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Stephane Grappelli is known to millions as 2 master of
jee wvioling AL the age of twelve he began o teach
himiself to plav by watching, listening, ang puting louse
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v oen sivle — | bought i mself from mw body, ™
Cranpelli progressad so ranidly that be was plaving pro-
fessionaliy by the Lree be owas foudeen, He s owell
knoown ror his historic collaboration with the legendary
Djargo Reinbardt as well 35 his more recent assaciatian
with the eminen: Clazzical wrolinist Yehuodi Meruhin, OF
the scores of recordings that he has made, some af the
more recent include Hosace 1o Dasco Klassc lazz
Records 23], 14 DUSIF — 8IS OF THE THIRTIFS [Angel Rec.
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fOREWORA

Um sure that this book will help considerably the
nexl generation of musicians who play juzz vialing not, in fact, to follow
us in what we did before; ou contrgive, | hope they can find for them-
selves something new to do.

[ hope that this book will give young people who
want to play iazz on the violin some confidence, and help them marally
—that somebody like me, who never studied the violin, can do it, then
mayhe they've got 2 chance themselves, For those who are really musi-
cians, there is no problem, they always find their way; but I'm sure this
hook will bring them, with the musical transcriptions, considerable help,

Best wishes,

Stephane Grappelli




INTROAUCTION

Welcome to a book which examincs the work nf —Se——————
Stephane Grappelli and tive of his contemporaries: Joe Venuti, Eddie
South, Stuff Smith, Svend Asmussen, and Jean-Luc Ponty. The particu-
lar Tocus here is on jace vielinists who play standards, Alas, the modern
plavers will have to wait for another hook,

Contained herein are transcribed solos wicth analyses,
interviews, hiographical, and historical material, and a chapter an Grap-
pelli's style. In addition, there is an appendix which contains, amang
other things, 4 discography.

I sincerely hope vou find this book valuable. Please
foel free to write me with any comments you may have. Address all
correspondence to Matt Glaser, ¢fo Music Sales Corporation, 33 West
B0th Strect, Mew York, New York 10023,




The use of the vialin as a vehicle for improvisation is
by no means a new development, Hungarian and Roumanian gypsies,
American fiddlers, and Indian classical violinists all improvise to some ex-
tent as well as jarr violinists, In a broader sense, all musicians must bring
some element of spontaneity Lo their plaving,

World rennwned vialinist Yehudi Menuhin iswellversed
in dealing with the deeper implications of music, He's able to see the uni-
tying threads which Lie logether seemingly diverse styles, and has recently
hecome involved with improvisation through working with Bavi Shankar
and Srephane Grappelli. | knew he’d he ahle to supply a briflian over-
view of our topic and he was gracious enough 1o grant me the following
inTeryiaw.




= VMIENUHIN

INTERVIEW

Malt Glaser: Mr. Mencfiin, wihal roda do yow SRk fmprovisation shonld
Pl in @ vialinist's career?

Yehudi Menuhin: OF cowrse we af v to fmpravise to same degree, |
mean even wWhen v oy cfovioo! worky o worky which we Boaee sfodied
froem o score, we sE ey fo bilng an element of sponfaney and Impraw-
seedioes, Sad T hind Tovprovisulion reall Bolargs Lo mmasie basically, ord
all folf mrsic gnd pawetten music Rgs alwaws Rad an elemment of improvi-
satiofn, ke Indion classfood miasic, o Africen) mrasie, or fazz And that's
waTa! adbeoeted ame enoemous’y lo Steplang Groppelll, becawse Fre Iv o
master of this find of improvisation, Thers’s no ong, cerfainiy on the via-
Nri, who fenpeovizes oy Treely ond brillivn )y ard vandlV and Tenaginatonely
oy Srephane dnes,

MG Wl woy Voor very Dl experience mpeowising?

¥YM  Pve pever Improsised! That's why Vee basrr so aftvactad to ol of
those whe da; tn Rowl Shonkor and to Srephore Grapoelli. Drom omyp
garfiest Vears £ owas frofned fo study olready wellten works, and d lova
solfiing moce than to have thar falent o ra develop Tt hat the nearest |
can gt & to olay with peopde wihio do, or of least £ bask fn e glorp,

MG Sa, wilen vor phovad with Bl Shorideor Yoo plaped Troen o seore?

¥M Nor awavs but pery sffen Whar Fo do was, Pd ofien wse o bind of
shocthand where T'd welte down the melody, the mumber of bhars and
whar Aad fa faopen I cartan places so 5 wodddn ! ged Tosl Bul of coarse,
i1 had Ravis trafning that wouwldn T have been necessary, That's g very
great discipline in training that the focdior cloxsicol tradition submits pou
to fram caeffest chifalood.

M Do vow see o corraialion balwean gy mosic o fuzz?
¥ ¥ !

YM Wl fRere i lo Dhe exlend Thol Threre Iy improvivadfor although the
stple may e roroiv ditferent, Grappel of Course, plapad with Dirigo
Redaftard!, the greal gyrosy guitorisl,

All af rhe great composers have qiwars hean foscinoted by the irnpravs-
ing el in mosic, Arefms ploved winh @ queosy from Somany and i was
through Rim that e come to fike the gupsp idiom and wrote thase war-
aerful! Hangariarnr dunces whidich fowchiden ronsoribed Tor wiolin, Aod ther
the “wlle turoot—rhe voriaus fuckish inflyences in Europe that afso
brought Ws food! the crolssan! and Dlack colfoe.

We ve afwaps fnved the exotic; srervhody wina leads g0 ardered te would




ke to hguee a taste of the exaoric, the wnpremediclod, Lhe adveniorous,
the prpredeienmined ; so voo Fove (o shle? with Foiman natiice, We meed
OBt waps— e wWant SeCiity, we want ro fe ghle 1o sap that foemareoes
will ba just Wke radoy, ang ar the same time we wand adiemiore, OF 4
course, I8 very diffcolt (o combine [he twa, '

MG Have pow Rod experience playiog wilfl gybsy violindis?

Y& e mer mrony gvpsl vicdiodsds, Bad 1 Foven'Ueclually plaved wilh
them; excepd Tor umeed S Buddpast for g felevliion show, There was this
weurdd e il gupsy wialinist there named Laing Borae | plaved o fiim (weo
themes, ane from the "Grpsy Airy of Savdiate” and the st “Hungarian
Ourice™ by Brafms. He said, "0 ves, rhose are ofd, old Huegorian tunes,
bar thiv i the woy 1 play e and TE was somethiing qulte fncrediide,
Nowas s o8 hod given i o skelefor and he clotked it in Hesh and
fload, and made Tt fve and wolk. [ owas goite excidiog. Tha! elaborition
and orogmentalion s semaetfong which defies gescriptinn, you cowlde 't
possibly weite @ awut, {5 for oo complicaled (o oweite ot chignges (0
pifcfies, cfianges i ihvitim, Yoo coulda't weite oot the subtleties with
wihich b imorovived o Dhose Lhoeries,

MG But, wiien Yoo 're plaving @ colcerta, dan't wou olvo Rave in make
rhet eop Fromr Uhe weelllen aoclulion?

YM  Afseluredy. One has toomake the fggn irom snmething whick ix
nuiside ol one o arekivg oone 'y owel, Yol Toee o aporapelate o, T has
T BECOMIT OFES awal) Fr IR g leap, and o iremenaius one. Yo are golle
CIITE T slvessing Gl Bocouse ooy wos i TRAE are plavs, thar has become
QNES awr, fas gone thrwugh thar process, having been first notes o
piper ard then becomes somclfing which 1s imbedded in vour heart and
Lo plaving,. But that i axe thing and that v the greo! thing—ahout -
erate s, Weasiern arasic, We stwdy great mastelpiecaes gnd reprodiice
them, and give them to fhe pualic whn Saows them ond expecty them
eerd w0 oo Bl T s foldafiy diWerent 1T we Being oo sormetiing oot of the
race trodition, the rrifal trodition. { mean, thiv Hungorien vielinist ws
probably the fenth geraration of viclmists gnd maybe much more than
thar, maphe there's never heen anytiiog bdr vielinias, Movhe they felt
Frrdio gy wiolindsiy or sicing plaivers wo Bhousdind poars ago!

MG MHr Groppelll conslandly suvs Hhal e holes o peactice, that e
nEver piractices, | L.,

¥M  He doesn’t fgve to practice! [hnse mosiciany wha ployv, who im-
pravise—it s o tofolly differend Bife. He picks wp the vipfin and just plays,
Iy the difference betw'een a painter, ar sameane who draws, and an en-
ginesr whn makes bloeprings, The engineer who copies (he Dlaepfts s
fo go buck to the hoofis gng get alf his instriments ready and fis percily
and ks compass ard fhe plars Tor The balding how iy cibie feet of
ploambing ond 5o on and 5o forth  gnd rhar's our ite—rhe closicod muosi-
chiar, Bul Vhe poinler, Voo give R o Bonk convas and Re 55 down god
paiats, And thar's the big difference and thot's why, @ fect, | long for
fRis othes freedowm, hut §om committed to one woy of life, my woyt But
che pearest §ocon ged Lo Lhe olber i 1o kaow paintars To koow Goappelis
deid pooapde e Al who give me ot legst g e BIE P that qurality which

i




I

of course used to he o part of Western music, Certain harpsichord players
fave that too, o man Ve George Molvolm—any harpsichord plaver who
redds from o fgured boss fas to improvise, ary jazz plaver has to impro-
w;:'E. ard ['m frying to seg that the children af my school get something
af har

MG frowhad way do pou go ohout that?

YM O Bell pardly throwgh Dgored buss verd oemarncniolion wnd parddy
throwgh compasition, Ther alff compose 7 Sitle Bi D ooce came fo the
schaod grd Reurd composilions by every une of the children, @ was guile
remorRaile hecouse edch one rompased goconding fa R own temparg-
ment and parsanality. Thay were os JifTerend oy ey cowld be—i0 was
very imferesring, flep get that or my schnal, wilich [ thing is o very jim-
Fortant aspect of Mederderg oy ard, o el Wearning Lo Uik, Bocase, 7T
WwWE T gUiiTg Lo loen ol aolenwalans wito can ord)y repedl what they've
read, and por even, Aadag pnderstood whar they e ragd, then we're verp
Pood peagle. We've gold o hove ociging] otinds whe con imoroeise,

MG Con ynu brietly descoife the recording sessions with Stephane and
Yoo Impressions of tham ?

Y They were wondefful great fun. §reorly always plaped exaclly e
stmd Uiings, but fe never repeated Rimyelf| Bur never—he cowlda't I he
tried, Each time we did g new fake of the same plece he plaped sourme-
ring todally difTeraet,

MG Sow do Vow fhink He overcarne The lechirdcal d0fTewllies of the via-
e oweithout @ lesson?’

¥M  Wed, gupsy children play from their earfiast vauth imitating their
fathar, or they lobe pieces of wood and moke believe they 're vinlinists—
Suruki heging that way ar e oge of Hree 105 porfecty posiible. Be-
cousd, fusl as with deciors, % @5 dongeraony to ge to @ teacher ar it i to
g ta g doctor fF polr can keap ofear of Frem vod re beldler of T




historical

background

"Jagzr,” prociaims the announcer on New York radio
station WRVE, “is Amecrica's indigencus e famr " Amd so il B Specrli-
cally, it's yrhan American music and since American cities are melting
pats, jazz could certainly be thought ol as “melting pot "' music. While re-
taining ifs identivy as a primarily black means of eapressicn, iaFs can cm-
brace many different styles, outlooks, influences, and nationalities. This
universal aspect of fazz is the facror responsible for the somewhat unlike-
Iv phenomenon of facs vielin,

The vielin began its jazz career as the black sheep in
the Tamily, the add man out, It was up against 2 number of harriers,
some psychaolagical, some physical. In penple’s minds Lthe instrument was
strongly identified with cither classical music or folk music; the classical
bias found the vialin being vsed as a sweetner in carly bands, and the
talkinfluence placed it in jug and skiffle groups.

There were ather moblems, ton, The winlin wasn’L
loud enough to he heard in most bands; it was casily drowned out by the
horns, Finally, there were fow men whe could cut ie; iT they were classi-
cally trained they didn'l swing, and it they could swing, their chops
weren't up to par, (1 hope vou'll excuse these rash gz2neralizations. )

However, in Lthe early twentics a man appeared who
had somehow reconciled chis problem. He had Lemendous technigue,
and he could swing mare intensely than maost harn players. When neces-
sary he could produce enough volume to be heaidl in the midst of a hig
band, but ke normally chose Lo organize small groups which were con-
ceptually light-vears ahead of their lime. Firally, he had a personalily
pawerful encugh to persevers through all sorts of trials and eslablish the
vinlin as & respeclable jazz instrument. This man was Joe Venuti.

Joo was @ combingtion of Paul Bunwvan, Niccolo
Paganini, and Louis Armstrong. A practical joker of Promethian propor-
tions, Venuti did cverything he could to frostrate would be biographers
and ahscyre the factual side of his lile, (Yenuli jokes and starics are
legend; for a small sampling see Lowghter from the Hip, by Feather and
Tracy.] For a leng time he maintaincd thal he was barn September 1,
1504 on board an ocean fner coming to the mited Stabes fronr Haly.
Later, data was uncarihed thar showed ho was harr in Leceo, [taly, near
Milan; sume sav December 3, 1899, oihers say 1594,

Joe's folks settled in Philadelphia anc started toach-
ing him muysic when he was around four vears old,

My grardfuther taaght me soltegain. Dhat's Hhe Holinh
sVser hder wiich pow don't botfier ool about any special fnstrarnend
srdi! o Baow gl the foadameniols of eusie, He woidd give me oo




nrange, et represenivd o whole note. Then he would cut it in half for a
B onote, Asd e in ogoarters,. He owoold change Frilt every few days,

As @ youngsrer, |oo studied the violin with Protessor
Thaddeus Bich, There's o delightful stery sehich illustrates Venuki’s con-
sraft devarinn o the fnstrumenl. |oe, six vears old, was plaving baschall
and it was his turn at hat, Soddenly, he threw ihe bat down and ran
home. Explanation? He wanted to pick un his vielin and play a tone chat
had come inta his mind,

Earle on, Yenuth met his mosical afler ego, guitarist
Eddie Lang.

Edsile ang [ started to piay rogeifer whlen we warg i
graeigi scftaonl Yao derow, Cdolie wed § oweent ol throwgh gramemar
sehaal mgesher, We geod fo play g for of mazurkas and podfas. fost for
fun we sigried fo play them e f 1 guess we st he the rhpthem of the
guitar. Fhen we sleddcd (o Shp i sopre imarovised possages. £ slip
soemetiing i, Bddie wauld pick i ap will o varfation, Thea I'd come
Bock wilh wovariation, We'd st sit there gnd koock eoch olfier ol
Fenple wonld sayp, "Whai the el is thar?™

Joe and Fddie plaved their firse real job together in
1997 in Atlantic Cily, less than two vears after the first jazz recording
was made. Shortly after, they hecame kingpins in whal was known as THe
Hésile New Verk School of Jazz musicians. Their cohorts included Bix
Biederbecke, Frankie Trumbauer, the Dorseys, |ack leagarden, Red
MNichols, Miff Male, and the voung Benny Goodman, Joe and Eddie be-
came major studin sidemen, and plaved together in the dance bands of
Paul Whiteman, |ean Goldkette, and Roger Waolle Kihn, Belween 1926
and Eddie's death in 1933 they recorded over seventy sides under their
own names, with various combinations of mdsicians. Most of these cuts
are chamaer music iasr of the highest arder, demonstrating [oe’s impec-
cabie cechinigue, brilliant compositional mind, and intense proclivity fo
ST,

Shortly a#fter Cddic’s death in 1933, of complications
sustained during @ tonsil operation, Jo2, alchough highly grieved at the
luss o his partner, embarked upon g very successTul English coneert tour.
He continued to partorm with Lang inspired guicarists until the forma-
viort wl the foe Veowd? Big Bord, 4 rough-and-tumble organication that
portarmed through the early fortizs.

