl ocdai nct Tohuirs.
approbacéacc aretindtoinoog € fggaomds i todymeo te f
asymmétunte gul ar anWh ermre fidcetsedbdaro.nt r ast bet we
rhyt hmi ¢ nl &Y lt Sy inSotgst ei ght h andodgihxt eent h n
push ahead heef fiestdes ebreaaltl,s a mg.h & ns C

Onkeinal i mporbteatnite edni fGielrieenscpeobehned nd St i tt
clarity afndt lpehinda drd@stisepa gex t-e ep bk hasmeot es
are ghosted, squeezed out, and pressed tog
one anoarherdiafnfdi cuHowe e BE Sifilssgae Nt h
notes are evenly spdcecadidauydatrauliactaerbleys ar t i cu

areeasydeatify
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Thdsffercdmaoddaimonstrathbhd mbddotgansng
appachestteogrounpte placement b uadcacne nbteuat i on.
heard evaemprn omadlhes rt an@iel.d ifesstparedaatrdgye s
regs stheepladiypsmt diitghhee gtiodt éan s .0 nBherssurhd rst
i phr asesuvnidlach,pr e di catrmadbdliefef i culAgation,f ol | ow
Sttt approach il tqub upghhr e ERI@Iiyd mtnJtei t t
| argebyds t he hi ghodsithn sshda riceemreasnts ittoinoenss
bet weeegisd rea sg rfalrchi asl Iryesul tasnd nc lae asrnmeorot her

mel odic |line that i s easier to foll ow.

Phrase Construction

Whi Stegsdappr oac be h bnuoapt B aocneamadott e gr oupi ng
i's consistent htidsp pruagpodua t anoi nss tsroulcot,i on i S mao

var.i ed

Tle vast maforsiotlyo dfs Striatvter sed in mel odic
thirds. The AiMfBE{censelt b pianhglkys, an interval
a minor sixth, sl i @ghtslojRenaadrge S&sir,ow utntpan S
GTs) .
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Thfop B&8mosSdl o contains six musical st a
l ength thatmeaduraerg@rsesugiougs. | n his first
plays a long musical st at(eneeihgsrhfodltl)owed by
I n his second eight measdiosdofBhHisti shange
adepaftd®métear| iReadyg| odeahiacdinutmpi ns four
musical oeft asiemelnas | engt h.

The difpadrasaediomgge sdlsange from four t ¢
measures as the dedfuaem!| tppahm ér foahtgiithti t . Thi s
phr asned he wodcshoilso h@2+4+2), whdashurceut acros
gr oupliired s.o0 tdhuee ploacemseniwvi ohi pheash sol o ha
hal ves of his solo, Stiatobedndfeathhe fir st
first measdusr en,i sandin rlidédattf @t & @enadi g h tnha |
me asiTTrei.s reinforces the pre®tx@tsphmagsesong f

|l engt hsi maclk twat h.

"' mm1i8The statements are -aoahgallfy measwer,es wo
|l ong, not including rests.

Bmmoil16The statements are roughly two, four,
fewer rests.

¥The first half begi nse afiadahf .anT hhen asca usn & o
begins beathefobhe. Notes thalto bend bl vest
three, a strong beat.
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St t phr 80x0egps Bi@mofSal | I snit o & eEnergecer | e s :
ornament-rapken ghb-ihn e b e c t-neadp keri agshet shd
si xheepkr alsheee hr ee ki nds of phrases are use
with ornameopedaseghmbst frequentl y.
Beyonbawkhidisgohiowma8B8e@hphrases do not app
be hematied alt Rggr adesshmvkear mel odies and | ar
bet wee(ExtampeFor thiSstGpédasioesot fl ow
toget weom naghteed kRae hayeex peri enced as i ndividu

uni ts,Gasodl 8t i d¢cod lhleeaa tdi @asnaof n tsreagsdt 0 ahtige

l'i nes
(1:34) ‘ c])sr’fan;cntcd mghtkg;otcs | Cm? F7 .

f) | 3 |

L3
! : ——

D ] N i— S— |
g b - "—'bil'\’ o
14 sixteenth notes A

Exambp?T eT h edmastciocnitni 1i8iQictipyt BBm osSd | o

2That is, there is a gap between the | ast
the following phrae¢ weEhi @2 petrérevcal fiourgap
sixth in most cases.
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One nexaklp&icamns at of h&t mEd@ompi

Examp8ve dpoi nd eDOBPI BBmMS h

The | ast nteio&Gttihal|l &l a semitone awse
first not ehadlfs)t(hdBexawsred of this, the phras
are heard as a connected whole, with the s
st @pDTsal so reinforces the so¥lhg showuwdture, a

progression cowoné¢briskedg e .bri dge t

Harmony

St&EMbp BBmosShl o i s charhicglerd egrde é yo f
har mancoaf€Choyd tones f alolnnercasiigoeayg obleat &,

tones by herigzoerpbalapfi@gpingal deapg (e.g., b

2’The mel odCs-DTsno Fx, BTm s adimotnoni ¢ (TBut bl uesy)
Stitt plB&wysoanboeiscl ater, but C&.heAn moves a
strolngmo2ti on finally occufF3BTattwithe) eatd toHe
the sol®l 6()mm.
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arpedgdiies) .approach to Hhseramd ol déRveaepd ys,een i n S

Set, oliOop. BBmwShextdrmabspr oa¢c¢hmhoduci ng

chromaticcpnbhehhiessngddt ones in new and inte
| Examp®Sd i t t tiasr gthtoewstgh e a@\v egr y chord of

aphr@see the notes marked with an asteri sk

* * * * *
(1:34) g, 3 G7 Cm? Fr Bb7 E>
H T - e - ,:b.#hﬁ T e—— k
I -ﬂ hlﬁ—_l‘ j 1 jiﬂ ; o e ® ]
o . ® = gl iﬂ;:l - |

Exambh9 eSst ittatr get i mMgop fBB@MEMs on

Stdtthirds | and on consecutive strong b
in the harmony. Stitt connects these pitch
approach fromhehpr sei en&h cpblba ydG'n(G8ecev eSrt i t t
anzBT)?and a chromatic a@®BpBg&ch from bel ow
BT’ZEl . 6Sttiatgeting of bbéaks i ecpasistenon

onédwhemi si ng tthhRée hbir dt, § lmof B2

221 n jazz educati é@n rtelsiod uitd okinowreead oa #®&xan
CokErements of the Jazz Lang@®™ai@eanifior t he D
CPP/ Bel wilm25.1991) ,
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| n addtidari gelt iitSadgjist, t al so uses pitch and r

interestEkagdpWway

16th notes +

(l :34) Bb G7 16th-note triplet Cm? F7 _ 8thnotes Bb7 16th-note triplet Eb
3 + 8th notes + 8th notes
I ——— =", hﬁ — ]
h T g gl — ] 1T

jbd_—ﬁiiﬁ._—}_; = ]

| g
3-5-7-9 3-5-7-9 3-5-7-9 3

ExampOSe &t use of mel odic @og BB@mtxismi ¢ cont o

I n this phrase, each complete measure b
gesture: -7 wpwardd a3lie gpgiid) hmmaddi ti on,
each complete measure ends with a similar r
si xXteent hnot e srilxyttghermtohn beat three, foll owe

( mm.11 3b,b314)Due to these characteristics, the

mel odic and rhythmic contour, rising stead
and falling sharply in the second.
Chromaticism

|l addi tiitosar moni ¢ pGAOoips iBdBm osSHT ot 1 s
char act edreivzeeldo ppeyd ac hr omati ¢ vossabat bargr Con

sol 6Redandy, SDthter eJump,an increased use of chi
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embel | idnnlbhémt ® passing tones, ned ghbor ton
as wallkteasationstiws odnfdodwmi mandt nse@aventh cho
Chr omatciamnif smnd t hhsewlgd,o uit hdleu dion @

openkExgmi)l e

(1:19) Fm’ By , BRI

Examdpil eSst iutste of ¢ AoopmaBt@@EdSshm i n

Thephrabkbevse densely packed with chromatic
chromati @mogiexteempti mts (m. 1, bs.te3p , a desc
moti oMTftmMd&ufmm. 1, b. 3 to m. 2, b. 1), and
b b3i4 ¥3.

Steditxt-eehebesntaadidn teixamgplf eshr omati ci s m.

Stitt puasretsdeovdes ec hr bmmeét € oftihgweree ti mes i n tw

2Chromatic pitches arlen itnhiii Tadxeamal ¢ & an a
refers to pidichtecAmajattio,aEsei nREGeBT’'t he chor ds
ETdal | bel ongT tMli)t.hat key (E
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di ffer&@he kceognssrissda sc eorft ed c¢chr omatoine | ower n
ana descneinntorri @t | owed dyshkifphepwaghown i n

Exampie l2bw

Gm’ (or C7) Cm’ (orF7)
- I 1 m:‘

Examp2 eFnotee f i gaurso@op iSB@BH ™S h

I n the comtealtopoft e ittitgur e ddan hbe 1 nt e
5310f ‘@hof @7-andfcmoMuiasr nhofnliecx ii Isi luistey u l
when pl aiy¥-Ingp roovgerre ssh e ns a menhmedea mhilfci t
mul tiple chords

Stuseées thiat filkeaisbanldobdefOtb tissse c ond
sixt-eene8tphetcasa-vet e guvreBTmaj or chord
ExampReFbat keeet faoddwoew addssltitagpear s t o
t oglge tew@samH,wh iaBBFBTc hoprrdogr ies s o dml itnheed

bass.

To view the fiBwugprhledimoweon(itr.xtl, sk.e 3; m. :
Exampdbel ow.
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(five-note figure) F
(sax) Bb Cm or F7 Bb — J‘—EE?__] F

| 1HEA
| 1HER

Exampld eSst iutste -0nd6t a fAOgpr & B@mmnS h

Thehr omawied e gaulraelol owsc ®&ntit ol ttohe descent
hilsi.Bentcheei r st a nodf |tahse r feniogiuedegni ¢ waete apa
(FRz F4),Sti stabla&®& dstomipha@pofwi t hout ending in a
regifgtoenr wher & hh 8 seff artuebd ek a yw hnedr, e
compar ed gwothe Pt awyceagas maeguinbeadspanmr e

makicmgt velr t o tead s esrptaiceel

Bluesinflection

At the start of t hebrsealsndt theal faromo riics
precwsiluneasnf | leicEeamdl Tehlei anteandg oonutt he
res$t@mstfall m. addihamomonioc idttsH enclleidme 8 st
target comorsd rtéonmgssbemapef G6F eegbddand
chromati cios ma nmeinit g9¢ @ natnhd nboetheesuf r &st i t t

phr aassxsadboeed
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1:32) B Gm’ Cw? ¥
(

9

Ex amp4aBd uviemsf | ect e ds |siofi®o pinB @& S ht

St t bd né $sleicataends itswdbe scfemalli osdpigcme nt s
begi omi mg bi uldl sevdent h, .$teisptechewveds yi nt o t he
t hird,a gddicreg note fromHee laddsdsf or greater e
pronouncédhei en@tootftqetdhret é m. n8.t eb. 3)

Thiel wensf | leichnedi s short, kkeemeftbeetive. B
hi ghetrdn tehnadh of t he pacenwnewatss pthhrlemistewo Shaltwes
sofadditi omedilryniamdpewitbhad heac htomaln t one,
Stmat ks t heotbessochmadu rhdall6fy i nct €rami fthengirst
the form.

Ac | olsceak hbeetgi miBitsgahontanoather haspect of
pl awitnJté&t openi,ngwlpiadia seesheec t ip © Ese @8 A
foring, r e mairrkiatbdeg etcd i o nE xnaenmpdsdeyahbvst h

phrasnegparall el

The phrase is Bxaomm$ eéanb ocvoen.t e xt i n
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Stitt sol .
E1:119)S0 ) o By Ebmaj7
|

© (melody) |
(0:31)

Examph eSstsiol o and bri0Odgpe Bi@mlosty i n

Whitl ree phhawe edi f f erdetnrte piatncshe claenvee | osr
t hird i nottehreviarl neeplaordti ¢ contour 1is nearly id
al so striki@®glopesi migl pirrhayStei iitsc ismm pfeacsteta o f
section melody, differing only by the incl:
sixt-eenehtriplet. These similarities sugge

iCop B@Bmmd&dl ody in his solo.

Timbre

Onkti makifceamlto di StBssaxcephodready,
Set, 03 udwpd usntdo odli toumocarse comor el $ et | y
i nfl,ecatnedd | ess o uttiwanm dtl lylo @&mxdpmideiodsd s/ B o p
SBamwmt Fei mhual arsat g d sSeedBttanemai ns tightly

controlled andl epaomamsuynd affé exso ed.
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not i ctadEbtl teasn@cd ynost t o t hedgprod ndv erf rh@amre hne
restrained.

The differtehheaw®t bet ovedsieragedst cl early by
contrats@timagx esphio@opn BBmoBiht h t he saxophone
soddumimReady, 9%€The Jsuianpophone section sound
warmwith promi fmeud#naimbcBayt ecrognegd@s aass b)) oSt i tt
tonedgisewi th few inflections, sparing vibra

rarge.

Conclusion
SonnysiQopt BBmosSh!| @am mpr epsesrifvoer mance by a

mat uy o mnggs i.ci @Gonmp a 6 edd aviwohglk &Oop Bop

®For exampl esd pendeo d@dmm SBBmaBiht h t he
section playing OWhiO:52En)d pteme nlgr imed ® dgf t he
choft s 10X Ready, Det, Jump.

At | a@matstofp the difference in tone may be
recordi nghiReangi t Beas . Jauanpr ded with a big b:
a | ive auibiGoepn cBeBm msrhisl ¢ ecor ded with a small
cl osed professional studio. The-|latter see
defined horns, &mdand dcérowerd, ITdhes er aver mal so
di fferences in the arr@iRgadgnt ol o Juept wo
occurs over blaring t &dloppe tB@Bmaskhd rooumsds, w
accompanied by the rhytihmplsiecdtiiomnsal fomre.v dl
and timbre: when the backgrounds are | oude
play | ouder to be heard.



SiBaosol Sur emooleeanmder e viTrhteu csail 0 i s
evi denncaet upfemgonahi st gt gl e i spearxtpircewslsaerd t hr
musi cal:rapatdumeosttcermtriases, an advanced chr
regul ar acceant ubaoigit dibce play tt e minse h eedt e
Spacandra , -isnufbltdayt emghone tone.

iCop B@BmoBas r ecor dheadd abfeteenr |Sitviitntg and
perfoamomg bebop pioneer slfhdiicr rnesfalirdcyt edvo vy ¢
numer ou sf erautsuhrceasutghsen.lLibek h mosfe hi s bandmates,
St t scodnotfagantsur es charactleongtstcrefchedebdbp
stepwi sdombi mayt himri pl et arpeggios, freque
chromatici sm, amdhsdlsaredhttbagnd et thaetat .

The presence oft roingdent e atnbteeersn&tlsitzte dhad
t hNeew Ysotryklled 46yfiReady, Deéecoddeg tewo, year s ea
Ststoofiromthi sakamdmdatr.easdPd @ayB Bn 08 ke
fitcsomfnorSttégsfiltyency anidhb lpiremfuiscdiceancyl anguage
speaks to the value of joining aisommunity
a marked i mprovement.over his earlier 1944

Des pistee itnhper BSu &iDbmpt SB B oShi 98 e

as an extension of hiagd dearhlritanrMasntdyy loen, irtat h
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t hset yl i stdics d & s d0ebidt éHcbromroen i ¢ @lreear satotngc k
sparing vibr atloop barnddhepse nemd nadnafrsetr r ong beat ¢
presenbboi®bp BBmosShd iRehaedy, Bwxdl,osl.ump
Furt hetrwoovree agohl ngide ss olf 00 $ptdiddatn intgy and
considcareen cpyr e sreendori chi rogps h

Thel ari ty and @oanssbitsot epnlcayy iervge nihsenobser va
aspects of his solo more colnBnamtlty associ at
dou-bli eme pfloary iinmgs tc & ncgaenftc doliep r heag glihtea r
hi gh SpEt&i xt eeretvle nd oyt esgpraicsepdl yanedrtth cul at ed
clrda vi si ons benwacicemtidsBmomt and beginning
and endhpoi nesofor me the

Ste@tapproach talaeabremaensi sm .n§ his ear
Chr omati c tion é&8Oioapt oBBidB@mosSd| o. These tones de
and el abor-adte hppuBies s ht hem t d hae familiar
consitatrgeft i agor d tones on strong beats.

Thop BBmosSbdl o i s RtvEnmdiesrn cealofpr ogress in
mi-H9408 .t he vy elaerasy iHieegh we & nCar dcshhaassido iani n g

groupsDilzaly bGi | | espi e, Stidtewmfhreomed as a
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modern experiments of the Noeew tYsordkf bheibso pgven
musical style.

Now s hwglfiesattoufa éshii-t X &6 op bayiarvgeg been
identiitfiiesd,ti me to turn to t hemenupdrci wd. Cha
An anal ys& sr et o Pwielléevsedalilizdra touf r ést i t t
devel oping styl e w®muws aadds op rporsei sgebntt iinnt oP atrhke

nat uremosi cal relationship.
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CHAPTERXI

MUSICALANALYSI S OF CHARLIE PARKEROGS SOLO
ARED CROSSO

Introduction

The third and final solo anad yzed in th
fiRed ®@aros®emposition recorded with guitarist
15, 19%44iiom & oge Savoy Records.

As mentioned ear IfiRed @sn® sshiiosn cchoaipntceird e st
with major ckhangesern RhAt&eryears of perfo
ensembli gs bands | ed by Jay McShann, Ear | Hi
Par kerwobrekgianng pri marily in smal?Téae groups o

fiRed Os®ssi on came at the begi@®@nf hgsbf this

lWoi d€tlarl i e BOrker

2iUpon | eaving the Eckstine beé&redc,onBlird soug
Street]; his earliest gigs We4dBRaonkerh Ben W
fibecame acquainted witmdCrydg Hhrs andeTi an
on tofRedcodM th the&mrdKocUd4Buite
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recording session after | eaving the Billy
beginninfoaf iaornaefarioom si derman into solo art

ThiRed Os®ssion is Iiwmperaraeretr forPawbemadd
reasons:

First, it mar-lkeng hperindd odumri y@ awhi ch P:
recorfiRedT0s ®ssi on &abki Par keeeoddlelnegd s
Redcross discs, a set of i mpromptu private
tenor s@Axophone.

ThfiRed Oso®sw®iasn al g0 fPiarrskterst udi o recor di |
year s. Bet ween 1942 and 1944s tweatAmer i can
stri ke, preventing union musi ¢ii &kmes from ma

most professional jazz musicians in the Un

fiCharlie Park@heDisaogiapbp. was compl ete b
when Parker recorded his first session as
 andmar k beifikop &wleicoh di & Caanpatl eyrz eXdl M n

“The similarity between these two titles i :
Bob Redcross, wh® whauBiély &ocdsaiihei end t
many ot her mu< ihairdns. RWgikddeOca3kMr GaBy Gihreel | ,
Musamrd Life of( Haill ILye obhaksdt iBbeoks, 2013), Go
editi oldswi 6igt,t er3Bap
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and awafsect ed @Ry dt hOava®etsr &fkier.st recording ses
aftersthi ke ended and his fi’rst commerci al
SecoiRedd OCcaptsures cruci@®@l mobangksstpl Par
Between 1942 @Gndakx9phonkRapkayi fPumatured c
to the recording sgtersi knee,r eh coweoVr @ hye dtohceusnee nct he
iRed OGs®ssi on was the fi rsditeve emddtoenrat o capt
commer ci al readbesdphgrnmadattteirryg .aPtarlkeenrgt h, as
was asdkmpd @tvisve @apbeEer t hoensse, rjeaazsz schol ar s
consiRéddr Croslse a mi l@smaeecah BavkEopment ,
1944 as the beginning®of his mature musica
The timing of the recording session is

fiRed Owassr ecSepdteedmbienr 1944. This date i s ol

*Woi d€blasPlaireke®95, 103.

