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L ennie and Judy Tr i s t ano arr ived in Freeport , L o n g Island, in the 

summer of 1946, ' where they stayed w i t h C h u b b y Jackson and his 
mother before m o v i n g to N e w Y o r k C i t y later that year. Freeport , 

Jackson's h o m e t o w n , was populated by many vaudevi l l ians , and Jack
son retained his interest in vaudevil le throughout his career as a jazz 
mus ic ian . H e described the circumstances of Tr i s tano ' s a r r i v a l : 
"F reepor t was the home of al l vaudevi l l ians . M a n y years ago, my 
mother was in vaudevi l le for for ty- two years. . . . I brought h i m [Tris
tano] out there and M o m played p iano . . . . There was a p iano in her 
l iv ing r o o m and natura l ly Lennie went to the p iano before he went to 
the b a t h r o o m . . . . A n d he impressed M o m very m u c h . " Jackson 
played an i m p o r t a n t role in Tr i s tano ' s budd ing career in N e w Y o r k by 
m a k i n g arrangements to assemble the members of a t r io . They decided 
on the format of p i ano t r io composed of p i ano , bass, and guitar , 
w h i c h had gained popu la r i ty w i t h successful tr ios led by Clarence 
Prof i t , A r t T a t u m , and N a t C o l e . 2 

T h e L e n n i e T r i s t a n o T r i o 

J ackson , he recalls , contacted A r n o l d F i s h k i n , a bassist and his c h i l d 
h o o d fr iend, and said about Tr i s t ano , " Y o u have to hear this g u y . " 
T h e reason w h y J ackson himself d i d not play in the group , accord ing 
to F i s h k i n , was that J ackson intended to keep Tr i s tano ' s group sepa
rate f rom his o w n on a tour featuring the winners of the Esquire mag
azine jazz p o l l . ' F o r the guitar , J ackson asked B i l l y Bauer, w h o was in 
New Y o r k , hav ing left H e r m a n i n Augus t 1946. H e had already seen 
Tr i s t ano in C h i c a g o , but their meeting d i d not take place unt i l later in 

27 
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Freeport. Bauer recalled: " W h e n I came to N e w Y o r k , I was go ing to 
pack up and quit everything for a w h i l e , because I'd been on the road 
for three years. . . . In the meantime the phone rings and C h u b b y Jack
son says, ' L o o k , I got the guy c o m i n g f r o m C h i c a g o and 1 want y o u 
and h i m and A r n o l d F i s h k i n to open at this place i n Freeport . ' . . . It 
was quite a steady job. It was a little re s taurant . " 4 Jackson says the 
restaurant was A l B. Whi te ' s , o w n e d by an ex-vaudevi l l i an friend of 
Jackson's . A c c o r d i n g to F i s h k i n , the tr io was very successful despite 
the lack of pub l i c i ty : " | T | h e r e was hardly any advertisement. I th ink 
there was one ad in the local paper, and that place was packed every 
night. It was just amaz ing , f rom m o u t h to m o u t h , and the th ing just 
took off. It was just one of those things that happened maybe once in 
your whole l i fet ime. P lay ing w i t h Lennie was l ike a dream. . . . A n d it 
lasted about . . . a m o n t h or t w o . " " 

D u r i n g the engagements at the restaurant Bauer observed some
thing unusual about the pianist . T r i s t a n o wanted to bypass the state
ment of the tune and rather start i m p r o v i s i n g right away on its har
m o n i c progressions. H e also preferred the c o m p i n g style o n the guitar 
rather than the r h y t h m guitar , the latter i n v o l v i n g p lay ing chords on 
all four beats as was typica l of the swing style. Bauer described his sur
prises: " W e w a l k e d in and I d idn ' t k n o w w h a t to expect. . . . So he 
says, 'Here ' s wha t w e ' d do. N o r h y t h m guitar . N o melody. So let's 
p lay . ' . . . N o w , I 'm not supposed to play the melody , I 'm not sup
posed to play r h y t h m . So he says, 'Just play a n y t h i n g . ' " F o l l o w i n g 
Tr i s tano ' s instruct ion not to "p l ay the melody or straight r h y t h m , " 
Bauer "e i ther had to play counter harmonies , counter melodies , or 
wha t today they cal l ' c o m p i n , ' " w h i c h "[n]ot many people were 
d o i n g , " especially in a t r io setting/ 1 H e was frustrated about his new 
role , w h i c h entailed much more freedom than he was used to , and 
later recal led, " I fell flat o n m y face every night.""" F i s h k i n expla ined 
that T r i s t a n o considered p lay ing the melody too c o m m e r c i a l . s 

A n o t h e r novel aspect of Tr i s tano ' s p l ay ing was his advanced con
cept of superimposed harmonies . T h i s also frustrated Bauer at first: 
" |W]e started and he p icked ' M o o n F o o k s D o w n and Laughs ' or 
something l ike that. A n d we played and no matter what I d i d , l ike if I 
thought he d id something and I'd go and grab it , he'd immediate ly go 
away f r o m me and play something else, and I cou ldn ' t catch h i m and 
that went on for the whole n i g h t . " Bauer, however , realized that it 
a l lowed harmonic freedom: "So I got used to this th ing and I was very 
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free after a whi l e , because y o u c o u l d almost do anyth ing , because he'd 
cover y o u up. N o w , if you hit a couple of bad notes, he'd make that a 
h a r m o n i c structure. H e . . . had a great ear, r e a l l y . " Bauer further 
expla ined : " N o matter wha t I'd do , it w o u l d seem l ike he was p lay ing 
in another key. Later o n I realized he was p l a y i n g extensions and sub
stitutions. I went a long w i t h it because no matter h o w m i x e d up I'd 
get, I'd fall into some k i n d of c o u n t e r p o i n t . " 9 F i s h k i n , as a bass player, 
had a different role , but attested to the same sense of freedom, as Tr i s 
tano's a p p r o a c h bui l t c o m p l e x h a r m o n i c superstructures on the basic 
f r amework p r o v i d e d by the bass. F i s h k i n recal led, " W h a t Lennie said 
to me was . . . 'Just don ' t have any fears about where y o u are going . 
Just keep your ears open . ' Just bearing that in m i n d , it was quite free, 
because I wasn't leading, but he was p lay ing off of me. So it was really 
quite c o m f o r t a b l e . " 1 0 

A n o t h e r outcome of Tr i s tano ' s association w i t h Jackson was 
meeting w i t h Barry U l a n o v , a jazz cr i t ic and coedi tor of Metronome, 

w h o promoted the music of the " m o d e r n " jazz music ians of the 1940s. 

R e c o g n i z i n g T r i s t a n o as the most o r ig ina l voice in contemporary jazz, 
U l a n o v wrote prol i f ica l ly about h i m w i t h extreme enthusiasm, thus 
p lay ing a great role in p r o m o t i n g his music , u n t i l ret ir ing f r o m jazz 
cr i t i c i sm in 1955 to pursue an academic career . " A r r a n g e d by Jackson , 
their first meeting took place in August 1946 w h e n U l a n o v was teach
ing a summer class at the J u i l l i a r d School of M u s i c . U l a n o v remi
nisced: " | T | h e d o o r burst open and C h u b b y Jackson blew i n . . . . After 
h i m came Bi l ly Bauer. . . . T h e n fo l lowed A r n o l d F i s h k i n d . . . and 
behind h i m Judy and Lennie Tr i s t ano . . . . I d idn ' t realize the ful l 
impact of this music and this mus ic ian unt i l that f o l l o w i n g winter 
w h e n . . . I . . . encountered his music most forc ib ly o n his first released 
record , / Can't Get Started and Out on a Limb."'- Later i n 1946 

U l a n o v , w i t h R u t h H a m a l a i n e n , wrote a feature article o n Tr i s t ano , 
w h i c h aff irmed his belief in the inevitable progress in jazz and declared 
T r i s t a n o to be at the front of the avant-garde i n j a z z . " In this article 
they noted , " L e n n i e believes that jazz is a complete art unto itself" and 
" t h i n k s that modern jazz is a br i l l i ant mus ica l f o r m w h i c h has not yet 
reached its m a t u r i t y " : " L e n n i e has put himself in the pos i t ion of a 
leader, not a fo l lower . . . . Lennie feels that music is un l imi ted in its 
possibil it ies and in the technique w i t h w h i c h to express t h e m . " Inter
estingly, they ant ic ipated the cr i t i c i sm of Tr i s tano ' s music as being 
" d e v o i d of f ee l ing" or " m e c h a n i c a l , " w h i c h was occas ional ly voiced 
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in later record reviews: " A s a lways w i t h different ideas, it w i l l be some
time before the staid publ ic w i l l accept music of this k i n d , and there 
w i l l be objections . . . there w i l l be those w h o say that Lennie 's music 
is devo id of feeling. But there can be no music w i t h o u t feeling; it's just 
a quest ion of w h a t the feeling is, and in Lennie ' s case, it is highly or ig
ina l , beauti ful and subt le . " 

Unfor tunate ly , the tour p lanned by J ackson was cancelled and the 
tr io broke up , w i t h F i shk in leaving for C a l i f o r n i a a round September 
to jo in the C h a r l i e Barnet b a n d . ' 4 In any case, Tr i s tano ' s asp irat ion 
was to per form in N e w Y o r k C i t y . A c c o r d i n g to Bauer, the o w n e r of 
Al B. W h i t e ' s guaranteed consistent w o r k , even te l l ing them to come 
back after other engagements, but T r i s t a n o d id not intend to stay in 
Freeport . Bauer recal led, " L e n n i e wanted to get into M a n h a t t a n . " 1 ' In 
the absence of F i s h k i n , a quartet was formed w i t h J ackson , T r i s t a n o , 
Bauer, and a d r u m m e r , Stan Levey, w h i c h played for a short engage
ment at the D o w n b e a t C l u b o n Fif ty-second Street. ' 6 A review f rom 
O c t o b e r 1946 indicated that the poor reception was due to the 
advanced, that is, " t o o h i p , " nature of the music : " G o a t e e d , hefty 
C h u b b y Jackson . . . opened and closed so fast late last m o n t h on s^nd 
street's D o w n b e a t c lub that the Lane's cur ious as we l l as many of 
Jackson's fo l lowers d idn ' t get so m u c h as a peek of the big fe l low's 
a r r iva l and departure let a lone a listen to his 'new s t u f f . ' " ' - T h e n the 
review quoted the " c l u b m e n t o r s " : " T h i s is supposed to be the most 
hip street in the w o r l d . . . but C h u b b y ' s stuff was a little too h i p for 
any of us—so, we let h i m go. W h e n C h u b b y was p l ay ing , n o t h i n g hap
pened for the masses and we can't make our tab p l ay ing only to the 
super-h ipped . " 

In the quartet Jackson encountered problems p lay ing w i t h Tr i s 
tano, both personal and mus ica l . First , their approaches to music dif
fered vastly; J ackson , c o m i n g f r o m his vaudevi l le b a c k g r o u n d , was 
incl ined t o w a r d theatrical presentations, w h i c h T r i s t a n o must have 
considered " c o m m e r c i a l . " J ackson reminisced: " I have a certain other 
type of feelings not only about p lay ing but also presentation . . . I have 
extra certain ways of visual ly |performing] and what not , and l ike to 
do some happy things and I l ike to have perfect c o n t r o l , w h i c h a lways 
looked l ike it was a total ad l ib because that was part of our t ra in ing 
. . . but really very, very wel l p repared . " Part of the p r o b l e m arose 
f rom the confl ict between t w o strong musica l personalit ies, w i t h Tr i s 
tano t a k i n g over the direct ion of the quartet. J ackson recalled that he 
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"was l o o k i n g to have a very musica l th ing that was labeled C h u b b y 
Jackson and H i s Quartet . H o w e v e r , 1 immedia te ly found myself play
ing in Lennie ' s g roup , w h i c h , of course, wasn' t bad at al l mus ica l ly , 
because it was wi lder by the evening. There were some extremities that 
we went t h r o u g h that 1 don ' t th ink I ' l l ever f o r g e t . " | X H e cont inued , 
descr ibing himself as "a very adamant p e r s o n " : " 1 , a l l of a sudden, 
mus ica l ly , and this is not socia l ly , found that I was l o c k i n g horns w i t h 
a giant. A n d I realized this w i t h i n the first week that I had no longer 
any charge of the g roup at a l l . . . . A n d 1 had to go what d irect ion he 
wanted and whatever tempo he wi shed , or whatever level of emot iona l 
sound , or no matter wha t it was , it was Lennie's d ic ta te . " L o r exam
ple, T r i s t a n o d id not agree w i t h Jackson's choice of tempo, as Jackson 
recounted a frustrat ing incident : " I ' d ca l l out a certain tune that we 
did the night before and it was a certain tempo and a certain melodic 
line o n top . . . and it w o u l d get a big h a n d , then I w o u l d get to the 
m i c r o p h o n e and go through my theatr ical faces and what not , and the 
next night I'd cal l out (the same tune] . " J ackson then described h o w 
Tr i s t ano imposed his o w n tempo for the sake of spontaneous i m p r o 
vi sa t ion : " W h i l e I beat it up, ' O n e , t w o , one t w o three four, ' and the 
group w o u l d come in . . . l ike a peg or t w o underneath, or the night 
after that, a peg or t w o above what I had . In other w o r d s , he . . . 
d idn't ever hear the direction that somebody else was dropping on h i m . " 

Tr i s tano ' s clash w i t h J ackson seems partly due to Tr i s tano ' s wi sh 
to avo id c o m m e r c i a l i s m . Even though Jackson played an impor tant 
role in i n t r o d u c i n g Tr i s t ano to the N e w Y o r k jazz scene, they subse
quently f o l l o w e d separate paths, pe r fo rming together only occas ion
ally on c lub dates . ' 9 Even though Jackson p lanned a Swedish tour in 
the fall o f 1947, w h i c h was intended to include T r i s t a n o a long w i t h 
C o n t e C a n d o l i , Frankie S o c o l o w , Bauer, T o n y Aless , and A r t M a r d i -
g a n , i o T r i s t a n o d i d not go w i t h h i m . Af ter the d i s so lut ion of the quar
tet, T r i s t a n o went back to the tr io format w i t h Bauer o n the guitar and 
a series of different bassists. 

K e y n o t e S e s s i o n s 

In Augus t 1946 Tr i s t ano ' s t r io w i t h L e o n a r d G a s k i n on bass made a V -
disc, one o f a series of " V i c t o r y " discs for the a rmed forces, w i t h "I 
C a n ' t Get S tar ted" and " A N i g h t in T u n i s i a . " 1 ' T h e n o n O c t o b e r 8, 
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1946, the t r io , w i t h C l y d e L o m b a r d i o n bass, recorded for Keynote . 
Produced by H a r r y L i m , w h o was very interested in Tr i s tano ' s music , 
the session resulted in an unusual ly large number of recordings, fifteen 
altogether, composed of mul t ip le takes of four tunes and an unti t led 
blues.- 1 T w o of them, the th i rd take of " O u t o n a L i m b " and the sec
ond take of " I C a n ' t Get Started , " were released i n 1947 o n the first 
c o m m e r c i a l l y avai lable record of the tr io ( K 6 4 7 ) ; Tr i s tano ' s use of 
counterpoint , c h r o m a t i c i s m , and p o l y r h y t h m in the former is exam
ined in chapter 5. 