At this paint, Joe moved wo Hollvwood, where he spent
the nest decade living che anonymous life of a studio musician. During
this perine he zlse appeared on radio shows with his old crony from the
Paul Whiternar davs, Bing Croshy,

These were hard times for old-guard swing musicians,
and Joe’s career sutfersd. He relocated in Scattle, hut spent most of his
time nlaying the nightclub circoit of Las Vegas. Although fergotten by
Lhe jaes world, and o theroughly obscare figure to the general public,
Yanuti nonsiheloss maintained the highest slandards for himselt musical-
Iy and didn’t permit his plaving to deteriorats & hit, In the earty sixlies,
lor returned to Maly, his homeland, Tor a nomber of extended visits,




He was warmly received and recorded a sizable nember of albums there,
same of which are now available in ihe Uniced Scates,

The lale sixties saw an upswing in [oe’s carger which
continued 1o gain mamentum wntl his death in August 1978, This
resurgence was due, in part, to the efforts of jazz promoter Dick (ibson,
who soupht Yenuth out in Seallle and presented him al a number of jacs
parties which were attended by prominent musicians, These poopls wers
invariahly astonished w Tind that, not only was Venuti alive, but be was
plaving better than cver, This fed to increased concert dates and & prolif-
i amauntd of recording, mostly for Chiaroscurs Becords.

|oe kept on playing until a few weeks before his
death Trorm cancer. | feel privileged to have seen one of his last engage-
moents, at dichoely Pob o in Mew York, He played three grueling sets a
night, six nights a week, for a manth, The gp-tempe funes swung vehe-
mently and the ballads were played with searing intensity. Joe's sidemen
Yincluding such top brass as Mik Hinton and Bohby Koscngarden) lonked
1o him with awe, love, and respecl. S5ome of thess guys were half Venuli's
age, and by the end of each evoning | o had worn them out, hut he was
slill going strong. As jacs mandolinist |ethro Burns remarked, *'I's going
ta be many years hefare people realize how great he really was,'”

In wne of his last interviews, Yenuli fold Jerry De-
Muth of Codance Magazine,

Hock In the fweniies there were many Dddle plavers
fe gezz. Bod §owds g fest Thave was nobody bDefore me, Affer alf these
Jeears, L srill trving o prove the violin is sdaplable o fose

Al subsequent jazz fiddlers were tremendously in-
Muenced by Joe, il not by his specific style sense, then by his infllucnce
o their ideals. Venuti’s plaving opened the floodgates; soon jazz vio-
linists, with their own distinct styles, began popping up all over, Amaong
these, Eddie South was the closest 1o Joe in age.

Soulh wes born Movember 27, 1904 in Louisiana,
Missouri. He began to study the violin when his tolks moved to Chicago
and iL was spon Lo become evidenl Lthat Eddic was a prodigy. He studiced,
at the age of ten, under Charles Elzar and laterswith Petrowitsch Bissing
at the Chicago Collese of Mosic whon he was sixfoon,

Eddie began gigging ar an early age. His first major
jub was as front man and musical directar of Jimmy Wade's Syrcopaiors
in 1924, Afrer leading this band for a number of vears Eddie came to
Mew York, worked for a while, and then left for Curope with singer
Marian Harris. South remained in Europe to study the viclin, first at the
Paris Conservatary with Firmin Touche and then in Budapest with |anos
Deroz.

In 1937 Eddie made a number of recordings in Paris
with Django and Stephane; these undoubtedly constitute the finest part
of his output. (5ee “Dinah,” “Sweet Georgia Brown,” and “Eddie's
Elues,”™) Shortly afer, Eddiv returned to the states and settled in Chi-
cagn. He plaved regularly on the radio in the forties and had a television
show in Lhe fifties. Eddie died on April 25, 1962 without having re-
ceived the Tull recognition due an artist of his stature.

Eddie South was not at all influenced by Joe Yenuti's
style and of the violinists discussed in this book he is unique in this
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respect. His stvle was more classically based than Joe’s, and less influ-
egnced by clarinel and horn plavers, |n his lator years especially, South’
concern with rich tome and impeccable techmgue often took precedence
weer his jasr ideas, whereas Venuri's maxim aleays remained, "Swing,
brather, swing!™

Wenuti was supportive of Eddic South on a busi-
riess level as bassist Milt Hinton recalls:

Fouene wp wnder Eddie South, the greaf vinlinist, who
Joe sovt of sponsored, and Bhis was back Inorhe durs when Black muasi-
CATME 20 wAlite mnsiciars were I separele ends. Evenr [0 those days ke
wiiy ene ol those guis Hhal there was pever any srint of prefodice ofod
i, Every tve he ploved In g wiolin roorm Bed recomimend Eddie Soorh
fo Folfuw fien. e get theve and there'd be g nare in the piong rom foe
tefling g Ruany story for Edaie. It was reglly because of foe Vel that
Eelelie Soalhr gol Lo pldy these very fine places.

On the other hand, Joe was less than totally enthusi-
astic ahout Eddic’s approach b jzee on the violing 1 once asked him
abuout this and he just shoak his head and said, "1 like a man who swings. "

His answaor is not so puzeling when yvou consider that
the vialinmsls under discession had invested great amounts of time and
energy perfecting their individual styles to the point where they often be-
came a little myopic. [£% as it each had come to the conclusion that fe
had found the best way o play iazr on the violing sa why are those other
guws plaving like thaty

Let's now turn our aticntion tooa couple ol jaee viclin
geniuses wha were inspired initrally by the muse of Venuti: Stuff Smith
ared Lhee Greal Dane, Svend Asmussen.

Writing in the Mew Yok fowed Americon, Louis
Sobol, refening 1o the violin plaving of Stuff Smith, said, “lL caosed
pulchritudinous young wormen to let their hair down as they rose Trom
their tahles to the consternation of sedate escorts, and plunge info wild,
uninhibited dances.™ Flsewhere it's been said that, "Swfl, pound for
pound, was prohably the most demonically, swinging musician in the
annals of jazz.™

Horn Heeekiah Leroy Gordon Smith on August 14,
1909 in Partsmouth, Ohio, Stufl acquired his nickname as a teenager
touring with the Awad ferimo Revwe “There were so many peaple in
the troupe and | didn’™t know all then names, «0 | called everybody
Stuff', Soon evervone called ree 'Stuft” and it stuck,”

Sturf's father was a muosicizn wha buile his son's
first violin and taoght him o plav. ¥ oung Hezekiah (no wonder he oot
a snappy nickname) was taking classical lessons by the age of seven, but
was soon influenced by jazz.

1 Joe Venuri and Codie fong come shrough our Lowrn
end [ snuck in with my dod, into u selvon, vid heard foe. "Thot's the
way I'm going to play, Dad,” [ sald bur he had other ideas for me. As it
turnes out, it was just Lowis (Armstrong! wha lnfluenced me, [ got some

Wenaiti records, and they were preety, hut they didn’s push me enough,



Loids Arengtrintg waf MY inzpiration. | was supposed
tee he procticing clussics, S U ger my Nitle victrola ond go inlo the
widshed gnd faren to Lowly, And proctive Lowis!

Smith®s active saely vears included stints with the
Afpfarise Treed Song and g short stay with felly Roll Mortan®s group,
which ho left because his wialin was inaudible in the midst of those Jeud
horns, In 18936, Sl faund a solurion 0 the fiddle's volame problem
when he purchased ane ot the earfiest electric vinlins,

ST and his sexret spent most of the Tawe thirgics in
residense at the Qv Clad on 5 2nd sirect, where they were tremend ous-
Iy popular. Aller Fats Wallar's death in 1943, Smith was chosen to lead
the band, a post he held lor only a short time befare an attack ol pneu-
mania [oreed him ta quit. Moving to Chicage to live with his sister,
Smith formed a brilliani trig with [frmy Jones on piange and Jobn Lesy
on bass. They went to Mew York and played Lthe Onvx for six manths.
fones foft, and Stuff replaced him with Ceroll Garner; when Garner lelt
S1uff goL Bikly Tayler, and when Tayler quit, Swll moved back to Chi-
cagoe and opened a restaurant, “We served nothing but chitterlings, pig
feel, fricd chicken, and barbecue. "

I'hee next decade was not the best ang for Siuff, |He
waveeth e Califorma and ewrwed sporadically ol Yhorrnan Orare ar-
rang=d a Evropean tour in the fifties. Sl colfapsed in Brussels and un-
derwent surgery in which the doctors discovered that his Fiver was about
the sire of 4 pea. This was the Tirst of a series of habitual incidents: Euro-
pean touwr, collapse, apcrarcion, and miraculous recovery, Under the wing
of Baron Timme Rosenkranty, Stuff spent mest of the sisties in Curape
and had auite 3 successful career belween hospital stave. When he died in
Munich on Seplember 25, 1947, the doctors declared him a “Medical
Museum.™

Sturt Smith was an innevaler. His approach to the vi-
elin was radical, hearing ahsolutely no debt o western classical tradition,
Despite this fact Frite Kreisler (2 classical vielinist) and he were good
lriends and ardent admirers of ane anuiber.

L

Fve ahwavs visyglived miveelF plavieng Traeiped, semar,
ar clarinet, Afso, | don’'t use the Gl bow— oy he end, ahout siy inches.
The reasonr fur thol @5 yay can iy maore easily, e wiy o frorn woold,
arrd yan can ger More warmif, Using e end of rhe how, mareover,
CaLsas Yoo Lo bow HAe way o bBrearhe, Tomegn JHs iy equivalend ol o
florn plaver's breorh contral, Then, (] wanl to miake o sloccelo cocent,
{ fBring the fow up, Bur aimiast as 00 wore Aitting o cyembol. { dor't wse
tag much vibiuio, Vou cu’l offond o m faez YVour Shaughits ond pour
poles come ton s wRen vop play ez Acoordfogly, wited voo bove fo
wiark far f5owhat B ool o bolanecd foror of melodr. Mow you can't
Ooleirre e wetll 85 vene have o sicodghr face tollowed BY ong Wit wikialo,
s0 the bestway, ar §f dege I s o miny sboodghid fone aft the way

Finally, Stanley Dunce in his wonderful book, The
World of Swing quotes Stuff as follows, " There's one thing about the vi-
alin ' Letl you, You can swing mone on a vialin than un any instrument
ever made. "
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Around the same time that Stuff Smith was playing
with |elly Hall Morton, a teenager in Copenhagen was absarbing |oc
Venuti records and formulating a skvle of his aown. Born February 28,
1916, Svend Asmussen began studying the violin at age six, and as a
young man, studied dentistry and sculpiure. Howewver, after hearing
Venuti, he devoted himself to jarz and was soon plaving throughout
Scandinavia with great success. Svend made his first recording in 1935
and two years later performed with Fats Waller and the Mills Brothers on
their tour of Denmark, Benny Goodman tried, wunsoccessfully, an two
oceasians fo get Asmilssen {0 come Lo America, but Svend has always
been so popular in Eurape that he has rarely felt the need Lo leave.

Svend, influenced by SLudl Smith in more areas than
music, owned a restaurant called Bive Hegren in Copenhagen from 1940-
43. During this period he appeared frequently as an actor and comedian.
Asmussen’s skills as 2n entertainer helped bring his phenomenal violin
playing ta a larger audience.

Afrer the war, Svend bepan ta porform with a sextet
that drew record crowds all across Europe, Some of his recordings from
this period have recently been reissued {see discography) and they indi-
cate a peak in swing fiddling that is unegualled. On these sides Asmussen
has the swing of StfT, the fluidity of Stephane, the chops of Venuli and
the harmonic imagination of Dizzy or Bird.

Svend has continued to grow musically and now plays
everything Irom classical to jazz-rock, oflen on an clectrified instrument
with accoutrements such as a wah-wah pedal and phase shifter. His more
recent records include Amazing Stelngs (where, Lhrough the use of multi-
ple overdubs he appears as a small jazr orchestra improvising on classical
thermes and outings with Toots Thiclemans and Lionel Hampton.

Srephane Grappelll was born in Parls on January 26,
1908, His maother passed away when he was three, and his father was
forced to place him in an orphanage. (For more information about
Stephane's early vears see the completwe Grappelli interview on page 22.)

Stephane’s earliest memory of live music goes back to
his sixth wvear, as he 1ells Junathan Cotr of Roffing Store:

My father wonted fo toke me oot af that orphanage,
ard since Be Brew fradore Duncan, wio had 0 schrool then, e usked ber
if she wanted another student. “Bring me the child, ” the said, OF course,
it thase days, [ was rol feoking ke what [ ook ke lodoy. So she soid,
"0 was, ke Bt Bt owase't very successiul gs o doncer. £ ployed
et angel, Hut wien van've mol an arge! i difficile, § did, however, hear
sonre grand mwsic there. Musicions used to ploy in her gorden, ond f
rerermier freoring Debussy’s Afternoon of a Faun end the music mads
me foe| the faun.

Grappelli got his first violin when he was twelve, and
began to teach himself to play. "1 never had a teacher, sa | learn good
pusition and posture from sheer Juck.” He progressed rapidly and was
s00n able to hold down a gig which would supplement his father's mea-
ger income, "At fourteen | got a job in a pit band in a cinema. That's
where | really jearned to play and o read music, Tnree nours during the
day, thres in theevening. | plaved intune, and that's why they kept me.'*

ey




IL was around Lhis time [1922] that Swephane first
heard and plaved jazz. In an jnterview with Jan Alhert of Pacilica radio
slation WBAI he savs: "The [irst jazz record | heard on a3 machine box
from Arerica, of course, it was "Stumbling” by Mitchell’s farz Kings, |
was absolulely hvpnoticed by that kind of muosic; 1 used to go every day
1o Nislen 1o the same tune.™

lan Albert: Where wos this phorograph that Voo Sveened on?

Stephanc Grappelli: NMear the picturehouse £ was warking in! it way o
firtte shog with gll soris of gadgels. There was wme whare Vow could Freor
some pecord with somelbing in Vour eor—youd pur o coin i Everpday
for ene manth, Dwo months, mavhe s much as g yeur, {9 tis{ah Lo the
SO pecord,

So f meer g frierd, about my age, who wos playing the piome for dencing
lessons gnd e gsbed roe i [ran join him for fhese fessons. So § gshed
penmdind B ga there, | pul soomeane foomy place -0 was quitd curings,
We starl 10 play fangdo, wolty, ofte-sien, soffte funny Soomish darce, Then
wid ploved fox-froes T'Lady B¢ Good, " Vles dor Two, " ang aff those
denes thal™ the frsl Hme [ ploved o fox-trol. He offered me the Job
thrag Limes 9 week, and [ preferred to pld) three fimes o weel Hthon off
week at the picture, 500 ghve dp my fob at the ploture to stay Mere ang
play Ladl Be Good " (laughter] Ao ¢ srilf play L edy Be Goad™ ane
o onod fed i welth !

Araund 1926 Stephane decided hal he wasn't mak-
ing enough money playing the violin, su he hegan to accopt englEements
as & pianist:

GG dide't pley ihe vindin—] was makioy oy livieg by the pigno. He-
capse | found thar with the violin T owgs 8ol makiog any maley, sol
Hranaged o proctice R Dlara g B and play the pldno.

LA Whery oid wour play the pionad

SG  Weli, mor in the sirvet, U foo heavy to ‘ﬂc.rrr_}-' that—{ ployed far
duncing, [f reslovrants, things lke that. For instgnce, we'd play dance
music whern o lagy wonls fo give @ purly for the el teeth of Ber haby
Haughler), You see, af that Hme there was no phanograph, mo redio, mo
fedevision, so I woo wand Lo Nsten o some MESTE yod most Rgve an or-
chestra or @ mianist grid | was gulte busy af 9 plarist.

YA Hrow [ong wos thof peviod whan vou werd malag your §Eng os o
ianist?

SG [ ployed the plomo (N 1830 ur somethig ke that, | was playing
with Crogar o the Gregorians and we apered in Nice fn 1928, 1 was
ane of the pianises Dovoose we were (wd - remember my ofd friend
Stephane Mowlon wie § rad plaved with for the doncing iessoni—it wiis
the anty opchiesirg wihere thep hod fwo Stephanes an e piomo, Chie doy
we went o o nightciol ond we were ofl 2 Bt guy, and Gregor said *f
fegrd pow preg fo plgy the wiodie " Bur he insists, he savs, “Why don't
you play the vielin g Bl e keard that pou can play 18— 1 sald, Mwelf,
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f fargetr. " Anywiay, he gsk about it 5o much thar | waes guite cuninus my-
el to sew 0 0 xlil can plap. So § borrow o wolin from sunteone I he
archastra ard [ start to play dance music i the wap [ feel—iregor was
guile surprived of el vod fe docided Lo beep e o o wWalindst Insread
nf @ Qi

| A Well, vou must hove heen preity much out of proctice &y then?
S8G  ¥ex, but ity ke swinnming, f starls guiok ogoin.

1A  Was 0 wogswa! Tor sommcone fo De plaving fazz o the violls af that
e iy Paris?

G Yes Ar the heginning when [ start fo play my own way, peaple
hought 1 owds plaling odt of fune, becouse ey were wsad To the sirict
mefod. | owas plaving the waolin in o ofud in Moniparnosse when, ore
might, Django Reinhardt came down He heand § wor ploying the vialin
that way and Re was guite interested and he gshed me IF we could do
suereifiing tagether.