*Parkkeearly mma4kedwdbiyea stunning pace of g
of discovery, oan dn eawl rbadrdea sa plpoe2t.i t e f
"Between 1942RacddCtea®esil®dm,4 the ondy exampl e

saxophone playing that survive are from sc
(@harlie Parkér Discography

EWoi d€blayr !l ie RaABker

ThiRed s esdSrieopnr es erist]s I[oPmageksetr exposure on
prior to his own fi oBti e@l && yhjey Bideldn mont h

Yy that 1944 r ecads dc hdaartaec t entoisstt iocf nPuasrikecea |
wer e i n pl%d4de,a ngadka dn gs tla r tmiart @mruyssoii cnatl f or  hi s
peroVod.d€blay |l i ¢ RPaAaBkeCOwens 6 Pabker,
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Stdt August 19 4Rle adky,o r&witn,dy Jahmgp Ti ny Br adsha
Orchestra, and within months of Stitt | eav
York City. BecausefRtehoXa fdaeres aageéi mpsel o ¢
Par&kesaxophone playing as Stitt would have
provides a point of reference for understa

critics comparing-19t4i0tst. t o Parker in the m

Recording and Compodifi

ARed Crosso was recorded with a small g
ATi nyo Grimes. T6Gei mpesupncobesostedi par and
on alto saxophone, Clyde Hart on piano, Ji
iDodWe st o n!Tobrgweatrs .t hree cgorroduepd f our pieces: tw

features for Grimes ahfiRetd woOwammse roufmetniteal n

BACharlie Parker Discography.
21 pid. The otherfd ecordadsplLecves Yover dust t
(vodRd manceuW FEdnaorccadil)i ,@eyahedfip m st rument al ) .

As originally conceived, the session was i
withi heer ument al €Bos[isdeersv i onfgo@ahse] trtechcdohr el s .
Par&eprominence iwejazzhédiisn®ryumbadoiwwal s ha\

more widelyYRoandWwnyd&KB8aohte
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t wo i nstr umehnet apli encuembwearss .composedobwbParker
beifinge first caoopypgbtadiundér@kes hamad'd e
Li ke AReady, Set, Jumpo and AOop Bop Sh
a short introduction and an opening melodic statement, followed by three solos
and a closing melodic statement. Thesicalarrangement is simple: aside from a
four-measure introduction, the piece consists entirely of repetitions through the
AABA form, with no interludes, codas, solo backgrounds, or variations to the basic
song structure. fARed COdaoampO Beadf aO®voer Bopan
ShéBam, 0 with a tempo slightly over 200 be
speed is less noticeable during the melodic theme, but becomes obvious in the
solo section, parti ctme@ayilgy during Parker os
Like the othertwp i eces di scussed in this chapter
model ed after the composition ftwo Got Rhyth
measures long, iraBA form, and in the key of Bmajor.B sections use a
standard cycle of dominant seventh chordsVilitlI-V), while A sections are

nonstandard (during the melody chorus), featuring simplified harmonies in the

BWwoi d€blarl ie Barker
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first half and rising chromatically from™o BYin the second halft During
solosaAsection harmonies are c¢closefewto standar

important differences that are discussed béefow.

Musical Maturity

What follows is a detailed @&@nalysis of
iRed Oswolse. At the outset of this analysi s,
highlight one @fontsipe ca@lus: fietag umat uri ty. Ac
Woi dec&haracterizatiRed @Gfobkdiisspemowomg, the
iParg&efirst expressi oméTifs madduuaiitityyeantd mas
t hr outghseo laimd s e t6s pRarf kagraa wowes & AR e d

Cr @bandmates.

14 In the first four measures of thesection, the bass outlines @ Biajor chord,
and the piano and guitar do not provide chordal accompaniifieistis a
simplification of the standard @Al Got Rhyt

harmonic rhythm by replacing the original chorB3{G’ | C™’-F’) with staticBT

harmony.
BHart and 6ol mesfoil | Gwt soRihyaulwmd , but Par ke
solo differs. aAPect ngn&sh es{ol iPdd:4&KChtew o

chordal i nstr umenttosn aoluittlyi nien al igeeun eorfi ct hBe st
Thi s haast iroannsi ffiocr iGkwteopoeandgi Padkecussed
¥ pid., 103. Woideck usesBtmusi expression
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Par&ematurity manifests in two main way
devel oped i mprovi satti oanmd vsitrytlueg s iacn de x2e) c uctoi
fifdvanced i mprooei se@vieahald $shy oaghesopli st i c
rhyt hhmnyh,arand phrid/s et oomiss o eefxdericsutioo nt h e
fluid, polished, and engagingtway that the
reveal ed threoswghgPhe&ky saxophone tone, an

These Imuaspipcraoaches and features are disc

sections that foll ow.
Rhythm
Pard& eerheo r u'éi ssodroi mmi ng with rhythmic id

jazz soloi sfRamKen huisepesgwionlg ei ghth notes
foundatioght Aiheseegse are then broken up and
ot her kinds of r-hgtémphAmsdshi BRaekghthncl u
sixt-eenéehornaments, fast flurries of notes

and dtoiurhd es EEgxmemddp = (

“The complete s01id0 @@nthe heazmod datng.
¥The importance of swing iesgbathl noé@si nnLa
and Hellalznmer ,Theor,y labnld. Pr acti ce
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(0245) Cm? F7 Bb? 16th-note triplet Eb l6th-note A },7

—3— ornament
J
|
O]
4 16th-note
ornament
Bb Gm’
H 1
ANGY 4 | I i 1 ot 1T — d | - ]
[ 4 - - L 8th-note - .
7 [np[e[ successive notes
on off-beats
Bb 3 Gm’ Cm’ F7

ot bl
il ﬁlhs 16th-note 1

triplet ong l6th-note line

Exampb ePdr krehryt hmi dRe dd e@ssolsan hi s

The example above shows Parker mixing e
together over theChangese iof mhwyntehmeaswalse:
frequent and abrupt, occurring on average
without war saehgensgWhriel euntehxepect ed, Par ker ex
smoothly that boundaries between rhythmic
The effect Iis a fluid and unpredictable rh

Par&eapprbptchmt ot and sc oonupta reevde nwimohr et hos e
hilRed OChbhamsdmat es. BWhaiplpe oRaacrhk éro r hyt hm i s wu

those of Clyde Hart andEXTam@lyeGri mes are f a
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(Parker)
O 1(0:59) —— — P ———— - 3

) D7- = o = I e

e (2:12)
(Grimes)

ExamRl7e Parker, Hart, and GRedhe6?s®bso0 on t he

Ex ameldehows t he firstesfexuri ome adureas ho fs otl
i n par alksl eplh.r aPsaer k(etrhe upper most staff) i s a
rhythmically | oose, hmhamufdlmicd alalngd &d Vv arecse d
phrases are rhythmically far simpler, cons
eighth notes. Li k@& Ppalrakyeirn g Haerftl eacntds Gar i nmoedse
conception, mak-i npgeuseabt -s{(theapr twchisorhoanda thiaclif
(Grimes). The effect is heavier and | ess

Par&efl uid performance over the same four

YFoll owing standard notational convention,
the bottom staff) are written one octave h
2The virtuosityodf btethepmplaraandg rmhaym the pri
i's obvious on the recording. Besides it
tains wide intervals, f-teqeepthschgerges
s phrase is disebkscsed Sudbddatitdreer omelt aw.l
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Swing Feel and Note Placement

The effecti GBEReeas s0s mils eR@tr k amil sy
rhyt hmi cabdraw ,t hase 1 deas are executed. Al
executi o t®mPmsglsevi ng feel and note placem
Il n iRed OGsolsa, Parker plays with a deep ¢
feel . Ei ght ht hheehe s apt a ¢ eldoeragnd ry daunrda thiaovres .
Thomleacaedhheed t arrive | ate and have greater
charact er i-nsottiec sowi nedibgunnt hg ésiFBeada k@srols
they are exaggerated, resulting in a I|ivel
Paker also increases the effectiveness
varying the placement of his eighth notes.
Parker pushes his eighth notes forward or
These changefrageesuptobktandoccurring seve.

single phrase.

2’The difference between the position and i
beat 1 s one of the defini ng Eshsaernmtciteelrs safi c
Jazz Theolry 1 (Van Nuws, 20A7:6)Al fdrred Publ i st
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Examp&eows a typicadkd chahgmmg eef gRaahker
pl acementbe®ian&kewith a burst béfooéees. He

Speedp nggai n.

(0:45) - , R TI— .
m F Bb7  slight pull back Eb Ab7 Bb Gm’
%b—um—!‘_ x —3— T e | ]
u% @ -tel® & b
4 —» =
burst of notes push ahead
Examp8 eP&r kcehrangi ng nioRtead poOlradcsesment i n
Changes in note placement often coincid
characteristics of the melodic | ine:
) o I
A = 3 T 3

7D
4 N L b g™ & |
(7 ¢ 7 [ gi@® 1T

g —

21 accel.. . _ . . accel.. _ . Fit.
Examdp9 ePdsr kcehrangi ng niRteed pOlra@csesment i n

| Examp® echanges in note placement coi nc
Par&erhythmic values and mel oidi ¢c contour.
rhythmi c values get smaller, the phrase ac

switches back to eighth notes and the temp

304



Par&enote placement has implications fo
ExampBeoows a |ine that descendé& to the bot
rangles. he descends, Parker |l ays back in the
t he-be&f not e se x alghg Bsa efkuerstwnieargdf pebvi des an

effective rhythmic contrast to the blues f

as melodic line descends, Parker

(1:10) o pulls back and emphasizes off-beats
Cm’ F? Bb Gm Cm? F7
Q 1l !l | . N I | N I ]
LN o~ —— —
b T =
26 ~—— — - bj # b;l' = !7;: = t]it 4
ExampO ePd&r kcehrangi ng nioRtead poOlraBcsesment i n

The threexmpmepdedi sdhow how Parker mani pu
integrates musical EheomeglisteEnntanad $ubildew
changes iln switreg pfleaec ement, and dynamics, P

h ipsh r ahseelsg,iongr eate an emdbdegi s@@land unpredic

22The melodic | Enegldecacrandarst fpiotmcA) . Transp:
alto saxophone, t hiCd®ancdor& (etstpeo ntdhsi rtdo lao wrea sdtd
note on the instrument).
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Accentuation

Par&eapproach to accentuation wor ks

dynamic accents fRed e@xdls®.hrTalses eo fachdent s

on and off the beat, wupsetting the

|l ess predictabl e.

n

establ

Examdpl eP&r kcehrangi ng aciRent Cplodssement i n

Exampbkbows the openi mgfiRentt aBGua.les

of Par k

~

C

The exiasmptlyepi cal of his apprndaclsotl® accentu

Accent eidndiod etsed wi ) hpeef awianehdta ntaornkbi nat i o

of strong air impulses and tongue

typicaldarnyd sdneatgg bances in the smoot hness

attacks.

There are sever al accentedbonohesnpandmedas$u

the beat, and their position chang
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Despite the unpise dicosteanpeast, it e ymdfi Paakee

pl acamadgret obseExanmdi sleel ow) .

before/after

: I = ! ; I |
I = 1 1 I F fr— $ - —|
s 7 1 [_ 1 | : ! ]
—— = — -
| | | end of
blue Lolcs local EZ;:L "
/Ingh note '_3 — .J'
I % AI hdi :[ i J\ 11 1 | | — ! 'I i
| P | & vV
q’ > ;\__/. H‘, pe ﬁ j
L Nyweme b he
o figure
Examdp2 eP&r kcehrangi ng aciRent Cphestsameht i n

Parker frequently accentsligogntedg,a quart
bb2i3)and a dort treadt equaparedi4d he. 41iSmn.5,1, bb.

bbli3)Accents coincide with other features

notes (¥2,gtHh)emmi ghest notes WIm.a Phrkase (e

1), notes atendeobeghnasegidadgih¥Fansg (e.g.,

notes preceding a change in direction.
2That i&, aRarkhers coincide with notes i mmed
foll owing a rest.
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Parker sometimes uses accents in a way
expectations. At the Exdmdpfethheaer Keamr st halHf
establishes an accented rhythmic pattern o

foll owing measur e.

s P J B . J P oF

01 I I T i I T I \

P A ]
Ay T e e e | r——

-
3

Exam®»3 eP d@sr kuesre of aiciRedt Gpaststerns

At the beginni gl 4 artker exacearmptts (tmhr ee r

measure. The accented notebHefad| ofon wiohe ada
the downbeat of four, establishing a rhyth
flolowed by a quarter note). After setting
third measure (m. 15). He reduces three ac
accented note until beat *t hree, then abrup
I'n addition, many of t heY3gc aeandt 4 ofweelrle don

t hi T3ds (emphasi zing a blues feeling. This i
Blues EKEieguie®n bel ow.
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Par&eapproachi oo woc&stua concert with

swing feel, dynamics, and note placement.
more effective by subtle changes in vol ume
Mel odi c |ines accel er at ea asntdr ocnrgel syc eancdcoe natse d
peak, then fal/l away dramatically. Par ker
t ®d her i nto alhceo hresssiwirei gwhso leend compel | i ng
i mprovisational styl e.
Parkerodos I nfluence on the Rhythm Section
Par&estoydmpealsling enough to influence tF
musi cians on the recording. Bassist Ji mmy
especially influenced by Parker, respondin

to thiRedt BeswIlsesi st s.
Dur i nsgt aatheement of ,Bhéetmebhodi Wesheeamet abl i
basi c -ngouaer Pptielsse keeps ti me omatt hwei tblass dr ur

continuous gquarter nothas, oopesnictcgsand eclbesa

The melodic the@m@b5cdbn tbhee hreeacrodr daitn g .
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When H®Bsarskoelro begi nsomWehbaet ktiwi ttchhee sr ifde c¢cy mb.
l eading to longer phrases andBatdmoot her,

adoptstronger attack and pushes his quart el

This establishes a bounci emumpudlogse Pamkepr ov
soto.

As the solo unfolds, West responds to P.
(seExampdbel ow). West creates & bdmcoclsheat at

section by striking the snare®dhem on beat
backbeat cont i ndessotlhor,o uggrhaoduuta IR&r kienrcr easi n
At the Dbegid@®nfmsgeacbtfi daBna,r kVéeress t c y mb a | pattern
exaggerated, aperoghkimb-eenghahygyohmedn beats

and 3¥Tolue .combi nat@ obhaokbéhe Hqadtexaggerat eo

®par&edalnad @eswitch todheéegi ms det cGmb&lon t
recording.

’The bouncy pulse is muddide dhes ommewhat woy G
rhyskemti ondwhei boahsplay chords and short
t hroughadsuts oPlaor.k er

2This can be heard at 0:50 on the recordin
2®That is, i t0:@dni8 nturees rfeomar di ng. West al s«
backbeat frequency: at times, it falls on
every two measures.

This can be heard at 1:10 on the recordin
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pattern has the effect kasf l|eoxntge npdhirnags easn,d wlhri

al so increasing the rhythmic intensity.
(Parker)
(1:009) Bb Gm’ Cm’ F7 Bb Gm Cm’ F7
|
r— e e — e — |
) —EePe = * o - ——— =
P e i S

exaggerated ride cymbal pattern ]

J J) 3 ) R R R ) R

accented snare drum backbeat

Examdpd eWesthanging drueiRpdt Oeolesi n Par ker

These changes d@sr esoulnoi;quBeutttos Paanrdk ewWe st do
to the mgiuanatrsealnmamee wagcompani madnt during
solo is interactive and marked by increase
more modAfnestylsswmddowetdee , rhyt hm section r
to a simpler3Thmekabpenbeoomesbequagr aad

al most choppryev esrusgigders btogn gas a1l e .

SlParkesol o endBeatedon®@i Be.fstAsduadrt esr pootned s
pull back and his attack weakémas., Wedt ret
does not wuse the ride cymbal again. West r
so( bixb:430Yt, at a Mmwenke .|l ower vo
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Harmony

Li ke other el ementsobhpbresasbl oophaymoag
mul t i farcacehtaenagbeisso | o uPnafrokledrs .t r eddit sGothe st andas
Rhyttomordsseveral different ways: outlining
and replacing them, and elidi hgltbemngith
sectwions di slcddeprmeaehes in detail

During thsdtiomst ®tf sddd ket here are discr
bet ween the chords used by Parker and thos
of treerf er efiic &G tt tRdhywtrdmpr ogresdi ohusi appéebadys
aware of the standar d heehm r&&Pssarekeeamp avimient $ e
Hart, Gr i nbetsa k eanad dBuftftesr ent approach, begin
str i-dpopvend v er dili o@o to foRyhtmlom vy . Rat her than out
standard cholredy pawtglrierfesdponge it BrzaiuB\e.

the presest canakdysee & eriatutk esmp b e c al

2Many of t heilcIGarn adRtag rtnée i.i 6G"-C"7-F,

the moBEt &ldame mi ssing, especially from th
HarTthi s harmonic si-onpéi ficami oimei melaodiac rtyh
remai nisnapor Bf or extendsedcpelmeacdsydimi ng th
section eventualily Gowi dRdhlyodrsdmo vienr tthoe tbhre dge
Par&esol o. They continue t oAswesd itome saendc hor
the solos that foll ow.
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e x c efroplthsiasp pr.aadh ar e wtr hse @ @fiR & w ¢l ih mg
chanoges.

At times, Parker remains close to the w
this by khghldi gbhiesgat structurally signif
For i ndsutraamneget i ons, t hfer &nad) oonlymanpoovEe s
and baclkneatghaift.h and siAsekt measuPararereaehe

this change widlhe anel v dbEtE=opea)xicanipd e

(0:46) By Eb Ab7

Examdph eP &r kuesre of dRheod dGrtosnes i n

The example above shows theedtiifarh @afnd s
Par&esol o. ChmogidnEf atneesi bdl oated by an ast e
note. The abundance of these tones both em

(BT"-ET) , and reinforces harmoni &)movement to
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Il n another instance, fParkeswuckieghliveht®o

with the f otlilmevi thigg dippud( e

Examdpb eP @r kuesre efi nlBRed mCB oS s

I n the space of two measurvelssy Parker ou
chord progression. In doing so, Parker wuse
in the solos analyzed above. Parker connec
both by byepeap. Parker highlights the thi
embel | i shetsi nhei sf idgouurbel ewi t h a number of mel o
arpeggios (m. 11, bb. 2 and 4), appoggiatu
neighbor tonedgd)(mAI11pofbbhi¥’ asdexecuted a
sixteenth notes at over 200 beats per minu

l n hi st idnoeu bfliegur e, Par ker organizes chor
waysshoewmnmpbel ow (chord tones are indicate

above the note)

314



Gm7 chromatic INT

©) unaccented chord tones (off-beat)
0:53 Uk , Cm’ v
( ) Bb * *g * ok Ok * w0 ok % * ok % *
ANSYS ] ot ® | o - —
”Q) e ¢ = S o o v ) =
chromatic INT chromatic NT Cm? ————» Fi9

(off-beat) (on-beat)

ExampT eP &r kuesre dafi mBReidnl 6¢ dstsai | )

Al t hough Patrd«mes sofateasch hehord, these t
fall on .stRorngexempglse, the c¢ch@%cdchotradnes t hat
in the secomBW-Gh-&4d)f adfl 1n.a Miblncef fsitxhe eneaaht not
l ater th¥3hnhneageiCtdemdnhedthet hree (m. 11, b. 3
harmonically ambi guouBm®clhtorids tbhoatth ptrheec endiers
( m. 1i2)a,nbd. an appoggiatur a Glhat thesol ves to
second sixteenth note of Dbeat three.

