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John Coltrane's A Love Supreme: Jazz 
Improvisation as Composition* 

By LEWIS PORTER 

B LACK AMERICAN TENOR SAXOPHONIST John W. Coltrane (1926-67) 
contributed mightily to the mid-twentieth-century transformation 

of jazz style. He demonstrated that polytonality and unmeasured 
rhythms could be applied to jazz with order and discipline. He 
possessed an unexcelled mastery of his instrument; his range extended 
from A b to e Ib"', for instance. And his unique timbral concept, hard 
and resonant, yet warm and singing, inspired countless imitators. 

In effect, Coltrane helped reform the aesthetic of jazz. Most older 
jazz musicians felt they were trying to play as artistically as possible 
while still pleasing the general audience. Coltrane and other musicians 
of his generation largely rejected this aesthetic, insisting on playing 
the best and most challenging music with the hope that the audience 
would follow. Furthermore, Coltrane required more than abstract 
interest from his music. He used it to express profound spiritual 
moods. While retaining the goal of intellectual involvement, he sought 
to communicate nobility, dignity, peace, or even violent outrage. The 
spiritual element in his music created an aesthetic that made its mark 
on the style and repertory of countless jazz groups and inspired cultish 
devotion among his public. 

Despite this adulation, most writers have failed to deal directly 
with Coltrane's music itself, the specific sounds that he produced. 
Among those few who have attempted to analyze Coltrane's musical 
contribution from the theoretical point of view, only two have 
discussed form. Yet I contend that his most outstanding achievements 
were in this area. 

The Improvised Structure of Coltrane's Music 

Jazz musicians, as well as jazz critics, do not tend to think 
consciously about form in music. Most of the writing about form in 
jazz has come from classically trained composers, performers, and 

*A version of this paper was delivered at the Northeast regional (198o) and 
national (Boston, i981) meetings of the American Musicological Society. I am 
grateful to Joshua Rifkin, Lawrence Gushee, Edward Nowacki, and Conrad Pope for 
their comments. 
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scholars such as Gunther Schuller and Lawrence Gushee.' The 
musicians themselves rarely speak of form except to say that a good 
solo should tell a story, should have a beginning, middle, and end. 
Jazz writers have not generally been more specific than that. Yet 
discussion of musical structure would have helped overcome the 
misconception that Coltrane's music was exceptionally wild and free, 
even formless. In fact, Coltrane possessed one of the greatest composi- 
tional minds in jazz, and it seems a shame that his important 
contribution in this area has not been more widely noticed. 

Structural sense developed gradually in Coltrane, first flowering 
during 1959. On his first recorded solos from broadcasts of the Dizzy 
Gillespie group, with which he played early in i951, he performs, for 
the most part, in the conventional style of the day. These solos have a 
constant level of drive and volume, and they lend themselves easily to 
formulaic analysis. Coltrane said that his models at this time were 
Dexter Gordon, Wardell Gray, and Sonny Stitt. Some of Coltrane's 
distinctive personality comes through in the edgy tone quality and, 
occasionally, in the use of striking dissonances, as at the start of his 
solo in A Night in Tunisia.2 

During the next few years, Coltrane developed his own repertory 
of formulas, which set his work apart from that of others. He was still 
not generally making long-range structural connections, although he 
would occasionally develop a motive as the opening gesture of a solo, 
especially while improvising over the relatively unrestrictive chord 
progression of a blues. Beginning in October, 1955, he received his 
first national exposure, performing and recording with the group of 
Miles Davis. But his reviews were mixed, largely because his novel 
melodic ideas were marred by imperfect execution. 

During 1957 Coltrane's technical and creative authority increased 
dramatically, as documented on recordings made with Thelonious 
Monk during the last half of that year.' His recorded improvisations 

I For example, Gunther Schuller, "Sonny Rollins and Thematic Improvising," 
Jazz Review, I (1958), 6-11; reprinted in Jazz Panorama: From the Pages of The Jazz 
Review, ed. Martin Williams (New York, 1964), pp. 239 ff. Also Lawrence Gushee, 
"Lester Young's 'Shoe Shine Boy,' " International Musicological Society, Report of the 
Twelfth Congress Berkeley, 1977, ed. Daniel Heartz and Bonnie Wade (Kassel, 1981), 
pp. I5 --69. 