Njango and Stephanc didn't get a chance to play with
oie another on this occasion, however, and they were 10 parl company
for live more years, Stephane took advantage of this time to add another
instrument to his arsenal:

Afer [ left Gregor and the Gregorians f gargs engage-
frent wy o gyl oo seooll ofab dn dhe soulf o France, The wornan who
ran the ofb gshed me [F  could play the saxvophane, and of cowrse [ lie
gnd say pes fn those doys | would do gnyvthing to make money: | got
afte o he e goies Trom the Gregorians fo show me where [o pul my
flrrgars. Now R damn wornar asks e For on awdition: T remember |1
plaveqd “f Want to Be Happy, ' Alors, van Baaw, vou don't need 9 cen-
fary fo fears thed fure. Bod, T owas aolucky even wirh WRal e, ond 1
plaved some rerrible notes so | o tinfshed uwp thar damn audition by
garciag the chavlestar! You can do those Eind of things wharn yolr'ro
twenty, Well, she was ferribly hopoy, ard § keep on plaving (e saxo-
phare, ard F gol goile good. A fob of people would Blre e fo play
thivd alto, which s the mast difficult parr very intricare Agrman), |
ploved for ghows fve or 50 veors,

The formation of Fhe Quintet -of the Har Cleh af
Fronce came ahout almost accidenially as Djange and Stephane found
themselves hired to play in the same dance band, unbeknownst fo one
another,

Stephane Grappelliz fo 7333, eod of 323, we were in Uhe sorae orcflesing,
it's ane of those cofcidences we were plaping at he Claridge hotef on
e Champy Elvwdes for the fea darcing—=Iwe bows svery aflarnoord,
five to seven. During the interval Iange used ro disagpeenr heflind the
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coctoin, ot there, alone, with his guitar—and, ore day | was plaving the
wiolin, ard | break o strimg, so §oweat behlnd too ond ! farnd Bim there,
While | chonged my siring we were falking, ond Fhe that, . Lren when |
pul my siving back gnd start fo tooe o, e pul some chords Befing me
gnd we sTort to mlay Nke thot! We loved to play togethar—we thaught it
WOE VErY urnusiig S0, fvery intendal we went beliind and stacd (o plap
g nne day ks boother came, fie wlio pla) guitol ang then it wos Ve o
bl

Hughes Panossie decided nne day o repear Ais Uttle
conpcart we did in o celfar oroe, but g befrer winy, He goi o smalf
theater, phoul threa fundred rears, and e monoged fo Gff e place. We
plaved, the four of ws—Djange Relnhardl, s brother, the bass player
who wos tre chef d'orchestre of the hare! where we wers, vid me; sa,
W mmust find g mame For Uhol, Docowse we wanfed fo Be Srown, ond ox
Panoysie forrmed The Hot Club of France, {ogiee Aim o compliment
(Becquse, afrer alff, i we were known to off the musicians in America it
was Becowse of Bim) 50, 0 was g courtesy tocall oure e growp The
Quincel of the Hot Club of France,

Jan Albert: ffow fong &id vou play togetfes?
S8G  From 1934 in and out 10 {iongn disd fo 7933
IA  When aid von make voor first recarding, . owas that exoiting?

858G ff was rerdihiy exciting becauwse mobaody wanied fo orecord oy (o
starl, 1 was o VoRhg man named Rapal Coigione wha hod o small com-
pony calted Ulirafox —he sofd, "Well, D nat ferriblyv interested becaise
JAZF music without sgxaphome, trumpe!, dromy or oo o ol jols
i, bad, 070 costs e natfing, T owil By o moke g recona, U Boowe
werg @ff excited, hecause we were poung— "0 we're guing o moke o
recard.

We werd there ane ororoing, arrd DVango ode 't Nl 8Rat very mwch af ol
becatise he Need ra sleep lare, But we were Uhery in the raurriiog bocause
the afarnood) wos Feserved oV For shars ana’ wel-nown peaple, 5o we
were phliged fo go there of mine o vinck. Well, Qfongo arrived of afoud
ol post ten affer o hoving o fow too mony gdeinks the night before, and
e wasn 't iR g good Brood,

i any case, we started to play, ond in one sed we il “Lady Be Good, ™
“Tiger Rog, ™ *f Saw Srars,* and Sweer Sue” thowe were our licst foor
tnes.

1A 00d penple buy the recards? Dvd They ke themn?

S Nar anly rthe peaple, but the compan) inimedioicly decided (o ois-
cover us. Soon after, Owege did | owere recarding for every company in
Puris!

The yuintel mecorded profusely between 1934 and
the cuthreak of Waorld War [[ in 1939, Stephane speni the war vears in
London perfarming with planist George Shearing,

Siephane and Django were reunited after the war, but
they performed and recorded topether with less Teguency. Thein lasy
recording sessions together took place in Romae during January and Meb-

2a




2]

rugry ol 1949, The tremendous number of sides produced at these ses-
sions include pianc, baws, and drums instead of the stereotypical Mol
Clud puitar saound and leature both Stephane and Djangs in their most
exhilarating moments.

Djarge died in 1933 al a cerabral hemorrhage while
plaving billiards, Stephanc remained in BeinhardCs shadow for 3 faw
years after his death, aven though he conlinued ta work steadily.

In the early sixtics Grappelli had an engagement play-
ing at the Paris Hiftan, 1 job which he was ta keep for close to five years.
The widespread exposurc precipitated an upswing in Slephane’s carcer
which has continued unabated up wnlil this present day,

The last ton vears Grappelli has recorded and per-
formed as prolifically as any musician in jase. Albums include pairings
with Gary Burton, Oscar Perersan, Yehudi Menuhin, Jean-Luc Panty,
and |no Pass among many others. Slephane s ap indefatigable traveler
who keeps up 4 pace that would wreck 2 man half his vears, As he told
Whitnev Balliet of the MNew Yacker: | Jwhen 'm onot working two
wadks, U mebancoliqgue, The warkd stop, And T like oiTerend seerery. IF
Fom offer a hegurital contract in Uhe best ploce for g year | orefusa it [
must fold up my Dignkel and e cof and mave on,

The fallowing interyiew took place backslage at fhe
Dther End. a club in Greenwich Village where Grappelli was appearing. |
tried to steer away [fam hiographical or historical questions, concentrat-
ing instead on musically substantial matlers. Ta kegin, | asked Stephane
if he had any favorices ol of the hundreds of recordings he's made.




GrRAppElli
INTERVIEW

Stephane Grappelli: [ orever listerr to pmvself; alors, £ oar’t teff Voo witel |
e or what §F dor'T jike it GiFficu!t because 'm rever listering—I'm
ant coriaus, oo see, ! like to hear snmebody efe, but mol me, because
Y ogddte anough when moplaving, wihe siald [ listen fo me when 'm
nol ploving! Bai, 1 e Lo eor some olher prople—Uhal gives me greot
Plegspre ke to play, but pof Aegring myselt gl the time. | never prc-
five bevawse Foon 't slond L

Matt Glaser: S for pow, the moment witen vou're playing is the im-
Dartant tifag.

S Thar's right the mroment, It oll depends on what people §'ve gqot I
Framt of e and hefiing me, 1 Iike o Rodr, yow see? Very Hhin—you srart
wiall or Moo dor’ slach well, voo krow whlod T eneon ? When bodt are Jucky
Vadr abe Iwcky, and when ol afe rol ok y yod are sot ok

§ ke ta ploy, hut | dan't fike to proctice, | ever open my violin cose
when Ut w roor Dy rvsefT T con't stand I When we practice some
arrargement I'm o wifling o do thal—play Tor Bowes, ICnecessory, bul nol

b g eselt
MG Was fiis alwows the case, ar §id vou practice When you were young:

SG Mo, Mee ahwory becr Ske Uhal) oF ey Ble. When sy father gave me
thar small wiolin, three-guarter sire, when | was fwelve pears old, | was
guite cucfows K e Bogiamng, Whe &ff chdldren, Buat 1o nat surffer too
mch with it same chlfdren don't fike it when pou give thent o vielin to
play, bud gs ! lked miusic so much, §ided to moke some sound come out
af that damn wviolin, {ike § ysed ra do on the pigna, see? But, | never
praciice, and whed T owos abolid fourfeen, [ wds obliged fo make somre
money, hecouse we were poor, My father wax origingd cnd intelligent; the
afy intalligence he missed was the inrelligence fn moke maoney—he
cowldr’l do Jt S0 ong day owe were 5o poar, and [ osow some peaple
pladieng el tha cowrtyard, I Pards all the Fodses are of legst six oors and
they Rove g courdvard seoo Jol ol musicions wsed To play el Thal Hime,
withoo! radio, withoot TV, withou! gromophane, So they dsed fo go to
the courtyards ard the people would apen theiy window and throw
marey inoo e piece of mewspaper oe clofh, T saw Pose people dolng
that [ sqid, "Why oot me?" and so [ slarted doing thal and playing the
viglin fifee that.

MG How g paw fegrn ra phne wirhaot o feacher?

SG Wed, Mmonar alane like Diango Rembardt, Errol Garrer, Art
Talum =1 don’l ik they had o leacher in thede Kl we Just play,
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thar’s aif OF cowrse, the more and more ypou play, the more pou moke
progeess. T rementber, Doforg fhe war, we weed fo pluy Tom el otlock
ta six a'clack fn the marning in thase cluhs in Faris—ren o siv—na stop.
When we Aod good cusforness we ' stay 8 elght or feny they'd arink g
lnt aof chompagre aond give we o ol af marer, o al course we were
abligad fo stal. That's Ao [ legrned oo play, By plaving q fong fime,
fervrg Hinre, long et

MG Whes vod ware voumger Vou stodied solfégel?

S Thor's the ondy Himg 1 learn in my e safftge-becanse of my
fwiher. My falher was o leacher, so of fourd he krow hal; o safd, "I Vo
warRs fa play the wiolin or the piana the hesr thing to on to learn guick is
fa sfudy saffege and fo lfegrn Fo recd music,” 5o he showed me how fo
red mwsic —fe showed me where was O, A, A Fu ard T lovrned Lo rood
geiite hast Fwgs fucky

MG Were voo able o vpply voor krovwledge of the piara o Uhe violin
i1 EQIME widl )

SG [ think sn, When pouve gof o gond egr Voo can apply [ Ranmonic
aspect, § Nae the plarro move han g wiolia, ol s08 dowdl whern o
play, The wialin i5 just my gimmick,

MG  When oid vou first meet Eddie Saurh}

86 Well Lddve Sowth arcived T Poriy in TO37 lor the Poris Exliibilion ol
the Hrne, he wos plaving there, And) ol cowese, soene poople askod 575 we
waldd perform fogether aind we did that aforg wilthe airother wWaoliniss,
Michel! Warlap three winling Thar's Row | meer him—a nfce persan, o
gendferman wird o divine masicion—Hugoes Panassee used Lo coll Flm "The
Alack Angel.” We plaved, he left Paris and | mever sow fim agoin. Hix
plaving wox so perlect, ke foe Venali—he's gpolher one whao ad sich g
fabutous sound. 1 think § could recognize the saung of foe Venur, Bur
of Eddie South, rthe naly work af his [ know [5 the record be made with
L%,

MG How did that recarding of the Bach “Dogkle Viediin Concerto ™
o whowl !’

SG U owas the dea of Charles Delounay, ond ol course, §owdy agouinsd
that, becouse [ wgs the anfy ane who canlfd read music, you see Fddie
cotdd revd mosic, bal ool s well=he Jid Biy bost bocause Be hod suckh o
warm tone ond aff thor, bor Digngo wes campletel)y last in the piano
Part—its very fricky, Yoo see—you con't arcamoany thar Nke g Negoali-
fan melody TH5 serions muslc iRfricare T osqw fhe plaro party [HIs gulte
diffcalt o play acd when you do sivaigfrl chvfhar 780 mal good enoogi.
5a in my apinign we should feave Boch afore ond play same jozz tune
iisfeod. Bul gpparenlly some masochisis ke fl—vo there you ore, £ ador’
Rrow, 95 long as they e 8 Bur fo e T dor T Thind TE was vedy seriolis
ter do Lhal—il was Mr. Charfes Delounoy's idea, When vow hear Menuhin
ard Chisprairb play that with g pignist who can really play the port an the
Aarpsichord, far fnstarce, Yhal sownds differemi. | think @t a danger to
JAEE sarme classical sl i8S 9 mistafe. 1y frke when 1 Beor on the




radia the Fifth symphony of Beethowvert in disca—well, they should be in
jall, thnse gus--

MG |[Laughter)

50 A osoery J omenn it Ir's disgusting. | think we hove enough jozz
LLrtes, We Can Carmpose Sare more -we hove enough tunes te feave clas
sical music alure.

MG Byt classical music does hove an influence or jazz. | | .

SG  When vau play juZz, of caurse you have some remiinlscence, ke Art
Fotum, Debussy and Ravel, and modern— Bartok somedimes. Because i
Juzz music vow'we gob aff sorts af music—all 1he music s in jazz—rhythm,
swing, melady, ad Khitum—everything—hallad—there s everyvithing And
the femtostic thing is, in farz, vou con play 0 tine sfow, fast, mediom -
gverptiing, You can'l give tregtment like that lo o concerto of Beetho-
vere, [t's nearfy mechanical mow, the clossical, becouse you rmust play, for
the purists, ahsolutely perfect with the correct lempo and all that, There
i no fontasy, voo see wial { mean; 0 fact, It's @ bequtifol thing to Aedr,
but there is o fontgsy, In jare, vou con do whot you want, which is
marveloys, Mn fare you odrd 8 COMPOsEr, DECause you gre an Impraviser;
an improwviser [t g composer,

MG What do vou do wher pou o into o wall whife voo 're improwvs-
g ?

SG Mt NEe wha! [ lold vou before; you must slart wall. Sometimes vou
misy o bread, For fnstance. I vow miss the st qote, it's horrowing; vou
lose contacr, yow dose cverpthing, That's the dilficwlt port In jozz music,
techmically, jazz 15 mor @ifficalr, it you know Your instrpment well fn
forz, vou do your improvisation, but you do what vow con da; (0 clgs-
sica! music, Vou must do what Vou can't do, which it guite different;
Suppose | am working on @ concerto an the violin or the piono; | am ab-
solutely obliged to play whal is written, | can't change the chord,
But {0 fazz, yvou can, You play the chord, You con do, whal i Your pos
sibilite, That's why there I so much range af artisi—bod, mediccre, medi-
um, good, ver)y goad, ond genius, Look—Oscdr Peterson, Errol Garner,
GSeorge Shearing the way [hey play the plano—weli, | con't compare
them with Horow(tz, they play another kind of music -

MG Horowitr fnved Art Tatum, {'ve heard some siaries

S8G  Broouse those peaple gré great artists, great lechnlclans and theve
gt g fot of inspirgbon.

MG Whar happens fo poo g an evening i yYou don’t feel porticelarly
insplred?

QG  Oh, that's g difficult thing; bt it & quite inferesting. | lave ra play;
iF e got o good accampemiment, ot ofdy imitedigrely. ke fo hove @
qiuss of Scatch, ol course, before | go on the stage to put my metebolism
in goad order. Scolch whiskey is @ help, o kind of medicine for me—
then, qaod musicions, good company, and thal'y enough for me fo fm-
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proviie. fcan't impravise iF [ iee g mosicion and { oon't feel immediotely
if they ore enthusigstic or i, That % the main TR —my oveompanises
i F feal they ure not enthusiostic, it §3 mol worth i o plav, Bt P
fucky. 've abwoys been, and | ihink Dve goc e kind of fa for hat, | al-
wiiks play with good arifsds. Not ondy gre they good, bal they love what
they do, and they sppreciate other people, which & sich a great help.

MG When vou're improvising, do pou fear 2xactly whol you're going fo
eo next, do pou have o gereral idea, oF Js {F g Pour hard's?

SG [ koow very well whad vou megn, You 508, i o goestion of fuck.
Semetimies Voo hove @ good iasplration—eor even trinking whel voo are
dairg! Fee noticed, thal's whi | like to escaps with a litle drink, not too
much of coune, good musicions, good feees meor e, good public, ond
Fve ruticed—you iy Beiler when vou gre pol thinking of what vou're
doimg! Suppose, when 1'm ploving an fmporfa@ft concert —ow Emow—
Cunmegie Holl, Atberd Hall in {ardon, or @ commmard perdfornance for
the Cloeerr of England—

MG Hove voo done tharl

3G Yes, ofcourse, (laughter) Bar, alors, then T Enaw § will flave o break
there—rou ARy, thood Deo bers—alers—the Pond slops for fen bors the
Break, OF course, | warr ta prepare sumetbing: winde Pm plaviog U'm
thinking what I'm going lu de for thase fwo bars, ond inevitably it nod
goud—hut | alwdls gel back an my feel, But 5 F'm ot thinking of thae,
it alwa)s guodl Wien von thing (o do sometRing, Voo make o nristake,
Improvisution s nat an effort, i i just sopteriing melural o me,
provisation f5 . oo con do 0t iF von can’t do B yow emn 't do it Dol §F
yan car do T A natan effort,

Suppose the sofa volinsd with rhe Rerlin Phillarnoric is i frant o e,
ke makes me necvooys, that gy, 5o, ity an effart tor me to escupe from
Ris wisioer; and, | omast shad mp epes and think of samething else. Then |
g0 R WK SUoross.

MG Did playing with Menwhin make vou nernous?

5G  Nerat ol Because fe's an easy man, ond fe's @ great ariist. You
v, when pag are pluving wirh o musicldn, Because Menubin bas
never Deerl i the franr of me when Um plaving e faeels so much he
Aus no time to go gnd see same peaple, bul we recond tegether and oo
sofe lelevision shows, we ere working fogeiflen, s we are mor afrid
tagetfiar, % when yodl oee somme musicion in the front of vou —fke [ wes
tald that whernr Art Toium would go whaore Oscar Petersan was periosm-
g, Oscor would get nervows, | can 't Belfeve (o Bul mrovke thirty vegrs
agee o cowla’ e, The sight of 9 greal idame i music—it makes Vou nerous
Wien vou Brow thot Miche! Legrond is in the front of pou, you say, "0
my Crod, [ st be cereful romight,' But wihien yow are cavefidd, tho! 'y
whlarn Pouw dor 't nlay well!