Par&keapproathbhnes ckoetlaborated further
chromatic nei gh-lme as ti b gkexba ngplibnbedhvi esH atr vkce r

pl aces sevemals dfotthh esteTard eo fhfectl ualebaat .

¥The nbteses (&4pie, i bdicated with a bracket
funaccented Ehamp hbowves

SE. g., t hah(am aclr,u sbi.s-nli)Geaonnd FtdtHeeo r fdl & tm. 2,

b . 2, n 4) are incompl-e¢teat ss@ofgihdbe tones
GVchord (m. 11, b. 4) is a chromatic | ower
All three notkRsamrews nidm ctahe dexwampl e above.
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anac€aagms 11, b. 1) &SmwontBHéeebod,(ed hinth
2, n. i arpmpwet e nei ghbboerattsotn easl $pd aicnecd uodne so
Fhon @'hcehor d ( mac hirlg mét.i #)l ower nei ghbor to
beat .

Finall gpeRdrhkeafhar moni c rhytmemfofguhlmies do
This is most noticeable at the end of the

measure pdo§ieas i o wo beld2t¥s. (m. 12, bb.

Chromatic Passing Tones

I n addition to the chromatsol ornamént sas
manynst anbesesmatic paetsemegs taoadhesdepth and co
to Parhkarmonic approach. Unl i yeuSeitt, Par
chromatic passing tones to forceGchord ton
chromatic passing tones do not resolve to

Par&ernnovative approach to these tones
bel awaMmMpBe The phrase begins with three shi

(indicated by angled |Iines). Each of these

%The implied chord changes are written und
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connected by noantea co rp ansCsti éTgdChitradm, e s&n d
t &2. The segments travel in different direc

| eaps: a AlmiCaom. s4 xtth. 3) Daicd( m. m¥a,) olr. f our t |

Examdp8 eP &r kuesre of chr omd@Red @rassss ng tones i

The excerpt is interesting for addition
chromatic passing tonesGC-AR-®4Kert leenblepgpers he
four t 8leso®AT-FaD-BT) Pardaetr!l i nes the first pali
nod€sanAll0by descending chirli@nthet itchesnt ep (m. ¢
highlights thedBianBiddy pheapiohgnpases them,
approachi ngstbegp cihm otmlad i cp p odém.t € ,dibr.e c2t)i.on (

Par ker al s oBTacnhtoircdidibaiinees p Altecnié $ n
m. 4) do not belong t & ankM)hernoof atrhee tshteayn d

supported by the rhythm section accompanim
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over t h® EhQeW®)dsParker a&Bhchorpatesfebeively

superi mposi /g pirtogawersitome tihiat precedes it.

Melodic Contour

Il n awdti 6i loi s use of chromatic passing t
t he writ tbeyn maskuidndgemry cthhasegesdi tocontour. One
these changes is the use of frequent wide

chord Exama®y .e(

|xpT
[ 10N

\Q_)V .UHI ;HJT. ‘p | Il J_’JI V';-:J 1 1 _‘\- 1]
K b 4ohod BN

1:10

( ‘) Cm? F7 Bb Gm Cm’ M6 p7

S dam—— i F— — f \ i

'\3” q,%"bé‘ = - b-}j,‘L —T iha} i
LT e v 343 i

Examdp9 eWi de | eaps &BiiRe dChGsrollsice Par ker

The exampl e talbroevee steal&deonddicredr € f er ent

phrases&ofsoPared Ememtomi ns onenber malel Eapge
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(indicated with bracklkarsd®*Aasesvets | Parskdreap
use of wunaccented chord tonear eand chromati
har molnyi caanhb i dgoud auurs t ahrB hsytt ahmd aoihteenyg easl. s o

make the mel odié Iciomd 2 umo rod &Pharmr ketr.

Anot her not ablse naeslpoedcitc ocfo nPtaorukreri s t he i
small groups of fast notsdinghte Hiisnemhr ase
contain triplets andcgExsaimptlece Tthle seoti eises qeae
notes (indicated with anglldd slhimeenst)s .f ulrheetyi
contributée dyndamiec samhad irregular rhythmic
additional hadmenntor of2olg dgarbdnoanlltler i ng ( m.

19) the written chords.

Crn? F7 Bb G’ -
P

[ —

= I T .
— | | o |
1 T L Vo
T 1T Qa7 —— V&)

Examp0d ePdsr leentsi on offiRfealstGrmetses i n

%|n this -taservall hegp is a | eap spanning
The secondExaemEfcam.dnOi)isn more complicated in
har mony and mel odic conto@€horldt Sudsdil sauts o
section bel ow.
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Chord Substitution

Anot her pawopfto rPtaarnkter moni ¢ approach i s his
alteration dEndi sebshi omati oo. oramaments, whi
obf us bsattaen d ar dc harrdnoanlyt er at momdi d1iyd asrdbst i tu
repltdeestanddrdebtlrmony

Par&euse alft ehasrudoant iatndt i od aingd most obvi

stroknnghe f ipgssetc thiaolnf Botfa mfpffsee sol o (

(0:39)

D’ G7
g e S J e
C S et 42@
K2 = # fo pateie = rode
[ D’ Ev7 D7 EY7 ] [ Gbs) Ab9 Gobs) GB(%2) ]

Exampl ePd@r kuesre of chord subfiRéedt@rntaoosn on t he

Over the standadtdwoc hnoerads upbrensy@éeascshi oonf
Parkeserts addE&ai'anAThial Hehaddsrmhates between
chords and the sDUEFDIET'Ut edt ahbrdg 6. ghe o
chord, ascsesneéeipngtihenhalelscending back to th

Parker absbohenbaemseni c rhythm fourfold,
chord every two measures (two chords total

chords total). Hi s phrase has a regul ar me
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ascends for two beattss,. tWheenn daesscceenndd sn gf,o rP atr
the written chord; when desce#@®Bnfgerhe use
strengthens this pattern by approaching ch
hal f ETs tDe,BY; ( AR, a n@Y; BYs)3®

Par ker ndeoreesl ynontove up and down chords a
makes slight changes to the chords with ea
Exampl eafst@andard chord changes G&®re writte
inserted chords eherbdebhowkggPaskepbve most |
al so somewhat wunconventionally in interval
Because of thi souts ome ttheen ecsh otriesed radntd many
added.

Par&keapproaches to harmony and rhythm a
begins with eighth notes;nobtuet tends ewist,h agu

sixXxteenth notes. AsGthay silpeacadmd srcmeras e s, P

%" Thuse osft ehpalrfed aetd hoamssicitph@en mel ody, whi ch
fr &dm 8and back again.

BWoi d€blrlie RATkeSome notes and chords in
di ffer from&hobsansaor Wptdeonok After careful
however, aunteh oprr ebseelniteves that the notes and
are correct.
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compl ex, changi ®dD')fDs-AsnDséti anpd keo rt s avdist h  mu | t

alterations (@%Y) EeDTé-BsrATsiFo.NSThi s is a complic

phrase; as Woideck note¥|t Paskemppesphvedf
har monic sophistication, but also for its
which Parker performs it.

Blues Figures

The third chariachtarrmosntiicc aopfp rPoaarckheri s hi s

bl ues. I n seereruwasesplhbalceess,y Pmaatker i al t o col c
written c@Boumde. oPanlher bl ues is more than |
har mony, however. 't i s Asscihmtleagrsall ifkeaert of

Woi deac,ket hedpreofi aumd s esnspeeronie atign ol [uRar ker
mu sd’éB| ue Vi Basssso ci at ed wit hmaGhuarrel iaen dP abreksetr

known dawngi c,ont r icourtpeed |tioom Ot héas us?€l o pl ayi ng

¥l pid., 107, 109. A version ofiReachis phrase
Croomas, wel | &as ofSaralve oY efcfoor ded wi th Dizzy Gil
the foll owing year.

Ol pid., 565.

Y1 bid., 54.
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Parker empl oys bl ue B8Ry dmaots enidsima It htihsr ough o

conxtilel uesy omaft ers abtoth to bent thirds, fift
any figures and | i ¢KHsn tPlatk edrimgodeus es dlhe,se t
bluesy materi al app‘ePaarrsk eirn ussiexs escetpi abrna teev eprly

(twicetpemn)seincludi ngs ech(Bixcammg® ani ng of ea

(0:41)[1st A section]

n P Gm’ Cm’ F7 Bb

0 o P

(5>— L TE -~

[ far N — i 7 7 T i

'Y I I s
(0:50)

h | 3 Bb Gm’ Cm’

P AT | — - — — ‘ |
&Y< —f e ) T !
) 9 ! -.._‘J f
(1:09) 3rd A section]

Bb G’ Cm’ F7 Bb

o ‘D I X | ) | ;

(&> —= 73 7 — re— I —1

ANSY4 N Ihg b~ — —

Examp2 ePdr kuesre of bl uesgcmai®adi &6f ose t he

The openi g sf iofstRaa@kdiroliBr 2218 e
related, containing a bent blue fifth foll

degree. The @&p esreicsognedt 0 P0x)oin ¢lme mts maj or

2Af iodclsfbai ef meéd Andit dovteg kb h clibhtuaei mion @ s

[that] release i0Bé¢iEgsas enttri ad g ,oH306r)Jd AtHo. Meh.e o r
BSee 1Ii54i18,i153225320h the tAppeoadipgti on (
C). Most of these specific examples are sh
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and minorhédkmagdser( Mhiq,d Posr kie)rt ch bend i s | c
and pronouncfesqdthe comftli ndumagti on of the not e
exampl e&, uBar lod r cbd nusep incoBtgeusb eigsiAs Bch g o@ach
(@and there)f owiet hilsl s\eody materi al, Parker pl
center, and rei*hforces the solo form.
Par&&ebl ues figures unfold over several
t he s filanGloatr dRfay tmolx &mdp2 ea bDtvaent i ng on t he o
beatoaf.lqgf fmr exampl e, -bPeaatk elx| upeesr ffoirgnsr ea (f
ETs-DT4-ET4-DT4-BT3) . Whi l e some ofiot h®Benpeéit ches a
does not attempt to connect one chord to a
igl icoeer t he wW3HAtFeBT’,scohfotrednsi ng t he tonal di
bet ween them and Tmdjndrortca magl iat yg.eneri c B

| n adtda thhaosnd &1 one dlwlhee £ fbil ggler et es ar e

promi nendPaygr lperaciedserts individual bl ue not
segments. This adds a woluidgdinter wwli s&s nfolt avhawv e
t hem.

“Thesecti onokoParkees not contain bluesy |
®For inSitanaenoTel uiens tshcealBe, but it is also
CvanMd(m. 2).
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One whRar ker does

thi Edamfgp e

Gm’ Cm’

[ RS —

b3 43 3

31

Examp3d eP &r kuesre of (fiRlede Otrloisrsds i n

Par ker also alternates thirds in a

swi tleaheelks @bdt weeth accented major and

of t hr edExmendsitfa es

Exampd eP @&r kuerd uef tiRedd &r 28 s

I n the second ,f wlplp vieeaa kKiehe alpio e oh s

t hree s epDdsiast ¢ htei mseEemdrhd ,ofbuwtn it al

“pardkusre of accents i

above.

n
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the confmaxtorof TBe mel oD¥itdDTmjosteie@en dfort @ i@ dt o
l' ine above the staff) is both a bluesy | ow
and-7achord tone r esoBTutoi otnh e( fEfBovne ntthhe otfhi r d

I n a third example, Parker embeds a bl u

Examph ePé&r keembeddi ng ofiRead b@ruoesss fi gur e i n

At the beginnimg 40f, tPhae kphr ehseg hl i ght s t
of BTadomi nanThicthhosaddiTe(t he s @&WV)endrh lmdat three.
I n the next mMRaaKwere i(hm.enids wablkldygeasarfei gur e
brackethabdtwvef f) gupereedomismnantsly of notes be
t hd@b Bu e s54T6-42-1eT7 (0 v BT) .

Parker strengthens th&aobbleuesifpeelti ng wi

cont aaimYi(rag bl ue fi fThg HDhgbeatthéneends wit
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pite8hamsAlz: The®epitches are both the root a
BT, and part of a | i GéahedEHc@mt’6f hat resol
The above examples show how frequently

and how closely 1integrhaatremnto ntihce abplpureosa cihse swi

Sound and Inflection

An essentiakd mastcaf Parkenality is his
This is perhapsaspeethRoskeempbiroantsi nce it
t hr ddugslhunach inshatcal i1 deas are expressed and
criagandsshlhwleam®ot eds, sao umuds iicsi aoone of t he mos
el ements of ttheir musical style.

Di scussions of sound and tone quality f
literatuseri Oeen®adé@phone @othmd dgs bhravitd g

edge, rich in upper partials [and] far rem

““This is3anbbhdrtdne resolution,

®ln the | afiwerlddredlstswmfuitnena descri bed as an
hi ghl yafstteeghmusi cal icéeanscherfsticnsEancefN
est abhyiosuhri nogyn di GitBi het moet sompdd t ant thing
and a pritto elgpeai si ge@®adbt pdzinalPmarbt Ri nzl er,

Contradict(iLamdraonf, MDzz Scan®xld.ow Press, 200
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ol der alto saxophonists sud®Woasiet&hnny Hod
agrees whtdeOwe np ficinosne, n snuost iammohnagt @&Prairtkiecrs

ft i mbral concept differs from the richness
model s of HooYFeosr awod d@icrks a P@ap tkemre sound i s
fistr eambi nedopwermnid ut ot ng.

The abovecti mbrahsdase mosstiRed supported
CraoperformAesc®oi deck ar gliseesns udibessnreesiss no hi
Par&esol o pl &y spahgoon eP &@srokneera atsuttihie d r d ,
brittidtdhaeddaevens refeTbdsescimphesguappar ent
t he eafRleyd doavtwes.sr ecor dedhin hE9db4&gi nning of
Par&emat ur e midlsa ctail mipreali odli.vi de bet ween Par
swi-emrga al to saxophonists was noulidcdeabl e, bt

| ater become.

YOwermG@harl i e Padbker ,
OWoi d€blar !l i e Bérker
1 bid. 56, 8 4, 133.

328



| iRed ®@Pas&gegsaxophone s oubeds piitstsef ul |l and
full ness and widdtsqurhd wiesy ead g nitPrpo faeld and dc
For the moét smarotp,h oleaer ksorund i s consistent
the inathamghts!|light differences between r
broadest in theeldosw ampeme adidd e s edgii sect | y I
mi dd¥PacCketone thins somewhat in the upper
brilliance in the palm keysiRedh©Gsosan be h
mel ody <% atement .

As he does with rhythm and dynamics, Pa
his saxophdadnes steluingg. aHeari ety Taesei mbr al [

ti mbm&al ecti ons draw attent iPam&to particul a

phrases, and c@®Gnunpbetdectabtbemssl oal text
“ZAfspromsamk ophone tone is very wide and full
out of control. Thes &sg¢pa af desndabbesoma

i n theficleonstserofora f@lichwes ttem otrh es atxadgpen.one sol o
fReady, Bef{iR: @Mppan exampl e of a spread sax

Richard Col wel | dme Niealkae bgPal HAaMaisht T ,u m
ed. (New York: 182881 edge, 2016) ,

That is, from | ow F on AfshEsianl tcoo nsceexaphone
pitch).

The bridge 6a®3Bd ftdend extor di ng. For an e
Par& et hinning uepnpetro rtehgei shtGeyrh,i B ifshtec b htcedt
and fourth Bmeaduroa( Qif@R|5dlde .
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include vVvibrato,sts cnoootpess ,a nadi rb einndpsu, | sgehso, and
embouchur e.

Pitch bends are by far the most common
every phiRede OCefolstshe The pitch bends vary in
but are most promineas ¢Candampnshgcbimmes) fi

Parker also uses air Expmp&eewEor ti mbr
Parker attacking two mott ecsf waitrh (am.s ud,d em., 1
2). The Dburst ofBTai ri sone stphee asaet ¢chogrg ds t nrootneg |, (

saxophone tone to flare and distort.

phrase segment ends on
weak, unaccented note

0:41
( ) Bb Gm’ Cm’ F7 Bb Gm’ Cm’ F7
- = =
o 7 | f | | I | 1 T | |
&b Tl 1 = Lormisbe o) |
) =

Exampb eP dr kuesre of afiRedi @polsses on

I n bot habngtPadsrckaessr accents fowdd wwionmg hi gl

a decrease in intensity and a -tlekdending m
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contrast: in timbre, i n dymBamiC, & (from sof
t 8Ts) .

Par&eghostusetdemosatreeffecBseettiyonn his |

phrase. | maotthhg by eecxaanndp Y ¢ Par ker deemphasi ze
| owest pitches, causing the bottom of each
audi bl e. As each amhpnsogtge so raaspciednldys ,i nhcorweeavseer

i nteaoseatyi ng a pronounc éd gdhyonsa minco tceosn tarl assot
coincide with faster thythens &@aadt Hieldbseirnga

phraseffectiveness.