2 Issued on Oberon 51oo, with others from this period. 
3 All are contained in Milestone M-470 ii. The exact date of these recordings is 

uncertain according to the album notes. 
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of the next two years spellbind the listener with astonishing virtuosi- 
ty, emotional intensity, and fascinating exploration of unorthodox 
formulas. He became preoccupied with the possibilities of each 
passing chord, and, as he later said, he would superimpose several 
scales over each chord, as much as time allowed. His melodic lines 
burst forth with great rhythmic flexibility, still admirably controlled. 
Coltrane's own description indicates that the harmonic activity of each 
moment was his priority 'then, dictating the rhythmic groupings of the 
notes. "I had to put the notes in uneven groups like fives and sevens," 
he wrote, "in order to get them all in."4 

Coltrane was typical of most jazz musicians in that his studio 
recordings were rarely as emotionally vivid or as technically flamboy- 
ant as those made before an audience. On the other hand, the studio 
works were often more logically coherent than the live ones and did 
preserve some outstanding moments. On Slowtrane, recorded on 
August 16, 1957, he superimposes a faster-moving chord progression 
over the blues pattern established by the bassist, creating unprece- 
dented dissonance. During Little Melonae of March 26, 1958, he seizes 
furiously onto a downward run, partly chromatic, and develops it.s 

Early in 1958 Coltrane rejoined the Miles Davis group. During the 
next year Davis, with the support of his pianist, Bill Evans, became 
interested in more slowly moving chord progressions, which allowed 
the soloist more melodic freedom. With this freedom came the 
challenge of creating coherent and interesting music with fewer 
harmonic guidelines than before. On March 2, 1959, the Davis group 
recorded the landmark composition So What, a thirty-two measure 
AABA outline with only one scale for each section. This type of 
composition became known as modal jazz. Coltrane responded to the 
challenge of this modal jazz piece enthusiastically, spontaneously 
composing a tightly unified solo notable for the abstract quality of its 
melodic motives and for the way these motives are developed. 

During 1959 and I960 Coltrane continued to pursue his interests 
in unusual harmonic structures. Shortly after recording So What, he 
created his most admired harmonic study, the unique and fast-moving 
progression called Giant Steps. Here, the rapid rate of harmonic 
change, coupled with the fast tempo of this piece, inhibited the sort of 

4 John Coltrane and Don DeMichael, "Coltrane on Coltrane," Down Beat, XXVII 
(September 29, I960), 26-27. 

1 Slowtrane is currently issued on Prestige P-24094 under the title Trane's Slo Blues 
(Take 2); Little Melonae is on the same album. 
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spontaneous motivic invention that now characterized Coltrane's solos 
in pieces with slower harmonic rhythm. Instead, he relied heavily on 
four-note patterns that could be transposed to fit each chord, a 
strategy that has since influenced the entire sound of jazz, under the 
rubric pentatonic patterns.6 

Thus, Coltrane's repertory at this time contained two seemingly 
incompatible types of pieces, one characterized by fast-moving chord 
progressions, to which he responded with intricate formulaic con- 
structions (including patterns), and the other featuring modal struc- 
tures that elicited tightly organized motivic creations. Significantly, 
these two types eventually merged. Coltrane formed his own group in 
mid-I960, and by 1961 he had selected a repertory built up almost 
exclusively of modal compositions (his own). But he had also learned 
to approach the static modal backgrounds as pedal points, over which 
he superimposed numerous modulations and chord progressions with 
the help of pentatonic and other patterns as well as nonpatterned 
ideas. Even more impressive, he had developed an approach to 
improvisation that allowed him to accomplish this within the context 
of an extremely rigorous, improvised compositional structure.7 

At the local level, Coltrane favored a strongly motivic approach. 
Long passages would be devoted to the exploration of a single motive. 
Since his motives usually comprised only three or four notes, these 
passages alternated brief melodic fragments with rests for the soloist, 
creating a very distinctive alternation of textures. For instance, 
Example I shows a thirty-two measure AABA chorus from Impressions 
(November 3, 1961; Impulse Records A-42, reissued on MCA 29014) 

6 So What is on Columbia CS 8163, Giant Steps (May 5, 1959) on Atlantic I3ii, 
with a less-known earlier version on Atlantic 1668 (April i, 1959). The earlier 
recording is slower and allows Coltrane to play more lyrically. There are also several 
live recordings of Coltrane performing So What with Miles Davis later in 1959 and in 
1960, which offer instructive comparisons. Pentatonic patterns have been codified for 
students of jazz in a number of publications, such as Ramon Ricker, Pentatonic Scales 
for Jazz Improvisations (Lebanon, Ind., 1975). 