C o n t e m p o r a r y reviews clearly indicate the novel nature of the t r io 
in the contrapunta l interact ion between p iano and guitar and the inno
vative harmonic approach reminiscent of the early twentieth-century 
composers . M i c h a e l L e v i n of Down Beat, whi l e c r i t i c i z ing some pas
sages as contr ived and " a lmos t self-consciously a r t y , " insightful ly 
po inted out aspects of p o l y p h o n y , p o l y r h y t h m , and advanced har
monies : " T r i s t a n o has some of the freshest pianist ic approaches to 
convent iona l smal l group p l ay ing . . . . [H]e uses constant in termixed 
figures w i t h Bauer, and a melodic and h a r m o n i c line that depend on 
linear development rather than repeated riffs. . . . G r a n t e d that there 
are places o n both sides, where the group doesn't ' swing ' as we con
vent iona l ly use the 1 6 ™ . " " T h e n L e v i n defended T r i s t a n o : " B u t o n 
the other hand , there is no reason to l i m i t jazz to 2/4 and 4/4 for the 
rest of its existence. A lot can happen i n 3/8 and 5/2 too . . . . [T]his 
record also represents the attempt of three musicians to take jazz as 
they have heard it , combine it w i t h a developing classical t r ad i t i on and 
still keep it freely improvi sa tory in na ture . " L e v i n also commented , 
"I 'd l ike to hear a little more melodic qua l i ty , restraint and more care
ful use of p o l y p h o n y . " T h e reviewers of Metronome, especially 
U l a n o v , evaluated the record h igh ly , p o i n t i n g out "a l inear construc
t ion and dissonances out of H i n d e m i t h , " and selecting the tr io as one 
of the month ' s best smal l g roups . 1 4 In the same issue, U l a n o v justified 
his enthusiasm for Tr i s t ano by repor t ing posit ive reactions to the 
record f rom musicians he met on the Wes t Coast , inc lud ing Sonny 
B u r k e , A n d r e Prev in , Les B r o w n , Babe Rus s in , and M e l T o r m e . l s 

O t h e r musicians w h o praised the record include M e l P o w e l l , Fats 
N a v a r r o , and B i l l y F c k s t i n e . 1 6 It is also interesting that Schi l l inger 
H o u s e , later Berklee School of M u s i c , presented " O u t o n a L i m b " as 
one of the p iano solos for students to analyze d u r i n g their regular 
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courses; i n a d d i t i o n , in the students' p o l l T r i s t a n o placed th i rd in the 
instrumental is t ca tegory . 2 ' 

T h e Keynote record had a par t icu lar ly strong impact o n B u d Free
m a n , w h o considered T r i s t a n o " o n e of the great jazz mus i c i ans " and 
cal led h i m for lessons. U l a n o v found it s t r ik ing that Freeman, w h o is 
representative of an older school of jazz, sought guidance f rom Tr i s 
tano, an epitome of " the new, the m o d e r n , the progress ive" : " T h e 
facts are that B u d Freeman heard . . . Out on a Limb, and went hur
riedly in search of Lennie 's phone number the next day. . . . H e ' d heard 
that Lennie took o n pupi ls in general jazz theory and h a r m o n y ; was it 
true? W h y , yes, Lennie assured h i m . . . . A t this po int , B u d has been 
s tudying w i t h Lennie for 3 m o n t h s . " 2 * U l a n o v also reported that Free
man " h a d trouble getting back into f o r m " after re turning f rom R i o de 
Janeiro , and quoted h i m o n his study w i t h T r i s t a n o : " I never k n e w 
h o w m u c h freer I w o u l d feel getting d o w n to the basic principles . . . . 
I thought it w o u l d be instructive to study w i t h a great music ian l ike 
Lennie ; 1 d idn ' t k n o w it w o u l d be so m u c h f u n . " Freeman further 
remarked on Tr i s tano ' s encouragement: " I n one m o n t h he had my 
confidence back, and one day w h e n I started to get this big sound he 
said, 'That ' s g r e a t ! ' " 2 9 

T r i s t a n o closed his first year in N e w Y o r k w i t h a short engage
ment at the Three Deuces. Bauer, w h o had to miss the last day, rec
o m m e n d e d R a y T u r n e r , a tenor saxophonis t , as a substitute: " I th ink 
he was h o p i n g w e ' d be held over another week. H e f inally said 'Get me 
a h o r n . T h e r e ' l l be less confl ict w i t h the harmonies . " I recommended a 
sax player. W h e n I got back I asked Lennie h o w it went. H e said 'I 
k n e w every riff he played. After the first set, to make the night inter
esting, I played h a r m o n y to h i m . ' I thought that was f u n n y . " ' 0 The 
p o o r reception T r i s t a n o experienced d u r i n g his early c lub engage
ments in N e w Y o r k must have been d i sappo int ing . A s he put it, he 
" b o m b e d " o n Fifty-second Street ." 

In 194^ T r i s t a n o appeared in the all-star polls in both Metronome 

and Down Beat. In Metronome he placed seventeenth as pianist w i t h 
31 votes, and twenty- fourth as arranger w i t h 7 votes; N a t C o l e was the 
w i n n i n g pianist w i t h 299 votes . 1 2 In Down Beat he was ranked th i r t i 
eth as pianist w i t h 35 votes; M e l P o w e l l w o n first place w i t h 1 ,249 

v o t e s . " In M a r c h Tr i s t ano made his first concert appearance in N e w 
Y o r k at T o w n H a l l ; presented by L i m , it featured other musicians 
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signed to K e y n o t e . 1 4 L e v i n reported that "Tr i s t ano ' s p iano , solo and 

w i t h a g roup , was a pleasure to hear , " and an audience member , 

h ighly impressed, considered T r i s t a n o the " future for the art of 

j a z z . " , s 

On M a y 5, Tr i s t ano per formed at Carnegie H a l l as one of the 

guest performers for the Jazz A t T h e P h i l h a r m o n i c series, i n c l u d i n g 

C o l e m a n H a w k i n s , H a r r y C a r n e y , B i l ly S t rayhorn , O s c a r Pet t i ford , 

C h a r l i e Parker , and K a i W i n d i n g , a m o n g others . ' 6 Lev in comple

mented Tr i s tano ' s p lay ing , but considered it too advanced for the 

audience: " L e n n i e Tr i s t ano came in for a group of three solo numbers 

w h i c h sorely puzzled the house, it not even being able to guess the 

tunes, let alone f o l l o w the ideas. M u s i c a l l y his was the most fertile 

p l ay ing of the evening, even if emot iona l ly a shade over-cerebrarive in 

s p o t s . " " Levin ' s reference to the intellectual aspect of Tr i s tano ' s music 

is significant, as it echoes later cr i t ic i sms. 

T h e second Keynote session t o o k place under J o h n H a m m o n d ' s 

supervis ion on M a y 2 ? , 1947, w i t h B o b Leininger o n bass; there are 

four extant recordings, " B l u e B o y , " " A t o n e m e n t , " and t w o takes of 

" C o o l i n ' O f f W i t h U l a n o v . " Later that year Keynote released an 

a l b u m of three 78 - rpm records conta in ing six selections, three f rom 

each of the t w o sessions ( K 1 4 7 ) . T h i s a l b u m drew a great deal of atten

t i o n and thus played a significant role in the reception of Tr i s tano ' s 

music . For example , reviewers of Metronome chose it a m o n g "the 

month ' s best" in August 1947, no t ing Tr i s tano ' s " s t r i k i n g or ig ina l i ty 

and r i ch e q u i p m e n t . " 5 8 L e v i n also wrote a favorable review in w h i c h 

he praised Tr i s tano ' s p l ay ing as " l o a d e d w i t h ideas and possessed of 

considerable technical s k i l l , " d u b b i n g h i m "one of the best y o u n g 

musicians in the country , m i n o r compla int s n o t w i t h s t a n d i n g " ; his 

c o m p l a i n t was that " cer ta in ideas are deliberately superimposed in the 

w h o l e pattern of wha t he is p l ay ing for the ' shock ' e f fect . " 5 9 Down 

Beat, stating that " the a l b u m is one of the outs tanding contr ibut ions 

to m o d e r n m u s i c , " paid special attention to it by c o m m i s s i o n i n g L o u 

Stein, a jazz pianist , o n an add i t iona l review for the purpose of " a n 

unprejudiced and complete analysis of Tr i s tano ' s w o r k . " 4 0 In his 

lengthy and g l o w i n g review, Stein praised T r i s t a n o as a " p r o p h e t i c 

figure" who had " m u s i c a l l y b roken his bonds to explore the undis

c o v e r e d , " and as a "courageous f e l l o w " w h o consistently refused 

" e x p l o i t i n g h imse l f " for commerc ia l success. 4 ' N o t i n g Tr i s tano ' s 

" u n q u e s t i o n i n g and instinctive need to express himself hones t ly , " 
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Stein keenly pointed out the use of counterpo int , dissonances, b lock 
chords , extended h a r m o n y of "augmented i iths against major 9ths , " 

and p o l y r h y t h m achieved by " p l a y i n g 5/4, 3/4, 6/4 etc. against the basic 
4/4 of the bassist and gui tar i s t . " 

O t h e r musicians had differing op in ions . N a t C o l e , on Leonard 
Feather's b l i n d f o l d test, spoke about " B l u e B o y " in a d i s approv ing 
tone. M i s t a k i n g Tr i s t ano for Prev in , perhaps perceiving the classical 
b a c k g r o u n d , he remarked : " T h a t guitar and the p i a n o — i f one w o u l d 
give the other a chance to play, they'd sound better; they're both try
ing to play solos. . . . P iano nice in s p o t s . " 4 1 C o n s i d e r i n g that " B l u e 
B o y " contains intense contrapunta l interactions and exchanges of 
ideas between the t w o instruments , Cole ' s observat ion is reasonable. 

T e d d y W i l s o n , upon l istening to "I C a n ' t Get Started , " also on a 
b l i n d f o l d test, commented on the ambiguous nature of the harmonies : 
" T h e y have everything but the ki tchen sink in here—splashing we i rd 
chords a r o u n d ; they seem to enjoy it. Use of a l l that h a r m o n y is indis
cr iminate , not significant. They must have had their ears glued to 
Del ius and Rave l . . . sounded l ike really free i m p r o v i s a t i o n , and they 
d id run into some very good things at t i m e s . " 4 5 A l t h o u g h not too c o m 
plementary , W i l s o n ' s comment about free i m p r o v i s a t i o n is significant; 
the tr io recordings give an i n k l i n g of Tr i s tano ' s later free improvi sa
tions based on group interact ion. 

T h e recording of " I C a n ' t Get S tar ted , " a ba l lad by V e r n o n D u k e 
and Ira G e r s h w i n ( 1935) , is interesting in that Bauer states only the 
first t w o measures of the melody , whi l e Tr i s t ano accompanies w i t h 
thick and seemingly unrelated chords . T r i s t a n o took advantage of the 
s low tempo to construct a compl ica ted h a r m o n i c superstructure over 
the s tandard chords and to manipulate r h y t h m i c values and pacing. 
The ex t raord inary and adventurous harmonic concept prompted the 
jazz his tor ian G u n t h e r Schuller to consider it s i t t ing " o n the cusp of 
tonal i ty and a t o n a l i t y " : " T h e or ig ina l song is the merest pretext for a 
w h o l e new concept of jazz in w h i c h tonal i ty and a tonal i ty , ha rmony 
and counterpo int , meet o n c o m m o n g r o u n d , in brand new functions. . 
. . T r i s t ano bui lds a remarkable improv i sed superstructure of great 
h a r m o n i c , melod ic , and even to some extent rhy thmic i n v e n t i o n . " 4 4 

T a k i n g note of "criss-crossing counterpoints , metric cross-rhythms, 
and al ternat ingly dense and l ightweight textures , " Schuller also 
pointed out that the chromat ic harmonies were extensions of the basic 
c h o r d progress ion: " A s 'far out ' as Tr i s tano ' s chorda l blocks may be if 
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taken separately, they are a lways anchored i n the song's root progres
sions. . . . T e c h n i c a l l y , many of these h a r m o n i c construct ions might be 
cal led ' b i t o n a l , ' whi l e others are so near the border of atonal i ty that a 
clear d i s t inct ion is no longer poss ib le . " T h e n Schuller perceptively 
described the recording as " a n achievement that in T946 c o u l d on ly be 
accompl i shed by a ha rmonic ear of genius c a l i b r e . " T h e use of such 
compl ica ted harmonic structures w i t h o u t clear funct ional references is 
an impor tant factor in unders tanding Tr i s tano ' s dar ing use of har
monies . O n the emot iona l level , it effectively reflects on the sentiment 
of the lyr ics , that is, unrequited love, by evok ing a b r o o d i n g m o o d . 

T h e t r io recordings are early examples of Tr i s tano ' s po lymetr i c 
and p o l y t o n a l inc l inat ions , as w e l l as of remarkable v ir tuos i ty i n his 
p l ay ing of b lock chords and r a p i d runs; the b lock chords remained in 
his vocabulary , later to become much more compl ica ted and dense in 
their h a r m o n i c content. In his later recordings Tr i s t ano intensified 
aspects of l ineari ty , chromat ic h a r m o n y , and p o l y r h y t h m , and cont in
ued to explore the spontaneous and dense contrapunta l act ivity in the 
context of group interact ion. 

" W h a t ' s W r o n g w i t h t h e B e b o p p e r s " a n d " W h a t ' s R i g h t w i t h t h e B e b o p p e r s " 

In the summer of 1947 T r i s t ano penned another cr i t i c i sm of jazz, n o w 
focusing on bebop; by then he had had firsthand experiences w i t h the 
newer style of jazz. In t w o articles publ i shed i n Metronome, he again 
exhib i ted his hi s tor ica l awareness and unfa i l ing c o n v i c t i o n w i t h 
adamant forthrightness. Reflect ing the teleological tendency in con
temporary jazz c r i t i c i sm, he expounded keenly o n jazz history and the 
course that jazz should take in order to transcend bebop. 

T r i s t a n o opened his first art icle, " W h a t ' s W r o n g w i t h the Bebop
pers , " by asserting that bebop is an advanced f o r m of jazz: 

Bebop is a definite step forward in the art of jazz. As with any art 
form, this progress has met with multiple and varied opposi t ion. 
Jazz has not yet found acceptance with the American public ; and 
bebop, an advanced and complex outgrowth of that jazz, exists 
precariously above the uncomprehending ears of the average 
person. But it is the musicians themselves, the vendors of jazz, 
who in many cases make their o w n lives difficult. The protago-
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nists of D i x i e l a n d regard bebop as a war-time fad. However , the 
supercilious attitude and lack of originality of the young hipsters 
constitute no less a menace to the existence of bebop. 4 " 

In this context he charged "mos t boppers , " w h o m he called " l i t t le 
m o n k e y - m e n , " w i t h slavishly imitat ing D i z z y Gi l lesp ie , " the master of 
the new i d i o m " ; Tr i s t ano recommended instead " s tudy ing and analyz
ing m o d e r n jazz w i t h the a i m of contr ibut ing something or ig ina l to i t . " 

E x p l a i n i n g the nature of bebop based o n the cr i ter ia of " h a r m o n i c 
structure, unique inflections, and phraseo logy , " T r i s t a n o cited " l i ght 
ness, fleetness, and f a c i l i t y " as the "attr ibutes of modern j a zz " ; these 
were to "be integrated w i t h or ig ina l i ty and knowledge to fo rm an 
express ion w h i c h may be s imi lar in style but different accord ing to 
i n d i v i d u a l personal i t ies . " H e also contrasted bebop w i t h earlier styles 
of jazz, and cr i t ic ized the p h e n o m e n o n of label ing ; it is i ronic that he 
later became a v i c t im of wha t he cal led " p i g e o n - h o l i n g , " that is, as a 
" c o o l " jazz mus i c i an : 

A fashion of present-day erudit ion is the procedure of pigeon
hol ing. . . . Accordingly , this id iom had to be labeled. It was 
tagged " b e b o p . " . . . It must be understood that bebop is dia
metrically opposed to the jazz that preceded it (swing as applied 
to large groups, and Dix ie land as applied to small ones). Swing 
was hot, heavy, and loud . Bebop is coo l , light, and soft. The for
mer bumped and chugged along like a beat locomotive; this was 
k n o w n in some quarters as drive. The latter has a more subtle 
beat which becomes more pronounced by impl icat ion. A t this 
l o w volume level many interesting and complex accents may be 
introduced effectively. The phraseology is next in importance 
because every note is governed by the underlying beat. This was 
not true of swing; for example, the long arpeggios w h i c h were 
executed wi th no sense of time, the prolonged tremolos, and the 
sustained scream notes.4'1 

T h e rhy thmic d imens ion of bebop, w h i c h T r i s t a n o characterized as 
enabl ing " m a n y interesting and c o m p l e x accents ," is an area that he 
extended to a level far exceeding bebop. Interestingly, he perceived 
bebop as " c o o l " and " so f t " at a " l o w vo lume l e v e l " ; he was not alone 
o n this v i ew. In 1949 Feather regarded bebop as " c o o l " jazz, stating 
that "[a] m a i n characterist ic of bebop r h y t h m i c a l l y . . . is the change 
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f r o m 'hot jazz' to ' coo l j a z z , ' " and that Lester Y o u n g "was a radica l 

in that he symbol ized the gradual evo lut ion from hot jazz to ' c o o l ' 

j a z z . " 4 " 

Determined to take part in " the battle to educate the p u b l i c , " Tr i s 

tano, w i t h a s trong sense of mi s s ion , as if o n a crusade, singled out 

obstacles to " c o m b a t " : 

There are many people who refuse to let jazz grow beyond their 
capacity to hear and understand it. There are others whose 
response to jazz is so completely emotional that they are u n w i l l 
ing to concede the aesthetic and intellectual progress that is 
demonstrated in bebop. There is a group of critics whose inabi l
ity to understand and discuss bebop forces them to cl ing vio
lently to the old familiar patterns. . . . The musicians w h o refuse-
to yield to the new are a little less objectionable since a feeling of 
security forms such an important part of any man's existence. 
O n the other hand, if these same musicians deny the validity and 
the necessity for progress, then they must be ruthlessly disre
garded. 4 > i 

H e then reasserted his v i ew of jazz as an art fo rm and projected his 
o p t i m i s m in the acceptance of jazz as such: " Jazz w i l l eventual ly 
become an art form w h i c h w i l l be taken seriously by those hitherto 
unappreciat ive of it. It w i l l not be held back by the danc ing pub l i c , 
profaned by the deified crit ics , or restricted in its g r o w t h by its poor 
imita tors , even when they imitate jazz at its best." 