MG Con yvou rermember any instances in woour Wife when vog feli veo
el dor amvifing on the wiolin thal pow waneed fo do?

5G [ woold ke fo do some impossible things, dut | doa’t want o in-




vestigare ton moch when Cmowarking, | never prepare gnytiing at Aome
bocause f'm incamable of imeenting oopthing af booe, £ oan't prepare @
codd ar wo Introduction or anviking ke trot—{ can'r,  most do Bhar on
the spoe when [ hear the chord. Alane, 'm incapable af preparing. some-
thivg. OF course, softtetimes L' BRinking ol something, bat wihen | rake
e vinkin ool and sap, P ke fa tre ot U oart, because § lorgat,

e osn gsed to improvising now Uit [ domt BEe T read msic. Suppose
pre of my colleugues woold ke to play something sy, "Okap, play
that tar me, " gnd o ovoey fory, D don’t want to fearn that By o, s
don Sokg S dake @ pvece of pange godt 8 baee Sy Srizwat or cofleqes
plap thar gnd [ put thor an e paper, Then, § read that ond | fearn Uhe
tune and i gufcker foe ome. Sometimes, IF yvoo've gat o ot
rpthm, or ditficell passgge—its veey fond to Jedn By oeor 6T gider
read rrasie, TEe DVange, D woold maybe lagrn that guichar, Bur row Uhat
I'm s s o reading paosic V'm ool gs godck ox T used fo e,

MG DHg vow fearn Most dlendards Oy ear?

SG  Oh ves, Vow see when You Starr yourg (ord | sierted when | was
fourteegn) (5 fike whaen voo tearr o fgrgoage. 15 fegrmed English when |
wias Tourteen £ smre e speal i better than nove, when §siard o feorm
when £ owas thicly-Iwo —music 15 e some. Yol fearn guicher when vou
mre helfnpeg sicteen; ofle thar, it more ditficul.

MG Con vou troce fiow your plovicg has charged over the yeors?

SG { don't think e choaged. Om incanairle. . cvan 0P ploy MNugges,
now [ play that for pwenty-five pears, | never dn the sdme codo every
might—never, Sometimes 'm in o gouod mood, f do it owel, sometimes
mediaceg, OF couwrs, becaure of the respect | have for the public, fal-
wdlE faanage Lo Fsh wmoax well a8 | passibly can But sorletimes, witen
fe ot real inspiruiion ard monay fhinking of what o daing i goes
prd

But | don't think I've changed iy stvle at ol § change because | paver
can repeal winat £ve dope. § ear't improvise an @ fure ar g mMefody twice
the same woyr—its fapossiblfe. ve gor some siurg gnd some Serishing,
Decause § must be Jisciolined WiEh phe Boges o plar wilke me ! IF we dle-
cide Lo finish on such o chord, T o da {1 thae's the anfy thing [ do aff
e Hire, Hof frue ingpingtion, roé impraviselion, con never e thy some,
5wl mew, Impravispdion TES alwavs axlsted—fook of the naviiras of
Bochi—o therme with varistions. The caprices of Paganini are afte theme
with Pwerd ) four improvisatlons fagr is the same. After aff, Chopin used
fo irprawite, Becthoven improvisog, gff great oriffs improvise, {15 g
SAmeE thery wds 00 maching (0 recped ar mprovisarion of Beathoven.

MG foi over the bears, Voo ‘ve expanded pour stle. |

S0 1 Barow whar v predn. The warld of musie expands olsn; Row

Low v gof the mck, the pap—you've gnt @ fot of things fige that with o
S Raamst waR aarneet a et o sleeand Foame, R RaT dmarening st
el foo much T the weardd of pop, [ mus! odimiE tho! thaee 5 soere Tan-
tasiic work fn S ogn't play thol music becouse | am not pluviog elec-
tric; ¢ leave thar to my good friend fegn-foc Porty -he's o mgster of
dhat, Tn spie of me, 'moobliged to gocept Hhe rew sodmdl 1 Rdwe vouig
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msicians with me; fehn Exbridge, o gquitarist who gsed fo play pop, he's
@ pog plaver and jazz ar well and Briae Torff o Peendy-four Veor ofd.
Thay gra boed wilhl Uhe pop mosic, and ey infllvence me o for, voo see,
So, in spite nf me, Puee investigated a Iifrie it af the world which was
LRRAWA Fo e Tel RS o,

MG When did vou first meer fean-f.uc Ponty?

3 Ao came lo see e in o my place in Parls when T used ta five in
Montmartre. He wias very young, [ think fe was seventeen or alghtaert.
He mtroduced Fimself, and Towas very pleaved Lo kBoow Bim because T
reaficed immediately that fe had the passibility fo do sometiiing; well,
f cowldn't guess of that time, fifteen vedrs dge, How Ae would play toda)y.
When he told me he'd won fivst prize at the Parls Conservator ) drd wus
paying fiest walln fn the spmphory orchestra o Paris every Sunday, f
gl of course, tercifly interested, | soid, CWell, Ae's ot one of those
SENT VOUEG LSiciins wio wanly advice or wonis 1o see me for wihat
s fdun't Riaw, He fas gn enormous talent with him afvead) "

50 we meer ke that, He manuged fo come severod times, ond we used e
play the double concerio of Hack, far practicing, [ didn't mind to do 1L,
broase somebody efte wir with me. § will never proctice that afone, hut
with fien, [ oid and [ W terrifily interested bacouse that mods me proc-
ifve. | remember we yied o coli that prece “The Bible, ™ We'd say, “Mow
we 're going lo do The Bible”” He'd bring his violin ond, of course, o
e able b play tagether we'd play the Boch "Double’ and repeot, re-
peat, repegt,

{ Aave greod affection for thatl boy because he'’s an itelligent persos
dpart from being o very gnod violinist and Be proved he was Inleliigent
because he reqily, In my opiilon, inveriod something on the vialin, And
£ prowd of Aim, becouse we olf invented something; foe (Venuti), map-
be myselt ton, we Qg somatfiing efse wifcft wos diiferent in ihose daps.
And row feagi-Loc too. There & g pourg vialinist Tn Parls ramed Didiet
Lochwond; well, he stiff has o shell on his back, Bul one doy Fe't] get rid
af that shell and really produce something, He's between fean-Luc and
gkerbody elve. He's Iwentp-ane and he come fa sea e ke oll of them
iz, arnd [ feel fie's going in o corluin direction witich will be somerhing
vealfy guite different fmm everyrhing elfse fn the modern sbwie.

Life and @t i3 an eterndl imnovdtion; i olwavy changing, What 5 the
frast sivled Nubody Brows, Hut it chonges aif the time,

MG Yauw inspire glf these people fo do someatiing on the violin in o new
WY T0 Vourg viedinists fere’y something sn magical ahoot mpravising
ot Lhe vinlin and you're the person thel exsocigre with that magical teel-
ing—how da you teel ghout this?

SG S feel o omy position, all right hecause P'm glad thers gre peaple
wita've invented something ke fean-Luc or Didier or Vemwii himsell,
the wany Re wsed Lo play in the beginning, sixty years ggo.

fit's exactly like (Lowls) Armstcrong: G the end of Biv fife e used to play
the sarme, he never changed iz stvle, Because AfE stile was so establisheo,
fe doesh 't need fo clidrge—Re’s o genius Aloams, affer him was (v G-
fesple, another extraordingry plaver; bt Armstronyg dida't worry about
Gillespie, pou see what | meansd It wos na necessity far Anmstrong (o
change s siwla, bocduse s sivile waos so perfect. Alurs, me, myv pasi-




Fava by g Blr Ble phey with dsemd e Ponny Fm veryp glod dean-L e alops
fike Lhot, witich Is o continuation of ol what we g baiore him, Like
Siaff Smith hae o gragt ploce o the jozz music too, S ff reafly invented
swirty ar the vialin, we o8l sawing, mind vow, BUT his appressivite f5 very
arécaie, (it very oggréssive wialin plaping. Nat very geatie, but it
swings Whe crory.

My sevle fras cligiged with ey hair Sameone once said, Yoo gofa e
arliviry g5 pou fose your By 0 don't know F [ prefee fo ave sy hair
OF My artisiey s

Cwervone fes rnoperiter femseives, fo ot Deiter and’ deiren £ o o’
perfect my sound, v techaigos o please peagle who fsten, Hoi fdon’t
wiar! fo ol toa mecih When vag improvise, T8 Hire Aaving i gppetire,
i Vou s fon mucfl, Vou Tose your gppetite, ot i ol dort playp boo
mrich, voo ke to piay,
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= STEPHANES
STylE

Stephans Grogoenh

Stephane Grappelli®s vielin stvle is a remarkable and
complex phenomenon. Without tormal training of any kind he was able
to develop a technigue of staggering flusdity and, simullaneously, an im-
provisational approach which is totally unique, 1et's bogin cur analysis
af his siyle with o closer leok al the physical cormponents of his cech-
nagq Ui,

" “Iﬂ",-" My CHAT ‘ir':,-ll.':—l bnugh‘r_ it rTI'g-'SEH- g my
bl ™




Stephane learned to play the violin by watching and
listeming—watching ochers and listening to his own inner car, He'd heen
hlessed with predigiogs mind-Lto-hand coordination as is amply evidenced
by both his piano and vielin technigues.

In mastering the vinlin, Stephane has always taken
the path of least resistance and plays the way which is most natural for
his body (hence the quote above]. Conservation of cnergy and a mini-
rum amouni of motion are the rules here. Scephane is complotely re-
laxed when he plavs—nol Lhe slightest physical strain. Thal's why, al Lhe
age of sovenly-Lwo, Stephane's plaving it ab il's peak, whereas most
classical violinists at that age have long since begun to deteriorate and
lose muscular contrul, {Violin pedagogue Kato Havas ciles Grappelli's
technigue as an example of a perfectly inlegrated and natural approach
to the instrument.) Stephane told Don Bacon of Code Magoasine that
playving jacs an the vialin is not difficuli. *Nothing is difficult when you
can di ity Vhe only ditficalty at sy age i5 to stand up for long periods ar
a time." 1 think this gives us some idea of the organic nature ol Grap-
pelli’s technigue. '

bowing

! legrned mostiy by watching ofossicad wiodinsts, |
think its imporkint to hold the how in the classical mannen The how
should alwayvs follove the leit hand, and give accentugrinn fn key noles
it 's qood to end a Pfirgse an @ dower bows

Stephane plays the rapid eighth-notes which make up
such a large parl of his musical vocabulary noar the Lip of the bow, some-
where betwsen the top of the third and bottom of the fourth quarter.
I'his very precise back-and-forth motion seems 1o come from the lower
forearm, with the wrisi remaining straight, Stephane’s bow hold is very
gentle, and relaxed; his fingers appear to do no more than rest on Lhe
frog,

Cwen av full throcle on an up tempo tune Stephane
still wuses very small bow strokes, His bow is gengrally placed closcr to
the fingerboard than to the bridge, and it rarely leaves the string. A par-
tial explanation for his amazingly adept bowing can be found in an afore-
mentioned quote where he says, “The bow should always follow the left
hand,'" Stephane seems to treat the bow as a servant and exacutor of his
musical idea, as epposad to an exteriorized clement.

One time, shortly after | lirst mel him, 1 asked Mr.
Grappelli for suome remarks about bowing. He spent a fow minutes en-
tertuning me with some scintillating passages and then said simply,
“The bow most go up and down.” Far from heing meaningless, Lhis
Len koandike statement gels right to the heart of the matter; all that
the bow con do is go up and down! Moreover, Grappelli's answer indi-
cated the tolal absence of artifice in his approach to making music on
the vialin.
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lefr hand

The concerfmaster of a maiar American symphony
has remarked that Scephane Grappelli plays wilth purer inLonatien than
mary concert artists befare the public today, (ne reason for this, apart
from Stephane's impeccalle ears, is his sparing use of vibrato, "Some
notes should bave no vibrato, bBlue notes Tor mstance.™ Stephane uses
vibralo as an cxproessive device to add colar, bt cortainky not on cvery
note. His vibrate is extremely 7ast and focused; it originates in his hand.

Slephane keeps his lingers in a gentle cures, He comes
intn notes almaost parallel to the string, as opposed to hitting them from
above. This minuie slide intw each note lands him o the Meshiest part of
his finger, which is onc ol the factors responsible for his clear, rich tone,
Yery light finger pressure is anorher Grappelli drademark; just enough o
ger the jub done, noe bearing down unnecessarily on notes, This allows
Stephanc to play at incredibly fast tempos. Don Bacon of Codu Maguzine
has remarked, “Walching and lisiening by him play at tempi that would
test the mind and strength of Elvin |enes is an audio-visual experience of
unparalleled irnlensily, sdch is the agilicy of his mind and kody,™

IMPROVISATIONAL
sTyle

Stephanc's miraculous vielin technigque is a reflection
of his basic zesthetic, or world-view, elements of which include elegance,
eake, charm, grace, and heauty, “All my lite e liked the good things, |
don't like ordinary things. 've always valued éégwrce and beauty, '
leawve it to othors to describe that word &égance. It is not for me to sav if
I'm Efageersd or nod."

Far from heing something amorphous, these ideals
can be said to be the direct progenitor of Grappelli’s improvisational
style and, subsequently, ol his vinlin technigue, 7o understand this hicr-
archical refationship better, we can look al the conneclion belween
speech and improvised music, |n both cases, the fdea being expressed is
the primary thing. Mexl would come a lanpuage adequate to express the
idex, and in music this would correspond o the performer's own vocabu-
lary. {This Is the level uf Grappelli's stvle which we’re ghout to cxamine,)
Finally, we come to the purely rechnical level;in speech, this cormesponds
to grammar, syntax, morphology; in music, the physical rechnigue of the
porformer.

Stephane's improvisslional style can be recogniced
as far back as the first recordings he made wich Djange in 1434, Like




all grear improvisers, Grappelli has remained true to his original con-
ceptian, Ne has, of course, expanded, deepened, and palished his style,
bug, as he savs, "l den't think e changed my style at all, | change
[enby) because | never can repeat whal Pee dong. | can’t improvise on
a lune twice the sare way—il's impossible.’

Sitephane is, and has abways heen, 4 melodic plaver:

{ think i’y beller that when vou sterd Lo play, plap
strictly melod). Evarpbhooy shauld, by polilencss (o the campasen, play
whal fe campased! [ gol that wea fram Benny Goodmor when | was
fwend V-two, Bwaltitbrhrea, | owas amaoced with By gualiny yvoo sege, with
zene Krupa, Lione! Humplon, marvefous, alse eddy Wilson wilft wiom
F honve hod The pledsyre fa play weitin nol s Sorg ago, A morvelous piariss,
He was in foct the Gneorite planist af Diangn, So alf these records gove me

g lfeg because & owar o pech o Biane S0 doanrolare oo aotiriog whe

ol fird expose Aicely the theme !

S i0 D play the melody ficst, the audience o
farer nn what P dofmg it's based an thal mefody Dt it absolutely
sometfing afse. | like to expose he thame, but ofter | play the dreme |
fige t go somcwlepe efse myselt, [ ploy often with my eves shut so f
cart’t see anybody, becouse | wand 1o escape the people that gre i1 Tromd
of e Bul Ve gr the sgrme pime Feeling their peesciice, Jazzs plaving
comes mparurally, fjust pot my Aager anywhere and e very allemtive Lo
wital Fee gold Defing e, IF the gooomparimerd Iy absolulaly parfect and
[ lenow they are gning o do o coclao? cAond, in the right mamen! ther |
can dauach mvsell inoan orabesgue and whal oo coll IDeovisaiion,
Wil ds i Fact imprauiiation an o therme. Yo iy To find g meiodic fire.
fhar means Vou e fhe composer get very clase, alive. The musicion
tafes palv the chords and (it & roe, no?) doss something absnfutely
ditferent,

Stephane, like any jacz musician worth his salt, cites
Loyis Armstrong s 3 major influence, When he was cighteen he heard an
Armstrang recording and, as be says, "that, changed my destiny.” Other
early influences included Bix Beiderhecke's piano playing, Red Michols,
Duke Ellington, Coleman Hawkerns, Benny Carter, and, of paramount
importance, Art T atum.