D’ G7
@ ;’?] ) | hard to discern | rapid cresc. ‘ | barely audible | rapid cresc. |
p— p— =
41— i T T —— i ! T —
0% 1941 - Sl S
—— —_— E———— _

ExampT eP @r kuesre of dJRedtOGmomses on

Occasi Pankéys malkleschanges to his embouch
cernhatas withinsuwaclphplsarskelrn aocnceent s a ser.i
over the coursExamp® br Bler ene acsfurtelse (accent e
bl ue Dipt ems (14). Whtehne sPea rnkoetrenspk @y smi nor

adjustments to his embouchurépéamresulting i
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to&@hese subtl e dacdckjniustomerntos tdaendacatent ed pi

strengthen the b®*ues feeling of the Iline.
(0:55) B BV B K
QI;');I l* . . I ]
l’r\?\'}"‘ J\\II\ T r— [— F——r‘—1=\'_=1 — r—— I_='|I| T r— I._='|.-‘\ I
13> ;q; :-b% = 36; g = ;-gi g > 3 =
T 3

Examp8 ePdsr kteirmbr alfiReda®Gpgesson

| iRed ®@Pas&ger uses vibratbappatongly. Th
rhythmi c considerations; the solo contains
When Parbkervdbesato, itthoiusghsItchvwe egmrde cwisdee ,spe
width vary froln lpdrtalse viobmpatrasef t he swing
iReady, J3IBppr&evi brato i s IWhdsle dndoseexpr essi
however®s WViaibkatromt neaashandas twiokse orf t he sw
sol oi Ralahrékrevilbasata rel axed and unhurried q

Par&emost striking examples of vibrato

Par&efirsasantdcdaasspt)(e I n both sections, Par

“The slight change in openness is due to a
to the differ @Ganpweenfdwe .t he syl |l abl es
For more anal ysE»amdh a¢Hix ssmpptherasbsoev,e .s e e
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vi brato t®Blsian stubsed asenceadnd measure ( mm. 2 anc

strengt henBa tdakbelrueefsf efcitguorfe, and is sl ow and
(0:41)
A Bb Gm7 Cm’ F7 Bb Gm7
P A ‘U | } | 1}
¥ A lvx - & | I F F-. $ -
A5} = . — e e B e i
* dv T et
(1:09)
A Bb Gm’ Cm? F7 Bb Gm Cm’ F7
>4 " Erad L T ]
S~ 4 = = = 3 4°
25 S ﬂit
| BT E»7 Ab7
75> S
e e e s e e e e
[ e —

Examp9d eP &r kuesre offiRed bGrad®s i n

| hilsasstect i on, Par Kewvaodaddds onmiabr aod etso ( mn

and, 3&@ptohvaet ar e not paibeooni &rheetsoee sn oftiegsu ries

execut ed Tdiifsf evrisebnftalsyd. er and risdlriruwevey , whi |l e
vi brato is slow and broad.
Conclusion

Charl i® PearchhiReidn irofsada mat ure work by a
artist who was already pushing musical bou

reveals a highly advanced i mprovisational
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approachesrmonyhyahth, phaase croemwsdaluxta on.
sol oi ¢ hgtounded in the blues, executed witdhtk
supported by a deep and el astic swing feel
Par&esol o consi-svoseofi hesgtlkeaghahe embel
brokpnby other rhythms. These-nolhyt hms i ncl
or nament-tsi, med oluibnes, short bursts of notes i
| isheand sguonanpaitemothe passages. Par ker mi xe
rhythms togetihetlt ot hresghouthghi® a dynamic
rhythmic texture.
This rhythmic texture is reinforced by dynamic and unpredictable
approaches to note placement and accentudemkerperformshis phrasesvith
a pronounced contrast between notes on anthetbeat, leading to an
exaggerated swing feel. Parker also varies his note placement within each phrase,
pushing and pulling on individual notes for rhythmic eff@¢tis effect is
strengt hen agprodclyto &entdateon. Basker pepperplinases
with dynamic accents, creating further contrast and adding to the unpredictability
of the solods rhythmic texture.
Anot her essential characteristic of Par

sound. Li ke his swing er aroafl.Wnlikeeham,s , Par ker
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however thetone is not rich and sensuous, but nimble and streamlined. As with
ot her el ements of his monstanttygdangesppr oac h, Pa
Throughout his solo, Parker executes a steady stream of timbral manipulations:
vibrato, pitch bends, air impulses, ghost notes, and other subtle adjustments in
embouchure. Through these manipulations, Parker draws attention to specific
note® blue notes especialyand makes his phrases more interesting.
The above musical elements forreth c or e of Par ker d6s musi ceé
in this piece. Parker combines these musical elenmaots fluid and weH
integrated whole, resulting in a modern, compelling, and mercurial
improvisational style.
The cont ent dadtsusdohharkneny, gtism, metotypand
formd is as compelling and modern as its execufidns can be seenfhar ker 0 s
approach to harmony. At times, Parker stays close to the starioact
progressiorby outlining chordst structurally significant parts of the song form.
Paker also decorates and obscures the chords through a number of melodic
devices, including chromatic embellishments, blue notes, wide leaps, and the use
of nonchord tones on strong beats.
At other times, Parker departs from the standt@roniesboth through

chord alteration and substitution, and through the interposition of bluesy material.
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These methods all ow Parker to color, suppl
changes, 0 while suffusing his solo with a
Taken as a whole, the abos@lofeatures constitute a mature and
masterful musi cal statement. Parkerodos nRed
sophisticated. The solo is at once bluesy, complex, unpredictaialadeptly
performed. The solo is also evidence tdaspitehis young ageParker had
developed ainiquemusical style by 1944.
The preceding analysis has identified many features of this btyge.
doing, it haselucidatedhe details of aimprovisationalktyle thatSonnyStitt was
oftenaccused of imitatinga stylethat critics likenedt& t 1 dwh rdigl 9 4 0 6 s

work.
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CHAPTER XI

SUMMARY OF ANALYSIS OF SELECT SOLOS FROM 1944 TO 1946

The prebhadcdoagtsai n detail ed analyses of t
sol os r ecorldedd0 si.n Tthhee gwiad of these anal yse
i mport anof ftehaettserhessb | loisght okl &arty modi al k
styles. Now thatbesewdrdelntfidatewdr,es thawe poss
themt asstelses mi | ari ti es anSit idtitf fa@T ke nReaersk dret w

musicatli segtl leyg

Review of Solos

AReady, Set, Jumpdo and fAOop Bop Shoad

Musi cal an@l ¢ 8Rd dof, Bedt o Jtubnpe al s
makings of a modern stmplsewvefslagctoad!|i stypeci
musical feat-noeses: |l ioneg; esghehches of stepw
by enghehtriplet arpeggios; the persistent
frequent changes in mel odi ce doemtgaurs; aanduni
phrase position; and tao.céTemmers ef mald er esat ed
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are not found & nbatnhdemastoelso si no ft hSet iTtithy Br ads
They are unigque to Stitt, suggesting a del
syl e.

Anal ysits DROOPt BiBmosShl o memenbsfully

devel oped style. Comp@Readd ywi t®8 tidsitst uemapr,| i er

iCop B@Bmopér f orimamswe er, more Vvirtuosic, andc
modern. Anaéegbssthesbnteoduction of new mu:
rapi d sioxttedntghur es and increased use of <ch

el ements are presnantMiilnG Deackyo@Gialk!| swepi e dh
suggtelsats Stitt i mpreccvwend 1O#HAdGamuws i ci an
internalized the features of the New Yor k |
Desphe ei ntroduelte menn@®m®o p hidB@oShl o
i s best seen as a development of, and not
styl et hd#hu-blieeme f i gures and cvwemenattiac embell
Stdtthythmic and h avweruasnei dc flaammigtuhaagre , w & yhse:y
constr uotpigoend oonii nat el;antit apwietd olgidne s
tones on strong beats.
Analysisalsoreveals dleshing out oimusicalconceptseennSt i t t 6 s

earlier sol o. I n AiOop Bop ShéBam, o0 Stittods
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form aresimilar tothose used ii Re a d yump®ieotw,e vler , i n fAOop Bop
Shé6Bam, 0 t he sletteadefmedaral mbownsistemtty earried out.

For exampleStitt continuouslyputseighth and sixteenth notéso n df thep 0

beat he placesdoubletime passages and blues figuagljacent to eighineasure

formal divisions andhe consistentlyaccentsiotes orbeats one anthree.St i t t 0 s
approach to timbre is alsoore refinedCo mpar ed wi th AReady, Set,
St i tonk i8 drgrandmoreaccurate in pitchandhis use of vibrato and other

expressive devicds more restrained.

ARed Crosso

Anal yPiaskefll R4 OCs oiseveaksadvanced
i mprovisational style of satybampmgs sadadcal
t hr augohat t e-ir yt e dnuateakpiiplr o,as hweé hir cag h
mo d enrurs if ccaaltludkeesr g | | Ateisme dpoausbslaeges, chr omat i
embel |l i shment, and r aplkadc hd¢ tods ge 8 ian umelso d i
per foarnmed rel axed abeas wihtea nipolsetxdisstimpine er
Par&exrecuti amdi s,Zzafelswibdpianl g ssnendyago hg.

The compl exs tsyoslodmoB & r k d wsea d hyi ssteiecna tiino n

anwdar i @dingusoifcal dpproaRbhmeiser,treats chords
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vari ety of wahyesh o rroed teq rmeansc;it nngy otuhgehm
chromaticism,| sgps-apar dcthamag®ddr ough
chord alteratjoamrgeh ¢ bewnidshtuietswt.incant er i al
Par&erhyt hmiisiamggdracdoh bri mmihtd wiot fesi d @a 3In.
the foundadgi mel oftbiueth mkweaaasss broken up by ot
rhytwanlidegeusar t er note®j gditht aemdtsi xoteesnt h nc
syncopatnraodt ee i pgehst Bhg gaemd érseesatdsian ¢ otnet ant | y
changing and uncprteedxitcutraeb.l e r hyt hmi

The solo itswefdeds t sFenAsdrr&fetr en
changes mms iptag palmeett ecCrecaen gretsy timmi ¢ val ues, fo
exampobienci de anchanwged aipn wadchent uati on, not
ti mbraend metloc8erico ndob aP atnkceei&s ocloompMi e xhi t y
bl uesi nhesdr al ammadn iapnu leaxtaigogre,r By edhawginigg f e e |
mul tipl e spamnud meafMmaemiseskleys t hem more effective
hi s pihmrtasressipireg i &b é blulglhesi ness, ti mbr al
mani pul astwidnege IPeamdk @ ehpissol o grounded and expr

of fsetting its complexity.
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Similarities

Stitt @nd nPparrokveirssal da roen arha rsytTyld®ediodsar i t i es
contain the floolnlgowionrgn af-meeanteuerteiseeght bhri pl et
arpeggimgesal | 'y | i neabrl umeed ofdibgeunrteosh h(paurdds ) a't
the Dbegi nni ngscohfr ofroartmacl esmebcetliloonshments (pas
appoggiatura, and neiuwshé oaf ttomee sheb o pe wd d neinr
s caaned dtoiurhé erPhybabes | al @ea@arcthaismlan abundanc
chordmootfdsnn strong beats.

S o met hbeevarte s st edlt mibplvet ¢ huosred oafr ptengegi os ,
bebop domiendrnel atoemlatétkg or gani zation. That i s
what weowmeeemdidn wha$i mirlderi.ti es in tonal orga
i mportantbdawaurdeand Stiy,bodor r oPvairckgeact ual
notes. Gary Gidddapsteadorntal tdaafge Stt gy taf, Par ke
i ncl dadliex g cdhaorsi s noMgenstern iwmpoke Bhad St i
fluentl y,oalnidk daarmaepliayt ikciewm sRar ker i n terms of

vocabdl ary.

1Gi ddiwos k for66ire,
2MorgensterhiancogMeyéh, Jazz
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St&Mbp BBmosShtont ai ns sofinedadnfsd t he s ame
fivocabothaty Par kbeohtifR siéend 6s @& midh isso | o
pl ayi ng molrre dyisssenr d lalt yQove ne n c RRiaariGemagru e s
most frequently usehde axfecllhsed ibai p alt ngr Md ocwisi
i mprovi s eubrmehminbitady RitsciObp BBmaShl o
C 0 ntsad vnesf a kntoet s.&tebsst s 0l o0 al so contains moti ve
frengtuley used owhéhysbmoothhgen geetsgr dopr ogr essi o
whitcthe hariomyB @ dSkha s*e d .

The r ened oaoittci ves iatrleeush cwn beelaomp | es
On t hheandedéti dac hi exea mpfisePrmao tkiewes al ong wi th

Owed@mot idweisd g.h@rn itomd amidpti dacharexampl e

SOwemnmGhar | i 81 :Pwirikier ,I n standard jazz theory
fimot Owew!| d be r ef efiprad doethoedaTstsenye laorde cs hor t

mel odic fragments that a soloist uses and
mel odifDi & cpnaettteer ns andd oms itohdeu tbewciell disng bl oc

of i mpr oFosapiansst Barry fMaromrits fimalredi of
eighth notes and sixteenth notoee dacc psiedrsa
and s i-xdtee nttBhe rpll Temtiesm. k i n,g 1 Onl ,J alz5z0 . I n his | ¢

Bebop: The Mus,i cOvaenrds fimoetpidiwdedseise t Be t er m

fimel odi ¢ of or mul as.

“Owens discusses the most common motives b
iB-Fl @t Got ONRby sk @Bwe@bar |l i 6 PallORMB)rdG t t

fOop BBmosShdl o al so conERI ats MMaxjamp | Ket ov e s
(I'bl:dBS)his is signindopg aBdBm oieftiddiges t he
wher e Sgadlt@di s eTniranjdo r .

A compl ePtaer Ghmipsttiovaefis be foZ@mM0.in 1 bid.,
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e x c efrrpa m&®toipt BB oSh,Wwdo hbri zontsad bnadic&ate

which motive appears.

(1:23) (1:26)
Ebmai s Gm? A

Exampd et iuse of PaiOloer Brlym oi@vsecse nodni n g
arpepggi os

32 11 g1
(1:21)
7 M.2A
M.2A R —
A 3 —3—
— I —

o ;) 1 T I IT % I i 1 1

| ] HI I } —[‘J‘ b=} gg’ b[tﬂ
O} 5 °

Exampl eSst iutste of PafiOlogr BriByst dibvnei sp | oent
ornament s
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(1:42)

Bb M.I3A
, ‘

1|

" ¥ 1

L | I Y 7 P H
) ]

2 e T A

Examp?2 eSt iutste of PaiOloer Brdys oi@voensn eocnt e d
chord &@rpeggi os

[M4E] M.5B
0 — \
; E | I | \\/ I | — | 1 1|
A" ] 1 ) P2 D T ) 1
(1:19) Fm mag B msp B
! Iy T | |
o }) | — I | I ; 1 | I I W [ I | In
! 1 1 — H# 1 1
2 ==

Exampld eSt iutste of PaiiOloer Bridys oivnerso noapt i ci s m

Il n t he exampdtife st med aomoHeiavirees i ddénti cal to
Par&eversions (i .neot,e thhoer@tnhoetee mbei samehave
di fferencestihmeyr oy txit @iefme .hg.n,ot es i nstead of
pitch (e.g., they dif fTehrexmysdde einrsglreatreot e
t hatsNASop t BBmosShtontmatnesr i aldemmthan&ctad si al
Par ker t bseadneo vcEhnosradpsptolr& sar g BSmdaiptp It ihead
the same [melodic formulas] to ,the same ha

amdoften connected.0tthem in similar ways

®Owe Bs,b,0 p4 8.

344



Anot her smpbofir&BanhSitiitnt dassdxPahloare
t omTehi sbmagur prising giwlinch hetelmerail yessd s abc
soundsdi ffer 8nés duanedg u a @ & fdrr,oyb & da a s
fr est oahinle e &GP asrokuenrd wa dis tdreesacenfi ipdebddd a s
fiexpressive.

Despgihtesf f erta mbe ailn e s tt i gsh dsrabPxaor pkheorn e
t onesa sdhtarieki nd Thesseeimblhacee is heard most
bet wetdbiiiOd p B dpaoSlo & oRlar&®ed Osolka. t hese
t wo soinmwss,i @al arys wi t h a fsoocwwsloei dh esraex caprheo n e
di f f ebetnewedn aSSndd&pp keaghess tmotde ot her
ti mbmdal etche othnwq sOb asm@deloea rs,tisaoe panedec é d
arneot gruf BStbttspnedasiarvk pperradlogby

Thel ar idtiyrantdnesempar aticharpatheador ned
s ax opshoousned f | ect a mo dsearxno pthoorBese mtuisken od f

sharedconmbpti oh, andl RFeorrkerl iskcecure &keh ot her

"The differences WsetsvexnplSdrnd tt cameds Parrek esun
the following subsection.
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t he genésrweeberrtdaahnyd e nsasovi sng alt o saxophoni st

precedé&d t hem.

Differences
Theareael many di fferences et ween Stitt ani
i mprovi satTihersal dsdfriideaasscd vssimuss c a l
p ar a ndeatcecresn tduyant a neiod, &, p | pahcrearseentb,egi nni ng and
poi,nhgt hmi c values, usembfakchionfill eoniesn, an
Ma noyf tdh & sfeer e nrceessunatnr eo ftolvemruasri acchail n g
trainhse two sol os @thiatnpzed i slmeavenal style |
characterized by consilstthiBredy ,03 wrsiaf, or mi t y,
Par&eronwpirsati onal style is characterized by

compl.EéRes g musica-tanhgangsi arnephaaci tdienegf faenct s ,

arr anwu safc al p air mpred wir ssa tainaln a | approaches
For instanEei, mpwhoVis Stefsbaaphapprogc
rhytthmbreemati a. yel atively consistent i n ea

Pard&iempr oV iaspaptri odarcanice i sehmtiMhye Stest accent

8These timbral descrifCthanrgd i ®r €atidleen from
Woi d#€barl i e Bé&rker
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patteumisfoahh®er e are pronounced dynamic acce
mogto-not e gsDbPap&acgcentfs omameasure to measur
Whi |l e Sdiight h and ediipatlsdieea d nfottelse beat , P a
pushedes ward and pulls them back for effec
that 1 s altt ermdddhei M eet gSsiitgheget g emord t one:
the beat, tracing the contPamipdrofyseach har
vari emeyodic aneéchammgattisevhi chhi gdhol ingohtt t he
chobds r at her Wb b&teaprite atsteessn.ac dg wya mi c
range ., cpharalcesrve | actoinltealianrigneg dynami c changes
each measure.

Par&M®ed Osoissl more expamd meom@llex t han
ei t hers otbwdBoi tht saxemphbldwy ©treantbied | i shment s,
bl umeas er iaald -t d oneb Irbduit & hGne a p ersma dadleevs ec e s
armoraggressinve | ard .

Thesecoif o PaiRledrs@s @l oi,n sftoarcoanb aien s

har monic and r hyt thinm gSti@Reiaaltyi, o Beti dhad uapy
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Mop BBmpoShl°Par&kesrecti sontcahannsges in mul tipl
musi cal p8ar ¢nnmeotredr sal t er atimmyt maill odval cont o
t i mMbirhd svel of harfmeni aorddytahaniycofchiever sity
and the synchroni ziamogh aorfa codesriR@Gsatlkieqgpar amet er
phrase®smbameé to create an ekopweevhears,attal and
f eataureecshat acafe r@tsitmirr ov i shaets wimadpi st yl e.
simtbaal and r hwitthtmi,Ba 1l kaéhrg @ rpgpaEmaisreess hi s
more | ogical. ahhi rrdegdlyt svagynesoband mbaée ar
strai ghthfaonr ®sarrck @t her t han experi mental and
Agai ngcornthreaestbe heard in terms of specif
WhiPar@&pehr asing and execuwtsitaarbHtda esrhderdy p o bscu
rhythmic pul €,phrmasifrogtmemdbed dxd&oulicieomn hem.
St&EMbp BBrpoSolf or pelxdmamomaticopsitshenst | y
resolve to chordlttemesondermami veactemwming be

dou-bi hegarleosc att@ad t he b o umedaasruirees foofr neailg hutn i

°The bridge odl Pairke€@hscds Seddsbsethieom of
t hied Gamalsysi s, above.
VJjerryLCskem,i odewoYdmakz Prentice Hall Pres
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Through hi samad pvsa il adsalebsl cduheese sol o el ement
ThrouglnkBistent angrlecsgindg sl ahtéynpa $ edtridtyts
De s hbiotpeéb s s edsisreendgio c used saxGphone anadund
Parkavde ssitmimbanral .SpEttome helsear, dry, and
comparativelThesai gbhiectaeds] e@®@sudnd unador ne
S a X 0 pshooutndttae i n ft hrec edSa ity i o&By i demasr ast ,
Par& etiosnel es smocrtee mp. A ®@axwitthhber elhéssmint s of
pl ayRanrgksearuinsd de c ofr rag guderratnidye s
While Stitt takes a resédrespedcanpapd yach t
hinlop B®BmosSdd Parikerl|l oos eautamarxgioye €si ve.
Par&emel odi c | i nesseardes,f iglhloesd wiotthe spi tacnhd t
shadHinsg .br atsandpewvwamyrse t sdao, Sausstlet o f

ti mbr al tion felmdbe tluileassry h rhatreerrd afl.r a puent

Conclusion

The precedi nlpgeerm agpd wotsedh atve anal ysi s of
sol os r ecorldedd0 si.n Tthhee pmuirdhasse theefemnbios eanal y
musi cal featur eesndtadh ed iltitglmtmrdd §P a3 tkietrt

i mprovi sat ircermalt asgti ypylne aan.da Par ker i mitat
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Thr oacgghr ef ul e>hamma b torkupshiec a | patameters
accolnaétpr eacneadiydsg nsk efle @®tduar ehsan &t uk t oand
Par kerlt siod osowcpmpatrt bl &h edsrea W e antf berr eesn cteos
Stittkesag pPadtac hiempr @awtdheseh ar andbert beics
eamiuysi cal styl e

Cer k@®mmnms if ceaaltwmerfessuinedac It ot t a@nd Par ker
S 0 | tshkeempu s if ccaaltwerrees f ound i n some® gdhleos, but
extent thatr é&fhSetyic ttatc casir dap Ra whksstraytlieosn ailn t he
Mmi-t940Be musi caham@adSjteaeaes Impr ov isstaytlieon al
wascl ear myPar&setoyl|l Ehe musi cahawwedat (r2ds al so
Sitdst early style w@&és sdiy$ i, natt hfamoamghRamloava y s
be apparentltiset@ameuntrained

The simil aStiitti te sasn dmawPsairdkeel & nved coadbi ucl,ar vy
rhyt hmi ¢, dandd hsaaxmompmhocne sound.