In the second article, " W h a t ' s R i g h t w i t h the Beboppers , " Tr i s 
tano highl ighted the merits of bebop against the shortcomings of D i x 
ie land. For example , declar ing that "[ t |he music of D i z z y Gi l lespie and 
C h a r l i e Parker constitutes the first ma jor break w i t h D i x i e l a n d , " he 
dismissed D i x i e l a n d ' s ha rmonic s impl ic i ty and lack of a good melodic 
l i n e . 4 9 Even though he acknowledged " a single and crude form of 
c o u n t e r p o i n t " and collective improv i sa t ion in D i x i e l a n d , he cr i t ic ized 
it because " i t s contrapunta l development ends i n a b l ind a l l e y " and 
because " [ a j n y t h i n g that requires a degree of intelligent comprehen
sion is ruled o u t . " 

In discussing the characteristics of bebop, Tr i s t ano first stated that 
it had " m a d e several contr ibut ions to the evo lu t ion of the single l i n e . " 
H i s recognit ion of the importance of l inearity is s ignificant, as this was 
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a cruc ia l element in his o w n music . Second, he described the rhy thm 
section as using " a system of chorda l p u n c t u a t i o n , " whereby "the 
soloist is able to hear the chord w i t h o u t hav ing it shoved d o w n his 
throat . H e can th ink as he p l a y s . T h i r d , T r i s t a n o pointed out that 
"fa] chorus of bebop may consist of any number of phrases w h i c h vary 
i n l e n g t h " and that a phrase " m a y conta in one or several ideas." 
F o u r t h , he discussed the rhy thmic characteristics of bebop: " G i v e n a 
l ong series of eighth notes, the F ig w o u l d play them as dotted eighths 
and sixteenths, w h i c h effects an under ly ing shuffle beat. A hopper 
w o u l d accept \sic] every up-beat, p r o d u c i n g a line w h i c h pulsates w i t h 
a m o d e r n , a more exc i t ing feeling. T h i s type of accenting also prevents 
the soloist f r o m s tumbl ing into a boogie groove, a musical booby-
t r a p . " F.mbracing bebop wholeheartedly , T r i s t a n o argued that it " i s a 
va l iant attempt to raise jazz, to a thoughtful level , and to replace emo
t ion w i t h m e a n i n g , " and that it was "successfully combat t ing the 
putrefying effect of c o m m e r c i a l i s m . " T r i s t a n o also defended bebop 
f rom cr i t ic i sms that it was " m e c h a n i c a l , 'over-cerebrative, ' s loppy, 
technica l , and i m m o r a l . " 

In e x p l a i n i n g the lack of unders tanding and acceptance of bebop, 
T r i s t a n o first b l amed the younger music ians for hav ing "gone over
b o a r d in a t tempt ing to emulate their i d o l s , " and then " the so-called 
giants of j a z z , " w h o had "abso lute ly refused to be in f luenced" : " T h e 
feeling of security w h i c h comes f rom p l a y i n g in a w e l l - w o r n and 
w o r n - o u t groove , and an unwi l l ingness to admi t that jazz has 
advanced beyond their personally-generated auras suggest an i m m i 
nent degenerat ion." 1 ' 1 H e ended the article on a h igh note, c a l l ing for 
support f r o m the society: " A n d here society has a real o b l i g a t i o n . It 
must foster the arts and encourage the artists even if unders tanding is 
not immedia te . Bebop , one of the more mature levels of jazz, must be 
listened to , s c rut in ized , supported . T h a t w a y it w i l l assure progress 
and a l l the inevitable matura t ion of jazz w i l l be one large step further 
a l o n g . " 1 1 

There are several under ly ing concepts in these articles. First , Tr i s 
tano believed i n the inevitable progress in jazz, and even envis ioned 
the " the next step after b e b o p " : " T h e boppers discarded collective 
i m p r o v i s a t i o n and placed a l l emphasis o n the single l ine. Th i s is not 
unfortunate , sirice the highest development of both w o u l d probably 
not occur s imultaneously . Perhaps the next step after bebop w i l l be 
col lect ive i m p r o v i s a t i o n o n a much higher plane because the i n d i v i d -
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ual lines w i l l be more c o m p l e x . " 5 ' H i s emphasis o n c o m b i n i n g linear
ity and collective i m p r o v i s a t i o n foreshadows his later endeavor w i t h 
the sextet. Second, he art iculately spelled out his aesthetics of jazz as 
an art f o r m and his antagonism t o w a r d c o m m e r c i a l i s m : " Jazz is not a 
fo rm of popu la r entertainment; it is art for its o w n sake. Its popular i ty 
or u n p o p u l a r i t y is co inc identa l . T h e m a n w h o plays to entertain is not 
as object ionable as the m a n w h o plays to entertain and at the same 
time protests that he is p l ay ing j a z z . " 5 4 T h i r d , Tr i s t ano considered 
Gi l lespie " the master of the new i d i o m . " T h i s may reflect the general 
tendency of the contemporary med ia , w h i c h treated Gi l lespie as the 
m a i n spokesman of the style. T r i s t a n o soon revised his v iew, regarding 
C h a r l i e Parker as the progenitor and m a i n force of bebop . 5 5 

These articles mark Tr i s tano ' s final foray into jazz c r i t i c i sm. In 
c o m p a r i s o n w i t h his 1945 art icle, " W h a t ' s W r o n g w i t h C h i c a g o J a z z , " 
his discuss ion of bebop concentrates more o n the music and musicians 
than cr i t i c i sm of the music industry , exh ib i t ing his acute understand
ing of bebop as a new p h e n o m e n o n . T r i s t a n o is more opt imis t ic i n his 
1947 articles, assured of further progress in jazz and its acceptance. 
H o w e v e r , the tone of unswerv ing author i ty and his fierce c o n v i c t i o n of 
the va l id i ty of his arguments remained the same in all his wr i t ings , 
a long w i t h his evocat ion of m o r a l ob l i ga t ion o n the part of the society 
and the need to educate the audience. 

M e e t i n g C h a r l i e P a r k e r 

In 1947 T r i s t ano met Parker and felt s trong empathy w i t h h i m , as Tr i s 

tano appreciated not only his music but also his car ing personal i ty , 

w h i c h had a p r o f o u n d impact o n T r i s t a n o , w h o formed a l i fe long alle

giance to Parker . Tr i s t ano remembered h o w they met at the Three 

Deuces, where his group was p lay ing opposite Parker ' s quintet : 

Bird was sitting on the side listening. So he very casually walked 
up to the piano. . . . H e told me how much he enjoyed my music 
and while he's doing that, he k ind of puts his arm around me, 
and we're wa lk ing off the stand together. So he's doing both 
things. He's telling me how much he enjoyed my music, but he's 
making sure I'm not gonna break my neck, either. A n d he was so 
hip in doing it . . . if I hadn't been around a long time, I w o u l d 
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not have k n o w n that's what he was up to, which to me is com
pletely beautiful. Because, in my experience, musicians rarely 
show that much compassion. That's my experience. 5 6 

In September 1947 T r i s t ano had opportuni t ies to play w i t h Parker 
on t w o rad io shows of " m u s i c a l bat t le" in w h i c h the " m o d e r n s " were 
pitted against the " m o l d y figs," that is, D i x i e l a n d music ians . T h e 
septet, cal led Bar ry U l a n o v ' s A l l Star M o d e r n Jazz M u s i c i a n s , com
prised T r i s t a n o , Parker , Gi l le sp ie , J o h n L a P o r t a , Bauer, R a y B r o w n , 
and M a x R o a c h . A c c o r d i n g to U l a n o v , "It was m y privilege to gather 
the m o d e r n c lan w h i c h battled the fixed personnel of R u d i Blesh's This 

Is Jazz sho w o n L a r r y D o r n ' s Bands for Bonds p r o g r a m on successive 
Saturday a f t e rnoons . " 1 " It is on ly fitting that U l a n o v selected Tr i s t ano 
and his coterie, Bauer and L a P o r t a , the latter a T r i s t a n o student, con
sidering both his enthusiasm for Tr i s t ano and Tr i s tano ' s cr i t ica l v i ew 
of D i x i e l a n d . T r i s t a n o , on the contrary , gave a different recount of the 
event, stating that Parker was the one w h o selected h i m : 

|T]hey put this battle of the bands together, and Bird included 
me. N o w , I said to h i m , " W h a t you really should do is use Bud 
[Powel l ] . " . . . There were two things happening at the time. B i rd 
and everybody w h o copied h i m , and what I was trying to do 
through my playing and through my teaching, w h i c h I'm not 
saying I was anywhere nearly as great as B i r d . But it wasn't 
copying Bird. Right? So he thought it w o u l d be a good idea to 
mix the two. A n d some of it came out pretty good. In fact, I 
think on some of the takes B i rd plays his ass off . , ! i 

After the t w o shows aired on September 1-3 and 2 0 , listeners were 
invi ted to vote for their preference, and " the results were overwhe lm
ingly i n favor of the m o d e r n i s t s . " 5 9 T h i s led to another radio show o n 
N o v e m b e r 8, 1947, w h i c h featured the winners , Parker , T r i s t a n o , 
Bauer, and L a P o r t a f r o m the first session, a long w i t h Fats N a v a r r o , 
A l l e n Eager, B u d d y R i c h , T o m m y Potter , and Sarah V a u g h a n . O n the 
first show U l a n o v featured Tr i s t ano in a quartet w i t h Bauer, R a y 
B r o w n , and M a x R o a c h in " I Surrender D e a r " ; here Tr i s t ano again 
per formed in a smal l setting, a t r io this t ime, w i t h Bauer and Potter, 
p l a y i n g " D o n ' t Blame m e . " 6 ° 

S ignif icantly, Tr i s t ano strongly identified w i t h Parker , cons ider ing 
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his o w n h a r m o n i c style more compat ib le w i t h Parker 's p lay ing than 
w i t h other musicians on the show: "1 was s i tt ing at the p iano , p lay ing 
something. H e started p lay ing w i t h me, and he played his ass off. H e 
wasn't used to the chords I played. I play sort of my o w n chords . In a 
lot of ways , they were different. . . . [ W]hatever I d i d , he was right on 
top of the chords , l ike we had rehearsed."'" 1 T r i s t ano expla ined that 
Parker had " a lways been l imi ted by the people he played w i t h . . . . The 
right c h o r d structure is not behind h i m . M o s t of the kids w h o played 
piano for B i r d and played in his style, they a lways used the same c h o r d 
progres s ion . " T r i s t a n o certainly took a great pride in that Parker l iked 
his p l ay ing , suggesting that Parker appreciated his or ig ina l i ty : "1 was 
never a copier . That ' s not to say what I came out w i t h was great, but 
1 was not a copier . A n d 1 th ink that's one of the things that B i r d 
enjoyed about l istening to me. . . . I really do believe, and this is just 
my o w n belief, that B i r d enjoyed p lay ing w i t h me. Because I was not 
imi ta t ing h i m and everybody in the world was."hl T r i s t ano further 
expla ined : "See, if y o u went d o w n the Street and w a l k e d into a c lub 
and heard a ten-piece band , everybody stood up and took about 50 

choruses of B ird ' s l icks . A n d it stayed that w a y u n t i l , say maybe the 
midd le fifties. A n d it finally caught up to B i r d . It real ly bugged the shit 
out of h i m . Because he to ld me so . " In fact, there was mutua l respect 
for each other, as Parker remarked : " A s for Lennie T r i s t a n o , I'd l ike to 
go on record as saying I endorse his w o r k in every part icular . T h e y say 
he's c o l d . They ' re w r o n g . H e has a big heart and it's in his music . 
O b v i o u s l y , he also has tremendous technical abi l i ty and you k n o w , he 
can play anywhere w i t h anybody . He ' s a tremendous mus ic ian . I ca l l 
him the great a c c l i m a t i z o r . " 6 1 

M o r e R e c o r d i n g s a n d t h e R e t u r n o f F i s h k i n 

D u r i n g the latter part of T947 T r i s t a n o had a few recording sessions. 
O n September he made solo p iano recordings for R C A V i c t o r , 
i n c l u d i n g " G h o s t of a C h a n c e , " "Spontaneous C o m b u s t i o n , " and 
"Just J u d y . " W h e n the record c o m p a n y later tr ied to issue some of 
these in the early 1950s, T r i s t ano wi thhe ld his a p p r o v a l . Joe M u r a n y i , 
who "used to w o r k at R C A in the early 1950s , " t o ld Tr i s t ano about 
the company ' s p lan to issue his recordings : " B u t he said, ' W h a t ? T h e y 
what? N o . ' A n d he d id take a stance, because t w o weeks later another 
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paper came a r o u n d and said the issue had been cancelled due to tech

nical problems. A n d then it was issued w i t h o u t the t w o Lennie sides. 