As g marrer of facl, T don't think my music is based
o u wlodinistic style, Ari Toium gave me ideas. A fol of people ash me it
§ had imspirafion. Samewsrere of couwrse, somebody 5 always belore oo,
fike vour father, | afwoys fstened to other insirumenis; e suxopfone,
the clarinel—8enny Goodman, Artie Show, Woody Herman, but | mever
Msterred mroch o o siogle wolinist, Dhere were oo fufg Wolinists of all, ar
onfy ane— fue Venut! wha | admired intersely, but of the time, | was nat
considering B msic as real joer. JucZ grew fo e g new stple; o mixlore
of Dehussy o Bovel gs g martee af foct, & owhel off fhe best qarzmen
busedd IEi Music Lpor,
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This last sentence displavs a hittle bic of Stephane’s justitiable French
chauvanism, and his style is nothing it not French, The Gallic elements
of Grappelii's style include 4 penchant Tor rubaco and an impressionistic
use of tone color, Sfephana's first instrument was the plano (on whick be
is skl an amazing virtwoso) and he has becn successful in translerrmg
saomr of the koyhoard's inherenl impressionism 1o the vioiin, Strangely
enough, we wan thank Art Tatum for the fact that Stephane Grappet? is
arimarily a vialinist, "1 heard him on record far the tirst time in 1955,
and was s astanished and disticbed by his geodos that |oremporanily
last my enthoesiasm for the piano and dacermined o concentrate on Lhe
vielin.™

Guitarist ke lsaacs, an associate ol Grappelli®s Tor
many vears, has remarked, “Stephane is really @ pianist on the vielin e
cause he thinks bath vertically and herizontally. He has a wonderfully
receplive mind, musically. Whan | play passages with mim “colla voce’, he
responds instantly to chord variations. He bas a great harmonic sense and
very acutle ears.”

As lsaavs pointed our, Stephane is very responsive Lo
the musicians wirh hina:

I al depends o Uhe mmasiciany el Drn Dl ping wiTa,
5 Ve plaving with Mavtiad Sodal [ won't piay in the some viele ax owitli
scar Perersnn, The wader goes wehlere fAeca 15 9 Dossiailyy tor it tn go—
misic fs the same, When T ploy with people wha are glapiog or DHaengo
stwle, drstincfivele, £ go bach to the waw [ afared vears agen Ao 00T was
fooalay with MeCoy Twmer, Tmosoee Uhod moreefous mdisiclal wiolnls
arade g plal dilTarentiv than Tda now,

vusical
laNGUAGE

Siephare vses primarily diztonic soafes when he im-
pravises. He rarcly uscs jazr scales {such as diminished, whole-tune or
modal] per se, although he certainly has absorbed a substantial amonnt
of bebop phrasing,

Stephane, like many great improvisers, has @ fremea-
dous stockpile ot meledic maotilfs, [most aboul e bas in lengtin that
he is ahle to mold and aller fo (i any given mousical situation (5o table
0N Next page.|

Here |'ve extractod zhout teenty ol Grappeli's mosl
commaonly uscd phrases as they vecur i the transeriptions. These motits
cah be conveniently arganized into tive basic caregorics,
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A able of stephane Grappelli’s

mielodic morifs

Class 1 Deswending phrases with strong emphasis on the sixth and ninth
degree of the scate, Distinctly Grappelli-esque, these motils appear fre-
quently in the Lranscriptions.

Class 2 Jagged and angular licks, often based un a particularly vialinistic
capability, Stephane uses those carcatching phrases when e fleat is

ficrce,
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Class 3 Modwiar patterns, usially based on arpeggio’s; Stephane plays — se——
therm most oflen in descending form. With their own inner logic, these

typas of pattarns can be used ad infinitum. Grappelli, however uses them

inadiscreet manner,

Class 4 Assarted and sundry Jezzv licks, Common devices hefe include
chromatic tones, flatted tifths, diminished arpeggios, and blucsy phrasas,

| | |
Ll




Class 5 All mostifs with a highly rhythmic quatily. Stephant is particu-
larly fond of using serings of repeating tripleis. Also commirn s the in
sistent, trumpet-like, hammer-on tick,

CLASS &

ah

58

5L

All the motils, a5 they appoarn in 102 transcripLions,
have heen isolatad gnd fisted. In the analvsis of each tune, Theee is 3 list
of the type (2B, for instance) of motit and whewe i@ appears in Lhal par
ticular transcription, Keep in mind Lhar these molils may begin at dil-
ferent intervals than notated and that they may only he ragmenes of the
matit which is listed, but nonetheless, they are integrally relaied.
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ReAdING A

TRANSCRIPTION

A& transcription of an improvised solo is very dif-
ferent from composcd music, Any improvising arlisl, makes use of the
full specirum of his instrument’s capabilities, including many sounds for
which there is no notation available, Therefore, the transcriber must de-
vise symbols to indicate the various effects which the player uses [see the
table below).

These symbols are useful up to a point, for one
may eventually run into the “accuracy vs, readability™ problem. | have
seen transcripbions which were devilishly accurate, but were not play-
ahle because of their complexity, The idea here is to head in the direc-
Lion ol “readability’ rather than accuracy. These transcriptions showld
bie used in conjunction with recordings as an aid to learning znd not as an
end in themselves,

The transcriptions can be mast valuable if used in
this manner; first, listen to the hreak a couple of times until you have a
guod idea of H's structure. Then, listen toit again and follow along with
the transcription, Do this a number of times, so that your gar may com-
prehend the more ditficult passages. Finally, take out the fiddle and play
Lthrough the transcriplion wes e sfowde. Hopefully, this process will help
wou absorb sorme elements of the plaver's style which can not be trans-
mitted through a transcription [tone, articulation, siress, and other cru-
cial aspects of phrasing).

All 2ighth notas, unless atherwise indicated, should

he plaved with a swing Teel. f
- - — .JI

Bowings are based on whatever | could glean from
recordings, combined with hours of watching Stephanc closely, 1 can't
claim that they are totally accurate, but they should help give you the
proper fecling,

Let’s begin Lo examing the styles of our six vio-
limists. Whal we have here arc two choruses al the bloes by each man,
transcribed from various recordings and placed on a large stall. (I'm in-
dehted o John Mehegan's incredible hook foes Rfvihen and the fie
provised Line published by Amsce Music Publishing Company  for
this idea.] This approach enables us to compare gach player’s use of mel-
odic rhythm, and Lo see, ala glance, how they shape thoir phrases.

1 Eddie South ("kddic's Blues™ — iongofogie &5 EMI Pathe CO54-
160051, A pood example of Rddie’s deliberate, almost operalic siyle.
Motice the laroe, ravishing phrases and the slightly romantic rubato. Ab-
senice of blue notes, sparing use of slides. Covers most of fingerboard.
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2 Joe Venuti {“Blucs for Nohady™ — foe Venuti i Milos Durium msA
TT277). Highly declamatory, strong, almost mean. Heawy tripler feel,
many slides into flatted third, Matted seventh. Joe often used arpeggios,
especially major seventh ones. Eighth-note passages often lead 19 long,
sustatned notes in the higher register, remingscent of some clarinel play-
ers, Fowerful detaché bowing, knowledgable use of douhle stops,

1  Stephane Grappelli (Blues in the Dungeon™ — 57 Smvdf Everest
F5 238), It's interesting to note that Stephane has recorded duo albums
with all of the violinists under discussion. Both Stephane and Stuff's fwa
choruses come lram this valuable Everest rerssuz,

arophanc heging his first chorus with an elegant,
highly melodic statement in the best “storv-t2lling” farz tradition, He
gradually  increases rhvlhmic movement and melodic embellishment
while continuing to keep up a pretty consistent use of slides and blue
notes. The second chorus beging with an intense Faffng-dlowsialalts
riff which illustrates Stephane's deht to Lddic South, High position wark
and emphasis on the flat-five lead into a forceful ending, emploving par-
allel fifths,

4 Stuff Smith [V'Blues in the Dungeon” — Sl Smith Everest 5 238).

The most important aspects af Stuff's stvle cannot
be illustrated adequately through music notation. You can’t illusteate his
incredible sense of swing, hoarse tone, wide vibrato, subrtle phrasing, and
uhique, jazz, expressive intonation. Since his plaving vonsisted mostly of
these incffable characteristics, |'ve not devoted very much time Lo him in
this book, although he certainly was one of the gianis ol joes violin.

Stutf spoke the blues language most convingingly,
and his two charyscs emnloy spills, slides, and anything clse that could
help him achieve a pulleral, human sound. SLWiTs message comes not so
much through the harmaonic substance of the break {he slides into the
Tlatted-third  thirtv-nine limes by my counl) as through it's powerful
rhyehmic content. All 2ighth-notes should be swung heavilv.

5 Svend Asmussen ["Timme's Blues” — Vinlin Summde MPS 5C 064
61227)

This has alwavs been one of my favorite improvised
viclhine selos, The placement of accents and stress points in the liest cho-
rus are so odd that | often think the rhythm secticn and Svend are in
two different places.

Asmussen plays ina manner dictated by his agsthe-
tic, tompositional benl, not so much by vialinistic considerations, He has
an obvious command of bop vocabulary, and his bowing has a strong
horn-like inflection, Svend plays with a sophisticated over-the-bar-line
feeling. Motice how he waits o measure before beginning his solo and ex-
terds il by Lo bars al the end, This break is not a very demanding one
tcchnically, but it's extremely satistying musically!

B Jean-Luc Ponty [V'Sniftin’ the Blues"  Ler Grandes Viedindite da
Jazz Philips 6612 033}

Ponty, in these two searing choruses, demonstrates
his complete contral of the harmonic material in modern jarz, He has
made a successful transference of bap and post-bop (Coltranc) language
to the viclin, He uzes the higher, extension intervals of the chord (7,9,




11, 13) and many implied passing chords, including altered @-%7-1 pat-
Lerrs, The sule contains 2 tremendous amount of activity, both mhythe
mically and texrurally; held notes turn into double-time nassages which
then give way to carthicr, bluesy nhrases in weird double-siops.

Fonlyv's sound here s Miles Davis inspired—dry,
averbic, with no vibrato. His immaculate control of the bow doesn't
fafter, vven in Lthe midst of ultre-sophisticated compound rhythms.

At Sl

Fellie Suath




noratioNal symbols

()

ar

i

[

ULy

L

Slde. -
stide into note from slightly bedeess pitch.

Fall ooff sr spil|—
side down trom note oo indistinet pitch.
fean als oe used zs Ul up' 7 or

Galissaancl o gliss—
siide, up ar down, from anc to another.

Bemd—

aslight dip in pitch immediately fullowe:d
b peturs Lo (he cipinal pitch; o "da-
on-wah™ sound.

Ghost{ed] or swallowed note—
# note with rhythmic valuc but 2n im-
plicd rather than definite pitch,

Sag—
rabsa, ar lower, piich o (he general
viginity indicated by die ghost note.

Trill—-

a rapric alternation between the written
note and the picch abowve, The upper nite
is the nexl scalewise Lane unless other
wisg indirated by an accidcntal or a nae
hzad in paraniheses,

Shake
wide, hystericzl wibraca.

Mo shewuld sound quarter-tone above
or below pitch indicsLed,

Fassape indicated is just a peneral ap-
prosimation azd should be approachod
with vaistion,

Lef-handgd pizzicain.




— analysis of six jazz violinists
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iTdONT
VIEAN A THING

(if T AINT GOT THAT swiNg )

Fxcuse this ludicrous scenarie, but it | were being
ralegated to a deserl island where there was a steren system, and could
lake only one jazz violin record with e, | would without hesitation
choose Vinlin Swarmds, This alburn is the chronicle of a concert. which
ook place in Basel, Switzerland on September 30, 1966, with the parti-
cipation of Stephane Grappelli, Svend Asmuossen, Jean-Luc Pontv, and
Sl Smuith. (For more infomnation aboyt the penesis of this recording,
see the Ponty interview page 120 ).

Each one of the fiddlers has a chance o blow on
this familiar Ellinglon tune, and it’s a perfect opportunity to cnmparc
oeir stvles, Stephame, boimg the older statesmdn of (e o, commes op
firsl. His vwa bird-ike choruses capture the excitement which he, and all
the other vielinists, were experiencing. Grappelli uscs motifs SD{measures
19-20 and 25-26), 2B {measure 35), and 3B {measures 52-54).

Sieph passes the baton to Svend, who plays two cho-
ruses that amply demenstrate his mastery of swinging, bopish, mainstream
jace, Svend's lines are highly svncopated, horn-like agnd decply satislying,
from a jazz point of view, His Lechnigue is so good and very much appro-
priale 1o Lhe sivle that you're not aware af this being “violin'' jacx, but
ralher jaie which happens to be plaved opa vialin,

Wheareas Grappelli's tone is light, airy, and fluid,
Svend's sound s reedier and more rugecd, His bowing has the bile and
rhychmic acuity of Stuff Smith combined with the ability o swing tven
the most harmonically, thorny passages, In cantrast Lo Grappelli©s rivers
ot flowing cighth-notes, Svend will ofien grab<on te one note and toy
around with it rhythemically as in measures 97100 and 107-1700 A simi-
lar deyvice is used in measures 121123 where Asmussen, in the best
Sonny Rolling fashion, latches on o the suspended fourth, C natural,
and punches at it [rom different angles.

Mexl up W bal is the young |ean-Luc Ponty, only
Lwenly-Tour at the time of this recording, Panly has said that ke felt this
was an apportunity o burn,' (o show his elder colleagues what he was
capable of daing. Well, “burn' he most certaindy does! TCor my money,
this is the most terrilyving and intense acoustic jazz violin solo over cap-
tured on wax. The manitold factors which make this bieak so exciting
include Ponty's Lot and ravishing technical contral of the fiddic, his
complete absorption of late bop and early Coltrane langoage, ancd his
own palpable agilation.

Before we proceed any Turther, | should point out
that there are & number of places here where Ponty employs the John
Coltranc sheers of sound Llechnigue, a wild flurry of notes used more as a
gesture for effect rather than for any specific musical contentd. ['ve in-

1




dicated these measuies by bracketing them wilh derk lines; in some
cases 1've extrapolated a phrase which is senically simitar Lo what Penty
plays, bul muost of the time Pee just indicaied the general pitch area that
he covers. I all of these gases, howevar, the dark black lines mean, o
paraphrase marathaon Coltrane transcribes, Ancrew Whire, "watch out!—
Lthings get hairy 1™

Fontly, although he had only heen playing jazz for
four or tive vears at this Lime, had completely revamped his violin Lech-
niyue Lo accommodate his jarz ideas, He abandoned the use of vibrato
altogether and began o play with a dark tane, all steel and ice, which
was the violinistic caquivaleni of the furd Coltrane saxophone soungd.

There are & nomber of detectable influences wn
Fermiy's immros s doomd! $tida. Tire most ovicems ames ane bebogy, Colivane,
power rock, and contemporary classical. The bebop influcnce mani fests
itself st strangly in medgsures 141-153 and again in measores 177-181,
where Ponty cmploys flat-nine arpegpios, superimpaosed §i-Y-1 patterns,
and generally stresses the higher intervals of the chords, In measurc 19
he plavs a descending diminished scale, which is another favorite bebop
device.

Besides Lhe periodic sheets af sagng, Coltrane's in-
fluence can be heard in the unrelenting intensity, both chythmically and
structurally, of this break, A rack Teeling is imparted through the use af
power licks such as the serjes in chromatically ascending triplets in meas-
ures 192- 196 and again in measures 205-209.

Ponty himself has suspested thal he was intfuencod
by rodern classical compasition in both his improvising and his compos-
ing, It's most evident here in the form of repeating rhythmic mulifs,
These phrases generally stay on anc pitch and Lhey are all three bears
long; a simplificd synthesis would vield this figure.

InEcrest s penerated as these three-beatl figures
maove through the four-beatr bars and the emphasis shifts—

Ponty hegins his break with this device {measures 133-
140 and subsequently employs it in twao other places (measures 200-2035
and 209-212]. Similar, byt less archetypal Torme of the same idea are
found in measures 153157, 169171, and 155-180,
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— oh, lady be good 1

Here we have threg-and-a-hball breaks on this prien-
nial swing favonite. The irst two [(Grappelli and South) are from a clas
siv. 1930 recording in which three violing [Michel Warlop is the third)
plav the melody and trads breaks. Scephane beging bis break as smooth
as silk and very relaxed. Althouogh harmonically simple, a (3 biues scale
with perfodic chromatic alternarions through most of the bieals, this solo
has an implacable sense of logie and line which makes it a classic,

Grappelli creares great thrust and mormentum hers
by anticipating chord changes and impravising off of the now choard be-
[evre it is actualiy played. This is espacially noticeable in measures 16, 20,
and 24.

Srephane doesn’t belabor the alarming cheomalic
passige in mezsares 7oand 8 He lasses it off rather fightly, making it
clear that his destination is to the open D on which the phrase ends.