S mi |l ami tmuess cal vocabulhar y slreenfodrc agr i mar |
me | oadnidc r hnyatthemriical i n si mi.Bartha@emdnPar ket u
sol os oft en pciotncthael s, orriddeenrtt, ih @avissaanred s .

S miidasmi tmusi caarbyl et abpteat s andphaasmonyg

These aspaentsnchchatdeonnatoewalridndsong ei ghth
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predomi natméd lyocditnet pwirs e mwi e@rer U Ethepd dan d
arpegdgieosgquent -and ofi-kdtegphittet or nament s
doubi eme pastesages] i ningodbteahondstheneg beat
use of ochnameohni.at

Asimilarity in saxophonleew®lundt o ed ers,
l' i kenesSt@ intiaiee . BBm S If 1i94 @)d ridkee tiom e
iRed Or ¢4Bdt®dh.are cl ear aald fiotcaulsed . arFa nadasn
di scerned. Vibr@atioti samnsg aima c aoyn wmdmidieo ra
of alto sadxophromerridspne,ade asr@nds hhous,
concepel dmhisywr ng era forbears.

Thei f f ebetnwSHdant t dssd la@kBe Eer i mmedi at el y

apparent than the similarities. However, t
Il n genéesr aslat eSstciltetar , uni form,and consi s
sol o i svamnimpdnepxraendiT b € a b | @ iafrédeeir dexmc® sacr os s

wi de variety of musacccadn tbuhavt@sognt ,enas erii ac¢cl ud
chord alteration ansdhyshwbs tcist, utmed mo,di occh rcooma to
dur aagndnpl acemeadsi ngntdismwh mal .flierefSlttevatti o n
soltohseese par amet emoss sabrijet vinaayn dinad iamim 2 s

does not dented amdti cf d oBn ed. dldon, Pahrekseer par amet er
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constantl yomarmibpulpat ad dwasydbiantamweddve supon
the I@ sdtetnemti on.

In S¥ i dfdd o, exwaompelse arri ve axltead soff att He olme
t he f i rfatn ont et egsrooliurpai snegss dgeme mt afnodr neanld near
boundaehoed| aodhesucltesstsin ienther aind@gr | yi ng
har monmel @adidcr d imeewsi bh madcl ear and mostly u
s ax opthoorinee Pax kselwy ocoa@ac s opfa rtahmeestese r s
mani punloattee dp o ®ic It ie @ mc thaatndgenotudta whirgd s e
phrase segmesitsil eagfmddatoefnpdsayed off t he
beat, or aadt e geentdinewlireadi | esE ar omor e common.

The extent of these differences suggest
only in their treatment dfn iexdcicwitd warl, mMussii
personasloltoy,ara@idist ecsoedf ect a t acmeelr and mor e
i mprovi satikiroll ospmhhteach. cl eaner, and mor e
Stedeal i vadmsyrdesnsi stent and faithful to the
struByucePardasdaf,ef |l ects a more radical and
i mprovi satitHWimMRe d a@spolomscyhsmet ri c, freewheeld]
unpredi cthhédbheéer Whnée t he writtasmancyhor ds an

poiinrt shiPBarskodeded pyar t s atr gmaatt hem s
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Stitt asdl Par laédiof freerfdreacda idnhepl ayi ng abi
iReady, BanfiRed uGypoBEBesth rerv9ddleggeéesnt t hat
Stitt aawed ePanroktermusi GfiRlede Pa @Iss. i Packmpl e x,
sophi sdand aftiedli, dmo raeay ancreat mmai cal styl e
StefMReady, Bxdi,®p Jwanppebénnhneabliyoras devel opec
sophi satfRedt &S o&IsafiGorp BBmosShi ® noticeabl e
i mpr ovoevneernthi sk, lewstt ld id @ smawtaathe deg@gt h
fl exiobhi Patrwppr oach.

The si nbieltaweietni eSst st i mpmaoviPasakemonal styl e
evident when&fompp BBposbEoi tRdr e os s .
However, the d&f i et e dsc dssiPybleeckseiesean mor e appar

The most conspdtchue upr ess asd emucfit c Rdsr ker
vocabul ary and t he darke nfeasrs mor @ appogrhoownnec € c
Bop®@%n ( 1LOdlBgni | airi ti e wmphoPadkbeonal sty
use of chromat i c -noortnea npehrrtass,e sl,o @agna@itghitph et
bé ound i n &bosdl .t HEatttttari ns associ ated with
style, {dtilkne ddylb lhiem HCabrpe Bf@muosSd! o onl y.

The most distindtiswe |l el eamentad sof mBtriet tpr

t he | aGemp asrodibeawvd y h $8tG&t f uampQonpgy Bop
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SBam s

al most

cl eaner anHli smoerieg hctohn stiesst ebnatR. td e ent h n

uni f or mlHyi sa huesaed ooff

ttihmeb rbaela tmani pul at

conserMaantyi voef. hi s phrasesTlking sngheats ohat

even as

Stitt became mor e

|l i ke Parker in t

StbéetemamM ess | i ke him in aspects of form, ph

The

i ngirmialsadi ti ebeaawdedi Stast sngagsPar k.

coincide with I m@gorctaareterc h &mgpdRtelayhyg3ttietrt r e

Set, oSuimpt t

Il n New

with ®ac&etemporaries,

yt B aldisnrhaw Orchestra and moved

York, Stitt had greater access to P

and

even replaced h

Eckstine and Dizzmat Ginmee e Spii ¢ t Owalsesttndd) .in

t wenti es. 't whiss i inmphowi snat iiaemud Itthtedtty | e d e\

the similarities to Parker
Thi s

by Pd&rokerex amal ¢ oMimge s

héspent

was also a period

began to show.

when many ot her

Davis moved to New Yo

[ hiésdgnd i[ra¥t ameretkhance | ooking for C
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Par ®eSraxoptPdomil stwoods s aflad orie téfi sBipred i od:
childrené Yafueolgoteltéit eimamthtgo be in that
mi Ideesupeci al ly i f ydoaun dwenroet abne aifdtuoc hpel da ybeyr B

The period had addid&i oaStksetstvogrnk fwictahn c e
Gillespie Il ed to attention from 8ewtd¥or k m
Paker in pthet ccroSimpmerailosfons correl ate with t
bet ween Par&tetr mpmaodvi satdenai fsedl above.

For example, in ApriiOlopl B4 offthtniet tmont h b
performed with GinlNMNaswiY¥Yorak dJiotwyn. Halclont e mp
review Iy aureg skdhiattds and | ooks amazingly 1|
better @&Xehd 8t isdm.t ement i s consistent with
reviGeeweari m ftishoaudl dbsk et Pareks rwicimh P &3niildeer
saxophoneilOspubBdm@m@ihe cl ai fhatsh abtetSteirt t
execaotthhaomm Par kerbobheechtestwi aBh@ consi ster
saxophonanagliampmagvi sat i olnoao s eanpepsrso aacnhd, and

unpredi ct albsplliatyy ngf akhar lkagmpr oach

TQuoted i mChWaildeckddadr ker

2Quoted iBebowdBs, A fullersdisftusesnoa of Pa
young New York saophpoRalsdgd amsd ftohed ninl uer
Charli), Pab&kwee.

Bvail, Dizzy Gillespie, 38.

355



Recenhol ars contiG@uwothkh wompaGel Sespt e
Par&eearly reéeanohdBdlbhwmmkk The Mus,ic and I ts |
Owens follows an ext@Endest ghks cwistsh oam ifi éfa
di scussisd'mfdferStiintttr oduci ng Sttt as one of
fichi loWwem,s cl®it@&ds LOA&t recordi ngs contain Ve
Parker had no®Wailreadadwyelpdiangeday be hyperbol
partssupported by the precedinsgi @auadlugsi s, wh
similarities in musicadlfObgo caBmbdsatrlyo bet ween
and Bmarekerrl i er wor k.

l ti mportant tsd mdjaegsttha&smutbepoal
vocabyl and saxXaplomemosgundtde most recogni za
musiianyle. Similarities in vocabulary an
without ra@ae@rnthi nmg stilectailinsa nnadty ssiusr.pri sing, ¢t
critics whios rmifodds0ewnocrek Sotfitten make menti on o

The more distindéti mpeoelisstadeinedsdaedt St it t
reltaot enusi cal per sonalairtey neomnrde sadblsa raarccth iatnedc

t o obser ve.crGotniscesq uosSitdse ny ;o eerzstx ia@sitcbounned ,

Y OwemBebop2BTHhE Pard&),488KI%tloe Saxgphoni sts
B9 pid., 46 .
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but not his note placement or penchant for
observati ombdthtadr 8¢ haau thiaak er, however, su(
some criotni cO mewh etehded ff f elr etnwSHeant t and Par ker
in this regard.

The gola¢ prfecediasg beltaptteor anal yze Stitt
solos fr-omiddet mi sshsdckightcadbnr8putation a
i mitator. Musi cal anal ysirevecfil ®tdi ati sbéss
with ®Pastklpdte became more prohlbenced over ti
i ncresdagsningarithess Siumgmpmreswi sati onal style be
Par&eduring this pnarsiiaadall yTshies ,p rtehceerdda fnagr e, |
constent swerihepatati on as a Parker imitato

Therecadiahysi s al soohtethpacsapgparss who
l i ken&éd ni$%&0Q pl ayi ngntido PpaB@BmosShl o,

Stt mugsbcabul ary 8 odardea xsoipnhiolimaer Sttol tPta raknedr

Par&esol o mimneofebdueteosiagdsaoci ated with the
19460 Newb&bok music style. This suggests th
to Parker were observiwg.real similarities

The increased similard@ tiimpr dwit sveteino risali t

styles -18940&ecamnintdkiagllayi ned by the musical a
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New York City and c@®i noaJtdsetntt mpcrhoavnigseast iionn aSt |
styl e bec aPmer&noarte al itkieme when Par ker had gr
younger muwheStams$, hawdregul ar access to Pa
wor |l d.

As discussed in the Historical Analysis
musicians al so obear $edttdThhtdh Pane eebdert wer :
Stitt was not merel yn adlastkylieaibdrfeot tait o rq wrb.u
exampae, Mor qqe gutb@itsn amazingly close as Stit
Parker in ¢ epeeadod woaanwelraer yal ways was a
fundament adt® di fference.

This, too, 1 s supporilétdstbtympgrhev ips ®&tciean al
st plee amag e Parkleebet ween 1944 and 1946, it e
direazwdwmomm Parker . iReamyam@dBtdi 4846
iCop BBmosdl o i s cleaner, more consistent,
changing charafth ec tosra incastaumaad ti to n

i mprovisati ontahestnd er. a dHioawkiasetdicegpsar t ur e

fr@mar&iempr ovisstaytlieoonrigidrd c Gwarsast cl ean,

®MorgensterhiancdgMeyeéh, Jazz
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consistent, ospphneavnasre pesdipptraedd@ e ab | e .
cl eanness, consi st@&fiDoy, BdidmdShs eggesos of S
t hava®St adopcteerdeaitrur es&iohp iPav iksgaytlieo,n ahle
was developing the contours of his own.
This chaptefSthas dseod|oFsawkrebind @ e Imi di s
essenti alt htis .cpdd@misdiodddsi nci dascwiotsherSt i tt
proxi mity ftior Ptarrkeaqr dhiisgs, and maj or chang
Howewesjamall ysi s of | ater solosteéers al so nee
1946 can hebpddbtsriBmhmpreavifsati onal styl e coc
changMusiacnaal ysi s can al so be used to asses
Par-keke musical vocabulary aeddsaexbdbppede s
t he more di st i nocwninvper oevliestagthieosn ablh kB hert, mu
anal ysi s can thietltp adediempun mer sdd nSoemrade st yl e
or diwowwemgedi me.
The f ol |l ossienegk cthoa patdedrr e Bls e ydheevs@t epd ob | e ms
t mu s iamaes ysd | Stcitt t and Parokne rt hseo | coosm proesciotridoenc
Ko don thend9460s. Analysis of this materi a

understan@di hghpobvbsattonal style and its d
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all ow for direct &coesmsmaerdids g WiutriishRRar Karg h't

reputation as ia attaolrented Parker i m
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CHAPTERXIII

MUSICAL ANALYSIS OF SELECTPARKER AND STITT
SOLOSONi KO KOO

The presenthapterserves as an introduction to the composifiodk 0 K o 0
andto the twomusical analysis chapters that follow.
AKo Koo occupiemSai ptomhdeRlangkkeadese care
wi t h f Cdtherconkpesitiaiupon which itis basédi Ko Ko 60 was
performed and recordday Stitt and Parkeseverakimesovera period ofmany

~

years (and decades,dt i dage)}diher okeeodo and AKo Koo are a

with Parkerés musical development in the 1
generallyBecauseof hei r prominence in Stamt and Par |
their i mportance in bebop history, fACher ok

discussed and analyzed compositions in the Stitt and Parker literature.
Below is an introduction that discusghese twacompositiorsin the
context of StaeensThe iatoductiGrasodiseussédise c ar

i mportance of ACherokeed and AKo Kod in be

musical relationship. The introduction closes with a discussi¢meof
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compositional characteristics relevamthe musical analystselow. This
introduction is followedyy an analysis dfvoi K o  $0losdrecorded by Parker
and Stittin 1945 and 1963.

As with the analysis of ARed Crosso abo
research for a fuller undoswensandndi ng of Par
Woi deckbdés works containfn@€tdtdrbokeral amadaRiKse
K o solos.Theirresearch informs the present study and is cited in the analysis

below.

| ntroduction to fiCherokeebo

ACherokeeo is a composiabdleaderRdyy Br i ti sh
Noble. It was first recorded by Noble and his orchestra in 1938w
arrangements of the piece were recordethbfount Basie and Charlie Barnet
orchestrashe followingyea?l n t hese early recordings, #ACH

performed as a big band instrumental in the swing style.

'!Ray Noble and His Orchestra, fACherokee, 0 |
2Barnetds version became a popular hit. Thi
CountBasieanddi Or chestra, fCh@unoBageKefParts 1 & .

BurnsJazz Ver ve, 2000, CD; CTheaOhdrlie BarnBtar ne t | i Ch
Collection: 19351947 Acrobat Music, 2014, 2 CDs.
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I n the 1940s, young musicians reimagine
solo-driven piece for small ensembles. Through the influendebbp pioneers
like Charlie Parker, Bud Powell, anflonnyS't i t t , ACherokeed was tr:
fromamediumt e mpo bi g band swi ngoffpiecefprosi ti on i nt

bebopper sét eampdo asnp afifrurpi ng numbler for jazz pr

fCherokeed and Par ker

ACherokegoti®edcltwose&€lharl i e Parkerds musi
the genesis of bebop. This association was described early on by jazz critics. In an

article forDown Beain 1949, Michael Levin and John S. Wilson wrote:

Charlieds horn firsanc@eneceratth vevemueaé ch
Working overCherokeewith [guitarist Biddy] Fleet, Charlie suddenly

found that by using higher intervals of a chord as a melody line and

backing them with the appropriately related [chord] changes, he could

pl ay this t hhienagr ihneg .hoa dF | beeeetn piil cked it up
bop was borri.

3 Ted Gioia, The Jazz Standards: A Guide to the Reperidiev York: Oxford
University Press, 2012), 61.
4 Quoted in OwensBebop 38.
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This story has been describeds Par ker 6 s Sitgsromeaft epi phany
the most frequently cited anecdotes in the bebop literature. Over multiple
retell i ngs,stotyhasbeo@dboth okee©i al account of P
musical development, and fione of the key 0
of bébop. o

By the early 1940s, ACherokeed was part
repertoire. Parker played the composition in a varietyudioal settings,
including public performances and informal jam sessioHs. also recordethe

compositionon several occasions, including twice by 184/3ar ker 6 s af fini ty

> Gary Giddins, quoted in DeVealRirth of Bebop 189. In later versions, the

story was changed from a thipgérson to a firsperson perspective (as though
Parker were narratinthe story himself).

6 Owens,Bebop 38 39. Critics have since called various aspects of the story into

guestion. As Owens notes, the quotation wa
come from Parkerés mout ho KearMied Tal ¥8 ndécf . ,
toYg 354). Owens further notes that dit 1is

enri chment of this sort waBebop3@)rBrianof | azz f
Priestley observes that playing on higher intervals of a chord was not unique to

the beboppers, an €heidkeh abpubmidisghead 4d8nhsaof
(PriestetyCh asi n6,117hi20).Bi r d

"Parkeros experience with fACherokeeo predat
Bassist Gene Ramey, who worked with Parker first in the Jay McShann Orchestra

and | ater in New York City, said Awe wused
Woideck,Charlie Parker 79).

8 The two recordings are from a Kansas City studio session in 1942 or 1943, and

a |live bootleg of a jam session at Monroeo
Par ker Di s c og ClapePar&ey 83\86).i d e c k ,
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A Ch e r bak lreennoted by jazz scholars. DeVeaux and Woideck, for instance,
describpégtas fAPar ker6s favodiihespbppboengedhewpi e
and fAhis si¥gnature tune. o

A second ACherokeeo anecdote highlights
Parkerods playing style. While working with
featured on a head arrangemenficf h e r dhkeareangement provided
abundant solo space for Parker, and céu[dl ast ] up *Duwringané f an hou
performance at the Savoy Ballroom in 1942,
broadcast over the radio and had ¥ fApronou

Trumpeter Howard McGhee described the experience:

[Allofasudden | heard this horn jump througl
cat pl ay, | said, AWho in the hel is t
that 0 Of al |l t hed l&rew everybdd@rly edisdm é6 k nlenvo w

anybody who played | i k gadiszulVajust was comi no

listened till it was over with, then we heard the guy say it was at the

Savoy, so that night, the whole band, we all went to the Savoy to hear this

horn player, what this cat was playinbée
all came ¥ungluedéod

° DeVeaux Birth of Bebop431.

10 Woideck,Charlie Parker 24, 115.

11 DeVeaux Birth of Bebop 194.

12 Woideck,Charlie Parker 23.

13 Gitler, Swing to Bop71i 72, emphasis in original.
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This anecdote from McGhee is instructive. It reveals both the effect that
Parker had on other musicians (fihe shatter

of ACherokeeodo as auniquetdlentsy e t o showcase his

NfCherokeed and Stitt

Stittods tmo mrCéheetriokre e c-estaldishediThei | ar |y wel |
composition was part of his regular performing repertoire throughout his mature
career. Stittds connection to ACherokeeo i
jazz |l iterature. Asica@mactesontietrsmpatérbeet St i tt O
Morgan and saxophonist Art Pepper make clear, Stitt had a fondness for the
composition and often called it in live performantes.