. . . | H | e said they hadn't cleared w i t h h i m , or he d idn ' t want them to 

issue i t . " ' ' 4 O n e or the recordings, " G h o s t of a C h a n c e , " was released 

in 1952. on Modern Jazz Piano, a c o m p i l a t i o n record of various jazz 

pianists ( V i c t o r L P T ^ i ) . W h i l e U lanov singled out Tr i s t ano as the 

best,'11" R a l p h Burns , w h o recognized T r i s t a n o upon hearing the 

record ing in a b l i n d f o l d test, stated that it sounded " l i k e Lennie Tr i s 

tano on a bad day, w h e n he didn' t have too many ideas." 6 1 ' H o w e v e r , 

Burns acknowledged Tr i s tano ' s or ig ina l i ty : " |I | t ' s o r i g ina l , though 

there are a lot of things I don ' t agree wi th—somet imes he keeps going 

on the same c h o r d or the same idea, in a whole-tone th ing ; but 1 like 

it , because it's something to make you pick up your ears and listen. It's 

a change from l istening to things that you've heard so many people do 

every d a y . " 

A month later, on O c t o b e r 1 ; , 1947, Tr i s tano ' s t r io wi th Bauer on 

guitar and J o h n Levy on bass recorded " O n a P l ane t , " " A i r P o c k e t , " 

" C e l e s t i a , " and t w o takes of " S u p e r s o n i c " for Majes t ic . Singer M i l 

dred Bailey was to record w i t h the group , but only tr io recordings 

were made, issued later in 1954 on Savoy ( X P 8 0 8 4 ) . Hento f f wrote a 

w a r m review, defending Tr i s t ano from accusations of " c e r e b r a t i o n " 

and d u b b i n g the record "a del ightfully meditative c o l l e c t i o n " : " A l l 

four extensions of standards are quite absorb ing , not only as harb in

gers of later Tr i s t ano but as swing ing excursions into the farther side 

of the probable . T h e rapport between Bauer and Tr i s t ano leads to 

close relistening. . . . It should also be added, in v i ew of the loose talk 

about cerebrat ion f r o m non-cerebrators , that a l l this is relaxed and 

r e l a x i n g . " 6 " 

Since F i shkin ' s departure, Tr i s t ano had hired a series of bassists, 

but considered F i s h k i n his ideal bass player. H e asked F i shkin to come 

hack to N e w Y o r k in t w o letters, both dictated to Judy Tr i s t ano . A t 

the time of the first letter, dated N o v e m b e r 1 1, 1946, T r i s t a n o was not 

in a good pos i t ion to convince F i s h k i n , since he had been out of w o r k 

after the quartet w i t h C h u b b y Jackson broke up. H i s second letter, 

f r o m N o v e m b e r 15, 1947, was more c o a x i n g ; in it Tr i s t ano assured 

F i s h k i n that he was the only one that fit his group . T r i s t a n o also stated 

he was n o w confident and opt imis t ic about his success, referring to the 

i m p r o v i n g prospect o l job opportuni t ies and his ascendancy in the pol l 

results. Interestingly, T r i s t a n o proud ly ment ioned that he flatly turned 
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d o w n the request of Irving A l e x a n d e r , o w n e r of the Three Deuces, for 
his t r io to per form at the c lub again; he thought F i s h k i n w o u l d find 
this amus ing , for some reason. T h i s letter actually p rompted F i s h k i n 
to drive back to N e w Y o r k later that N o v e m b e r . 

F i s h k i n recalled that the first engagement of the or ig ina l tr io took 
place at the B o h e m i a , where the tap dancer Steve C o n d o s sat i n . 6 v A 
review in Down Beat noted that the group "c losed five days later after 
spotty business," a t t r ibut ing the lack of success to poor publ i c i ty and 
"the split c r o w d d r a w n " : " T h e established trade at the spot was 
utterly bewi ldered by Tr i s t ano , whi l e the musicians attracted by his 
rep were intensely annoyed by the sl ightly square antics of the audi
ence. T h e tr io . . . is d icker ing w i t h several clubs for a January open-
ing. 

The reunited tr io recorded for Di sc o n December 31, 1947," ' 

inc lud ing some quartet tracks w i t h J o h n L a P o r t a on clarinet , w h o had 
misgivings about the session." 1 O n e of the tr io recordings, " T h e 
Blues , " was released on F o l k w a y s in 1953 on an anthology a l b u m fea
tur ing various jazz pianists . " ' It also became part of a 1954 a l b u m 
intended to introduce different jazz styles, w i t h Langston Hughes ' s 
na r ra t ion ; it presented Tr i s tano ' s g roup as one of the postwar smal l 
combos , w h i c h played " a c o o l k i n d of jazz termed modern or progres
sive j azz , " influenced " m o s t direct ly by b o p . " " 4 T h e quartet tracks , 
" S p e c u l a t i o n " and " T h r o u g h These P o r t a l s , " were issued earlier, i n 
1948 (Disc 5500) . A favorable rev iew i n Metronome po inted out " a del
icate contrapunta l exchange" a m o n g the members o n the latter, prais
ing the recordings as " the most remarkable sounds in the jazz 
w o r l d . " " ' 

T o e T r i s t a n o R e s i d e n c e 

W h e n the Tr i s tanos m o v e d to N e w Y o r k C i t y in 1 946, they l ived in the 
St. James H o t e l for a year before m o v i n g to an apartment at 313 East 
Seventy-third Street. Judy T r i s t a n o described the apartment as "bed-
buggy, cockroachy place, full of m i c e " : "[ Y | o u c o u l d count l ike eleven 
of them at a t ime, runn ing a r o u n d in this c r u m m y little place. A h , 
hous ing in N e w Y o r k was very diff icult to find. . . . The bathtub was 
in the k i tchen , w i t h a w o o d e n cover over, and the holes in the wal l s 
. . . in one tiny little r o o m . So we had that r o o m and we slept in k i n d 
of an alcove of the k i tchen . . . . So the ki tchen was the largest and 
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brightest r o o m . " W h i l e there, they made acquaintance w i t h Bud Free
man and U l a n o v , as she further reminisced: " B u d Freeman was one of 
his first students at that place. H e and Lennie w o u l d have a great o ld 
time t a l k i n g . I th ink we met Barry U l a n o v at that point . H e used to 
come there. H e and Lennie were pretty tight for a whi le . L e o n a r d 
Feather, Lennie never got tight w i t h . " She also recal led, "F i f ty-second 
Street was in ful l s w i n g " at that t ime, and they w o u l d "go and hear 
D i z z y and B i r d , A l l e n Eager, Z o o t Sims, Bi l l ie H o l i d a y . " After the 
apartment , they m o v e d to a flat in a fourplex in F lu sh ing , L o n g Is land. 
She described the hardship of f inding a larger place to live w h i l e Tr i s 
tano cont inued w o r k i n g o n his mus ic : " I w o u l d take Lennie to the 
L ighthouse for the B l i n d , where he c o u l d practice on a p iano , and I 
w o u l d go out and w a l k on the streets, answer ing ads in newspapers to 
try to find us a place to l ive. O h , it was r o u g h . " She remembered that 
the flat, w i t h seven rooms , was very comfortab le : " | l t j was quite large 
and nice. A n d that's where we bought a B a l d w i n baby grand , a lovely-
p iano , and that was in our l iv ing r o o m and Lennie taught there. . . . 
My mother paid for the B a l d w i n , a belated w e d d i n g gift for $ 1 , 5 0 0 . " 

It was in F lushing that the Tr i s tanos social ized w i t h the Shearings. 
Judy T r i s t a n o recalled that Tr i s t ano and Shearing had a close fr iend
ship and shared funny stories about their bl indness , especially the way 
people treated b l ind people, but Shearing " h a d to compromise , com
mercia l ize , and he and Lennie just dri f ted apar t . " 

There was a per iod w h e n the Tr i s tanos l ived t emporar i ly w i t h the 
F i shkins at their L e v i t t o w n house o n L o n g Is land, d u r i n g w h i c h time 
F i s h k i n observed m a n y interesting aspects of Tr i s tano ' s personal i ty , 
especially concerning bl indness ." 6 F o r example , Tr i s t ano asked 
F i s h k i n to w a l k h i m t h r o u g h the house and show h i m where every 
object was , and then not to move anyth ing . F i s h k i n also remarked on 
Tr i s tano ' s highly sensitive hearing and his abi l i ty to solve difficult 
mathemat ic problems in his head, as wel l as the fact that he had mem
orized m u c h music . In a d d i t i o n , F i s h k i n noted Tr i s tano ' s fascination 
w i t h psychotherapy, especially wri t ings by Josef Breuer and S igmund 
Freud . 

T h e year 1948 marked the beginning of a cruc ia l per iod in Tr i s tano ' s 
career in terms of pub l i c recogni t ion . H e received c o n t i n u i n g support 
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from Metronome, especially through Ulanov ' s enthusiastic reviews 
and editorials . U l a n o v , w h o shared w i t h Tr i s t ano a belief in the 
progress of ja/.z as art music , considered his music the most impor tant 
event in the recent development of jazz. M o s t notably , Metronome 

nomina ted Tr i s t ano as the " M u s i c i a n of the Y e a r " in January 1948."" 

The editors, George S imon and U l a n o v , noted , " 1 9 4 - w i l l go d o w n in 
jazz history as the year I.ennie Tr i s tano ' s remarkable formulat ions 
were released o n records , " and selected all Keynote recordings except 
" B l u e B o y " a m o n g the best a lbums of the year. - ' 5 In the magazine's a l l -
star po l l Tr i s t ano placed second as pianist and thirteenth as 
arranger/ 1 ' H o w e v e r , reports of his publ ic appearances d w i n d l e d 
throughout the year . S o It may have been due to Tr i s tano ' s antagonism 
t o w a r d c lub owners , w h i c h , F i s h k i n noted , p rovoked T r i s t a n o to 
alienate himself f rom the night c lub scene. S l If Tr i s t ano was inactive as 
performer, he was consistently active in teaching. For example , it was 
reported in 194- that he was spending most of his t ime teach ing , S 2 and 
in 194S that he was p l ann ing a recital of his s tudents . S i 

A significant development in 194K was the expans ion of Tr i s tano ' s 
group to a quintet by adding an alto saxophonis t , Fee K o n i t z , and a 
d r u m m e r ; it eventually grew to a sextet in 1949. K o n i t z , w h o had stud
ied w i t h Tr i s t ano in C h i c a g o , m o v e d to N e w Y o r k via his w o r k w i t h 
the C l a u d e T h o r n h i l l band : "I left C h i c a g o wi th that band w i t h the 
intentions of getting to N e w Y o r k where Tr i s t ano was in ' 4 7 . A n d it 
took me ten months to get to N e w Y o r k . I cou ld have gotten there 
faster on a covered w a g o n . " * 4 U p o n a r r iv ing in N e w Y o r k in the sum
mer of 1948, K o n i t z not only took up his study w i t h Tr i s t ano again , 
but also began rehearsing w i t h h i m as a member of the q u i n t e t / 5 O n e 
of the first engagements of the newly formed quintet occurred late in 
194S at the R o y a l Roos t w i t h M e l Z e l n i c k on drums . H h The change in 
the makeup of the ensemble and the w o r k entailed in forging its style 
may expla in the infrequency of Tr i s tano ' s publ ic appearances dur ing 
1 94S. 

1 9 4 9 : Q u i n t e t a n d S e x t e t 

In 1944 Metronome cont inued to promote T r i s t a n o , c i t ing h i m as a 
fixture of the N e w Y o r k jazz scene and as one of the "Influences of the 
Y e a r " a long w i t h Lester Y o u n g and Sarah V a u g h a n . * " O n the 
M e t r o n o m e A l l Star Pol l he again ranked second a m o n g pianists to 
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N a t C o l e , and became a member of the M e t r o n o m e A l l Star Band . * * 
O n January 1949, the band recorded t w o pieces for R C A V i c t o r , 
Pete Rugo lo ' s " O v e r t i m e " and Tr i s tano ' s " V i c t o r y B a l l , " the latter 
scored for a small ensemble compr i s ing Gi l l e sp ie , W i n d i n g , D e F r a n c o , 
Parker , V e n t u r a , Bauer, Safranski , and M a n n e d 9 Metronome reported 
that T r i s t a n o , Bauer, and Parker rehearsed separately " t o w o r k out 
their intricate passage in Victory Ball."1'0 

O n January 11, 1949, Tr i s tano ' s quintet w i t h Shelly M a n n e o n 
drums recorded for N e w Jazz; it was the first session for the group and 
for the label that later became Prestige. A c c o r d i n g to K o n i t z , the ses
sion was or ig ina l ly for trumpeter T o n y Fruscel la : " B o b Weins tock 
suggested that T o n y and I get together. . . . T o n y d idn ' t want to do it, 
so B o b asked me if I w o u l d . I asked Lennie to take the date. I just 
wanted to do it as a s i d e m a n . " 9 1 

T h e addi t ion of a saxophone and a full r h y t h m section created a 
marked departure f rom the tr io in t imbre and texture. They also had 
their o w n repertoire of tunes, fixed lines constructed on the h a r m o n i c 
progressions of standards. A l t h o u g h a c o m m o n practice in jazz, the 
intricate nature of the melodic w r i t i n g of the T r i s t a n o group is 
unprecedented. For example , "Subconsc ious-Lee , " a K o n i t z line based 
o n " W h a t Is T h i s T h i n g C a l l e d L o v e ? " is dis t inguished by its sophist i
cated character and chromat i c i sm. Tr i s t ano later expla ined that the 
wr i t t en line "sets the scene in a definite way ; it tells what ' s go ing to 
c o m e . " 9 1 M a n y such lines by his students were actual ly assignments 
for their lessons, as Tr i s t ano encouraged them to wr i te solos on the 
harmonies of s tandard tunes. 

W h e n "Subconsc ious -Lee" and " J u d y , " the latter wr i t t en by Tr i s 
tano over the harmonies of " D o n ' t B lame M e , " were issued a few 
months later, several favorable reviews appeared, most of w h i c h noted 
their cont rapunta l nature. Metronome po inted out " the Tr i s t ano 
group's p o l y p h o n i c p e n c h a n t , " 9 5 and T o m H e r r i c k of Down Beat 

mentioned " the fabulous contrapunta l in terweav ings " between Tr i s 
tano and B a u e r . 9 4 Edgar J ackson , w h o praised the record as a m o n g 
"the finest examples of smal l c o m b o jazz in the modern m a n n e r , " 
made a s imi lar observat ion by s ingl ing out the " u n u s u a l l y ingenious 
exp lo i t a t ion of the art of c o n t r a p u n t a l i t y . " 9 5 C o n t r a p u n t a l interplay 
was indeed the most essential element that Tr i s tano ' s group retained 
f r o m the tr io years. 

F o u r of the quintet recordings were issued in 1950 on an L P , a long 
w i t h later recordings by K o n i t z ( N e w Jazz N J L P 101). Lev in a c k n o w l -
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edged Tr i s tano ' s or ig ina l i ty , whi l e suggesting that the music was cere
b r a l , self-conscious, and " t o o c o o l " ; this is one of the first instances of 
the term specifically appl ied to Tr i s tano ' s m u s i c . 9 6 Oscar Peterson, on 
hearing " T a u t o l o g y " in a b l i n d f o l d test, recognized Tr i s t ano and 
K o n i t z and described them as his favorites, but made a clear dist inc
t ion between musica l and commerc ia l values, ind ica t ing that the music 
was not c o m m e r c i a l l y viable: " M u s i c a l l y it's a fine record. C o m m e r 
c ia l ly I don ' t th ink it holds m u c h value; the publ ic isn't up to that stan
dard in m u s i c . " 9 -

Tri s tano ' s group soon became a sextet w i t h the a d d i t i o n of 
another student, the tenor saxophonis t W a r n e M a r s h ( i 9 2 7 - 1 9 8 7 ) . 