The nilfiy seventh-laden phress in measurss 271 and
22 has hecome a staple inany hot bloegrass Tiddler's bag of tricks. An-
other effect here which has been ahsorbed by country fiddlers is the
"hwsterrcal™ vibratowhich Seephane uses on the high [Din measore 27,

In direct contract to Stonhane’s consinually mow.
iny cighth notes, kddic South enters with a restrained, secure, and power-
fol break, His disjunct semse of thythm gives this break a recitakive-like
quality. Standard “South-ven®™ devices which are employed herz include
parallel fifths, descending quintuple phrases, a healthy dese of rubato,
and a biting attack wilh Lhe b,

Sl
1A meas, 16

1B moas. 23-4, 29-3]

— oh, lady be good 1
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= OH, lady be good u

Finally, we come to anc af Stephanes modern ver-
sions of the tune, this one from the delighttul Angel recording fafousie
Music ol the Thirties, with Yehudi Menuhin,

Stephane’s four-bar break takes us from the key of
O, {in which the vielinists have been playing the melndy as & hallad) to
G, the standard key for this tune, (Martice the nice acrave displacemeant
in the first iwo bars)

After a luvely reading of the head, Grappelli execules
1 triplet-laden, two-bar break (measure 31} signaling a rise in the tompera-
ture, He vaults into his solo with a chromatic, boppish lick in third posi-
lich. Owver a subsequent & minor seventh chord he plavs an outside vari-
ant of motif 20 {measure 41) which Lies intn a more conservalive phrase
ower a 13 scventh,

Menuhin plays 1 Havdn-esgue bridge while Grappelli
roenters with a trill and a funky, upper-ncighbor, arpepeiated ligore.
Aftar an unexpected detour to C seventh, Stephane takes it out on a vari
ant.of matif 18 in the last measure,

Marifs

18 3rd bar of pick-up

4M 3rd and 4th bar of pick-up;
13 .44

34 meas. 31

30 meas, 57-A8

— oh, lady be good i
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dinah

One of the classic jarr violin cuts of all time, {For
Stephane’s remarks about his fortoitous meeting with Eddie South, see
the complete Grappelli interview on page 22,

Eddie Scuth and Stephanc make perfect foils for one
another here, Stephane begins the piece, obviously excited. Alter Tour
hars of the melody he canne lonoer restrain himself, and beging asolo tull
af slides, syneopation, and tritone licks, Eddie comes in after 2 modula-
tion up to A-flat, This sole is really South at his best; smooth, inventive
and incredibly chopsy, Watch out Tor & tremendous amaount of rubala al
various places here.

We come hack up 1o G tor the rades, Stephane en-
ters tirst wish a phrase Tilled with South-crn romanticism, and Eddie ans
wirs him i the same vein, | his cat and mouse game goes on for the next
two choruses, and al Limes, i€%s very difficult to tell the gwo fiddlers
apart. As 4 rule, Stephanc plays langer lines of eighth-nates with bals of
slides into the flatted thirds and sevenths and much more of a driving,
swing foclinu, Eddie’™ lines contain less rhythmic motion, but employ an
cnnrmos amount of rubato and many guartes-note triplets, [0 addition,
South's bowing aften has a glodied stop attack, which is heard as a “ping"
at. the heginning of a note.

lhe last sis bars, are actually much crazier than
what's notated here, as Eddie and Stephane are plaving simultanerosly
I've just extrapolated the hasic line that each man plays,

Matits
1€ meas. 7-8 and meas. 70
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63

AITER YOU'VE
GONE

Flere are lwo versions ot this tune, scparaled by fosty
vears, The firsl version is from an incredible 1936 session in which the
quintet was joined by puest vocalist Freddie Taylor,

Sirephane, {wearing a mute) kicks off the perfaormance
with a perfuncrory nod to the melody, about three notes worth, and
then he's off. The entire performance reminds me of something that
Girappelli said tno jaze writer Whitney Balliet of the New Yorker, ©lmprovi-
sation, it is a mystery. Yo can wrile a book about it, bt by the end i
one still knows what it is. When | improvise and P'm in good form, F'm
like somebody half steeping, 1 even forget there are people in fronl of
mu, Greal improvisers are like priests; they are thinking only ot their
god,”

After Django's guitar solo, Stephape enters with his
offivial improvised break, sans mute. The first chorus has a swooping
fecling, with many slides on strong beats and a large number of phrases
which cross all four strings, Stephane moves up 1o sixth position by the
end of this chaorus where his pseodo-clarinet stvle passages carry us into
the last chorus. The atmosphere becomes prediclably frenzied, but Steph
continues to play with focosed legerity. His two-bar break on G {meas-
ures 48-49) and the E7/A minor passage (measures 54-53] are cspecially
delicious and Stephane plays here with frightening alacrity. Toward the
end, the rhythm besomes more disjunct, and Stephane moves back up
the neck where he ends his break on a high B, which is aboul as high up
5 R Cvor Bocs,

Char second break comes from a 1976 recording made
with pianist Georse Shearing. | chose this versian because it has a fooling
of bemused repose and difters radically from the barely contained hys-
teria of the carlicr version,

After a peculiar four-bar break, an older and wiscr
Stephane, does not hesitate to play the melody. The band stops playving
for lour bars an a G chord while Grappelli outlines a C diminished seventh,
an F diminished seventh, and finally a G seventh {measures 17-20).

The sccond chorms beging with a relaxed, bluesy,
melody-cerived tigure which eases into eighth-notes (measure 21 and
ont, Aside from a few Matnine phrases (measuses 54 and A3)Sieph plays
it pretty sate here, meshing in nicelv with the conscrvative Shoaring
sound.

Marits
4C meas. 13, 15
A4 meas. 33-34, 54.55
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SHINE 1

A perfect example of Stephane and the Fovs making
"eitver out of schiock," The ariginal “Happy MHegrn® Ivnics are sung here
by Freddie Tavlor with his tongue planted fiemly in his checok; alternate
Ivrics were soun o be written which began, “Shine away wvour biucsics,
right down to vour shoesics,™ desprte protests lom the Ameicarr Socie-
L for Preverndion of Craelty fo Lohgouoage.

[Hanegw and Stephane dide't speak o word oF English
al Lhis time and were blissfully unaware of all this, The melody, the
chiord chanpes cspecially, are greal Tor improvising, and evervone scunds
25 it thev're having & swoll time, Alter a hroaed stalement of the melody,
Slephane returns with a rhythmic figure reminiscent af his second
catrance on CATer You've Gone' from the saime session. His first chorus
containg a lot ot rapid-fire sixteanth-notes (ton fest to he swung) inter-
spersed with noles of leoger duiation which he often slides into.

The second chorus beging with a declamatory phrase
way up there inosixlh position and as the cermpesature continues 1o riss,
Stephane's phrases become more jagged and chromatic, Also notice how
he anticipates some of the chord charmges by as moch as two bars {a
technique which was popularized much later by guitarist Charlie Chris-
Lian], &tefll repeais o rising scalar motif, three times as a signal that
wa're near the finish line. The last few bars swing like crary, leading into
a sustained clarinel-like ending, B!

Madifs
14 micas, 24
|B meas. 30

SHINE |
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SHINE 1

The sarme tune, forly years later. This 5 2 perfect
cxample of how Stephanc's sense of rhythm has become more and more
relaxed as the vears have gone by, Here he tloats cttortlessy through the
chord changes and cver the bar hines, spinning out endless runs of eighth-
notes,

Harmonically, we can see thal Siephane has heen
kegping up with the |oneses, Parkers, and Gillespigs. His use of chord
substitlutions has expanded greatly. In measurcs 15 and 14, aver a G
seventh chord, he outlines B-flat, E-flat major seventh, C-sharp diminished,
and Ok

A muysical reminiscence of 14936 accums in measure #49,
where he invokes the spirit of Eddie South by plaving ong of his Tavorite
Ffafling-dowr-stais licks.

Maorits

1C meas. 25,334, 47-8,
56-7, 64, 91

1B meas. 30,345

4A mueas, 51-2, 57-8, T2,
a4

24 moeas. 35-6

3C meas. £5-9

SC maeas, 26-T

— shinen
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i've found A
NEW bAby |

Qnpe of the classic kor-minor swing tunes, This first
virsion s franscribed from s deal pecording by Diapgo and Stephane,
(Other Djangn duges in the book include "Baby, with Stephane, and
“Sweet Georgia Brown,™ with Eddie South.]

Stephane and Django weie 3 world unto themselves
when they plaved wgether, Djange's uncanny backup puilar created a
full and varied counterpart which inspired Stephane to reach new im-
provisational heighis.

Hoere s g geod exgmple of the carly Stephane think-
ing on hiy feet, The duct fum gives him a chance to streweh out (Tour
choruses as opposed Lo the cuslomary one or two} and allows os to see
what a lireless improviscr he was even at this early daie. Notice the
slightly reedy tone and rélatively short phoase lengibs (which changed
weith the passage of Lime) and Lthe Usc of notes in Lhe ypper reaches af Lhe
E string for dramatic effect {which hasn™ changed).

Muotits
dB meas 37

i've found Anew baby |
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i'Ve founda
New baby 1

Again we have [oor chorgses of Grappelli on these
changes, with the addirion of thirty-odd vears of praclice, and, boy, if
showe!

Fven at the very fast tempe which Barney Kessel sots,
Stephane manages 1o breces throush his snlo, constrocting lang, arching
phrases as if thore wore no bar lines to sworry about. Modern relinements
ot the Grappelli stvle include 4 warm, round tone, increased rhythmic
subldlely, and an increased use of motivic improvisation.

Motice the use of harmonics Crreeasure 77} and the re-
tention and employment of & molf wied on the carlicr version of this
tune (46 —measures 9, 98, 107].

Muodiis

A0 meas. /9, 98, 107
3B mueas, 83-54

AC meas. 101

S0y meas. 105- 106
34 meas. 111-112

i've found A New baby i
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Ve founda
NEw baby

Yiolently swinging Tiddle playing! This is the first cut
from an extraordinary album by Yenuti with Zool Sims, foe and Foor
{Chiarosuro CR 128). Joe’s statement of the melndy establishes him
quickly as a man you wouldn't want to mess with in a dark alley. He
slashes away at the most important piich in the melody, A, and its lower
neighbaor, G, as if possessed. In measures 17 and 18, Venuti uses a throe-
note rnythmic parcrn, SOTMETIME wWe' ve Oscussed elsewhene, {Bee the
analysis of Ponty’s VIt [on't Mean a Thing™ and Venoti's “Undecided ')

In response too 3 guesfion about improvising, Mr
Venuti once told me that he used his firs Tinger like a capo, What he
meant was that he placed his linger on the most important pitch [tonic
of temporary tonic] which delineated a full octave of that particular
chord. He would play across the strings, within that oclave framework just
a8 a guitar player would. (This is in opposition to the classical approach
of shifting often to maintein the sound of one string.) This technigue of
Venuti’s is guite evident in this piece especially in measures which in-
clude the high F, [played with the pinky in #ifth position). I is a very
good rule for improvising on the vielin, and | guess we can call it “Ven-
uti's Constant'': stay in position whenever possible, and play across the
sLrings,

What you soe as the bridge of the last chaorus is 3 very
logse approximation of whal was actually played; Joe and Zool were
walling simultancaysly and | had a tough time welling them apare.

ive found A new baby m

Joe and Zool  cHIAROSCURD CR 128
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SWEET GEORGIA
DROWN |

It this had been the only recording kddic Snuth had
left to posterity it would still bave been enough 1o insure bis position as
ang ot the immertals of jarr vinling The dark, throaty tone, power Tul
bow attack, ard uncanny chythmic ideas are all in #vidence throughout
thiz duet with Dijanga.

South had a2 unigue improvisational style, the hall-
mmarks of which inchade octave displacement [measures 3 and 39), the
insistont repetition of & particulzar pitch, with myriad changes in the
rhvtha and approach tones (measures 13, 23, 29 and 30, 37 and 38, 45
and 46, 49 and 50, 33 and 34, 63 and a6 and popping pull-ofts which
involve The open string (throughout),

SWEET GEORGIA DROWN 1|

Ofargologde B 5 EMIFATHE G054 Ta0ns

Bernie, Finkard, and Casay
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SWEET GEORGIA
bROWN I

his recording and others from the same period, are
ample evidence that Stephane and Djangoe were acurely aware of the ha-
bap revolution and iCs Tortheoming chanpes in mosical language, On
their recording of “What Is This Thing Called Love™ from the same ses-
sipn, they insert & lengthy unison quote from Tadd Dameron's ''Hor
House,™ & Tavorite tune of Charlie Parker’s which was only 4 Tew vears
ald at the time.

Slephane states the melody hers using a Lightly-con-
trollcd howing, |t also sounds to me as if he's playing with a mute, somae-
thing he dicl often in the fage forties.

The break is very happish, and makes woanderful usc
of apace. The highly chromatic measures 26-27 contain a deceptively dif-
ficull wedtb-op lick which leads inlo a heavy triple-laden passage. Meas-
ure 32 has a fifth to third position phrase which is 2 farerunner of motif
2B.

The last chorus has, among other things, lois of
ninths, more friplets, and an unexpectesd trade with Django. Affer a
lingl Mirtation with the melody, Grappelli kes us oul with a lenpthy
ascending chromaric run.,

Miariix
44 meas, 25

SWEET GEORGIA DROWN Ii

Digngodogie 5 7 FMEPATHE G034 16007
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baby

E— A nice, rarely plaved standard with an "l've Got
Rhvthrm " construction is the scenario for another Dianga/Siephane Juet,
This is trom a transitional period in Grappelli's play-
ing, maore sophisticaled than his earliest recordings, vet not as lush as his
mudern slyle. Stephane uses a lighter atlack with his bow than he had
previously, in order to cxecule his sixteenth-netes in a more fuid man-
ner, Rhvithmically, he s more relased and swinging, and harmonically
mere adveneuraus, T here is heavy use of chromaticism throughout, and
some new and inleresting arpeggios: augmented (measure 40}, major
seventh (maasurs 11, and Flat nine [measure 86).
Additionally, there arc a Int of unusual licks here,
particularhy the Laoois Armstrong derived phrase in measures 104-107.

baby i

Pinngalingie 9 EMIFATHE Cird 1400
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undecided |

This simple litlle melody, and its attendant set of
standard chord changes, have proven to be one of the most durable of
improvising vehicles. For vour pleasure and perusal we have four breaks
on this tunc; an carly Grappelli, two modern Grappellis, and a middie
period Venuti.

Our Tust version comes froma 1939 Hot Club Cuintetl
recording where puest vocalist Beryl Davis does her hest to imitare Ella
Mileserakd, Stephane playvs 2 licdle break, just thres-guarters of 4 charus,
but it’s archetypal swing fiddle all the wav. Mot anly is this break rhych-
mically propelling, hut its harmanically saphsticeted to hool Motice
measures 3 and [3, especially where Grappelli outlines a G seven flat-
nine arpoegein over a 1 seven chord, Quarter tones ane cmployed B0 e
places; first in measure 11, whers Steph plavs a noce slightly below B-flat,
and then again in measure 21, where he achicves a clarinet-like offoct by
alternating between an E-matural and o lower neighbor o guarter-Lone
away.

Mertid
S0 meas. 7

undecided |

Farislan Swing GNP CRESCERDE 9002
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The next two choruses are from a pleasand 19771 oui-
ing entitled Afternoon in Faris, They are included because of Stephanc's
genteel reading of the melody, with sublle alterations at the 2nd of each
phrase, and tor the unhurricd improvisation which follows,

Mol

1B mueas, 15-16
A0 meas. 23-24

3L meas, 33-34

IC meas. 37-38, 61
3A muas, 5(-52

undecided u —
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undecided m

In sharp contrast to the Tormer, rélaxed version, our
final Grappelli break on this lune s incendiary, It7s taken from a 1969
recording with Barncy Kessel, where Steph plays three burning charyses
without a let-up.

Here again we can see Grappelli's use ol motivic
improvising as a device Lo keep the heat up on a high speed tune. This
bireak wses far more of our classitied motifs than anything clse in the
book, but don't be deceived; Grappelli's not just plaving licks. These
muatifs are the building blocks of Stephane’ improvisationzl stvle, and he
ises more of them hergé because he has that much more to say. They
generate one another in @ kaleidoscopic manner and if fur some resson
they daon’t, Steph will latch on to a meladic fragment, repear it a few
timas, and turn that inue & new motif,

At one point, things get sa wild that Grappelli and
the rhythm section termporarily part wavs, This happens around measure
&1, and things stay slightly out of sync until the C seventh chord at measure
£7 repairs the schism.

Matits

1A meas, 2-bar pick-up,
35-36, 4041, £8-69,
7476, 94-06

1B mcas, 91

1 meas. 3-6, 70-71

24 meas, 12-13,92

2B meas, 14, 33

20 meas. 53-55

3A meas. 1920

3B meas. 66-67, B1-83

44 meas. 11-12, 3738

4C meas. B-9

5B meas. 3334

SC meas, 43-44
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Livmehouse Bles srksL-173

Shavers and Fohkin




L=

L 118

glizs, Swi




iy

undecided v

foe Wenuti had a big band for a short while in the
farties, and his break an "Undecided™ comes from the only available re-
cording by Lhis aggrezation, [oe has a long history of playing in bands
with lots of horns, and he really knew how ta lean into his bow to pro-
duce g sound as big as all outdoars, On those old Baswell Sisters ar Paul
Whiterman records |oc can be heard, not yel amplified, clear as day,
floaling an tap of the dense orchestralions,

Wenuli's improvisational approach to this tune and
his style in general, could hardly be more different than Stephanes.
Although his is & gross generalization, we could say that where Grap-
pelli is “Mr. Melody ™ Joe was “Mr. Rhythm." Venuti was a power
plaver; an uhflagging swinger. oo could make the chandelier swing,™
a farmous harn plaver once remarked.