ACherokeed al so appears several times i

recorded theiece in 1950, a few years after his first studio recordings in New

“DeVeaux notes that Parkerdos fiCherokeeodo pe
i mpacto on musiciansatk&eddMcCommawthoofif oea
and expression nothing sBirthoftBebop200pver power i

Parkerds |ive recording of fACherokeeo at M
above) is also from this period.
¥These musical encounters are discussed be
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York City.’® He recorded the piece a second time in 19397.1958, Stitt
performed ACherokeeo at thethNewport Jazz F

performance was later releasédstitt madehis final studio recording of

iCherokeeo in December 1981, one year befo
Stitt often performed ACherokeed in com
players. He used fACherokeeo adoheadfibebop te

matchups betweehim and other musiciar8.The goal of these tests was to
impel experienced players to higher musical levels, while showing inexperienced
players their need to work harder. Tikese Morgan and\rt Pepper anecdotes
provide two examples of this

In his biography of trumpeter Lee Morgdrgm Perchar@nd his
intervieweegecounta careeichanging encounter betwe8titt andathen

fledgling Morgan.The anecdote shows how Stittuse€ h er ok ec¢ther t o t es't

Rerel easih ear Dik®tedst Bj t s

17 This version was originally released on theSéhny Stitt with the New

Yorkersfor Roost Records. It has since been rereleased as Sonny Stitt,

A Ch e r ankieeeConiplete Roost Sonny Stitt Studio Sesdibmsaic MD9

208, 2001, CD box set.

BRerel eased as So danzyegéntsiatNewporfi\hi2B0B,0 k e e , 0
MP3.

¥Sonny Stitt and RBattlhofthe SBx@dld RecdiocSher okee, 0
1983, CD

Tom Pelekra Mo
Publ i shi3lg, 2

gan: His L{LendMousi Eqainadoxul
006) ,
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musiciansThe anecdot e mrhwtmi thy ghrhamd tjsazxzzo musi ci
specifically the ways that ol der, more est
p | a yhiteshe anecdote islong,t ¢ a p tsu rceosmpSttiitatndeuper sona
ofCheromkseewel | as any anecdatoe tihn qtuioe i Inigt en
l engt h:

Saxophone players alsos|l ob&ketilsf oBward w

t he model -loofvitnhge jtazweghel der, as Sam Reed
He would al ways tel/l us something, musi
how t o prhaec tailcwea;y sl itkoel d me, when you bre
stomach up with air, mPMadhkd&esuihree sypouwd, geatry:
bl ow that wall down. d&@ehwapep oni ce hall
he coul d. But, you know, he put you to

ASonny Stitt was the dmenovshe & d omdd cead Hie
get t ogaxitchereon Mitchell . Around 1954, \
a name for himself, and he revelled in
status. One eveni nwi,t cdheetigleam damnd ahij @ mf r i
session at the instrument shop Music Ci
special guest.

So Sonny Stitt was there, and Lee had |

town. He was one of them arrogant | itt]
apbody that wanted to sit in with these
would get a chance to sit in. So they <c

raised his hand. So Sonny Stitt said Ah
real good things laibloart &&®ahngheseai d eyeowa

wanna play si¥enah hmag, Lelk&t' s why | ' m he.l
said, Weélou wwehnanta dpl ay? And Lee made t he
Anythwowagnna pl ay. SonnAChsxa ikrel dB) K , l et ' s
2, 3, 4!
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ACherowkaese t he ulti mate bebop test piece,
to ddrmdg Stitt had called for the hardest
possi bl e.

Lee started trying to pull the slide ou
coul d get taon pelaasyi eirn kaenyd st uff, but he |
stuttered and was so embarrassed.

My goaddnesasw t hedsp dcaieeneinmtb ereeed Don Wil so
ASonny Stitt had no pity on you. I f you
done the samge was ney Hiki d,hiynou go home
You're ne® ready yet

Leon Mitdhat!| £silaemeerdi sappeared. Nobody Kk
he was,& hienwasyw of the jam sessions, nof
back out in thEhéandketmy.E&0owhenphay
started ge’tting together.

Sonnys Stolte in this story, notwithstandi
musi cian, was essentially it ®h@gdvo fnga jnaeznzt or
el deh@ihel p you i n é&hHe wpayveheyxcwrudear. pl ayer s
advice and encour agemeist ;t atchteiyc sl osoekeend tuop hta
wor ked: Morgan went home to practice and e

Anot her HfACher ok e ArdPegperanaltd sakophorish v ol v e s
and fiendly contemporaryof Stitt. n t he afterw&tdaofghhi €i mhemo
Pepper narrates a phoavreaedwitalnRStyigtanl. wasount

per f oatmitnlyge Bl ack Hawk, a po.puli at @masgledc! ul

2| pi3d3 lemphasis in original
21 pbid., 30.
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to sit per wanhPWPegpebabddemot ifvart i coonmi ng
orstage i n: Bies®@8ommey mss one twhevih hse guys,
hi md &tcomrmsuna obiat alhte e @b tat rtiep.t ilntg gr ound.

thG@tt he beawtdd®ful part of it

As in Lee Morgan aifhedoakte pa Svteirtyt fcaasltl e d

t empo. Pepper remember ed:

fiHe wasé Hé yphagydkdn,ow, dacbnout f orty chor us:e
played for an hour maybe, did everythin
saxophone, everyashimuwclyoaus cO@lud rdl ipd aRar ke

have pfawédeen there. Then he stopped.

Gave me oheod®b| thbgkt, $@Bkkah, your tur

This moment had special significance

and was strung out on drugs at the ti me.

Pepper played somet hi fTgh ec aptehoaprltei cwe rbee ycd nadp p

and | |l ookedsat kfodnypf mbho@diidpAknan d hheeg went

was iG.whhaalilt®about .

23 pepperStraight Life Conclusion.
21 bid., emphasis added.
S0 bid.
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Inthesetwma necdot es, fACherokeed operates bot
St i dortsi@esabl¢alents and as a vehicle for a cutting cotastn Pepper 0 s

words,edaabhatia t*%sting ground. o

|l ntroduction to AKo Koo

AKo Koo is a composition written by Par
Parker in 1945 for Savoy RecordsAs wi t h ACherokee, 0 AKo Koo
with Parkeroés musical development in the 1
in bebop history.

A Ko Kacontrafextofi Cher okeeompBaeket he AKo Koo
theme, buborrowed théd Ch e r o0 k e e lbarmbn@ stnuctuedor dolos
Parker also preservédand increaseidl the fast tempo&om his earlier
ACherokeed recordings.

Thesimilaritiesbetween the two compositionan beclearly heard on

Par klex465 v er si olni ko HiaKrok eKrob sO preorkfeoeromances o

261 pi d.
2! Rereleased as Charlie Parke 7 K o Yakdbird 8uite: The Ultimate
Charlie Parker CollectionRhino R2 72260, 1997, 2 CDs.
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with McShann, AKo Koo i s anAmtfromnded featu
the opening and closing themes and a drum solo by Max Roach, the recording
consistentirelyof Par ker i mprovising over the ACher

high speed®

iKKoo and Parker

~

AKo Koo occupies a crucial place in Par
leaving the Eckstine band in 1944, Parker spent a year developing his style in
small groups in New York City. He then went into the studio and recorded his
firstsessionaa | eader. The session, which produce
the most famous and most &dtwdspzed [session
mi |l estone in Parkerds career, and signal ed

big band musician into solo arti&:.

28 The similarities between the two compositions are evidenced by the first,

aborted take of AKo Ko, 0 which includes tr
guoting the ACherokeedo theme verbatim. Cha
The Charlie Parker Storysavoylazz SVY0105, 1991, CD.

29 Henry Martin and Keith Waterdazz: The First 100 Yea(Boston: Cengage

Learning, 2016)2 0 3 .

¥The transition began with Parkeros depart

Crosso session the previous year.
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Pa ker continued to record AKo Koo after
the midto-late 1940s contain the composition. Thessordingsnclude studio
sessions with altar bands (e.g., sessions for the music perioMesdionomé
and live performances &farker with his own jazz quintttOne of Par ker 6s | i
performances of fAKoMoHeond awae &arnkgi @2SHat &
Christmas Concert in 1949, which Stitsoattended?

Jazz scholars and critics are unani mous
artistic achievemenE or Wi |l I i ams, it is the Aclimaxo o
interesting dFoFcormePrtise sitn ejya,z zP.aor ker 6s 1945
consideredone ¢f P a rskneaars@ er § Fece®wéns, it is fda cl as

jazz tPEdDdrtWondéck, fAKo Koo arkoruPar ker 6s i

~

31 Acomplete listof Pakkr 6 s Ko Koo recordings has been

Di scography Project (ACharlie Parker Disco
2stitt was performing @t itheAfSomeoant. | bid
Ameri can National Bi ography

BwWi | | inhesr, | i & HfekoeurmeéWit!l | i ams refers to is
Savoy LP containing the various materi al r

3 PriesteyChasi n6,2t.he Bird
35 Owens,Bebop 18.
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s ol oé a nPnaorukbetli@dde as an instrumentalist and a musical mind to
the wWorld. o

Somescholars and critics believ t hat Par ker s fAKo Kod mal
point in jazz history. IMThe Birthof Bebop De Veaux suggests that 0
be reasonably regar ded Faosr fGahrey bGirdtdh nosf, nfiok
Koo fiwas the seminal poitnwa ro’eriekdepoar t ure f o
regards the compositionds musical theme as
influence on the fut¥®¥Bem@anertt agCGl dthansqgs

of AKo Ko, 0 DeVeaux writes: fdall %f jazz m

N Ko &ho Sttt

Unl i ke ACher waseret opdkKio KboStittds regul :

repertoire. IS t i viadt récerded oeuvre, there ardy three recordings dfim

36 Woideck,Charlie Parkef 115.

37 DeVeauxBirth of Bebop 365.

38 Ibid.

3 PriestleyCh as i Bird,122H 3. Woi deck agrees: @AKo Koo
closing themes neffectively anticipate Orn
(Woideck,Charlie Parker 115).

40 Quoted in DeVeauxBirth of Bebop 365.
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performing the piece. The recordings were all made within ayfae period
(19581 963), approximately fi fl9%versionyear s aft el

Stittés first recording of fAKo Koo date
death*! Thisversionre ai ns t he form and tempo of Parke
differs in other respects (e.g., the trumpet solo is replaced with a piano solo).

Stittdos second r ecor d?lmthspeformanéep Koo dat
Stitt toys withthecompositional similarit s bet ween AKo Koo and fCl
Stitt begins the piece with an higapella re
bandbeginstoplayand St i tt performs the fAiCherokeeo
order at the end of t heenmbrgiyswitchesdao per f or ms

~

iKo Ko, 0 confusing his band &nd drawing | a

1 Thi s v &K s iddsm sturib recording for Chicagmsed Argo

Records. It was first released on LPBas r rin 1860; it has been rereleased in

ot her formats, i ncl uBduirnngi nSbo/ nPheyr sSptniatlt , A pfipKeoakr
Universe, 2013, MP3.

2Thi s ver siiveperformancé at Birtland, a New York City jazz

cl ub. I't has been rei ssAuridninNewYYknny Sti tt,
1201 Musi c, 2000, CD. Despite being I|isted
ends with the melody to AKo Ko. 0O See bel ow
“Thendaappears caugdgshtr etiifo rgfedaad d f bynb Be st t

t he change. 't i s posi€héelt ekredaldodckanded nt e
his perf ofiKrnadamse awijtohk e .
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~

Stittés third recording of fAKo Koo date
taken fromStitt Plays Bird an album of compositions written by and associated
with Paker

As discussed i€hapteVl above,Stitt Plays Birds the album most
clearlyr el evant to Stitt and Parkerods relation
drew allusions to Parker by performing and recording cortiposiassociated
with him (likeidi C h eerecdk) . By ParketributecalbumgStithaddressed
this relationship directlyplacinghis reputation as a Parker copyist front and
centerfor all to see

Stitt Plays Birds highly regarded by critics. Many criticssingle &t i t t 6 s
recordingofi Ko Koo f or speci aittograwaompaisonseven as t
to Parker. In thd964 reviewof Stitt Plays Birdfor Down Beaimagazine, Pete
Wel ding describes ®iKa@a Ko a | &sstététsatl 4 mreirn gn.od e s
AStittds uardkKe nKo o gondd thevoatstandirfy numbers

in th¥Gi tslear. ol ater shased motaer falhe Pmas Kiere

“YSonny KK B i tt Pl Ay 5 alB4 1r 8,0 S1IDOC D .
“Wwel diStg,tt BRI &y2s Bir d,
®Gitler, ISitidrt rPdtaggss tBa r d
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his f ul? Acpoalingeta GrvendStitt PlaysBird s one of f#AStittés |
ef forts, 0 and @Ko Kiwed hfiasdh oswsu dcileeda rhliys trhoal e
wor®. o

StittPlaysBird s t he cul mination of Stitt grapp
AKo Koo avini f e@c ¢ e d eatbankcormainrec®rdings af thestwo
compositionsStitt Plays Birds by farthe best knowriNo other Stitt recording of
ACherokeed or AKo Koo receivedoa compar abl
praise After makingStitt Plays Bird Stitt alsostopped recording these
compositions. Stitt f i Fugherrecadingsroded A Cher ok
iCherokeeo and AKo Koo f obtttPlayeBird begi nni ng i
(1963), however, St i againumililé8l moddhe ecor d @A Che

make another recording 6fK o .0R o

"GitMaesters,o4Bebop

“®That is, he ®advostkuRBleOndepiBar ker

®Stitt "Cheooidne@l 950, 1957, 1958 dlive), ant
iKo ddon 1958, 1962 (I i wse)l,i vaen d1 91692 @r.e cAograd inn, g
K@contains thdéKd an€h etr okeet wWas r el eased
under f#Chertolkteldda,zz Di scography Online
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Compositioml Characteristics

Form and Melody

AKo Koo Harsmeasurs dolr forgihis is twice the length of a

standard thirtytwoi measure form (e.gthe formsofi Oop Bop Sho6Bamo and

i Red CF @hergsés)are inaBA form and are divided into four sixteen

measure sections. Becauselo$ double length, a single chortekes longeto

complete. Thidong lengthmay have encouraged Parker and other bebop pioneers

toperformi Cher okeed (and t hafasteoteniposaf act s it i ns
The mel ody bothwefi-suibed fdrdast temgos and

rhythmically challenging, containing short note values and syncopateditirges.

alsoabstract compar ed wi.t fhefilCh etfieméisohronatic,

performed without chordal accompaniment (no piano or bass), and is

different key from themain partof thepiece (thesolo sectioh®?

0 /4 T h ebardsBa song formisonedf he most common in jazz. 0
Waters Jazz 6.

> The melodic similarities between fACheroke
PriestteyCh as i n 6,122128. Bi r d

Woi deck notes: A6Ko Kob is as much as a s
composition. Of the entire performance, on

the piece i s i nOparliearkerél®d)o ( Woi deck,
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Harmony

Thesolochord progressiomi Ko Koo i s dividaed into
sections and the section).Again, this progression is borrowed from Ray
Nobl edbs ACher ok ag,0n twhe cho mEKms iKtoioo rwa s

Theasecti on chord progression is fAAnot

t wo

base

19306s popular song, 0 and does not Apresen

di fficul ¥ asgectionbbeginmsendin B major, a familiar key for
jazz soloists. From Bmajor, the harmony moves briefly to subdominant E
major, then returns to'B The chords on the section are mostly diatonic, with a
few exceptiond e.g., AT’ (TVII") andC’ (II7). The chord prgression is familiar
to jazz soloists for an additional reasé&s Owenbservesit he har moni c
structure of the first six measures of eacdection is identical to that of [theTB
bl u¥s. o
By contrast, th® section harmonies are challengemd unconventional
Thes section modulates away fronTBnajor to three remote keys (and back
again) via a series ofW-I chord progressions. In the space of sixteen measures,

the harmony passes through B majif {n the context of B), A major (VII),

53 |bid., 84.
“Owens, fCharl09il®. Parker, o 1:
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and G major (VI), then returns tarBnajor (1). This rapid cycling through remote
keys was fAunusual h,aandoen | icGh & sgotikihecoer 6 t he per

ihad a reputation of being & fficult to im

Tempo and Difficulty

Another important characteristic of these compositions is the speed at
which they were perfor med .origidadlybeganmas i oned ab
a mediumtempo big band composition. Later, it was transformed by bebop
pioneers like Parker, Powell, and Siiito a virtuosic showpiece for small groups
and soloists.
At fast tempos, the challenges for the improviser are considerable. The
rapid modul ati om% do M Kashcos,ioCdxample, k e e 0
become especiallgifficult to improvise overAt high speeds (300+ beats per
minute), thea sections act as a long runway to gheection, where the real

harmonic difficulty lies.

“Woi d€blarl i e Badk&i oi a agrees; of @ACheroke
AThe melody is simple enoughé but the rapi
bridge present a ser i otlhelJaziSmndarsBh.ge t o a s o
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This difficulty can be appreciatddly comparing the earliest
recordingstda he ACher okeeo an dParkeKand Hith. dher ecor di ngs
earliesti C h e r eéomliagd those by Noble, Barnet, and Basido not
contain any solos on ttesections® By contr ast , Parker and St
ACher ahkde d Keontai solds over the entirdBa form. Two of the
earlyfi Ch e r me¢omliags have moderate to modesfats tempos! By
contrastPar ker and Stittods studio recordings he
recordings are fast elr94s5 irlelc.orFdoirn ge xoafmpiil Keo, K
over 300 beats per minute. Late%and i ve reco
Stitt (ACherokee, 0 1958) reach speeds of 3

The harmonic complexity and fisheer velo
instrudive.®® First, they speak t8 t i t t a mdsicd abilitk. k& is \Gery

difficult to improvise in remote keys at fast tempos. In light of these difficulties,

| Basiexb®ended 1939 version of #fACherokee, 0
section, and naf taama chorbses, thaeisectsohisepgatedc o mpl et e
fourteentimes, withthesnever bei ng heaChdrie®aglei no ( Woi dec
84, emphasis in original).

The versions by Noble and Barnet average
respectiwevegrsBasikes considerably faster (:
much sl ower than the Parker and Stitt reco
chapters.

Char lkiediK,® aioh 949 Concerl9®R0OAFdDr ISd me s,
Uucb 190009, 1988, CD.
YWoi d€blarl ie RPdBOker
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Stitt and-speaedivdestonsd s fihGhgelr o k e eimplygread A Ko Koo
facility andskill.

Second, these difficulties provide insi
of ACherokeeo and fAKo Koo were so highly r
under went rapid and fundament al changes. M
signatures bristingwih s har pso became necessary to pr
increasingly compet PWived aedospeéeanigal il z &e f

Parker epitomized thisnd of mastery, andevealeda newway forward for

youngermusicians.