B o r n in Los Angeles , M a r s h first heard about Tr i s t ano f rom the t r u m 
pet student D o n Ferrara , and his first study w i t h Tr i s t ano took place 
in 1947 for about nine months whi l e he was in the a rmy, stationed in 
New Jersey: " B y this t ime, I had heard C h a r l i e Parker and Lester 
Y o u n g , and been completely turned a r o u n d . I spent every spare 
minute in N e w Y o r k , l i stening to Parker and s tudying w i t h Lennie 
T r i s t a n o . " 9 S Af ter a short return to Los Angeles , M a r s h went back to 
New Y o r k in O c t o b e r 1948 at the end of " a three-month cross-coun
try road tr ip w i t h B u d d y R i c h ' s first big b a n d , " and resumed his study 
w i t h T r i s t a n o . 9 9 H e was to remain one of Tr i s tano ' s most fa i thful stu
dent s . 1 0 0 A n o t h e r member of the sextet was a d r u m student, H a r o l d 
G r a n o w s k y , w h o part ic ipated in one of the C a p i t o l sessions and left 
the g roup short ly a f terward. A c c o r d i n g to M a r s h , the sextet members 
w o r k e d hard : " W e w o r k e d our butts off. Lennie was strong on c o m 
petence i n ind iv idua l s and groups. D i s c i p l i n e . So a lot of w o r k went 
into those C a p i t o l dates. A b o u t four months . . . B i l l y Bauer, A r n o l d 
F i s h k i n and I . " 1 0 1 C u r i o u s l y M a r s h left out K o n i t z , a v i ta l part of the 
ensemble, cons ider ing that the t w o saxophonists often per formed 
together w i t h immaculate accuracy and rapport , w h i l e Bauer and 
F i s h k i n , w h o m he ment ioned , d i d not remember rehearsing m u c h . ' o i 

The first reported engagement for the sextet was at the C l i q u e in N e w 
Y o r k C i t y in January 1949, where they reappeared later in M a r c h . ' 0 5 

C a p i t o l R e c o r d i n g s 

On M a r c h 4, M a r c h 14, and M a y 16, 1949, Tr i s tano ' s group recorded 
for C a p i t o l , w i t h G r a n o w s k y o n the drums for the first session and 
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D e n z i l Best for the last. These recordings are hi s tor ica l ly significant, 
and exerted a long-last ing impact on listeners. T h e y belong to t w o cat
egories. First , a long the same line as the N e w Jazz recordings, Tr i s 
tano's sextet recorded or ig ina l tunes based on preexist ing harmonic 
progressions, such as " W o w " (Tristano) , " C r o s s c u r r e n t " (Tristano) , 
" M a r i o n e t t e " (Bauer), and " S a x of a K i n d " ( K o n i t z and M a r s h ) . Sec
o n d , " I n t u i t i o n " and " D i g r e s s i o n " are the first recorded examples of 
free jazz performed by an ensemble, c o m p r i s i n g the members of the 
sextet w i t h o u t the d r u m m e r . 1 0 4 In a d d i t i o n , T r i s t a n o recorded Jerome 
Kern ' s " Y e s t e r d a y s " w i t h his o r ig ina l t r io members d u r i n g the second 
session, h a r k i n g back to the earlier t r io recordings . 

" W o w " and " C r o s s c u r r e n t , " recorded on M a r c h 4, were the first 
to be released i n 1949 ( C a p i t o l 5 7 - 6 0 0 0 3 ) . A favorable review in 
Metronome selected them as the best smal l-group recordings , no t ing 
the use o f p o l y r h y t h m . 1 0 ' A c c o r d i n g to R a l p h Sharon , a Br i t i sh jazz 
pianist and arranger, the record marked a drastic departure f r o m Tr i s 
tano's earlier t r io recordings . A s for the latter, for example , " I C a n ' t 
Get S tar ted , " he expressed amazement that " a pianist c o u l d p lay w i t h 
so little feeling and be apparently unaware of wha t the guitarist was 
p l a y i n g , " and wondered " h o w any pianist c o u l d be so completely 
uninfluenced by what was going o n a r o u n d h i m musica l ly in the 
States . " 1 0 6 In contrast , Tr i s tano ' s recordings w i t h the sextet and w i t h 
the M e t r o n o m e A l l Stars impressed Sharon greatly, w h o considered 
Tr i s t ano " a y o u n g man w h o is go ing to make his mark on modern 
j azz " : " T r i s t a n o has a completely o r i g i n a l concept ion of modern 
music . . . . H e r e is a pianist w h o makes a much fuller use of the p iano 
key-board than most of the other bop m e n . . . . I don ' t class Tr i s t ano 
as a true bop pianist . H i s style is vastly different . . . i n that he extends 
his me lod ic line m u c h fur ther . " T h e n Sharon made an interesting 
observat ion, reflecting on the fact that Tr i s t ano often pr ior i t i zed l i n 
earity and that his concept of time differed f rom the convent iona l jazz 
i d i o m : "Somet imes , in fact, he extends it to the detr iment of the 'beat,' 
w h i c h is not real ly a good idea, because if music doesn't swing , then 
. . . it ceases to be jazz. But w h e n he isn't too unconvent iona l , Lennie 
has 'beat' e n o u g h . " Sharon also stated, " H e is a br i l l i an t technic ian of 
the T a t u m school . L i s tening to his a lmost endless double tempo 
phrases, I get the impress ion that this is music of the bra in rather than 
of the heart. But there is a certain tension about his p l ay ing w h i c h also 
gives an impress ion of terrific c o n c e n t r a t i o n . " Sharon conc luded : 
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" | H | i s music has already made a deep impress ion o n progressive musi

cians, for, l ike M i l e s Dav i s , he can be counted as an intellectual of the 

jazz w o r l d . " 

T h e second C a p i t o l record conta ined " S a x of a K i n d " and " M a r 

ionet te " f rom the second session, w h i c h earned enthusiastic reviews 

f rom both Metronome and Down Beat (Cap i to l 5 7 - 6 0 0 1 3 ) . 1 0 7 Grea t ly 

impressed, L e v i n stated, " M a n y of the objections to Tr i s tano ' s w o r k 

I've had on previous records go right out the w i n d o w o n this r e c o r d , " 

and that " M a r i o n e t t e , " in par t icular , was played w i t h "ease and relax

a t i o n " and " a qual i ty of w a r m t h that it has heretofore lacked o n 

r e c o r d s . " 1 0 8 A l t h o u g h L e v i n had often emphasized the lack of emo

t iona l w a r m t h on Tr i s tano ' s earlier records, c i t ing " the technical celer

ity or c e r e b r a t i o n " and the lack of " fee l ing of communica t ive enthusi

a s m , " ' 0 9 he regarded the C a p i t o l recordings h ighly , selecting 

" M a r i o n e t t e " and "Subconsc ious -Lee" a m o n g his best picks of 

1 9 4 9 . " 0 

" I n t u i t i o n " a n d " D i g r e s s i o n " 

" I n t u i t i o n " and " D i g r e s s i o n , " the first recordings of free group i m p r o 

visat ions, were recorded o n M a y 16, 1949. They represent the most 

p ioneer ing and innovat ive approach of the group as fascinating man i 

festations of contrapunta l interact ion . It was in a way a fulf i l lment of 

Tr i s tano ' s 1947 statement about " the next step after b e b o p " being 

"co l lec t ive i m p r o v i s a t i o n on a m u c h higher p l a n e . " " ' A l t h o u g h the 

tr io already displayed considerable interplay between Tr i s t ano and 

Bauer, these free improvi sa t ions demonstrate a further development in 

dispensing w i t h any preexistent mater ia l as the basis. Tr i s tano ' s inter

est i n free i m p r o v i s a t i o n can be actual ly traced back to his c h i l d h o o d 

experience: " W h e n I was seven we got a p h o n o g r a p h . I w o u l d listen to 

the o l d jazz records and then just sit at the piano and play a n y t h i n g — 

no par t icu lar tune. Y o u might say that this was the start of those C a p i 

tol sides . . . w h i c h were intui t ive m u s i c — n o tunes, no c h o r d progres

sions, no t ime. T h i s you might ca l l the start of free f o r m . I w o u l d n ' t 

l ike to be definite on the s u b j e c t . " " 2 

It was on the last day of the C a p i t o l sessions that T r i s t a n o decided 

to record free improvi sa t ions . In the absence of a prescribed harmonic 

or fo rmal f r a m e w o r k , the cont rapunta l interact ion between the musi-
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cians functions as the structural pr inc ip le . A c c o r d i n g to M a r s h , Tr i s 
tano to ld them that they "were going to improvi se strictly f rom what 
we heard one another d o i n g " a n d , pr ior to record ing , discussed the 
order of, and durat ions of p l ay ing between, entrances: " T h e only th ing 
that was set was the order of entrances, w i t h Lennie starting off—set
ting the tempo and the m o o d — t h a t and the fact that we'd play for 
three minutes , because we were m a k i n g 78s. So we w o u l d give each 
other approx imate ly 15 or 20 seconds and then come i n . " " 5 T r i s t ano 
reminisced about the c ircumstance, ment ion ing that " some significant 
things h a p p e n e d " d u r i n g the session: " A f t e r we d id the convent iona l 
part of the date, we d id the t w o free sides. . . . As soon as we began 
p lay ing the engineer threw up his hands and left his machine . The A & 
R man and the management thought I was such an idiot that they 
refused to pay me for the sides and to release t h e m . " " 4 H e then 
expla ined , "Free f o r m means p lay ing w i t h o u t a fixed chord progres
s ion; w i t h o u t a t ime signature; w i t h o u t a specified tempo. 1 had been 
w o r k i n g w i t h my men in this context for several years so that the 
music w h i c h resulted was not haphazard or hit and mis s . " 

K o n i t z conf irms that members o f the group , inc lud ing Tr i s t ano , 
M a r s h , Bauer, and himself, played free improvi sa t ions pr ior to the 
recording ; he was not sure whether F i s h k i n was present dur ing 
rehearsals. K o n i t z recalled: " [ W | e had had some experience in p lay ing 
intui t ive ly . A t that date, Barry U lanov was in the s tudio , funct ioning 
in some capacity . . . and Pete R u g o l o |composer and C a p i t o l pro
ducer] was in the booth . After we had played a couple of tunes, Lennie 
said, 'Just let the tapes ro l l for three minutes , ' and we played this intu
itive t h i n g . " " ' K o n i t z then noted that they recorded four free i m p r o 
visat ions: " B a r r y was to signal one of us at the end of two minutes 
approx imate ly . W e d id four takes, and in each one we stopped at 
approx imate ly about three minutes. I don ' t k n o w what it means, 
except we d id do that k i n d of p l ay ing , and it was a great feeling. W e 
d i d it once at a concert in Bos ton , and it was very e x c i t i n g . " M a r s h 
also noted that selected members of the group had experimented w i t h 
the procedure before the recording session: " T h i s was n o r m a l for us. 
W e had pract iced it some and done it in c lubs , and this was our second 
date together for C a p i t o l , so we were ready. W h e n I listen to those 
sides n o w , I 'm amazed at h o w far ahead Lennie was , at what great 
music he was p lay ing . A n d it's free improvi s ing—free , right straight 
off the top of his h e a d . " " 6 A c c o r d i n g to Bauer, " L e n n i e w o u l d say 
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' Y o u start it ! Play anything y o u want to p lay . ' N o key, no tempo, no 
n o t h i n g ! W h o e v e r felt l ike c o m i n ' in or d r o p p i n ' out ; spontaneous, 
not premeditated sounds; no a r r a n g e m e n t . " " " 

U l a n o v cal led the recordings " the most audacious exper iment yet 
attempted in j azz , " but reported that C a p i t o l erased t w o of the four 
sides: " C a p i t o l was bewi ldered by and uncerta in about what it heard. 
A s a result, t w o of the sides were erased f r o m the record ing tape, and 
the remain ing t w o , those chosen as the best of the four, were put aside, 
w i t h their date indefinitely p o s t p o n e d . " " s C a p i t o l finally issued " I n t u 
i t i o n " in late 1950, then " D i g r e s s i o n " in 1954. T r i s t a n o credited Sym
p h o n y Sid for their release: "Several months after that C a p i t o l date, 
S y m p h o n y S id , w h o was a p rominent disc jockey d u r i n g that per iod , 
managed to grab a copy of those t w o free f o r m sides. H e p layed them 
three or four times a week o n his n ight ly show over a per iod of several 
years. T h r o u g h that, C a p i t o l records received enough requests for 
those t w o sides to w a r r a n t releasing them. A n d , of course, they d id 
pay me for t h e m . " 1 " ' T r i s t a n o then referred to the hi s tor ica l 
significance of the recordings: " I n v iew of the fact that 1 5 years later a 
m a i n part of the jazz scene turned into free f o r m , I th ink this incident 
is very significant. These t w o sides were complete ly spontaneously 
improv i sed . A lot of people w h o heard them thought they were c o m 
posi t ions . T o my knowledge M i l e s D a v i s is the on ly noted mus ic ian 
w h o acknowledged in pr int the real nature of the music on those 
s i d e s . " 1 1 0 

U l a n o v was also ins trumenta l i n i n f o r m i n g the audience of Tr i s 
tano's free improvi sa t ions before their release. In September T 9 4 9 , he 
publ i shed an eloquent praise: "[T]hese adventures in jazz i n t u i t i o n 
may very wel l be the h igh point of al l of jazz u n t i l n o w , possibly the 
break ing po int w h i c h w i l l send jazz far a w a y f rom its too w e l l tested 
paths and far a long the speculative road w h i c h every art f o r m has had 
to f o l l o w to achieve greatness . " 1 1 1 A g a i n a f f i rming his belief in the 
progress in jazz, U l a n o v stated, "Intuition, bo th the record and the 
procedure w h i c h it names, is the inevitable development of Lennie 
Tr i s tano ' s last three or four years of l abora tory , l i v i n g - r o o m and 
lounging-pa jama experiment . . . . It marks a s trong paral le l to the 
development of the twelve-tone structure i n classical music in the 
twent ieth century, a paral lel but not an i m i t a t i o n . " T h e n he con
c luded : " H e r e jazz comes of age. Lennie l abored at his music under 
m a n y difficulties. . . . W h e t h e r or not C a p i t o l has the courage and the 
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enlightenment to issue these br i l l i ant sides, Lennie Tr i s t ano has made 

the first break. T h i s is the way jazz must go, not necessarily w i t h these 

sounds, but certainly w i t h these means . " 

W h e n C a p i t o l issued " I n t u i t i o n " a long w i t h " Y e s t e r d a y s " in 1950 

(Cap i to l 7 - 1224) , U l a n o v , ecstatic, wrote that " the cont rapunta l f o r m 

w h i c h underlies the great years most clearly identified by and w i t h the 

music of J o h a n n Sebastian Bach has been r e v i v i f i e d . " 1 2 2 A review in 

Metronome by H o d g k i n s , S i m o n , and U l a n o v echoed that sentiment: 

" I n react ion to both sides, Barry's joy k n o w s on ly a lphabet ical 

bounds . . . . T o Barry , it | " I n t u i t i o n " ] is the peak of m o d e r n jazz, in 

w h i c h the solos of Lennie , Lee K o n i t z , W a r n e M a r s h and B i l l y Bauer 

match their cont rapunta l setting in subtlety of f o r m and breadth of 

mus ica l resource used i n t u i t i v e l y . " 1 2 3 Levin ' s review, on the other 

h a n d , d id not ful ly acknowledge the significance of " I n t u i t i o n , " rather 

p o i n t i n g out the " c o o l " aspect: "Intuition is a series of paral le l run

ning lines, w e l l integrated. O n c e again, this is c o o l , reflective, l i m p i d l y -

expressed jazz, backed by some ex t raord inary mus ic ianship o n the 

part of T r i s t a n o . " 1 2 4 

" D i g r e s s i o n " was not released unt i l 1954 o n a 4 5 - r p m record con

ta ining three other recordings f r o m the C a p i t o l sessions, " C r o s s c u r 

rent , " " I n t u i t i o n , " and "Sax of a K i n d " (Cap i to l E P L A P 1-491). N a t 

Hentof f , an i m p o r t a n t jazz cri t ic at the t ime, wrote an enthusiastic 

review: " T h e newly issued side, Digression, is a fascinating study in 

presumably ad l ib counterpo int a long the pr inc ip le of Intuition. . . . 

The more invo lved the web becomes, the more emot iona l ly as we l l as 

cerebrally reward ing the performance grows . These sides po int up the 

gap in present-day jazz recording due to the pro longed absence of 

T r i s t a n o . " 1 2 5 A supporter of T r i s t a n o , H e n t o f f began to wri te 

pro l i f i ca l ly for Down Beat in the early 1950s. L i k e Tr i s t ano and 

U l a n o v he believed in the progress of jazz and recognized Tr i s tano ' s 

c o n t r i b u t i o n to it. 

C h a r l i e Parker ' s react ion to Tr i s tano ' s free p l ay ing was docu

mented in a 1953 in terv iew, in response to the interviewer's diff iculty 

in unders tanding the "col lect ive improv i s a t ion w i t h no theme, no 

chorus . . . no c h o r d changes" : " | I | f y o u listen close enough, y o u can 

find the melody travel ing a long w i t h . . . any series of c h o r d structures. 