In terme af his harmanic cutlook, Venuti deall most-
Iv with arpeggios, hroken chords and other vertical structures in the same
way Grappelli uses melody and a linear approach in his improvising, This
characteristic of Jor's playing is evident here, He enters with a trumpet-
like triplet sendering al the tonic chord which lurns into 2 three-note
thylhmic pattern on the same arpepgio. As the pattern moves through
the four-beat measores, dilferent notes are emphasized and a highly svn-
copated MNpure is the result,

Ex: Ve-nu-ti Vola-ti-Ven-nu f-Ye-no-tifetc:

For a longer discussion of these rhythmic patterns see the analysis of
[ean-Luc Pahly's sulo on It Don't Mean 2 Thing (I iL Ain't Gat that
Swing]."

This rheythmic pattern becomes a mini-molf as vari-
ants of iLpcour at mezasure 12 and again al measure 27, Another standard
Wenuti device 5 his use of high lessitura clarinet-derived lines. These pas-
sapes occur 4l measures 5, %, 17, and 25, In measure 20, Joc stides up to
the natural harmonic two octaves above his open A string, moves over Lo
hiz 13 string ro play the same harmonic there, and slides down apain.




uNdecided v

Jog Veruti gng his Hig Bamd

Lilal 136 CRA RCCORDS LF 1RG0

Shavers and Rohbip

- \ 2 ! i e
1 P i e M i-r;"l-h'pa

=

oz




— Alabamy bound

“Alabamy Bound™isa good example of Stephane burn-
ing it up at high spceds, After a secure starement of the melody, Grap-
pelli leaps into his first improvised chorus wilth one of the hottest fwa-
bar breaks 1've over heard him take, This little phrase consists of an as-
cending diminished arpeggio connecled fo a descending  chromatic
suale with & nice, 'Look Ma, no bar lines," teeling.

The solo itself is 4 breathless, headlong rosh of six-
reenth noles with occasional pauses for Stephane and his listeners lo
citeh their collective breaths.

Stephane maxes use of motivic improvisation at a
number of places here, (always a good device on very up-tempo tunes).
Beginning in measure 46, measure 30, and again at measure 54 in cthe
first chorus, and at measure 75 and Lthen measure 83 in the sacond cho-
rus, 4 motivic germ is developed into an idea.

Metils

400 meas. 31
20 meas. 45
3B meas, §3-4
1B meas, 93-4

— alabamy bound
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SWEET
lORRAINE

This is not a2 ballad, but it's the closest we come o
ane in this book, Stephanc states the melody freely, virtually floating
aver the har lines, Groppedls furetonics appear at the end of measure 24,
Shortly thereafier, Stephane glides smoothly into double Lime, ai the
pickup to measurc 30, The second chorus has great emotional intensity,
with high regisler plaving and more douhle time passages which start at
tneasure 37 and go 1o the end.

Srephane execufes i dousble-goink over the first
beat-and-a-halt of measure 46 [no, that™s not a ballet dancer's move).
Fhe realization for this B-flar should be dg-na-ah-aa-of.

Marils
1B meas, 11
44 meas. 15, 30

20 meas, 30, 31

SWEET lORRAINE e
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| CANT
believe 1
THAT YOURE iN love with vE)

This lowvely standard scems to have become one of
Stephane’™ favorite funes within the last few wyears: he has recorded it
nurmcrous times and olten apens his scts with i,

I'vie chosen to include twa modern versians of the tune
which are very dilTerent in character. The first, from the Angel recording
Jolousie—Meusie of the Thirtfes, could be thought of as the tight version,
whereas the sccand From Ley Crordley Violinisiay oo Juzz s the loose one,
A gualitative difference in rhythmic feel is responsible for the contrast
between the fwo vorsions,

Ihe temna of the tirst version is fFaster than that of
the second; this element, combined with the motion of the rhythm
section, causes Steph tao play on top of the beat with an energetic, driv-
ing approach, | kroughout his two improvised choreses, Stephane sounds
as if he's straining af the bit. He danleashes a torrent of vigorous cighih-
noles and fripletls which come o rest only in the last beaotifully con-
structed measure. Watch out for the ascending E cleventh arpeggio in
mcasure A9 and the artificial harmonics in measure 24,

Meredls

SA meas. 37-38

44 meas. 39, T2 E6-87
20 meas. 42

2H meas. 4344

SB mueas, A5

14 meas. L4645

1B meas. 60, 85, 93, 94.5
AC meas. 7374

TOM




= i CANT believe 1
(thar vouRre in love with me)
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| CANT
believe n

(thar youRre in love with me)

The tempo of our second version s slower, ihe
rhythm section feel is funkicr and Stephane plays behind the bear with a
lacanic swagger. Grappelli plavs the melody with such convicrion that
ore can casily Torsel that bar lines exist. He then launches inlos twa har-
monically adventurcus choruses which emanzte grear jov. There is free
use o rubato here, and many phrases have 4 guarier-nole ripled feeling.
(Be caretul of the ane in measure 45 which crosses the bar line) The twa
measures beginnimg al measure 57 are an o indecipherable Blur of notes
and, as with similar passages in the Ponty transcriptions, vou should [isten
to e recording untl vour ear becomes acclimaled 1o the sevle.

The improvisation in the second chorus Becomes
stightly more heated, with Torays inte the hisher registers, However, Grap-
pelli conbinues e mainlzin the seamless guality established earlier on,
Toward the end, he throws in some uncharacteristic bebop phrases,
heginning with a flat-ning arpeggio in measure 57 and including & frag-
menl of a diminished scale in measure 90,

Mot

160 pacas. 249-30, 61-62
3C meas. 37-38, 75
SH meas. 6586

I A meas. 67-68, 72
1B rmeas. B85
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Lox Grandas Violinfsres ofe Joss  PHILIFS IBES12-054

Liaskill and McHugh

L}_.p.l-:i%hT 1925 by MIfls Musie, Inc. Copvrigil renewed, Used with sermisslon. Al rights
Tid Faservetd,
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SWEET SUE

“hweel Sue! was one of the Taur tuncs that Stephanc
and Djarge played an their fisst recording sesaion in 1934 Tor Raool Cal-
dinne of Uliralox. [0 anly fitring, then, thar Stephane should have re-
corded it again on his Homage o Ovoego albom nearly forly vears later.

Cnce again, the moadern version af an alder e il-
lustrates Stephanc's jncroasing fendency Loorelax rhylhimically when he
plavs and incorporate new hammonic ideds.

Cirapoalli's plaving on this cul s asteneshing!y relased
and fluid, one idea generates the next with ahsolutely no sharp cdges.
N he movement is like water vou see, vou don't know where Lthe waler
apiy, | always visualice that”

Stephanc plays two graccelul choerses in T beflore
Marc Hemnaber's giana selo. He geenlers with a Do octave  ascending
scale, which leads into a mativic phrase based na a descending suspoended
minar seventh, o messare 87, there's an E-Flat ciminished arpeggia over
a D chord, and subsequently, {at measure B0} a “Parkerish™ phrase cm-
ploving the sharp-nine, flat-nine altemation.

The final charus kicks up to G and linds Stenhan
gxplaring rhe higher regisrers of the Tddle, especially in measores 718 and
T4,
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SWEET SUE
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DONTY
INTERVIEW

[can-Luc Panry s larzely responsible Tor the renais-
sance of ja2z violin, Born Seplember 29 1942 in Avrapches, France,
Fonly begen Lo study the vinlin at the age of five with his Tuther. At Tif-
tean he entered the Paris Conservalory and subsequently graduated with
that arstilule’s Premicr Priv, It was around chis time that Ponty foll
madly in Bove with Jace. Althoragh a brilliant classical viokinist with a
secure [ubgre ahead of him, Jean-Luc opled instead Tar the precarious
lite of a jace musicizn. In the following interview he describes how he
dccomplished this diffioult crossover,

Matt Glaser: How ofid voo make the fransition from classicdl music to jozz ?
lean-Luc Ponty: Ar &st £ vy ploying along with afbums aof Grappcili
wnd wiier g few months [ dfcovored Sl Smith—1 wear crary over
firn—he woy e mos! revalutionary; he plaved the vialio with s mach
punch, Grannel aad SR ware sy fest Peo RERcEs.

MG Wit waas pobic st expasire to bebogp?

JLP o o pffum Dy SRE Seath whees e was vecompanied by The
Owcar Poterson [rio, foed, §owds Ssionimg oy mocl ro scoe Peterson s
sofes oy £ owas to Sl and momna Bowias freing to play those ficks o the
LM,

Jewr Lo Panss

T2




MG Ao old were v ot BRI Tine? —
ILF (7oK,

MG FHlud pow mes Srenfigoe ol [hiv imed

ILP Moo Let mie go bock o Serle wavs, | was o stodent of Mre Conserea-
toire du Musique o Pacds viandVim clisado ol winting AT 88 sorme Gime | wags
eopfeng 1 ar arngdeor fapr ind af o foce podvrechee fosditeie, T juis
Ao pecded o clgrnet pluver omd | played clurinet 387 thid insinament,
after e pidgro. [ owent gown Hiore Soe tae fun of i because | didn't
ko wihial fore wags abowd we What B, [ Broughe shat classice! music was
e crll FEriows mwsic—{ Thaligfld o Larare poca i wold Be gs g cor-
ductar. GEtiog my wiofln degree was fo fe o Sest sfen— e | owonded to
My vtemprsition and condocting, 5o, § dida't it Exoctiy witgr jozz
rwant § sard of eguated pog rosic with igzz | didn 't Enow (e diiTere
ence. Well, thar band leoghs me the ppdiments of Jd22 thot imaroisg
ffent wed® vulved in e Dauwc rwdles af the juzz disoipiioe 1 lsgrncd fiow
o folfow o fume, Ao fu imoreds2 ob oiord changes,

£ vy gong Fere aRce ar Padcf o month on Surdor) we 'w plav for poe
tigs opp wleRends, I wos g fred? for ma Lo g oot G Beet ginls, fo gef
dul o the cldssical conservarory aimospiece and fo porty

e goy Fogor @ QiF o o clessioal Vol e smalt S8 e Dive sonth of
Frarmce! 1wy o play @ sosais o the mdio otd @ concerta with ihe oca!
avchesioa. O Satirdey wighe there Dwas realiv bored’ and somenne fold
me HRE the New Orfeans clurinetist Afbart Nicholas wids plaving in o
forgl ofub. Sa Fowend with @ friend: § fod me wiodiin Decaose {9 just
gl andt Froe e gdg, Phat wds (e Sesr e P vard w Black Areri-
canr mpsiciun Nver Before RIS, my only exposore 10 ja22 way plaving
Cltirirel i BRaF Do,

dogat s excited 2agr §waented 00 g0 ansloge ond font withi them. At First
§ fhonght of gsfing the quy fo bocrows B clacined, but §oBnew tho
wolde 't e passibie, 0 f decddod (o ogo wn witho my vindia, which  hod
mever dune betare, 5o jarmmed wih She band, wit m o violin, and g
the time { fad pever feord af J0F2 viodin o Grgppelli or Sttt | owas
ghosr TO Gl iy time, | ogay s0 excited ang e wud @008 GO w0 excited
that of was o real thelfl, | e Aow to improviee o the meload)y of bosic
stonotard fase tanes) howaer, £ ad aevor done i oon wiodin ord the ex.
crfarnent It gereraled veas theiliing.

Phe hoidivader of the focal band who was backing e Michofes come to
e uitereards ang swid, CRAo are voond Where are pou froms T So ) told
Ao rhgt b owas @ powng classico lf'rlfmm stwdyving ar e Conses vatnry in
Paris. Mo soid, "WhyY don't you come fuomy hogse? 5o the rest dov |
wertt fp My Boove ang thiy guy 857 0 Juzs roefin mrogrann o he had
thousands of records, He hopd are enlive pack fobeded oz Viofin
thor's flow f fearned of Grappelli. Fodie Searh, Venadl, Sialf Saith,
After s incidend §owenr phrough ol Hre record sivres in Fards louking
fear pfbgres of jazz vislin 1 realized that i was somctfing that existed,
gven thotgh B had discovered 0 by accidend, | oreglized thul there were
mosters thol exivied W phal Gl So U ecied fo ged aihoms, bat they were
Berk sodce; I woy frorg! to get driy wibumy excent foe (he man) glbums
2 Gapappedi ond (ango Reiniordt and o few by Nrord Smiitdh
3o, f spted plaving olarg willh Groppell and St Smith albums, as-.
simifadivg teic stpies. Bod very F050 1w odivarted BV rrore conte

1



rary siple jocs, When [ heord Osca Petersan, vou Brow, from them on f
got irin Chlerd Brown unid e bebop school, and gimeas? six menths
fater | owas inte Miles Davis, Thereatter, § wanted to gl more fike Mifes,
Cultrane, and Charlic Parker than the alder stple vinlinisy,

That's when [ starred shaping my own sivle, inflluenced by kevboourd
plavers, o glovers ele § wanded (0 sownd GRe o trimpat or @ Ror,

MG T0d vaur fears specilic solos?

JLP Na, @ mever stedied o specilic sofe, fo oweide (0 dowe and trp o ploy
= never did Vhal inoeny e,

What | was dadng war farwning alnng with the afboms, Bul inviog to do
SOV ol S0Pas, IV 0w s,

Ar vkris time afavvicol prosic wos 068 el mmaind ottty iod fo mraduate
frowm scfroad g5 @ owas worling very hard on mye ofossicol sl was only
affer [ gradusted and gol my dipfoma that 1 tool off, free, and started
hanging out in farz clubs in Paric amd jaraming arowndl That s wien |
rolly sl fod Daleyg (Rvedved, mare gnd more with farr,

Dogerd oo engagemmerd righl away wER one of Hre Dest symoRony arches-
fras (0 Pacds, bor B owas s0l jomaning ar night i dhe foes clobe D eneon, T
wiis (stendog Lo atbums e crazy, Tt was the anfy way to fearn, | wonld
wake wr ang {isren fo alboms ol day long and play afong with thern.

Just By heuring (o pfirasieg ohd gocenfoation o mixiare of defocheé and
s which would ghve that behap sounag,

MG IHS vow experimend with specilic bowdags o see wheef) ones woald
CORRRLICate that stvle hest, oy aid it fust evndve natonally

JLF £t wowy modaral, £ ol 't trv o analpre the techrigoe— o gy, "ORay,
P'm ogaing to practice these Aowdngs™: 1 just pluyed along with recards
ard fet i core mararally,

A Frst 08wzt T Rgtueal-—-all oy nodes were oo el ok e Bach,
There wasr't enuugh svVncopafion, [ was mnstle Ge jaraming wilh
professional jazzr phavers in Paris—a few goyvs who really joved me were
teflling me what wus wrong with my ploving—theyr were reol Ticnds,
When vou love somenne yoo wonl o concol B

Fowis gerting o fol of elleation, § would come fram my classival concerd
whare | owas plaping Stravingey and ol that mosic, wiich was pery im-
pressive o some jus? rusiclans, [ would came down to e club ond Ty
be gble to improvise—F Eoew off the rudes, 1 owads very owell received; |
woy fooked o ods g oddity. Mhere were @ few guws, Bowover, e or
rwia, whod say, ULonk, whal pou're dolng s fantastic, bur yon e spill
a bit clussfeal fn vour repthmic approach, ' and they'd point me in Lthe
right direcrion.

MG So. pour gogofsition af o jore language o the volin Cormie mostly
frar playing wiih other peaple?

JLP  Right, mare fram fve expedence, [ never foied fo apedy (oo mrech
ol e techuico! Browledge I wos only fater on, ance § od foond rhat
easiness gnd Fow wirth rhe bowing, thal T began Lo DRInk about whiat [
copld guplv of my rechnical Bnowiledge, to go forther and fo god mose.
dn 1873, for the first time in myp fite, §aid @ warkshop of o scfroo! in
Sal Lake G0p. Thow hod Jozz classes For stvings, they were a<king me,
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"How da you phvase bebop, whal kind of bowing da yvou use 7" wasn't
able to tell them becouse 1'd mever anglvred what § was doirg, Sor § soid,
“Dhuy, PN play end your ook gt 1t gnd telf me whol {'m deing, " and |
realized they that alf that bebop stple plaving was @ varfery of short slurs,
ftwo neles sliucred together), and o few detache strokes, chunging te vary
the accents,

f wowld soy that the first basic principle of bebap bowing, and this is
sarrelhing Gragpelli does g lof, & o sfur Tronr the offbear to the next
downhegt— Sl s w4 e s jdardeohdechdgah 3o you
fave that o fol fn bebop, but with mare variety af detache.

MG Al whot point did you mear Geappelii?

JLP  Very guickly afrer f started ploying sround Paris my mome came to
fris ear, fn fgct, o was Hirough the son af Diango Refnfardt, Ala was, fike
fis fatfrar, @ guitar player, although more modern. We mel and went o
friv coravan autside Pards and jurnmed. Being the sor of Digngo, e keot
cartact with Groppelli ond one doy ke rolfd me that Grappelli would like
e fo come gnd meat fim. 50 f did su, ond way very excired. Gragpelif
ook me fo g ol ond Rod me Jorn, and listened ra pre, He tald me T was
very talented, thal | hod an origingl stide gnd | showls gu en. At that
time | didn’t Rrow whether | should pursud juzz oy e hobby aor o protes-
stoer 1 didn 't Rnow whglt To expec! Tor mye fovure,

MG  What were Vour parent'’s feclings?