0 DeVeaux,Birth of Bebop215. According to Dizzy Gillespie, the harmonic
complexity of bebop caused thmenhusi c to ev
guys o Shway r o athedarHeMdtodfaY,& 8 n.
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CHAPTERXIV

MUSICAL ANALYSIS OF CHARLIEPARKERO S SOLO ON AKO KOo (19

Introduction

The present chapt eOh acrol nitéedKrastslahroanal y s i
frocNmvembi#&®4A3s6 ,me nit m pirkkeevd haupPtaenk ec or ded
iKo ddoor SavoayhiReEcstdsessAtolel afm,raka@de ader .
been honing his craft fiom Meveé Héoaraki éGirt.y s ma|
recoagdeal si deiMaw Hoarskeodt hmpura c t bt b 8 g
frequent [Riod2y b@WVWilailKeoog pgKPrar Wweul d finally
pr odhuicsemfaijrogt musi ocadest At emewh name

Agaitinsg i mpemp a atshiRiae &M o dsce s $ison
critnegaddged amo mebnoa the rPGahrekdar eeéheand i n

devel opbmeechbmtpsdfce sessiepgomee @ f6 Pma Kter

!After quitting the Billy Ecwornkead Orchest |
pri mari | y -biamss eNle v nvaolrlk gr oups.
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recorded panmominarce ®ned Thiemaarzt ance oafy t h
sess$isomue i nfKlbagkapepiphoigmpgact masiigazz

di fficul tTot omuosveari 8ategstee .f o Ifikma nikvoa @ o n

source bodbhkacoftidseasdane difiedtdheeiwdass e st at eme

of the namwd muisgprd ledtdh et bam t ha@f . moder n

Recording and Composition

iKo dwas r ecorsdnad | wiedndsnesmdditeiad g o
saxophwointerdqumpet, piano, T Tihasisde mtnidt ydr afmst he
i n thishaxn sheetdldyedtyedha szt orThins :i13 hlrecause
firstthatowBeased from the ses;8)on |isted
thewemere than one pprasmsent aadndirlmemped wiron

i mportRarc&®oDfdo jazz histor y®Acacsorddriinigen t h

2Wi | | iiGhvesr,l i & PAaArker,

Sl ra @hdrelri,e Parker andi nt hWo iOletcok jSeax ophoni
Par ker Compm.ni on

Wi | | inGhesr,l i & PAr ker,

*DeVed@Bux,th pf3B88bop

*Thtewo trumpeters present at the session we
Davis. The pianists were Sadi k Hakim (al so
Gillespie, who played piano on most of the
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to the matjhoer imuhwiicamiKor dieedPar daeral t o
saxophd®nezy @iultteslampet aangd Curl ey Russel]l
and Max Roa’cAh md modriungs .vMiel Beasdiwghioes t hat
performed on eotsheesrsipoine caensd awa stdGt hen a membe
quidpenf ormed thpambte&G)i i esmpet

The musi ci@erss @ mb lPea yeksetoa b fKios likaos g a
bebop matSheerporiesceenc e ocfh Runs stenlel rahnydt hRwo as e c t
particub.airdmP kiceg pr elWiddIB & s Liboontsh t he

bassist anfoRbeXjemuenmeal i dl yo®Thi she new st

were repl acemeretld ,f oithroée fhppedBud Py wl ef t t own
Woi d€blay | i el 1P2a;r ki@imtalrérn ,e Par ker and the Al t
Saxophoon3d6s.ts,

"See, fonMChraralmpd eRar kW&dheDMstegr ®phy s
autobiography states that @&Kd |é&heiree, not D
are inaccuracies in its recounting of the
that Gill espie covered for Davis on pieces
Davis anMi I[Tegi®dbpe,

8fiThe Musi caroguevs lceasnwo mEaikagndw t hy
contemporaneous recordi niiKo, &mhat eDavis pl a
Gill espie played piano. Thomas Owens obser
iKo &ohe piano and trumpet are heard simult
Gillespi e was not plihlye Kigo Isetslsi omst Nowme mb e r
1945, Charl i ebRRarok dri nReTdhaepy pMBrasi gy ,of Mi | es
accessed Aulgusp: PRPwwwOtlife musi ekadeani | es. com/ e
session/se@wkalnepi®p

Par&et 944 session with Tiny Grimes is an ¢
the ol der&sstilpUeé. sPadk er s d@ss snaommes iunncdleurd eGd | |
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http://www.themusicofmiles.com/articles/the-ko-ko-session/session.php
http://www.themusicofmiles.com/articles/the-ko-ko-session/session.php

creafuemdani mi ty of r,bwhiHohee dc airpg idmdr ikreari nt o
tohe more tadotahi a¥fasscahasniwmieéy is hear
Russell mnupwulBgeaebsi vwei tbhhuta |rommmsited quarter
bassline, the consfaegusoaunadamotthepgmbadaasnad
snar e.l!dr ums

iKo dmbstract, revolkube®a mdhrey tchheameact er
whi ciaini ske any ot hleirth @&@jfamdkreirc wand irnhgy ti hmi c
ambi gdThg.theme is performed without chord:
wi t hout pi atnhoato ra nbya shsamantosnaipcr oivnifded ent i r el
the RAdendiseankeen at a very fast tempo (approc
mi nultte )i.tsh iarmt®y me a s.u rHeasl hheecens(gooesai n wr i tt en

material, whiilmprn dilL ok e etohven ailerlp rimat er i al t h

Curwyl Russel |l on bas
Levey). CWaoirdecek ,R&DB
YWoi d€blyr!lie RadDke

S , but had different dr u
kRehfi e Parker Discography
;

“There is a marked stylisti éfkloi fdfoer ence be
ad the he-aovotyeqpaiRear i Ltgisdd m secti on. As Pr
wr i flens:t he popul ar swing bands, the pul se w
bass and drums al l wor king as one, but i n

wher e ttohrloiusgthe nt)h d i wmeaelsk iamgl &t drshsgand u mme r
cymbal rhyt hmsés.] [cOhnanrelnéten elPadsrelkhdhraien a bop ba
has no continuity obffrb eeaSth,bh@mnyoe sBie¢raddy chugg
21 pbid., 115.

¥The themeetghsi measaofes of written mater.i
ei gnietasure dplofbreaklsby Gill esdpained (or Davi
another eight measures of written materi al
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fol |l mewvbBeimehar actenmnt zedyatgiopmagti moang accent s,
anrdapi dly changing note values.

Par&seol oifilg dcoan hdeddiiwmit o two parts.

The dacrasnip rt iwne sme g bduobeoetatkaagpear within
the mel ssdiad tthheemebegi nni.bigkandhencelbddit et Ip
itsekese @toembischordal acRampami snelnds with F
al one

Theecondop@anmit $eNwor usvesmo|l obhe chord progre
t oayR NoeiCher olkreecontr asttwoteoa stmeréeotihicr t ) e me ,
sol o carog dssoeust yme a.s uTrderessa ABosnogn g , f @A inh
secti onfTamag etwiiaheR t | @oas btr lssaetgelher ala keys vi a

seri ewl ocfhdi progressions.

First SoloBreak

Whi | e &GP ae-migelrssuorben eaikee ¢ h np acratl Ailkyd t h e
K@ot heme, t hesyhdsrethd@nti @impeadé vianattihersef or e
wordihs c uBasrikiagrr simeaisghtal sees ktf loe ft dire
| ontgwaohor us i mphatvifSdaleli dwse.askh®dBwampl e 54

b ®lw.
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Exampad ePdsr kfeirr-me a €urmgebaiKk o & o

Par ker Dbegi nnsotwe tahn 4G (Quusainss @onts @ wl : C,
near the bott omdofr atnhgee )a | tHoe stahxeonp hbounrest s i n
ameasure of eighth notes at high speed.

The material that @&idReldovws oiPw rkiemi | ar t o
i mprovises in strings of eighth notes brok
mostly blyxwsnhepcabhdve | eapithg tengdh Bar kes
ei gmothe | ines, as well as their Btart poini
rhythm through rests and changing note val
notes, and | ong notes).

What seGBfioPa&bukeeak apdRed f @soarsad iasr e
di fferences in speedoanddos mosércaBObDebeatre. p
mi nutegd Bamrkergs of eighth notes come out i

notes and rests interrupt thédde wwtaryisngs of
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Par&esol o unfolds against a si mihloarly wunpr
uses brasthersr dgpeg of accented attacks on t he

Given the | ack of piano and bass accomp
the harmoni c et swdtournes afi fRarcktler ttao nascert
chords can bthesumoomi & dli ird®asr ked ar peggi os.

chordsndarcaAxamhmphb eb é*l ow.

(0:12) Cm

|
/.

Exampd eHar mon s offi rPsatr kool &cKobr eak i n

YWithout a bass node, ntlee diedle mtairtmp no fe sParsk
adjudi cal1®.0f,dm evmampl e, Parker may be playi
D"™an@™ i n2Burhe coul dBHhE@ pl&aydiTrhgg preci se
identiteg aofhoRarskdrs al so not resolved by c
Par&efkFater recdKodeltibexanusieonsheofe are har mo
di fferences between t hem. &Evseenc oonnd tsholso 19
br eak sdihfafrenoni cal |y f r ocSe chd8msd rofeidBkst ( see t
bel ow) .

0
n
4

h
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Broadly, the break starts iI,n fG malnloyr ( m
resolving in the new key at the beginning
Par&enohearpegni @ e wiadmmladyes phogd€ssi on
GP™-C"-FFABT, a relatively stirr@nBph'®Parkwar d prog
uses dominant esdawawbatEslhaohbods ewE*y four me
C,F-BT) , and uses | owered ninth®8 1lwhen return

At the beginning of &@aipecblbipad®rebknoPas
t headt abnmelsocadeiact i nui Ky wtidtehme.hePar ker ends th
part of the melody and begins his solo bre

bottom of the afExamppPaxophone range

> (0:05) »
p" A T IT T TE ]
V AT2Y & L] I —— - I | - & I | o — — | J— — |
&> — ¢ i 1
o wad @ ° o TN B
& < —> ¥

ExampbMel odi c cPat&Moi&Kyg in

I n aspects of rhyt higho dRArimeiKoddgarts fr

Komel ody begins withl ¢6agdr cotaohsaets vaarlemest | y

' BTmaj o-w¥ Fii'ik V-1 .
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connected by eiopmteR&n&@eesrelvegdes this tre

Exampl ebel ow) .

Melody phrase |

(O:OO) longer note values longer note values

Melody phrase 2
(03 18) longer note values longer note value
O | — 1 [ | 1
S F T - T 1 T I 1|
ANG" s i T - — = 1l
D)) I T T —
25
Solo break
(O: 12) shorter note values shorter note values
1 1
b II‘ T | | —K l = —] T 1
I 11T 17 T T K+~ | g 7 ¢ d .‘I;"-=------I'I Prg ||
O o et ety ¢ — ST
K

ExampTRhyt hmi ¢ diirms cREKKk exdio t vy

SecondSolo Break

Li ke therd&asestiogndta shurreeak functions as a
seddnt ai rSa chicteoil ®.1 ocat edpingecagtts b htupeotdi ohsth
asswammary ofi sterde mamperrasiatl . ¢ ihdplet pmeassudree s

have been descri Asd Il irm @mMubsd ircoiseentste ehranse
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call ed the | ast break that Par ker t akes

of lHeep .s alyilsn ititlha&s ehbeen a tofypi cal comment .

Par&es exobnaeiask sihbxwampdel ow:

Examp8 eP &r kseerc o-md as u g b fikbor ekaok 119 5 )

Thbseak ditfhfeer st fromsever al respects.

at

F

rhyt hmi Sekloyndak consists of anctegllienanint

t hat Parker extends tdieer sdqg bdhdraolsneé as nse s .

nmoveael uest Haoomgemoeeghahedst s to break up

U

h e

Whi | e bot&dbroefa kka reknedr odnFs,t hteh es adroemipnancth not e

BTot he eade ngaeti ceRdidfeirrisftf ebrreematk. ends squar

18 Gji tfdiCdrar |l i e ParokeSra xaonpuh atnhids Odlgic k j e Par ker

Compa,nidd, emphasis in original
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downbeatbutfartkédeeetend ak @m fbbe,aolredo u hds

mor e &EbxraunptRl’e

quarter note on
(0:16) strong beat
y rests 3 *

T 1T b ; I | — - T |
oo 2 w5 |
22
2nd break abrupt ending

(2:46) . - - on off-beat
«—— single continuous ling ——»
|

!

Examp9 eCompari ssons wlf o Plarrdiicle &odi ngs on

Par&eselwromadk i s al so Wkintlshker r b cromd aad knasl | y .
smal | naumbfedhsaafi ng ornactee eovfer yv ),t we measur es
second brmarky i odpdairegsi ng once pecmrceneasure, 0

every tiwo The st s mpl i ed ¢ hmoErxda npdoedpred wi. on i s

"Par&keuse ofnoare dirgpttet near the end of th
intensifies this abruptness.
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(2:42) G’ D7(2) G769 C7 Cm’ F1b9)

Exampd el mplied chor ddprsegroensds igviw oo fb r RRaarkk eorn
K®

Again, it is diffti clhlotr dt @ragacerstsaiom twha
or bass accompdshirnagpita,m yda mdya fhehrr knom yo f
chromaticissmpenakal thwidgi fficult. However, t1l
chords may be sur@nimsetde baseidc s, Parrkeggi os,
dewnwa#3dd resod utions.

Parker alters the tones @&f aBgver al domi
indicpaedest Bma mpPacb OoHef ur ehabdrheh @rsd s
by supercihmposidegxadarp en@ggit oS more convention

har mobax ®mp haeElx ampp e

BpPparker uses arpz3lmi o2310n @4 m2D2)13pbbb.
1i3 m. 21B2mMbb21B3Hdbuses ddDwnevaagldut7Zi ons 1 n m
211 and2i214, bb.
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| {an Xt
D
o)  — ———— 1

209 m2 m2

Exampl eChromatic supédaasiemmpabsriefii ko id oiln Par ker

|l n @2 1dbaov eP prl knetiemi ni s lae ¢ e @6 o
Gim7.Fgim o var chor d p iGo gni &¥-O1 rdens ol @i mg nt. o
21).Theéi mi ni s hdeeds ccehmod disy @A BN™) s e cThired  (
choadses al somelomchbeywca tebdgcendi nfs-EMiGy-or second
FO)®Par&etrs acr os sbedgiiehnumsharidp e@gibwe ak
beaanddywl|l ternating their direction

Parker inserts another chromatically de
| af{seeEex a mp e l)dwm m.Pax 3@t Itihnreest ones of an
ascemMTichg®®@n beat fourdadaitivadrkddasur e
Par&epeggi at e DT"ac hdogrsiiceennudpgevaegy s t o t he sevent

and rd®chof da( mAs2Iwhi,t hb.t he) .pPraer&ieorus ex ampl

¥The descending minoExsempwetdélar ériactiecat e
bel ow the staffimanmd the abbreviation
XThe tob¥shomd aal so {539 moBiMi°x htoordes 3
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chords descendD"bMm@")noandeaomedtb0dheat by
byl escemaldtihg@pBY,)?In t hilso wealkar&seuper i mposed
ar peigggiohr omat i cb etawenbn g tscehvoerrdto* d s

Bb » Cm’! —» F7
(2:45) Dm? Dbm? Cm’

213 m2 3

Examp2 eChromati c supdasiemtpabsri efii o ik 02n Par ker

|l hhe abexempPMmex.er usesfrhilsyetthmiheoalmay i c
chord arkpreggagk mesw hkaitlcgceoempani ed only by dr ums
arpeggi os are unexpetchtee dh,a rammodn isce ravned troh yitnhtn
ambi guiigsyl @fbr eak.

Par&esecond soleribzeakmgsi c hdemsitty,
virtuosiexy,eragmeandiratly. Thesehehpxplbbaiemi stics

whtyhe brreakabwherdu saisciaamdensed i story of bo

’The descendingi mam.f Faietp bés. ifroduincdat ed wi t |
abbr evimaitEamp?2 e

22 ThatbTiss a chromatic DP¥sa8@hg wdaliraerhd bet we e |
di atoni c iTmag¢ oMt -§&tii )of B
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Phrasingand Accentuation

I n terms of &p htcvhos rod g, s Barskem | ar t o hi's
measur eParmrdeatkkvhoo r usostoaions strings of eight
up by Il onger ntonfeessanreak)s (tikbso conta
note passages that exhibit aggressive appr
mel odi ¢ cwlimseeaxcibrn g(alki k e

An example of these two types of phrasi
Par&esol ani didn et tods etctie ofni rodt hi s first sol o
i mprovises two short melodic |Iines foll owe
vary i n | endglbddt lanidn poofsariitd oeam dpadi nt s, and i
position witherm &lho plhemper.s Ptahékse mel odi ¢
accents. These accents malamtfftehaid nes mor e

intensified HExan@R e api d tempo
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(0:32) 2 measures | | measure

9 Bb (8 beats) = P— 7 (4.5 beats)

A

U |t [

o) I

41 =

Cm’ 6.5 measures
- (26 beats) G7 Cm’ 2 =

@
Y
L
Y
q
Y
K
L
L 11
L YIR
XX]
[
L 18
VT
L 108
L YHA
X

45 L—3

new [A]

section  Bb Fm’ Bb? !

A e T T L 1 '
XV I | |

R e A i |

Exampd ePé&aber opbhas biikgo ideoo ho s

Parker begins the first melodic |ine on
measur es. Parker rests, -bban bkgone f@msedd
This | ineamegdmnesndwight eent hynotes and ends
| at er .eshasr kaegrairn, then begins a third I|ine
Si X measures. The |l i-netikestempsketetdpsshaed Wwath
chromaticism, and it ends on an unexpected
cuts acrosmwm: tihtes smil dpdiont | sAdeédcet ibemg, nning

which Parker highl iQ-A4) s awidt ma zmawmmwamnd shiy

49, 2. 1).

Z2The |l ast four meadu2dmsn bdfe trreiass olniarbd y( mdm.s c
bel onging to two phrases at once. The four
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Par&keapproach to accentuation varies. O

beat s. From moesd7 stoo cmnsh Btleet | vy, resul tin
pul ses on Pa&r khed abhcemrmts | ocal high notes
change in direction) and notes -Hedtlso,wi ng a
each time foll ewc®dgtwith a scalar d

Par&keaccentuation of notes on strong be
to Spgled phrases whose rhyt hmsiRade often u
Craosel o,B8Packent s v@aoypviietdhi nctheamsgeetsy .

l engtlhh maesdRardmeappr oach t o hacccaenetl wat icon i guie

a sdregpho quality.

Form
Il n cet baeRdr kuenrpredi ctabl e approach to p

sol o Ifoortpd.ra,ceisiphasi zessedr.edwalrkrerphrasing t

Par@& efaisrextt i on p hpersien g nadfA shhied boenc prhd a s e . B
cutting across sections -m@agshi s dviayi siPan& e
t hiko dsoo!l o f or m.

Parkeaccents on strong beats are found in
1; m. 474850b,b3;1mm3; and m. 51, b . 3.
> The-befaft accents are found in m. 41, b. 4;
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across f or gmebEx adnpBieaibowsm)(k efFe =il tsioons hi s
phr asasesetnd uate these divisions.