. . . [Rla ther than to make the melody predominant . . . in the style of 

music that Lennie and them present, it's more or less heard or f e l t . " 1 1 6 

A a r o n C o p l a n d was deeply impressed by Tr i s tano ' s group i m p r o -
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visarions, proudly cons ider ing them a uniquely A m e r i c a n develop
ment: " W h e n A m e r i c a n musicians improvise thus freely . . . the E u r o 
pean mus ic ian is the first to agree that something has been developed 
here that has no dup l i ca t ion a b r o a d . " 1 ' " Later , however , he c o m 
mented on Tristano's music as compos i t ions , prais ing Tr i s tano ' s 
"sense of ha rmonic freedom and his ab i l i ty to wri te a piece o n one 
expressive thing w i t h o u t being d u l l " ; he also acknowledged that Tr i s 
tano " k n o w s h o w to unify a piece. H e sticks to the point . . . . It seems 
l ike real c o m p o s i t i o n to me, not happenstance . " 1 - 8 

Tri s tano ' s group performed free improvi sa t ions at c lub engage
ments. A c c o r d i n g to Bauer, they played free jazz at B i r d l a n d almost 
every night , pieces that " r a n about ten minute s , " sometimes to unap-
preciative patrons. 1 1 ' ' K o n i t z described it as a diff icult experience: " I t 
was diff icult for us to do it in a c lub , as it was even to just play tunes, 
so that we d idn ' t play together any more for quite a few years. W e 
really goofed. W e had a lot of things g o i n g . " " 0 Instead, K o n i t z 
recal led, Tr i s t ano incorporated free p l ay ing into the process of i m p r o 
vis ing on standards: " A t some point Tr i s t ano d idn ' t want to do that 
any more. W h a t he wanted to do was . . . get into the groove of the 
tune as far as possible and open up at any point in the tune. So the 
tune c o u l d just go free at any po int for a spell and then back into the 
tune. T h a t was also very interesting and somehow, more l o g i c a l . " 
K o n i t z further expla ined : " A t some po int , maybe d u r i n g the counter
point p l ay ing , we just have a feeling of leaving the tune and just i m p r o 
vising freely . . . for some per iod of t ime and then someone w o u l d 
br ing it back. Usua l ly Lennie , I t h i n k , w o u l d state the melody , frag
ment, or something. . . . W h o e v e r had to lead, we 'd a l l go i n that direc
t i o n . . . . unt i l another voice sticks out and everybody fo l lows tha t . " 
M a r s h , recount ing that the group regularly performed free for t w o 
years, suggested, " | T | h e first times were perhaps the best. T h e y were 
so spontaneous; they were unbel ievable , m a n , just three lines 
g o i n g . " 1 5 ' He felt that it became " m o r e d i f f i cu l t , " possibly i m p l y i n g 
that the improvisa t ions became predictable , or lacked insp i ra t ion : 
" L e n n i e , Lee and I experimented w i t h p l ay ing free music and I th ink 
our first attempts were the most successful. In order to play that way 
we felt that the music ianship had to be O K and the results had to be 
val id music . But we stopped p l ay ing free music , the more we p layed, 
the more diff icult it seemed to be—and today we don ' t take chances 
l ike that when we p l a y . " 1 1 1 In fact, he stated, " b y the time we d i d the 
a l b u m we were beginning to get shaky w i t h i t . " ' ; ' 
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It is w o r t h no t ing another facet of free i m p r o v i s a t i o n : s t imulat ion 

through the use of mar i juana , w h i c h , K o n i t z said, put the musicians 
" in that k i n d of receptivity to try this par t icu lar way of p lay ing 
together" : " I must say in all honesty . . . we used to get stoned fre
quently at the rehearsals and do the things that we prepared to do , and 
this one t ime . . . Lennie suggested . . . to just try to play. . . . Immedi
ately it was meaningful to everybody, just the act of d o i n g i t , and then 
we d id it a few times and , of course, each time it was another revela
t i o n . " N o t i n g that they "made the record w i t h o u t any knowledge that 
he was go ing to do tha t , " K o n i t z also ment ioned that " I attribute some 
of wha t we d id to that influence, because you're really into a very 
impress ionist ic k i n d of w o r l d i n that c o n d i t i o n , and also very s t imu
la t ing , to say the least" : "It was a lways a t r ip , but getting stoned had 
something to do w i t h that area of funct ion ing , I t h i n k . . . . It can relax 
you and som e h o w bypass all of y o u r immediate neuroses and concerns 
and y o u get r ight to the point , so to speak. . . . [Ijt felt l ike it opened 
the d o o r for me, and things were more acute . " H o w e v e r , he indicated 
that the impact of p lay ing was so strong that it caused anxiety : " T h e 
effect was p r o f o u n d , sometimes quite shock ing to me, the reality of 
this mus ic c o m i n g together so strongly. It was scary to me. A n d that's 
another reason w h y we had to stop. . . . It was too serious. . . . I never 
k n e w w h a t c o n d i t i o n everybody else was i n , but w i t h i n that context 
that usual ly we were i n , it was mar i juana , as far as I was i n v o l v e d . " 

It is diff icult to assess h o w directly Tr i s tano ' s free improvi sa t ions 
influenced developments in free jazz in the 1960s. O n e th ing that is 
clear, at least, is that T r i s t a n o was not content w i t h the general n o t i o n 
that free jazz was a new phenomenon of the 1960s; he felt over looked . 
In par t icu lar , he had misgivings about the fact that " a lot of people 
thought free fo rm began w i t h Ornette C o l e m a n , " and noted that his 
accompl i shment was appreciated more in Japan and Europe than in 
A m e r i c a . ' 5 4 Tr i s tano ' s v i ew o n 1960s free jazz is discussed in chapter 3. 

R e c e p t i o n o f t h e C a p i t o l R e c o r d i n g s 

Jazz cr i t ic L e o n a r d Feather, w h o considered T r i s t a n o to be " 2 0 years 
ahead of the b e b o p p e r s , " ' 5 5 was intr igued by the C a p i t o l recordings, 
and frequently sought music ians ' reactions to them in his b l i n d f o l d 
tests. Interestingly, those w h o c o u l d not identify the musicians catego
r ized the music as bebop, as w i t h L i o n e l H a m p t o n on " W o w " and B i l -
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lie H o l i d a y on "Sax of a K i n d . " " 6 L o u i s A r m s t r o n g was particularly-
puzzled u p o n hearing " M a r i o n e t t e " : " T h i s sounds l ike they took a 
bunch of solos, put them together and made a tune out of it. . . . It's 
close to the bop category. . . . T h e y made a lot of runs. It's o n paper; I 
k n o w they rehearsed it long e n o u g h . " 1 " M a r i a n M c P a r t l a n d , o n the 
other hand , recognized T r i s t a n o and praised the C a p i t o l recordings as 
" w o n d e r f u l l y p l a y e d , " and R a l p h Burns was fond of " W o w , " inc lud
ing it as the t h i r d a m o n g five records he chose for Chr i s tmas gift 
i t e m s . " 8 

A n i m p o r t a n t element i n the c r i t i c i sm of Tr i s tano ' s music was that 
it was considered too advanced even for jazz music ians . T a d d 
D a m e r o n c o m p l a i n e d : " M i l e s is the farthest advanced mus ic i an of his 
day, and Boplicity is one of the best smal l-group sounds I've heard. 
T r i s t a n o is so far advanced that it's hard to get w i t h it and understand 
what he's p l a y i n g . " 1 , v Oscar Peterson concurred w i t h D a m e r o n , after 
l i s tening to " I n t u i t i o n " and " Y e s t e r d a y s " : " T h e y ' r e too w e i r d for me. 
I don ' t k n o w w h a t he's saying, but I w i s h I d i d . That ' s too advanced 
for m e . ' " 4 ° A l H a i g , one of the most representative bebop pianists , 
made a s imi lar remark: " I guess I 'm k i n d of react ionary. I l ike w h a t 
I've been used to hearing. I can't a lways understand what the Tr i s t ano 
group is d o i n g . " 1 4 1 

T h e tr io recording of " Y e s t e r d a y s , " in par t icular , i n v o k e d nega
tive responses f r o m pianists ranging f r o m E a r l H i n e s and Joe B u s h k i n 
to D a v e Brubeck . H i n e s stated: "I 've got t w o sides on that. A s to the 
general publ ic . . . it's too far-fetched. Speaking f r o m the publ ic ' s v iew
point , I don ' t l ike the record . A s a mus i c i an , I th ink he's got some 
w o n d e r f u l ideas. . . . It's not actual ly f r o m the soul , but more f r o m the 
mechanica l side of it. It's t ry ing to k n o c k the musicians o u t . " ' 4 1 

B u s h k i n , whi l e a c k n o w l e d g i n g "the h a r m o n i c development and nice 
p l a y i n g , " commented o n the impress ionist ic h a r m o n y and the absence 
of convent iona l features of jazz: " I am as bewildered as the pianist 
w h o plays this. . . . T h i s is getting a w a y f rom the w h o l e premise of 
popu la r music . . . . If this sort of th ing keeps up , Debussy is go ing to 
w i n the annua l jazz p o l l s ! " 1 4 , 1 Brubeck , o n the other h a n d , cr i t i c ized 
the accidental nature of cont rapunta l interplay: " T r i s t a n o c o u l d never 
have played that bad , c o u l d he?. . . . Y o u ' v e got to be more careful 
than that w i t h counterpoint . Y o u can't have clashes that go against the 
gra in of hundreds of years of what ' s r ight and what ' s w r o n g . " 1 4 4 

A n o t h e r element of c r i t i c i sm was that Tr i s tano ' s music was 
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" c o l d , " a n o t i o n closely related to the v i e w that it lacked comprehen-
sibi l i ty and accessibil ity. N a t C o l e flatly declared that " T r i s t a n o is 
c o l d " at a 1949 panel discuss ion w i t h W o o d y H e r m a n , M e l T o r m e , 
and June C h r i s t y . 1 4 5 T o r m e considered coldness a matter of the musi
cians ' disregard for the pub l i c , m a k i n g a d i s t inc t ion between artistic 
merit and publ ic acceptance, the latter, of course, an essential element 
of commerc i a l success. ' 4 6 C o l e and H e r m a n largely agreed, advocat ing 
s h o w m a n s h i p and m a k i n g concessions, respectively. The discuss ion 
concerned a d i l e m m a for m a n y musicians , the d i c h o t o m y between 
mus ica l and c o m m e r c i a l values; the panel expressed a pos i t ion dia
metr ica l ly opposed to Tr i s tano ' s , a staunch believer in the aesthetics of 
art for art's sake. 

T e d d y W i l s o n showed a s imi lar v i e w p o i n t to the panel's , po in t ing 
out w h a t he saw as a p r o b l e m in Tr i s tano ' s case, that is, the need to 
appeal to " the mass of l i s teners" : "1 admire his mus ic iansh ip ; but for 
me, he lacks an emot iona l impact . It is true, as D i z z y Gi l lespie said, 
that T r i s t a n o hasn't the k i n d of jazz beat one c o u l d dance to , but I 
th ink he's abstracted that deliberately. . . . I don ' t believe jazz is ready 
yet to cut itself off f rom the mass of listeners. A s of n o w only mus i 
cians can understand T r i s t a n o . " ' 4 " ' 

Stan K e n t o n , w h o created a controversy by p r o m o t i n g his brand 
of "progres s ive" jazz, also openly cr i t i c ized T r i s t a n o : " H e ' s a good 
mus ic i an , but very c o l d and utterly l ack ing in e m o t i o n a l c o m m u n i c a 
t i o n . " ' 4 S K e n t o n also stated, " I n modern and progressive jazz and 
bebop there is such an urge today for new h a r m o n i c sounds . . . that 
the music has suffered greatly f r o m the lack of r h y t h m i c assertion and 
the lack of real emot iona l character. . . . That ' s what ' s w r o n g b o t h in 
the jazz w o r l d and in the contemporary w o r l d of the c las s ic s . " ' 4 V In 
par t icu lar , he argued that Tr i s t ano failed to communica te w i t h the 
pub l i c : " Y o u can cr i t ic ize T r i s t a n o for the same th ing for w h i c h you 
can cri t ic ize Schonberg . M u s i c is created because of the people and for 

the people. A n d there's too m u c h of an attitude today that the masses 
are peasants, and there's too much of a feeling of w a n t i n g to shut 
yoursel f away in an ivory tower , and create, because y o u were b o r n a 
hundred years too far ahead . " K e n t o n , however , had made a contra
d ic tory statement earlier: " P u b l i c likes and disl ikes have noth ing to do 
w i t h the progress of modern m u s i c . " 1 5 0 T h e lack of apprec ia t ion was 
m u t u a l , as T r i s t a n o cr i t ic ized Kenton ' s mus ic : "Stan's writers gener
al ly don ' t wr i te things that s w i n g — a n d by that I don ' t mean they have 
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to be in 4/4. There's just no inherent pu l sa t ion . Stan is supposed to be 
a very sincere person, but I w o n d e r if he's really w i t h the music , enjoys 
it himself . Personal ly , even w h e n I enjoy his things I st i l l don ' t th ink 
they're jazz." ' 1 " 1 T r i s t ano also charged K e n t o n w i t h p lac ing too much 
emphasis o n w r i t i n g , neglecting i m p r o v i s i n g : " P r i m a r i l y , Kenton ' s 
perspective is that of a composer throughout , and m y feeling is that a l l 
the great jazz w i l l come f rom i m p r o v i s i n g , not w r i t i n g . " K e n t o n , h o w 
ever, shared Tr i s tano ' s v iew in po in t ing out the forces of music busi
ness as a serious obstacle in the development of jazz as an art f o r m , 
ment ion ing " m e n w h o make money f r o m mus ic . T h e bookers , the 
promoters , the dance ha l l owners w h o try to make everything c o n f o r m 
to rule and rote, and try to keep musicians f rom m a k i n g jazz progress 
as an a r t . " 1 5 2 

It shou ld be noted that Tr i s t ano ' s personal i ty was part ly a factor 
in the negative reception of his mus ic . In his w r i t i n g s and interviews 
he expressed s trong conv ic t ions , e x h i b i t i n g a character that was 
for thr ight and even dogmat i c , w h i c h may have evoked antagoni sm 
f r o m other music ians . Becker offered a soc io log ica l e x p l a n a t i o n : 
"Now I'm just guessing, a sociologis t guessing. If Lennie was r ight , a 
lot of people were w r o n g . If that was the w a y it was go ing , then what 
a lot of people k n e w h o w to do was go ing to be worthles s . A n d they 
resented it. . . . W h e n e v e r there is some ma jor i n n o v a t i o n , wha t it 
does essentially is devalue the ski l l s that are a l ready a r o u n d . Lennie ' s 
h a r m o n i c ideas were way ahead of wha t people were d o i n g . St i l l a re . " 
T r i s t a n o was also k n o w n for his ou t spoken c r i t i c i s m of many mus i 
cians, w h i c h C h u b b y J ackson cons idered tactless: " I th ink he owns as 
little tact as any h u m a n I've ever met in m y l i fe . . . . H e w o u l d n ' t 
bother to . . . have to w o r r y that he was upsett ing somebody or insult
ing them or m a k i n g them feel i n a d e q u a t e . " ' ' 1 J a ck son i l lustrated his 
po int w i t h a rad io show where Feather asked J ackson , H e r m a n , 
E l l i n g t o n , and T r i s t a n o to c o m m e n t o n records: " T h e dynamite came 
f r o m Lennie , because i n a lmost nine out of ten records that were 
p layed , Lennie w o u l d in essence say that they a l l s tunk, that that was 
the lowest , that they're not d o i n g this r ight , they're not d o i n g that 
r ight , and this is w h a t they should have been d o i n g . . . . So the w h o l e 
th ing ended up l ike a total c r i t i ca l v i e w p o i n t just c o m i n g f r o m 
L e n n i e . " 

T h i s factor of his personal i ty , in c o m b i n a t i o n w i t h the close circle 
of students e v o k i n g suspicions of c u l t i s m , p layed a significant role in 
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the reception of Tr i s tano ' s music . Despite c r i t i c i sm, the sextet record

ings m a r k e d an impor tant accompl i shment for the Tr i s t ano group and 

as such elicited considerable interest, negative and posit ive, a m o n g 

musicians and crit ics . 