7 All of the pieces mentioned so far are discussed, with notated examples, in 
Chapter 2 of my dissertation, "John Coltrane's Music of 196o through 1967: Jazz 
Improvisation as Composition" (Ph.D. diss., Brandeis Univ., 1983). Barry Kernfeld, 
in his article "Two Coltranes," Annual Review of Jazz Studies, II(1983), 7-66, drawn 
from his 1981 dissertation (Cornell University), analyzes in detail four solos from 
1957 and 1958, illustrating characteristic formulas and their use. He explicates 
perceptively the motivic structure of So What and two other 1959 modal solos, with 
reference, also, to Schenkerian line. For the sake of argument, Kernfeld may appear 
to exaggerate the conflict between the formulaic Coltrane and the motivic one. But at 
the end of his article, he explains that there was a chronological progression from 
formulaic to motivic, culminating in So What. 
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based almost entirely on the motive labeled a. This chorus is the fifth 
(fourth after the theme statement) of a long, exhausting improvisation. 
Each chorus is based upon the same modal plan as So What--A 
sections in D Dorian, B sections in El Dorian. The choppy rhythmic 
style is characteristic of the entire solo. In the preceding choruses, 

Example i 
Chorus 5 of Impressions (fourth improvised chorus after theme statement) 

A 
Ai 6nl+iI fi-T 

-- a a paired with a- 

A - 0 

A 

I8 

8_FF~FFFk 
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Coltrane worked briefly with a variety of ideas-moving in and out of 
the mode, repeating rhythmic motives on changing pitches, and 
alternating short ascending and descending phrases. In this chorus he 
stays almost obsessively in the Dorian mode, concentrating on the 
development of a rhythmic motive. The home key is further empha- 
sized by the reiteration of scale steps I and 5 in accented positions. For 
example, we hear D or A on the first beat of measures 5, 6, 9, 11 , 15, 
25, 27, 30, 3I, and 32, and E6 begins three of the eight measures of 
the bridge in El Dorian. 

At the beginning of the chorus in Example i, he seems to be 
feeling around for ideas, until he hits upon motive a at the upbeat to 
measure 7. The upbeat to measure 8 leads into a string of eighth notes, 
a kind of turnaround pattern to connect this phrase with the next. 

Motive a accents beats I and 3, and Coltrane plays with this idea 
for the next four measures (9- 2), first in single quarter notes, then in 
two-note units based on triplets, ending with eighth notes again. 
During measures I 3-16, Coltrane returns to the idea of pairing motive 
a with a string of eighth notes, to form two-measure units in which the 
stop-and-go of the first measure contrasts with the flow of the second, 
whose momentum carries over into the next two-measure unit. 

The variations during the succeeding bridge and A sections are 
easy to follow. The pause before the last measure of the bridge and the 
triplet quarter notes within it serve as a kind of built-in ritardando, 
separating it from the preceding music and emphasizing its function as 
a turnaround into the last A section. Coltrane neatly concludes the 
investigation of motive a by creating variations of it alone for measures 
27-30, reserving a final and cursory eighth-note release for measure 
3'. 

This is far from a typical, tuneful jazz melody. We witness a 
brilliant mind at work, coming across motivic ideas, developing them, 
and moving on (in this and many other instances) to explore related 
ideas in a similar fashion. Notice that only the rhythm of the motive 
remains relatively intact. Characteristically, Coltrane completely al- 
tered the shape and direction of his motives in the course of 
developing them. For example, the original descending shape of 
motive a, bracketed in measure 7 of Example I, becomes an ascending 
line at the beginning of the bridge, then moves unpredictably up and 
down within the span of about an octave. A higher ascent sets off the 
beginning of the last eight-measure section; by making the shape a 
straight line, Coltrane creates the rhythmic momentum needed at this 
point to separate this section from the preceding bridge. 

Looking beyond the shapes of short motives to the contours of 
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entire phrases, we find a similarly logical underlying pattern. For 
example, the disjunct melodic motion of measures 6-8 conceals a 
descending line. This can be clearly seen by reading the pitches on 
beats i and 3 of each measure-a' (f' is really the main note here, as 
reinforced by what follows), f, e', d', c', and d'. A similar pattern 
appears in measures 12-14. For all its apparent motion, the entire 
bridge revolves around the middle e ', and the last eight measures 
keep returning to the d'. 

Another motivic process may be seen in Example 2, from a blues 
(September 26, 1962; Impulse A-3o and MCA 29032). In pieces of 
this category, Coltrane would often rhythmize diatonic arpeggios. 
The simple alternation of these arpeggios fascinates the listener 
because the sequence is unpredictable. 