JLP  Fhep didn't know much abowd i ond shey didn't cave, 'd comg-
pletad my obligalions fowards them—[a gotten my dipfomue and secured
my future in classical music 0 P wondedl They sure had spent g fot of
money and sgoriticed their own fives, Beng from o smoll lown, they had
ta send mg o Paris when Fwos Giteen ang 1d anly see them three times o
year. 5o it owas of emationa gs well ay Woarcial sacrifice,

My father hod made a pact with me that | wouwldn'l touwch any other Bing
af music path Pd findsied mp closical stedies, Ies like he hod prophe-
sizag gt the time [ didet Grow why ke was saving thot, bl leier on it
récily happened,

£ was really pulled toward jozz more and more bul nevertheless | didn't
Enow whethetr 1 should loke the chance ard leque classical music, Bul
meating Grappelly, ard him relling me thal well thad really impressed me,
Coming fram Alm, wiho was an established, recogrized glart of the jocs
vighin, | buve siwayy apporecighed his felp; ha's boen greal.

MG Abow! (his lime pau were plaping with moinsiream jozr groups
aressing Paris?

ILF Yes, And [ wias colfed wbowt Curope, [ diad my first solo afbom
wifler | wos fwentv-one, it was calfed [ean-Luc Ponly— Jazz Long Playing,
The recard was very bebop. 1 played o few Charlle Porker tunes ond o
few orlgisaly By French jorr musicians, § fgve ane piece of My own o
thot recard. sometfing i 68 or 3/d—it way really geant-garde for jozz ol
that time, § wos su frod, techmically, out of te comservelory and | hod gs-
simifated thar bebap phrasing so welf, that Pm oseili impressed by thol
recard now. OF cotirse, Ji sounds ke g vourg boy fe mo—wher | hear
that record (85 like U'm lagking af g pleture of mysell when | was very




Voung, but, nevertheless, it was very gnad Bebop, I vy orosad Uils Hime
that § stopped wsing wWhraro, § war stering o Miley and Colirane and
wanted fa emdare Frones sound,

MG You mentionsd thar vew bad o composarn ol yoar ower oo dhol
G afoer, Hiid po boen coniposing o lod g ghtl that time?

JLPF  Ne, fhed wary coally ey Sesll o oweddl wBen Dowas voung T owonld
wlfe Gftle things far fuk, e o pigce in the stvle ol Mool ond o piece
For clacinet. When [ god indo Jaee T ook mie o whila Lo siard weiting be-
Cadse the soard’ was 5o Fresh ooy ears, The Frer piece oF mime thar
recarded woy v A8, bud  sowaded Ulee 404 Docawse Ue melody was on
the dotted quarter mates, If was sar af 9 pireicato duer with has where
e play g doulle siop avd Tire boss woudld play one dode so that wa'd gal
d cherd, [ was pratty strange.

Wher | reallv srorted comoosiog T had JiGcally plaviog v comgosi-
ouny with peaode Becowse A owas dfwdls an odd hlmber of bars, My
AleceEs were verl melndic with strange chard progressions Tor face, very
impeaesfonistic, ft might have g faurteen bar fnnm wilere mos? (a2 tunes ot
the timme were werp srnore, wory aven. THe chords wouldn 't mecessarily
chorge every Dor or cveck bwa bocs—Rey mdgh? change afier on oodd
mdembad o Dars, AN s was ool gftfrodgh T didn’t koaw &gt the
b, vhe oot ol e classioal rairdog. 10 was very Bard Soe rae Lo Breok
it of thalt fraditian and establish jarr tes, Aed thars Row F oot fo
whlere §ooor foddl, A Fowe oo s oge 1 decided nof o bodher with the con-
Ve e foe, oared fusd Do wriTe av v caen el med cacing (5T soarded
life farr, or amvrthing efve

MG Waen g palr sfart plaving sleciric, as opposed to Just amplitied,
vk

JLP  Twe weary aller Ohe Sundoy Walk elben [ el fofm Bevvv of
Davcus-Berrp f Callfornia ong he gave me an electric vinlin, Ar the same
Fome, JUGD-70 rhere weere o bl ool efecironic devices bedg invariied Ec-
Fogdex ond uthers, and £ slovied fo experimcnd wilfe IRem,

Wiher | first plaved af @ fam session when | was eighteen | realieed rhat |
cendarn’s play witheed oorpdiToalion, so F Dowghl o diip, The farre [ owds
qerting through the omp way sn differend, and §goi o Bick oot of i, !
Rlead ot It halped me play jozz gotuallv, because it faak me awap trom
ot beaditionad wiolin voued, Everr oo Sunday Walk whare 5% o ragalar
piodin, but amplificd, the sound @ the lower registeris tatter, rounder, Nn
amalifcadion helped e dovelop o dfvcdaal solindg,

As F i, T owasn 't worid the fare vix ey, eorty severdies, Shal 1 oorsofous
v decided fo wopz with elecrronics, [ wanred to help give the electric
Weodie ol fdon il of (0 owel), T Rod dio spened sy adrs foorocl, T hvad an
TR WHR penigressive mack musicions; wie shored o cocfousIY Tur new
sodetd, alecteie sodrrds, T hed Todnd o tendency among farr riusicians fo
be cooservative, amost reacifonary, Dhey didnt o wand Lo odeal wilh
efacdr s, 1 didn 't fove Dhal afftftude of all; 1@ afwiagys Desn very open,
rrereeive 1 wenfdn Tt have chiosers o ploy jace in fhe Siend place. So f
started ta Had rhe snme camserratiam amang faze awosioiany s fod
Fowrd airong classical mdsicians peevionsly, and | gt want fa o deal
witht HRad. 1 Fedl aluedrvs Deen thellled with newe soands. Saving an electvlc
wWalin altowed me to g v orhe some dewfoey ov g gollor playver or o
Eevbourd ployor, Thal's how [ slaried fo axpediment with off these
e IR,
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MG Corr ow dell me sometfing oholf the rackoig o the Sest Violin
Summil recong?

ILP  Well, that way g fhill for me §|was ot pet asowell Bnown gs they
were, They were afi extobiivhed fore vindinists, and thot was e beéginning
af my career, I'n he an srage with rose mmosiers was an incredihle thelll
for me, anad gr the sdame fine, o Chance for me ta hurne, dig prova mvsall,
f them gnd fo e oowdlerrce, §oweas tweenfe-tAcee than (1506 wd Y
bear pliving jaze prolfessinnally far Fao bages,

Well wee oid the concerr 0 The edr Vv evdoing and Thar was reconded, but
the producer Fell Uhol there were somle IRNgs Mol could Bave Been
Bafter, wo fe owanted s fo record ofl he lures agoin @ g sradio, StalfE
Srmith was 50 drghk that e cowldr’t go, ond we had to wait for Rl Lo
sleep g fow fowrs; so ofeut theee or four AN Bo weske wp o weas in
grewl shape—refreshed, redoy (foe o new doy, bot the rest af oF were oif
worn oot And ooy, of couee, what come aut Froon e sfadio waas
faeste, I7 Aud mare of Lhe maglc of FRe ve corcerd.

MO Dhe o ever play claS800al IIGEC ofvrrare?

ILP  Yeu, f do, ar hase, iever i pubiic, Pee alfwayrs practived from the
sonTe Aonk af seales thel § oused in the Paris Consendaatory, the Sewecik
ook, And T prociice bow fechnigue, gfthoagft rdod so moch anamore,
Pve develnped my own bow exarciney, ond Dve alto developed exarcises
for wartming wp my fingers, Fye Oroadvned the specirum af bowings that
doume i om) geeen mosic. Dar instance. o play bebog, i ey Smited,
¥ou ol gae g shoet seclon of e baw, ax Fanid hefore, short sturs aod
defachd, Bor even when [ was plaving bebop 1 begon Lo ase e ol the
frog, Foday, i gven proalc D ose siocomta, saarifid | and atfer eee fusd
Bowdrign ke Inoclassical prdsic. Wl Dve been dryiog to do Tor the lasr
CoRpie of veory iv o gel awal from short-bow Sahon phirasieg snd rather,
mmize fong phrgsay with oy Sows, more melogic. The feft hong curr b
rurnnirg Slke crar) g PSRN e g fong-bowe sire ke,

MG Do voo have d poactice Fegimen TG o do daily?

ILF Yes, wiaan | ocan, {dont praciios every day onymare, esnecialy
whes P oor the rowd, At 1 aiwaws mafie siee o owaren o Wvaraughily,
2 the rogd, [ trp to oo an foue o w0 galty, Frudas, scales, doubile-
stops, Paganing, Nowadayy in my music, [ oan Slend boebog phirasing with
ol sorts of classical rechalgues,

MG o pou keep camlacd with clusvical musie and alder styles of fuse?

JLP st dovie clgssiced rwsic and §iisren fa g for of It when Pmooi
forte. | owas very excited fo do Bl TV show with fizhael Peciman, andg
v Aecome goad Fiends, fa ficl, 0 sew him g couple of weeks ggo. ond fia
told e Res going Lo o o joer athom, Anavd Praein i going o plap
Fane ard welte oot all the solas,

MG Cun Pecirman play with d jazz teel?

JILF  Woll, Fre's worefed alrodt 0F, bt 1ol Previve v welting the paris
aud o such g way hat Dy WL the riethim section Ry Brows, Shally




Manne | Brow ftzhak wauld like o do sametiing with me,

As far 95 ofd jazz s concemed.  _{ don't Rave much rime. | hove Lo select
my schedule every dop, f hove so mouch to @a, the pressud 15 vary Reauy
fcan’t de everything § wont, Sonr | hoepe to get off the road, refax, and
prepare an aibim withowd anp deadiine at off, Anyway, ! stilf fove fo
fisten to Oscar Petctson, MoCoy Dwaer, Bud U so igvolved with what
e dfoirrg paw, | don 't have moch desire bo play that music mysel!,

MG Do pou Rave ory advice Ffar poung violin plavers whio want e play
arzy

JLP  fr's hard to give advice. When vou fook af the careers of the greal
Jare vindinists, we aff come fram different bockgrounos ond toak totally
diflerent paths. My classicol techaigue was, gt Frst, 0 handicgo fa gerting
inta fazr, buronce { got rid of the stiftness, it fumed out to be an oodvarn-
Lo Boeweod S BdT b o SLnle Soknat e Sl eFameisie S entad o
play, tharks to that fechriguee. Although falent ond imaginalion e (Re
mast importand ngradients for an grtist, the moximum techmigue wilf
felp carry (L oul

It's mast importond to be ooigivel. Leavn from paur predecessors, ond
then goply that knovdedge it o new creation.
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APPENdiX

Here are 3 numbar ot oxtra ranscriptions.

The muodern Grappealli versions of "1t Don't Mcan a
lhing (IT it Ain't Gor that Swing)™ and “Hweel Georgia Brown™ were
transcribed and analvzed by Joe Weed, Joe is a violinist, composer and
writer from California who was kKind enough to donate some of his fine
work to this bonk, Keep vour eves open for a forthocoming lolio by |oe
conlaining uiher jazs wialin transcriprions with analyses,

iTdONT
MEAN A THING I
it AINT GOT THAT SWING

Crappelli recorded 10 Don't Mean a Thing™ in 1973,
and while this represents a passage of almost twoenbyv-live years since his
work with Djangn Rueinhardt, his approach still remains basically the
same, and his sivle is still quite identifiable—thar of a plov-ower-the-
charges swing musician, he corrent Grappelli, however, 15 marg tlaid,
moere invenlive harmonically, and freer with his construction of phrases,
which nlten tend o be longer.

An important element of Grappelli™s sound 15 his
phrasing, Molice in the Tirst A" section (measuras [-8) how he guickly
climbs up, then gradually works his way down until in measure 8 he 2ig
saps up Lthrough the turnaround chard to repeat the process for the
second “AT soction [measures 9-16). The bridge works up 1o a swinging
quarter-note section (measunz: 18], then smonthly dips and rises, until in
the reiurn Lo the final A" section, the high point of cnorgy nccurs near
the end {measures 20-29),

Some cxamples of powd, Lypical swing outlining of
changes can be found in measures 7-8 (vi-i-¥-1) and also in measures 17-
20 (i-Y-1).

e return 1o the melody b= a4 good device which
brings a new orientation and fresh start to a solo, Grappelli hinks al it as
he starts his second chores [measores 33-36] and retums to it as he is
drawing his sole to a close {measures 3 7-63),

Molivic or patiern development can be tound in
measures 10-11, 49-50, and 84-87, This tvpe of development can help Lie
things together, to give the snlo a mare integral sound. In measures 43-30
and A4-87 the of-the-best rhythmic orientacion is maintained through the
patiern's repetitions.



. e e K al e H e e ) ST
Grappalli pses some altered tones o dgive the muosic

added Lite. Mot the wse of the Matizd TiTth over the domingnl chard in
measyres # and T, The flarred fifth is superimposed over the minaor
roric cherd inomedsures 26-27, 43-14, and 97, and aver a major tanic in
measure 37, The use of the G harmonic minor scale over the O seven flat-
nine dominant chord works very well, and emphasizes the flatted ninth
and diminished sounds. See measures 39-40 93.24, 101-102,and 117-118.
The diminished scventh arpeggics in measures 39-40 and 115-118 give a
similar etfect. The major seventh over 3 dominant F chord in measure 85

is used 1o help set up & whole-tone sound in the desgending phirase in
medsynes S4-587.

— iT dONT MEAN A THING I
(it 7 AT GOT THAI SWING )

stephirie Grapoe!fi — B0 Cofeman CLASSIC |AZZ O 24
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= SWEET GEORGIA
DROWN 11

737

Although Grappelli has recorded and performed this
old standard countless times, e still brings a fine buoyant spirit and a re-
laxed light touch to this version, recorded live in London in 1971, His
constant use ol svocopation is 4 large factor in the feel he achicves and
several examples will be pointed out helow,

Grappelli apens his solo with 4 swinging version of
the maolody, and here, a5 i Lhe return in his last chorus (begining in meas-
ure 138), he enhances it thythmically throough lots of fight syncopation. His
break in rmeaswres 21-24 employs chromaticism and rhythmic variation
with the triplets and ends with a hint of the dominant in measure 24,

Measures 41-44 illustrate 2 perfect outline af a domi-
fanl T13Lh chard.

Another device which Grappelli likes Lo use to add
color to his lines is the accasional use of parallel Milths (sce measures 42-
43, 5760, 105-109, and other soles], | hese are easily obtained on Lhe
violin by stopping adjacent strings with one finger. Since Lhe strings are
tuned in fifths, parallel lines result.

Some examples ol Grappelli's svncopation may be
found in measare 47 {the line starts on an accenied up-beat), and in
measures 53 and 54 [here the echo, in measure 54, is more effecrively
syncopated because it doesn’t go back up an the accented Lhird beat,
25 does the line in measure 53] In measures 77 and 78 an ccho with the
gocent on g ditferent beal gives a syncopated teel; the ron beginning on
beat four of medsure 84 starts on an up-beal; in measure 115 the jump 1o
4 high Db anricipates beal vwao and gives both a rhythmic and melodic
SUFDrise.

Muotice the chromaticism in the phiase Trom measures
49-52, and especially in the break over measures 150-153.




SWEET GEORGIA DROWN

Stapfiane Gropeelld Recarded Live o he Queen Clivohetn Hal, ondon

P¥E 12122

Bernic, Pinkard, anc Casey

Lintro . J\' ‘_I...‘ ~

EN92S Warner Bras Inu. Copvrign: Renewsd. ol Rights Reserved, sed by Poeen lssion, 32
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— GROOVIN high

“Cragvin' High' is included as an example of pure &0
kebap vialin plaving, something which is preroy rare.
Ekek Bacsik is a Foumanian gy psy who has plaved gui-
tar and wviolin im mugsical silaadions as diverse as Las Vegas show bands,
Dizzv Gillespie’s group and Slavic Toik music orchestras. Along the way,
he's absorbed enough of Bird's language to make himm one of the Tew bop
tiddlers around,

iz is Direy's hopo anibem, based on the chogd
changes of “Whispering.”™
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GrROOVIN' HiGH

fird ang Dizey - A Mogica! Tribgte b1y MG DU TCHMAN BOLET02

Dirry Grillespic
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CAT COACH

Although outside ot the initial scope of our inguiry,
IPee included this trapscription because it shows the direction in which a
standard playing Tiddler went imenediately after he stopped played skan-
dards,

lhis tune, from Fonty's Sencay Wad® album, is a
complex, modal, epenended affair in 7. Jean-Loc's improvisation em-
plays some of the same devices he used a year earlier at the Vialin Sum-
mil, bul the nature of this tune allows him o explone improvisation on a
deeper level. The more modern interval of a fourth seems to predominate,
although beboppish phrases (as il through a Tunchouse mircor) do rear
their heads occasionally (A-25-26, B-12-20). Ponty uses a number of
rhythmic motifs here, (Lthe Lriplet seems to be a common one) with an
aclded twist. He'll often accelerate them logarhy thrmaically until they turn
inlo 4 supersaturated sheet of sound [A-19-23, B-11-25].

I'd sav its an absolute necessity that vou have a re-
cording of this to make heads or Lails of (L

Sunday Walk  pauss 7033 (Mps)
Wolfgang (rauner
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