B i r d l a n d a n d O t h e r E n g a g e m e n t s 

W h e n B i r d l a n d , the jazz c lub named in honor of C h a r l i e Parker , was 
scheduled to open on September 8, 1949, it was to feature several musi
cians, inc lud ing the T r i s t a n o sextet, C h a r l i e Parker , B u d P o w e l l , Stan 
Getz , and H a r r y Belafonte, and the o w n e r M o n t e Kay ' s po l icy was to 
"encompass on ly ' c o o l ' jazz; no blues artists, no s w i n g , n o t h i n g but 
the relaxed music typif ied by C h a r l i e P a r k e r . " ' 5 4 H o w e v e r , c o m p l i c a 
tions in at ta ining a l i q u o r license delayed the opening , and K a y instead 
presented the T r i s t a n o sextet, P o w e l l , and Belafonte at the O r c h i d 
R o o m . ' 5 s In a favorable review, J o h n W i l s o n stated that the Tr i s t ano 
sextet was "great ly i m p r o v e d , " and even though " | m ] a n y of their 
exper imenta l pieces" were "so far out in left field they fall harshly o n 
the ears of the average l i s tener , " they were "offset by some very po l 
ished and provocat ive numbers w i t h a lovely lyr ic q u a l i t y . " ' 5 ' ' H e also 
commented that the group had " s tuck doggedly together despite lack 
o f w o r k . " 

B i r d l a n d f inally opened on December 15, 1949, w i t h " A Journey 
through J a z z , " a show intended to i l lustrate different styles in jazz his
tory by "present ing M a x i e K a m i n s k y , L ips Page, Lester Y o u n g , C h a r 
l ie Parker , H a r r y Belafonte, Stan Getz and Lennie T r i s t a n o , in that 
o r d e r . " ' 5 " T h e c lub n o w adopted a broader po l i cy " t o try a little of 
everything in an effort to lure as many patrons of diverse tastes as pos
s i b l e . " ' 5 " S ignif icantly, the historical overv iew ended w i t h Tr i s t ano , 
representing the most modern stage. T r i s t a n o recal led, " T h a t was a 
wonder fu l s h o w " : " F o r the first few nights I was very happy. Before 
we opened I was afraid that some of the D i x i e fans might boo Parker 
or the boppers might put d o w n M a x , but everybody was very happy. 
N o b o d y o n the stand or in the audience put a n y b o d y d o w n and every
body seemed glad to get together. I had some very good talks w i t h 
M a x and w i t h George W e t t l i n g d u r i n g those n i g h t s . " ' 5 9 T r i s t ano 
indeed appreciated the opening s h o w , as W i l s o n reported: " T h e ideal 
w a y to present jazz to the pub l i c , accord ing to Lennie , is to f o l l o w the 
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format of the opening show at B i r d l a n d last winter . T h a t show exhib
ited the major elements of jazz and inc luded M a x K a m i n s k y ' s D i x i e 
g roup , blues shout ing a la H o t L ips Page, Lester Y o u n g ' s c o m b o as a 
bow to the swing era, C h a r l i e Parker 's bop outfit and Lennie and his 
t r i s t a n o s . " 1 6 0 

Tri s tano ' s sextet, composed of K o n i t z , M a r s h , Bauer, Joe Shul-
m a n , replac ing F i s h k i n on bass, and Jeff M o r t o n on drums , per formed 
at B i r d l a n d for five weeks . ' 6 ' In a review of the sextet's per formance , 
W i l s o n commented that it " p u l l e d off the greatest surprise of the 
even ing , " cons ider ing that it had " n o t been part icular ly successful 
audience-wise , " because their music had "been too far gone to hit the 
average listener's ear w i t h any appreciat ive c o m p r e h e n s i o n . " 1 6 1 H e 
attr ibuted the success to M o r t o n , a Tr i s t ano student, in m a k i n g " a 
vast difference in the receptabil i ty of the sounds they put o u t . " 1 6 ' 

D u r i n g the extended stay at B i r d l a n d , accord ing to Bauer, the 
group per formed in a re laxed atmosphere, sometimes swi tch ing 
instruments or band members : " A t B i r d l a n d we used to switch instru
ments. . . . Lennie played the saxophone good . Sometimes played the 
drums . . . . |W]e also m i x e d the bands. C h a r l i e [Parker | w o u l d come 
up and play w i t h us or sometimes it was none of the band y o u were 
w i t h . " It is no tewor thy that Tr i s tano ' s group went beyond the bound
aries of convent iona l jazz performances , p l ay ing not only free i m p r o 
visations but also Bach's contrapunta l pieces. R o n n i e B a l l , Tr i s tano ' s 
p iano student, sketched a night at B i r d l a n d , sharply contrast ing the 
nervous and indifferent " b o p p e r s " w i t h the attentive and serious Tr i s 
tano group : " ' B i r d ' was p l ay ing , and though he himself was in pretty 
good f o r m , some of the other guys were p l ay ing l o u d , frantic stuff. 
. . . A m i d the noise of the c r o w d , the Parker boys finished and left the 
stand, and Lennie sent W a r n e M a r s h and Lee K o n i t z up t h e r e . " ' 6 4 

Interestingly, B a l l made a psycholog ica l exp lana t ion : " [E |veryone was 
chatter ing louder than before. T h e n , through the confus ion , came the 
m e l l o w strains of one of Bach's two-par t i n v e n t i o n s — m e l o d i c , precise. 
And i n a few minutes the c r o w d was hushed. . . . T h e n Lennie went o n 
w i t h the rest of the boys and w i t h a definite psychologica l advantage 
over the stil led c r o w d . " T h e n Bal l described the free i m p r o v i s a t i o n , 
" in w h i c h the boys start w i t h no set c h o r d f o r m a t i o n ; no key-signa
ture—and use just their o w n imag ina t ion and creativeness. E i ther Lee 
or W a r n e w i l l start off o n his o w n , p lay a few bars; then the others 
jo ined i n . It's a k i n d of mus ica l telepathy. A n d right through the ses-
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s ion, whi l e not p l ay ing , the musicians sit l i stening intently to every
th ing their colleagues play. The w h o l e time they w a n t to l e a r n . " 

T r i s t a n o remarked later o n p l a y i n g Bach w i t h jazz feeling: 
" A n o t h e r th ing we used to do in those days, T949 , W a r n e M a r s h and 
Lee K o n i t z and B i l l y Bauer used to play Bach fugues. A n d it sounded 
beauti ful ; w i t h a good strong jazz f e e l i n g . " 1 6 5 W i t h Tr i s tano ' s back
ground in classical music , Bach was probab ly the m a i n source of inspi
ra t ion for his interest in l inearity and counterpo int . 

In the fal l and winter of 1949 the Tr i s t ano sextet made a few other 
appearances. O n O c t o b e r 9, T949 , it per formed at a concert i n Bos ton , 
w h i c h also featured M a r y L o u W i l l i a m s ' s t r io . U l a n o v , funct ioning at 
the concert as a commenta tor a long w i t h Hento f f , praised Tr i s tano ' s 
g roup , whose performance closed w i t h free i m p r o v i s a t i o n , generically 
tit led " I n t u i t i o n . " ' 6 ' ' In N o v e m b e r the sextet toured in the M i d w e s t , 
travel ing to C h i c a g o for a two-week engagement at the C l u b S i lhou
ette w i t h S h u l m a n , again replacing F i s h k i n , and M i c k e y S imonetta , a 
C h i c a g o d r u m m e r . Becker went to hear the group led by his former 
teacher, and recal led that the performance of Bach's inventions left an 
indel ible m e m o r y o n h i m : " | T | h e th ing I remember . . . v i v i d l y , 
because it was so exc i t ing , was he had Lee and W a r n e play a Bach 
two-par t invent ion as a duet, and then Bauer w o u l d jo in them and 
play some of the three-part inventions , w h i c h was pretty w i l d to hear 
in a bar o n H o w a r d Street. . . . A n d the sound was fabulous because 
they played them beaut i fu l ly . " 

Pat H a r r i s of Down Beat wrote an enthusiastic review of the 
event, w h i l e repor t ing that there was no publ i c i ty and no t ing the neg
ative react ion to the music : " T r i s t a n o and his band . . . combine to 
f o r m the most cohesive and purposeful unit we've ever heard. . . . [I]t 
is meaningful and significant music . T h e popu la r reaction to Lennie 
and his w o r k appears to be more than apa thy—a bitter and hostile 
revul s ion . . . . W e frankly were frightened at the prospect of hear ing 
T r i s t a n o for the first t i m e . " 1 6 " H a r r i s also referred to the phenomenon 
of cul t : " A number of musicians have made h i m an esoteric cult , a 
closed group it seems too diff icult to bypass. But Lennie says he prefers 
listeners w h o do not analyze too minute ly , w h o do not make mental 
notes of everything that is go ing o n , t ry ing to compare it to the w o r k s 
of var ious classical composer s . " In this review H a r r i s quoted Tr i s t ano 
discussing w h y other musicians d i s l iked his music , w h i c h offered an 
interesting exp lana t ion : " M y technique is a means to an end . . . just 
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as a p r in t ing press is a means t o w a r d an end. I play what I feel. A n d 
it's for the major i ty of the people as w e l l as for music ians . . . . M o s t 
musicians like to play the melody . T h e y listen to what we do and 
k n o w they are unable to duplicate it , so they begin to dis l ike us . " 

Af ter C h i c a g o the sextet went to M i l w a u k e e for a two-week 
engagement at the C o n t i n e n t a l for the remainder of N o v e m b e r . " l S O n 
December 10, 1949, New York Amsterdam News advertised the sex
tet's performances at Soldier M e y e r ' s in B r o o k l y n . l 6 v T h e n on Decem
ber 2 5 , the group appeared in a concert at Carnegie H a l l , w h i c h also 
featured C h a r l i e Parker 's quintet and B u d Powel l ' s t r i o , a m o n g others. 
C o m p o s e d of Tr i s t ano , K o n i t z , M a r s h , Bauer, S h u l m a n , and M o r t o n , 
the g roup performed " Y o u G o to M y H e a d " and "Sax of a K i n d . " ' " 0 

D u r i n g this per iod there are references in the jazz press to the lack 
of w o r k for the sextet. U l a n o v attr ibuted it to external factors such as 
" [ p j o o r pianos , the envy of other music ians , the t in ears of m a n y night 
c lub o w n e r s , " w h i c h kept T r i s t a n o " f r o m w o r k i n g under the right 
condi t ions or f rom w o r k i n g at a l l . " ' " 1 U l a n o v , however , forecast that 
" tha t long series of obstacles seems a lmost out of the w a y n o w . " H i s 
o p t i m i s m , unfortunately , d id not turn out to be wel l founded; M a r s h 
noted that the sextet " rea l ly w o r k e d very l i t t l e . " ' " 1 It was the paucity 
of w o r k that led to the change of the sextet's personnel . F i s h k i n was 
the first to leave, op t ing for steady s tudio w o r k in order to support his 
fami ly . H e attr ibuted the group's infrequent performances to the 
decline of the jazz c lub scene on Fifty-second Street and Tr i s tano ' s 
mistrust of c lub owner s . ' " ' 

1 9 5 0 

In 1950 T r i s t a n o m a r k e d the top of the p iano category in the 
M e t r o n o m e A l l Star P o l l ; as arranger he placed t h i r d , w h i c h suggests 
a favorable reception of his w r i t i n g for the A l l Star Band's record ing , 
" V i c t o r y B a l l . " ' " 4 A short article a c c o m p a n y i n g the po l l result sum
mar ized his achievements, descr ibing T r i s t a n o as " d e a n of an a lways 
g r o w i n g musical school and prophet of wha t may be jazz's a tona l 
fu ture" : " L e n n i e T r i s t a n o . . . last year was second to N a t C o l e , this 
year edged out George Shearing in a battle of considerable intensity 
between t w o men w h o have all but dominated the keyboard in the 
past y e a r . " ' " ' T h i s statement may be an exaggerat ion, cons ider ing the 
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repeated remarks on the lack of unders tanding of Tr i s tano ' s music . 

Interestingly, the article also pointed out Tr i s tano ' s teaching act ivi ty , 

recogniz ing h i m as the father figure of his students: " | H ] e is also 

engaged in a heavy teaching schedule, and adds to that funct ion one as 

advisor and conf idant of the large b r o o d of youngsters w h i c h nestles 

under his w i n g . " A s a result of the p o l l , T r i s t ano became part of the 

M e t r o n o m e A l l Stars band again in January 1950, composed of D i z z y 

Gi l le sp ie , K a i W i n d i n g , B u d d y D e F r a n c o , K o n i t z , Stan Getz , Serge 

Cha lo f f , Bauer, Eddie Safranski , and M a x R o a c h , w h i c h recorded 

Rugo lo ' s " D o u b l e D a t e " and Tr i s tano ' s " N o F ig s " for C o l u m b i a 

( i -557) - , 7 A 

In the spring of 1950 Down Beat ment ioned a " E u r o p e a n tour 
w i t h dates i n nine countries being l ined up for Lennie Tr i s t ano and his 
g r o u p . " ' " " T h i s , however , d i d not materia l ize , and there appears to be 
no further reference to it. O n M a r c h 19, 1950, the sextet performed 
again in C h i c a g o , this t ime at Orches t ra H a l l , where E r r o l l Garner ' s 
tr io was also featured. ' " 8 Jack Tr acy of Down Beat was assured that 
Tr i s tano ' s performance was far superior to Garner ' s : " E r r o l l Garner 
should sue somebody. N a m e l y the guy w h o even b o o k e d h i m . . . w i t h 
the Lennie T r i s t a n o sextet, let alone t ry ing to spot h i m f o l l o w i n g 
Lennie . N o t that G a r n e r was really b o r i n g , he just sounded that w a y 
compared to the offerings put d o w n by the sextet. Lee K o n i t z and 
Tr i s t ano himself were s t andouts . " 1 " 9 T r a c y also noted that " I n t u 
i t i o n , " that is, free i m p r o v i s a t i o n , was the c los ing piece: " K o n i t z con
tr ibuted several fabulous bits, inc lud ing . . . some spine-chi l l ing w o r k 
on the eerie Intuition, w h i c h closed the concert . Lennie played pre
cisely, c leanly, magnif icently throughout the w h o l e concert , total ly 
l ack ing in any of the 'coldness' for w h i c h he too often has been cr i t i 
c i z e d . " A n audience member also wrote enthusiast ical ly , descr ibing 
Tr i s tano ' s music as " the most insp i r ing music I have ever h e a r d . " 1 8 0 

A major venue for Tr i s tano ' s sextet in 1950 was B i r d l a n d . U l a n o v 
wrote an uncharacter i s t ica l ly m i x e d review about the sextet's perfor
mance there: " L e n n i e Tr i s t ano jumped into B i r d l a n d last m o n t h w i t h 
both feet, a variety of drummers and a m u c h freer attitude t o w a r d the 
organ iza t ion of his sets and solos. A s a result of the last, he, Lee 
K o n i t z , W a r n e M a r s h and B i l l y Bauer took as many solos as they felt 
l ike b l o w i n g , instead of the customary t w o between opening and clos
ing l i n e s . " ' 8 ' T h e n he suggested that the sextet had become perhaps 
r ig id in their presentation of the mus ic , and wished for more c o m m u -
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nica t ion w i t h listeners: " A s a further result, their solos were better 
developed, more swing ing , reaching, at times, peaks of jazz intensity. 
. . . Perhaps this and a w a r m e r contact w i t h the audience w i l l come o n 
the next appearance of this br i l l i an t g r o u p . " Later in December cri t ic 
Barbara H o d g k i n s echoed Ulanov ' s comments in a review of a differ
ent night , a more successful one: " L e n n i e Tr i s tano ' s sextet . . . w o r k e d 
itself up to a pi tch it has se ldom displayed o n any bandstand in the last 
year or t w o . U n d e r a curious arrangement whereby each mus ic ian acts 
as ' leader' for a s e t—pick ing tunes, setting tempos, ind ica t ing solos— 
it achieved a pac ing w h i c h held listeners' interest as it often has failed 
to do in the p a s t . " ' 8 2 She then indicated that a relaxed and less struc
tured approach w o u l d be conducive to a better recept ion: " T h e 
pleased expressions o n the faces of the ' C h i l d r e n of Paradise ' i n the 
bleachers were often m i r r o r e d by those of the musicians o n the stand, 
an unusua l state of affairs for this usual ly so lemn sextet, ind ica t ing 
their pleasure i n each other's w o r k . " H o d g k i n s conc luded : " W i t h less 
emphasis o n carefully w o r k e d out ensemble, more on relaxed and 
lengthy solos . . . the group came close to w h a t has long been recom
mended as a so lut ion to the indifferent attention sometimes pa id a 
group that may seem to be over the heads of the audiences but that, 
w i t h o u t los ing its mus ica l integri ty , doesn't have to be . " 