For e xPaampkleer, signals the start of his so
mel odic |lines thatomegamd oar ¢ hpr eloevthd e alhy ot

ExamphedElxampd ebpl ow

(0:23)
Cals 1esl 1 Bb F 7
m
O 1 [—
p AW T | B . e — T T3]
e e e e e e e TR e e e kT
) - 5" - — ' m - TV g -
31 j _J-q i ni #;: solo :egins e i jbj

on downbeat

Exampd eBeginning BPardes siiKocdmr us of

Parker also prepares thwe thteant vef his s

phrasiantfg( ame@ d o mi nTamatj &mohti ec ho fif eBr h eli gt

beat s
®Gillespie echoesFs(Pmamkmi) bw pkayi Aiguanof m
then repeats the note several ti mes over t

a domi nant( 1lpié&lddd B ) poi nt
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. melodic ling ———————»
(l 08) Ab7 (six measures) Bb
f 1 I [— I [—
e e e |
D —— pe L i s L —— e e s
e — b ]
s < TR
Bb C7

|
D | I i I - - ] i ! T
o T T & ¥ T

. Cm’ . i

| C7 six beats of rests ——— F7 Bh six beats of rests »
A 15— = = i ] —] = I = i
 fav Xid | [ X I ] [ |
<Y I I 77 Ty 7t I 1l
o) [ ~——— —
92

melodic line ——
Bb (six measures) Fm’

Bb7 .
Ebmaj7
Q —— i T T .
y 4 — - i fr— T— >
|'\fDV htl Dé I { = ]I I———‘r { I I 1 I | ek 1 I [ r |
[Y) - o — - @ L E:h
100 b= i 4 h# 4

ExampbBe gi nni n gc hoofo ussePéaor nkde iK@ &Ko

The beginnngecbnBarckerus is interestin
reasons. By t HKiPsarpkoeirnth aisn bheiesn spollaoy,i ng ei gh
neaa |l fyul | clsorhuesl.d Paortkeerbr eaks this rhyt hmi

The held note also acts a pressure release

relax, while simul tisomeduws!| y hlkeuinlekitn g hamtuisc

’The beginnngeecbnBackerus is also the mid
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increases the effectiveness of t he

of rPest s.

note by

Parker positions biBephpastesatb emphasi

wel Il n addi ti oneé&oht &kkeebre ghiingnhi Inigg hotfs

the be

of eaebtipdmybdodogn t he downbieesatsiodmwone. This

Exampp ewlciomhtah en sb esg irosfe c hfgroonns B a it kver

chordses

(1:03) (128
fH | B Eb r—— L=
G5, e e et ]
%—4‘7‘—2‘—,‘%48[ - z P 3 o s e
(1:54) By |2nd chorus, 3rd [A]

e e ]
i = —] |

. o b]i o 'IJ \ ‘Jl‘? J —

o =

145 f 742 <

Ex amp6Be gi nonfi nPgaa skdedr o n siKio n dsloi |l so

|l Exampb et he rhythmic and t eixthilad

contras

note ando9BE&and hmm. mel @89 Z&Znd i Mm@ 2() mm.

can be observed visually.
2The beginni mgectoifordhet WBacsker uses

appear

ExampheElx ampbd eabove. The begseaoat ngnodf t he

Par&ef i r satp pcehdorxrsaurspmi e
402
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Par k& rikigs e c taiso ndsif g toimmngddicst i ons tbhye avoi di n
downbebnosft eppldany ibregatP eoreddgge@ gi nhmiend i r st | ines

hiBs ecsoinonb e &tx atmp§ e (

[Lst chorus, [B] section |

(0:48) rests - ;

Al Bb i) Cém 3 F# . o
i —_— - i T ‘ "

‘9" q - 1 | ¢ ]I “ r H‘II ‘} ﬁ L] I pil | I hull
[Y) - Lo =37 37

63 i F 7

2nd chorus, [B] scction|

1:40 i |
(1:40) -, T ca Ff7

01 F— — r——
. b ey e, e
[ Fan T 1 1 ! | e 1 1 | & T & L= Rl | 1
A’j’—i‘—ﬁw_%' & ! = ﬂ:'_ﬂ \1'#'_ g X
127 g -

ExampT eBegi e atginoiPSaiK bk edsoo | o

Li ke AeaBhemposi tBsens jiKobkdaore mel odicall vy,
har monically, and r hastehcntiicoanis|.y fgarrskieeiacmc &t of r
p hr atsii quiglt ihgdetesst isncltn odhoi ng s o,hePasrokleor acceni
foraamd r esnhf oicecresiempr ovdiwsiatthi orne $tpheactt t o

musi caldifserarteugruelsar and unpredictabl e.

Sequences
I n addition to using |l ong notes and res
contrast in 6 semhiremces. aRar lksehrort f i gur es
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pitch | evels. They produce contrast by dif
and pntemt cbrom hi smodentliimwesus eighth
Par&efirst fsoaumedancehesstart of his sol o
mel odic |l ine, Rmeg&kterfipeurfe,r mghiach woe modi f i
three times | Exqump® kbplucWleesa sfiioqqurne contr ast
the material that precedes it. It is rhyth
eighth notoese, teiighhteles, nandsgufoll owed by r
precencdilmgli c | ine is rhythmically static an

eighth notes).

(0:25)  Bb Fm’ By
il T T — —— T
3? g = |%ﬁ:‘_ ‘-J-I—J-;Lbit-d‘- v I 1
A Ebmaj7 Ab7

| \ > \ > 4 > \ >
e S e T R o e e e
~ - 1 L] I dI\PIJ } I bdr}J I d:r\J} 1
3%) 3 3 3 3

Examp8Par&euse of ségouewooks in his

The figurefos addierieecmnalngreasons. Whil e
pitches of his mm. 37 and 39 6sftiagrutriemssg ver ba
point f rboenatt hodef heoinfeb ttdaf . Par ker al so chang

i nitiel sftiagurieGg( Pi tHBH)Y MroBH9), matching a c
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in har madt &dTf.,.ormMmhi s dreasesuai ®dn and preven
di ssGYrandl,whi | i ¢pheet hbeesnabnsonant

(E x a mp 9%

Examp9d ePéuk es eofue nmdiKko dswm ! (odelt ai | )

Par&les®es sequBaneetsi @ams tdhife both sol o cho

On Bdhectihows ofirst chor us,t hPaatr kceorn spiesrtfso r |
of al ter natne efthigrhgertirngpd et , @asncdendi ng ei ght
syncopated 6t ERamMpPmmbe!| oWe t hen repeats t|
figure a major second | ower, reflecting a
( Mmm.-7 ®Phtewo figures ar ehomeeavrekrg,r i thamk $ ctahe
second figlbremasbtwidihstanntatbou@tr esgbmnse ( mm.

717 2)

The7 3resolution can be seen by Gi-racing the
GTs) . Th@i snottheeET®¥hGTi ¢ dfhe ATeventh of
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(0:50) 7 5 7 Bmaj7
|

H — Heg  — o

7D T T ]
y ANEDY r ] 1 | L | - | - 1
{r”—= p— I )y 71 — 1 T 1 I T ]
ANG € g i 1 -

o e
65 > >

Bm’ E7 Amaj?
fH | 3 L L
T g %
#bﬁ:? T
69 =
=3

ExampOPar&euse of ségouewoo®Rs in his

I n his second chorus, Parker uses a seq
chords ofTeahto(Exawpl ebel ow). The sequence
acomprleexeating arpeggio figure. As with the
repeats his ©igutehatlt edessendnd ends the s

unexpectredt eirghsds h8A86 ) ( mm.

(1:41) C#m? F#7 Bmaj?
0 1 P— —_— r— p— — p—— .
’! I_‘IJ ¥ HJ. { — | T ] | | 1 | | 1 I [ T | ]
O ¢ he ) 57 & [Tre,, (095 |
) %% TAlre T & =2 b
129
Bm’ E7 Amaj7
0 | — [ | |  —) T 1
p" AT | E— 1 | ! [ I 1 | T ]
| | ] | 1 ! 1 1 1L | 1 — T | 1
I o hil || | T [ |
@ﬁ'ﬁ 4o t@ﬁm@%
133 i i

ExampilPear&ea f osre qiweon di€o idgswh ios

Par&kidea fossedqgiweonce is rhythmically off se

the sequence begi C¢aom"cbar dsw¢ mmwhill® the
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133) arrive on beat one. Second, Par ker <co
beat, displfarcdmoga tweak igeuate t o % strong bee
During the sequence, Parker BpBdesotidomwbl es t
from one to two cHouldbki pgrometabiesrbar mbnsc
showBxamp2 ebel ow.

AsWoi dec k ,o PsEEitkeesr sf Osre gfweonce i s a mor e

sophisticatedtww®dasken bf&dmbaee nlifadsitng si nce

Threhyt ¢tim$ gl aociKme dftoa Isteihsmat er i al more | mpressi
produ@imwch | ess symmetric@&l and more boppi
C#m’ F47 Bmaj7
. Ctar’ F# Chu’ F#7 By Emaj? Bmaj7  gmajr
(1'41) [ I I . I T I I I 1
p s i i F:F—:H_'n_'___*r;_ R R I i ]
O N St .
[y e “Che T ;
129 Bm’ E’
Bm’ E o
[ T -
r T ]
!

133 id

Examp2Paar&ea f osre qwendiko idsmlfiioet ai | )

S'Parker compresses choRPs mhi E¥bgybin3m( 1
and m. FEB3, b. 4 (

ZWoi d€blay | i ¢ RaAal6kaerk el 942 r &xhoerrddi knege o f
contains a si mpderf osrergaveont wof hobhe r hyt hmic
di spl acement). The recording also contains
fingeri-mgt ei gheth sequExamp0daasbcouvses.e dF oirn

anal ysis of thi8b86ecording, see |bid.,
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| mmedi at efiTe aaffowge qivdde Par ker | aunches i
anot her &E£equppeeTli s sequenleatcoaspasggi atf e &
triplet figure, whdaaths .PaTrhkes rt odpmnmreadti east ed fy R &
arpeggieoshord tones ®AF-®WET.f rTohe wrreolgs e sfsi on

a stepwise | iGteda(rmnil @& B 8 BsnR®k-E-D) Fh

Examp3lPrar&euse of sékgoemsclkes 8n his

Prepared Material

Manoyf the sequences$odinmctulses efdi rahto veei cahrte
measur eflKoodstklckéi on. They are examples of p

mel odi c | ines that a@&waoark esep ewcoia ikiretde notugi ¢ a |

¥Gs(m. 137, b. 3. ARy m hed 3B8gveédntDL)ofis the t |
ans(m. 139, b. G iTdoammmtfel38h f 3) can b
regarded as a pF@®sasbkng tone between
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Woi deck argues that Parker designed t he:
t hter i ckiodriChey sBlseeect | DImin®e cveabss @ iy s e
rapid materi al paeadt idoh fhaumoryi @ todeuire ri
pr ep ad?awoii adre.c ka rcetralst ®r nat e-nbit egeidieng/ ei ght
sequencéleaand oegfuvonce as two eX@Amples of t
stated above, Parker had been using these
1942 spite being prepahewetbye Psaagdkeandeaes adlo a
nosi gnificantly detr acotPafrtkikm tkoefover al | f

An anal ysésss exft iPanr kpdrayi ntgg sugppmoents. Woi d
ThiKo dBesecti on consi-¥lt sclhhdr cd plhdoagesss vifong.
progressions begin in a remoaseckeyon( B maj o

toni cTrheaejyor()B. ThEgsampd shelwaw:i n

%Woi d€blar | i e mRaAlBGKk.er

% bildif,1 The two sequences aEgpamp@wd and di s
Exampl eabove.

%1 bid., 116.
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[ B major | A major [
I I 1

A | Cém? F#7 Bmaj? B’ E’ Amaj7?
| r
Ak
oV
[Y)
| G major | F major | Bb major R
I : T ! .
A Am’ D’ Gmay7 Gm’ 7 Cm’ F?

Po b F F J JU J J J JU J J J JU J g g U J g g g g g g g g g 470 747771
l“- N £ 7 F F 7 7 77 |7 777 7777 [ F 777 7777|7777 7777 ]

ExampdHar moni ¢ ofiKtol dasee cafi otnh e

I n both solo choruses, ParkerRuses sequ

maj or andk@ysafbmedhadriengi ng ohByal to saxoph

contrast, mhneepseasi hgngtrnongsthfateiaget h not
mor e erleolsaeBllefydi .teo. , G naanjRibma j oFr )majPar,ker uses
prepared materi al over har momincdalrleyt uaamds t e

to more conventi omat éoywiearimpri afpil sesed kleiyrse ar

% TranspoSeaeldt d ogaxophodmaj b henaakjdoyrs. alrhee shAe

ar ef idcufl t keys (containing four flats and s
when compared to the transposed tonic key
%This had Gbempma PA®lrekredilmere several years. Dis
Par&etlt 942 r é&hoerrdoWmeeged®@fc k fPoatreksert hmeotv es away
from [sequences]|] in the second eight bars
progression | eads into musi c@Wfoikdeeycsk ,t hat a
Charli e Bé&rker
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Quotations

Par&fea fosedqiweonce i s also an example of
guot:athieomn er pol ati on of a portion of one so
anoth@uott mg melfo dritidsdrc awawosksmet hing Par ke
diodf tiean hi s s ol loabse etnh ed epsrcarcitbhiecdke as a f eatur e
musica® style.

At t he Dbaéaagssencnoinndg sodflaokelher us, a musi cal
guotation of the clarinet odbabiHli ght o from t
SocitPyrker performs the opening two measutl
then switches to melodic material of his o

Exampd ebel ow) .

¥l pbid., Bd4dsedaehkem dhefieesd gfi amellTavby i n
several ways. It is far more el aborate, fo
notes. ®&utseRarckere i s al so r efifaerak abolry si mi |
Twomel ody, containing t hteessaame eaoohr dsst raonmdg n
01 pbi d57588wenniGhar |l i & Pa@Rer,

““For a recording of the obblig&tdaRarker r

BaniHj gh SoxlTeéey CBag )] Ktien@QJ 6 yep hlHEeEX 3 t age
1931, VolumkKidg 1823 KJ 112 FS, 1992, CD.
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rye e Fm7 line continues b7
(1:16) l?b ngh Society | downward B
I — I—\\\
~ I O P —— — —— ]
T == o - e s i dl}l)“‘ — &)
0 —— #—Jjbj-‘- -o-d-l);l-g -
Ebmaj7

lll} I— !F!;
101 hj; E

Examph eP @iftkieggh ®bno ifikd ydsmo | o

ThfiHi gh ®qQuoeayi on ends on a scalar segm
Cst B4; Parker extendsATst hit desmeghepts depwmant oct
BTz, As Owens obanergeateBafkdeédre quotation] s«
fabric of his phrase that anyone unaware o

he is drawing will asé&Gume otahtd oemntire phras

Note Placement and Swing Feel

Par&eappmersowmacmhhr asi nighKa ndk cershugl tt& anl no
t hata wesy high concenPaakeoni mprbvnesesand

predominat el yn osttee plwiinsees ,e iwghhitchh easr eankdr ok en U

2 0we B®,b,0 p3 9.

For @momseowmfPahker quotation,
Woi d€blarl i e RaAbBKker
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rests, embel lniodleed rwiptllretesi gamtdh si xteenth no
Si X measures or more in | edhagtthempgdhesfe | ine

around 310 bleaagtas figpseoa pavdi siduiteecr eet 10y i nteract

drum YyeMdx fRblme hresult is a solo that is de
rhythmic and tempor al perspective.
This dehsitgncentration ofdimusical 1 nfo

coupled with a strong f @r waradc etmoetnito no fa rniostie
within ItiKe &Rartker maintains this feeling ¢
throughout his solo. He doestdawarsd time part
frontheodr(eatt 581 mgh) | yhallfkTaditsofapproach di ffe
mar kédbwm Barmkper oact eomiiRetdh edOwisdRied
Craosel o, Parker varied his note placement
of eighth notes back behind the beat for r
One notable exampl e f afheaerakderofp ltahcei roge ad

the mel odikdiMdiBxamapph enm.

BPrie€ha@ire ,Bilrd .

“YParker also maintainsfKiohdsh rfoeueg hi nhgi so fu snmeo n
dyniaan accents, strengthening his | ong mel oc
successive strong bePRhtrs f(infadagrA cntoernet uoant itohni s ,
section, above).
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ahead of the beat

(1:52) 7 chromatic/syncopated figure Cm’ F
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Exampb eP &r kneort e pl ake nmismito i n hi s

Par ker Imegdioldisncea hweimela saurt@wd dgoateted with
a br acktehte @adbtloavftef f eat ures chromatici sm and
syncopated accent pattern. This figure was

throughoutah®BRembhapsebecause of this famil

mel odic |line rushbasahpadi@ddBbeRommeb|l owi ng
somewhat i n m. 145. At &t tbias spavlioside si mrtehe p
slightly |ATkeirsiisntdiiheadeapor al dEstance be
saxophone Ganbda sRsu,s scerlelati ng an aggressive, a

(Note that Par kefiKoadsaoilno cfuotrsm abcyr oesxst etnhdei

his mel odi aséc¢tnieompaditvitdhe at m. 145.)

®Woi deck cafolnse tonhfés |[fP &gaukNeep a t ®&VD n 8 e ¢ k ,
Charli e PAIBdk.er
“That i €5, bRaussss enflolt es arrive | ater i n t he be

A

beginnin®g ofolPar ker
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Harmony

As wiifiBed O6s olsc, GiKar ol emonstr at es
mul ti ple appr cAdc lseoaneP grok enfrtesrgehngc eny i t t en
chocdsarHe uses sntoepewilsieneesi ghot hi ghl i ght <ch
strong beats. oHse tad ssot autsee sc haorrpgeqigonn es di r ec
Parker departs from the written chords. He
chords to the eleventh and thirteenth; he
Parkees chr-omat ddcd.ogp.e,entati ¢ passing tones,
neighbédontanesoff the beat. He anticipates
cho,ahlsle hanghees har moni c r hyt hm.

Il n genedko d®oafr ters more harmonically a
hiesar iRieelr 6s @Ise. m&vh o ¢l ieciKb i doeust liinne t he wr i tt ¢
chord progression in a broad sense, notes
tones of the present chord. Chromatdici sm i
tdh tones of some mphenaed yare avoided co

The boppish | imreo vHi dsgomosds eedk aatpd vee of Par k
har monically adWViendnsiodiesr alppomatcike dt one s
with asExamplkebelnow) . tPhher ker obegB®.abr omati c

He foll ows with t woDsaDskek,€dCdnDs), | ibroe hs egd ment
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which contain a chromatic passentgi drone. On
( m. 145 Pab k®)y plFbysHa tthesodastends a maj o
chromati c £i-CTy-BTo-#3-AJz) e p P@r ke hleifnien iwsihtehs an

unexp®Tet md 1#A)7na thhant i ci patteBd amadr @l it @r s

m. 148.
(1:32) ¢7 N Cm’,, F?
f 1 T —

i -] | i i —
142 3 C-C:-D
Bb* Fm? ‘E By
QIIJ [ I | ., " I * I \F-\ I ]
(> o ® o T T p—— — = {
%} ® b B I —— ]'L“D‘I- I - 1.‘\_ - it 1 1
145 < v v = be

C-Chr-Bb-A As

ExampT eUse of chr o@®&bi d@Siooslno i n Par ker

I n addi heamyt aski s fPaclkreo mdsthigdilds g,ht
t oneusnoinventi onal ways. In the first half o
pl aces tCA(EYs)t honr -Haena fo,f fandF (A e omhiar.dveak beat
He al so post p@dnMEY twime i i 44hreseofchord tones a

showBxamp@® ebél ow.

“"The arfe@®Blds(m. 14i2pllslw. suggests a chang
harmonic rhythnmFtfoomwd oueCt’thmihe sclofof
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Examp8Uamnconvesti ofalcher dsfiKondssolion Par ker

I n the secord RalkeofdehBEgEipl aesopfgutio
di ssonakrda pHltocnhesst rong MHeBhwen (meatl 4t5Wo
m. l45rkeismtit sitaton, bhte Wiattheepi tfoohdsowsl ear | vy
bel ondlMagk,t osuch t hat ihsardnmeolnaiyce dc luonstuirle m. 1

Des gihltter moni ¢ ambiguity resulting from |
and chord tones, Parker muilsnnai ndrolghharm
mel ody. ThRardertneurn sofcompl ex, changing dir
ti npeessr measur e. But the peaks of the | ine f
fr &m8T(Fs-EYs-Ds-Cs-BT4) , f ol |l owed Bbayr peggiseendi ng

(BTs-F4-Ds-BT3) . Thi s Exa mfh9oebné®lionw.

BpPparkkernterior stepwise |line is indicated
staff, wvihTBrepdeagikeri s indicated by asteri sl
staff.
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