O n " C o m m e r c i a l " J a z z 

The C h i c a g o concert that featured T r i s t a n o and Garner brought out 
the contrast between them. It was not on ly i n their mus ica l styles but 
also in their views o n the role of jazz music ians , w h i c h reflected differ
ing attitudes t o w a r d accessibil ity. Garner spoke in 1950, emphas iz ing 
the pr io r i ty of de l iver ing the melody i n order to please the c r o w d : " I 
play a lot of melody ; that's wha t I feel. . . . 1 p lay the tune for the 
me lody , not to see h o w far away f r o m it I can get. People feel more 
re laxed w h e n they hear something they can u n d e r s t a n d . " | S ' La ter i n 
195.1 he re inforced his pos i t ion : " W h y shou ld I disguise the melody? 
M u s i c i a n s today , lots of them, just aren't getting a long w i t h the 
p e o p l e . " 1 8 4 

Garner ' s v i e w , of course, was d iametr ica l ly opposed to Tr i s tano ' s . 
T r i s t a n o considered i m p r o v i s a t i o n the essence of jazz to the extent of 
a v o i d i n g the statement of melodies altogether in his t r io recordings . 
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Fur thermore , his aesthetics entai led a mora l i s t i c mi s s ion to educate the 
pub l i c and to further the advance of mus ic . In a 1950 interview w i t h 
J o h n W i l s o n he cr i t i c ized the tendency t o w a r d c o m m e r c i a l i z a t i o n of 
jazz and professed his u n c o m p r o m i s i n g purist stance, a t tacking the 
excessive emphasis o n the melody as a w a y of appeal ing to the general 
pub l i c . H e cited Shearing, Garner , and the Parker recordings w i t h 
strings as examples of " w a t e r e d - d o w n b o p , " and drew a sharp 
d i c h o t o m y between jazz as an art f o r m and commerc ia l i zed jazz, 
stressing the latter's degenerating effect on the mus ic , as W i l s o n 
reported: " T h e efforts of such groups as the Shearing quintet and the 
Bird-with-s tr ings c o m b o to wean the publ ic to bop by offering it in a 
commerc ia l i zed fo rm is p r o d u c i n g exactly the opposite effect, accord
ing to Lennie T r i s t a n o . Lennie , one of jazz's most adamant icono
clasts, says such efforts are k i l l i n g off the potent ia l jazz audience and 
lous ing up the musicians i n v o l v e d . " W i l s o n quoted Tr i s t ano : " I f 
y o u give wate red-down bop to the pub l i c . . . they 'd rather hear that 
than the real th ing . H a s George Shearing helped jazz by m a k i n g his 
bop a filling inside a s andwich of f ami l iar melody? O b v i o u s l y not , 
because there are fewer places where jazz can be played today than 
there were w h e n George and his quintet started o u t . " 

A l t h o u g h T r i s t a n o thought he was marg ina l i zed by w h a t he con
sidered commerc i a l jazz, he v o w e d to play on ly w h a t he felt instead of 
c o m p r o m i s i n g . W i l s o n stated, "It is for this reason that Lennie has 
consistently turned a deaf ear to suggestions that he temper his esoteric 
style, that he play more in a manner that the pub l i c can understand i n 
order to b u i l d a w i d e r audience for the things he wants to p l a y . " Tr i s 
tano t o l d W i l s o n , "It w o u l d be useless for me to play something I 
don ' t feel. . . . I w o u l d n ' t be do ing anyth ing . If I p layed something that 
I'd have to impose on myself, I w o u l d n ' t be p l ay ing anyth ing g o o d . " 
Despite Tr i s tano ' s a d m i r a t i o n of Parker , he saw Parker ' s records w i t h 
strings as a c o m m e r c i a l venture, reflecting a sentiment s imi lar to other 
jazz music ians ' : " L o o k what happened to C h a r l i e Parker . H e made 
some records, featuring the melody and they so ld and he got to be a 
big th ing w i t h the general publ ic . So they brought h i m into B i r d l a n d 
w i t h strings to play the same things. A n d he played badly . W h y ? 
Because the psycholog ica l strain of p l ay ing i n a ve in w h i c h d idn ' t 
interest h i m was too m u c h for h i m . " Tr i s t ano added, " T h i n g s l ike that 
don ' t help B i r d and they don ' t help j azz . " Parker himself , however , 
w e l c o m e d the occas ion as an o p por tun i t y for a different per forming 
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s i tuat ion: "[SJome of my friends said, ' O h , B i r d is getting c o m m e r c i a l . ' 
T h a t wasn ' t it at a l l . I was l o o k i n g for new ways of saying things musi
ca l ly . N e w sound c o m b i n a t i o n s . " ' 8 6 

Shearing was a Bri t i sh jazz pianist w h o gained popu la r i ty in 
A m e r i c a in the late 1940s. Kven though he had an approach to jazz dif
ferent f r o m Tr i s tano ' s , f avor ing greater accessibil ity through using 
" b o p in m o d e r a t i o n , " he was respectful of Tr i s t ano , as he stated in 
1949: " T h e next th ing after bop is Lennie Tr i s t ano . R ight n o w Lennie 
sounds so unconvent iona l few people understand h i m . But, w h e n peo
ple get to k n o w Lennie's convent ions , he ' l l be a p p r e c i a t e d . " ' 8 " Inter
estingly, Shearing expressed a v i ew s t r ik ingly s imi lar to Garner ' s , 
emphas iz ing the importance of melody as a w a y to " se l l it to the pub
lic": " B o p . . . must be incorpora ted rather than imposed . Its lack of 
melod ic qua l i ty , not f rom the music ians ' but f rom the publ ic ' s po int of 
v iew, hinders its appeal for the general pub l i c . After a l l , melody is the 
publ ic ' s cue to l isten. People l ike to hear the melody . . . so w h y should 
the publ ic be denied such p leasures? " 1 8 8 Later that year Shearing 
admit ted c o m p r o m i s i n g , d u b b i n g T r i s t a n o a purist : " H e is evo lu t ion-
iz ing bop . . . is a pioneer y o u might say. Lennie w o u l d never be happy 
c o m p r o m i s i n g as I 'm d o i n g . " ' 8 9 In 1951 T r i s t a n o in turn cal led Shear
ing "one of the great c o m m e r c i a l artists t o d a y , " c o m m e n t i n g on his 
recording " F o r Y o u " : " f H j e ' s f ound out what the people want and 
k n o w s just h o w to give it to them. As schmaltzy as it is, a lot of mus i 
cians enjoy the way he m i l k s the me lody . . . . Sometimes he doesn't 
seem to have g o o d t ime; he tends to exaggerate the emot iona l content. 
. . . George found a fo rmula on a lower level than I l ike to listen t o . " 1 9 0 

N a t Cole ' s approach to bebop was s imi lar to Shearing's. A jazz 
pianist w h o turned to s inging, he had clearly set his goal i n ga in ing 
publ ic favor, as W i l s o n reported: " N a t Co le has elected himself 
na t iona l advance m a n for the hoppers . He ' s go ing to do the sel l ing job 
w h i c h , he says, the bop purists are neglecting because they're too 
engrossed in e x a m i n i n g their o w n flatted fifths.""" C o l e accounted for 
his po s i t i on : " Y o u can't just cal l people square because they don ' t d ig 
b o p . . . . B o p has to be expla ined to them. T h e publ ic is confused about 
bop n o w . . . . It's w o n d e r f u l music , but it's got to be i roned out to get 
the publ ic h ip . . . . I 'm a music ian at heart and I k n o w I'm not really a 
singer. . . . But I s ing because the publ ic buys i t . " " ' 1 In a later in terv iew 
C o l e declared flatly that he was " i n the music business for one pur-
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pose—to make m o n e y , " and defended Shearing and Parker for their 
efforts to " b r o a d e n " their publ ic . " - " 

Tr i s tano ' s purist stance was complete ly opposed to Cole ' s v iew. 
A c c o r d i n g to W i l s o n , it resulted in " a very l imi ted m a r k e t " for his 
music , but T r i s t a n o was able to live up to it and "s t ick to what he 
wants to d o " by pursu ing a teaching career . ' 9 4 T r i s t a n o attr ibuted the 
s i tuat ion to " the psycholog ica l atmosphere in w h i c h we are l i v i n g , " 
saying, " E v e r y b o d y in this country is very neurot ic n o w " : " T h e y ' r e 
afraid to experience an intense emot ion . . . for instance, that's brought 
on by good jazz. There's more v i ta l i ty in jazz than in any other art 
fo rm today. V i t a l i t y arises f rom an emot ion that is free. But the peo
ple, being neurot ic , are afraid of being affected by a free emot ion and 
that's w h y they put d o w n j azz . " It is not surpr i s ing that he brought 
psychology into his discuss ion, cons ider ing his deep interest in Sig-
m u n d Freud and W i l h e l m R e i c h . 1 9 5 T r i s t ano further accounted for the 
c o n d i t i o n of the publ ic ' s psyche: "S ince the last w a r we've been over
w h e l m e d by a feeling of insecurity. T o try to offset that insecurity, 
people are reaching back t o w a r d happier times and we're in an era of 
nostalgia . . . . N o s t a l g i a brings o n ant ic ipa t ion because y o u k n o w 
what ' s go ing to happen next . W h e n people start to anticipate, they 
become intense, w a i t i n g for wha t they k n o w is go ing to h a p p e n . " " " 1 

Tr i s t ano expla ined that " th i s tension feeds their neuroses ," w h i c h led 
to " such a smal l audience for wha t I 'm d o i n g " : " W h a t I play is so 
u n o r t h o d o x that w h e n you first hear you don ' t try to anticipate. Y o u 
just sit there. Y o u have to be very relaxed to start w i t h . . . . Conse
quently people don ' t want to hear m y sides as often as, say, Garner ' s , 
because as a rule they w o n ' t be in a m o o d that's receptive to what I 
p l a y . " ' 9 V Interestingly, T r i s t a n o felt that the pub l i c was more respon
sive to nostalgic or accessible music at a t ime w h e n there was m u c h 
discussion in the jazz press about progress and modern i ty . Recogniz
ing neurosis as the obstacle, he foresaw as m u c h as a decade of emo
t iona l tension that w o u l d keep jazz f rom ga in ing pub l i c acceptance. 

T h e N e w J a z z S o c i e t y 

In his 1950 interv iew w i t h W i l s o n , Tr i s t ano pleaded for support f r o m 
b o t h musicians and the publ ic to keep jazz al ive, and asserted the need 
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to e l iminate the tendency t o w a r d cl iques, specifically the " s t u p i d gap 
between D i x i e and b o p , " w h i c h l imi ted opportuni t ies for jazz and mis
led jazz fans. In this context he voiced his oppos i t i on to groups such as 
the N e w Jazz Society (NJS) , for they "mere ly cont inue and stress the 
cliquishness that is k i l l i n g jazz t o d a y , " and rather advocated "one 
organiza t ion for al l jazz f a n s . " ' 9 8 T r i s t a n o , however , later retracted 
the c r i t i c i sm, c l a i m i n g that he was mi squoted : " D u r i n g that part of the 
conversat ion J o h n W i l s o n and I had at the c lub , D i z z y ' s band was o n 
and J o h n probab ly d idn ' t hear me. T h i s is wha t I said: I dis l ike the gen
eral run of jazz organizat ions because they are fanat ical and because 
they are supervised by people w h o are m o v e d more by their prejudices 
than by j a z z . " ' 9 9 N o t i n g that the N J S was an except ion , he encouraged 
"everyone interested in j azz " to j o in : " [ O J u r interest in m o d e r n jazz is 
so strong because it is this phase of jazz w h i c h as yet has not been 
brought to the attention of the publ ic in general. Bas ica l ly , we are 
interested i n a l l phases of jazz. T h i s cor rec t ion is of importance to me 
inasmuch as I am a member of the b o a r d of directors of N J S ! " 

The N e w Jazz Society, founded i n 1950 for the cause of p r o m o t i n g 
jazz, especially " m o d e r n " jazz, was an ambi t ious enterprise sponsored 
by U l a n o v in con junc t ion w i t h Metronome. Its executive b o a r d , 
accord ing to the prospectus publ i shed in February 1950, consisted of 
experts representing various areas of jazz, i n c l u d i n g Lennie T r i s t a n o 
as " M u s i c i a n " and Bar ry U l a n o v as " C r i t i c , " a m o n g others, w i t h 
U l a n o v off iciat ing as " G e n e r a l D i r e c t o r of the S o c i e t y . " 1 0 0 It 
announced a number of projects, m a n y of w h i c h a imed at educat ing 
the pub l i c and s t imulat ing their interest in jazz. O f part icular 
significance was a p l a n to establish " the Committee-at-Large , w h i c h 
the w h o l e membership of N J S w i l l const i tute, to make suggestions to 
manufacturers , publ ishers , producers , musicians and others for new 
records, concerts, publ ica t ions , etc . " T h e intent ion was to f o r m a 
grassroots organiza t ion and e m p o w e r the members to become active 
part ic ipants in the decisions made in the music industry . 

Stan K e n t o n , one of the p rominent musicians to jo in the society, 
was concerned that it might become m o n o p o l i z e d by Ulanov ' s inter
est, and thus make a pr ior i ty of p r o m o t i n g Tr i s t ano . H e t o l d U l a n o v : 
" L e n n i e is respected, admired ; his music has aroused passionate inter
est a m o n g many . But Lennie is on ly one modern mus ic ian . Neverthe
less, for you he's been the modern jazz mus ic i an . A lot of potent ia l 
Jazz Society members want to be sure that he ' l l be on ly one of the 
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m o d e r n jazz musicians the Society w i l l fight for and t h r o u g h . " 1 0 1 

U l a n o v responded that a l though " L e n n i e is the most dist inguished of 
the m o d e r n j a z z m e n , " the society was " t o discover fresh talent and 
encourage every jazz exper iment of s ize . " 

A m o n g its proposed projects, the N J S carr ied out publ icat ions of 
lecture notes, a d i scography-biography devoted to C h a r l i e Parker , and 
a b ib l iography of books o n jazz. In a d d i t i o n , several local chapters 
were established in the U n i t e d States, C a n a d a , and B r i t a i n , some of 
w h i c h sponsored concerts , meetings, or jam sessions. T h e N e w a r k 
chapter, for example , held a concert in T 9 5 T in w h i c h Tr i s t ano and 
K o n i t z per formed, and even gained the recogni t ion of a " M o d e r n Jazz 
D a y . " 1 0 1 T h e T o r o n t o chapter was par t icu lar ly active in p r o m o t i n g 
jazz concerts . In 1952 it invi ted the Tr i s t ano quintet and in 1953 spon
sored the historic M a s s e y H a l l concert by the group led by Parker and 
G i l l e s p i e . 1 0 ' A l s o notable is the M a n h a t t a n chapter , led by Paul Bley, 
w h i c h invo lved Parker as a teacher at Sunday af ternoon meet ings . 2 0 4 

A l l its constructive intentions no twi ths t and ing , the N J S d i d not last 
l ong . T h e fo rmat ion of the " C o m m i t t e e - a t - L a r g e " never mater ia l ized , 
and the na t iona l organiza t ion dissolved. T h e reports of the chapter 
meetings began to d w i n d l e a r o u n d 1952 and gradua l ly disappeared. 