Example 2 
Take the Coltrane ( 1962) 

do.• ! 
4- 

I 
4 
:II T " . w •. o u+ 

One of Coltrane's favorite developmental techniques was to trans- 
pose (with necessary alterations) a motive into the various registers of 
the saxophone. He especially liked to alternate high- and low-register statements in a kind of dialogue with himself. We shall see this 
procedure carried out at length in A Love Supreme. During his last 
period of stylistic development, beginning in fall, 1965, he exaggerat- 
ed this effect, often jumping up and down across a two-octave span.8 

In the midst of all this motivic work, Coltrane did not lose sight of 
the whole. He liked to improvise for as long as a half hour at a stretch, 
almost certainly setting a record for jazz, as his detractors angrily noted. But there was a reason for this seemingly inordinate length. He 
was concerned with following his compositional ideas of the moment, 
and he preferred not to curtail, edit, or predetermine this process. As 
he explained to one interviewer, "When, some evenings, in beginning to play, we feel the inspiration, and we foresee the possibility of 
realizing good things, it seems illogical and unreasonable to us to 
shorten our solos. .... My ideas have to develop themselves naturally 

8 See Ekkehard Jost, Free Jazz (Graz, 1974), PP- 92-93, Ioo-ioi, for further 
examples and discussion. 
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in a long solo."9 As his colleague Julian "Cannonball" Adderley 
recalled, Coltrane once simply said after a solo, "It took that long to 
get it all in."10 

Coltrane was aware that he risked running out of ideas: 

If I feel that I'm just playing notes, maybe I don't feel the rhythm or I'm 
not in the best shape that I should be in. . . . When I become aware of it 
in the middle of a solo, I'll try to build things to the point where this 
inspiration is happening again, where things are spontaneous and not 
contrived. If it reaches that point again, I feel it can continue--it's alive 
again. But if it doesn't happen, I'll just quit, bow out."I 

Ekkehard Jost points out that Coltrane's solos felt longer than they 
actually were because of their modal framework; to the listener 
accustomed to the reference points provided by more conventional 
harmony, Coltrane's pieces probably seemed like one interminable 
chord.12 

A Love Supreme 

A Love Supreme (Impulse Records A-77; also MCA 29017, recorded 
December 9, 1964) is one of Coltrane's best-known and best-selling 
works, and it contributed to the spiritual cult that grew up around 
him. But it is significant on musical grounds alone, for in this piece 
Coltrane improvises with extraordinary compositional clarity, using a 
minimum of extraneous notes; and he introduces an effective tech- 
nique for spontaneously translating words to music. 

As we have seen, beginning in 1960 Coltrane had increasingly 
specialized in modal pieces and improvisations over drones, the latter 
being essentially modal pieces with no chorus structure. These open- 
ended formats enabled him to refine his control over long improvisa- 
tions without having to conform to a chord progression. Indeed, the 
most memorable sections of A Love Supreme are those without a chorus 
structure. 

Interesting insights are provided by a tape of a live performance of 
the Love Supreme suite, in which Coltrane's solos differ entirely in 

9 J. Clouzet and Michel Delorme, "Entretien avec John Coltrane," Les Cahiers du 
Jazz, VIII (1963), 6, my translation. 

10 Quoted by Ralph J. Gleason in his liner notes to Atlantic S-I4I9- 1 Don DeMichael, "John Coltrane and Eric Dolphy Answer the Critics," Down 
Beat, XXIX (April I2, 1962), 20-23. 

Z Jost, Free Jazz, pp. 31-32. 
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detail from but are structured similarly to those on the authorized LP. 
This taped performance is now available on an LP, Ingo i i. The 
concert version was recorded on July 26, 1965, at Antibes, France, 
and although there is no surviving evidence that Coltrane performed 
the entire suite at other occasions before or after that date, it seems 
very likely that he did so. It is a valuable document because it allows 
us to confirm our impressions that most of the suite was improvised 
over the barest of sketches. None of the instrumental solos duplicates 
those on the authorized version in any way. Some comparisons will be 
made between the two versions in the following discussion, but all the 
musical examples are from the authorized Impulse recording. 

In addition to Coltrane on tenor saxophone, McCoy Tyner plays 
piano, Jimmy Garrison, bass, and Elvin Jones, drums. The piece is a 
thirty-three minute devotional suite in four parts, comprised of 
"Acknowledgement," "Resolution," "Pursuance," and "Psalm." The 
four parts form an archlike dramatic succession. Part i functions as a 
prelude; the tension increases in Part 2 and peaks in Part 3, the fastest 
section, which begins with a frenzied drum solo. A long, unaccompa- 
nied bass solo introduces the last part, a relatively calm postlude. The 
French concert tape runs about thirty-eight minutes, mostly due to a 
much longer saxophone solo in Part 3 and an additional drum solo at 
the end of that part. Even so, it is missing the bass solo, which was a 
highlight of the performance, as reported in Melody Maker (July 31, 
1965), where the anonymous reviewer gives the total time as forty- 
seven minutes. 

The framing prelude and postlude differ from the middle parts in 
mood and form. The middle two sections conform to standard jazz 
practice: the given materials are a chord progression, a chorus 
structure (twenty-four bars in Part 2, twelve in Part 3), a tempo, and a 
mood. The chord progressions undergo many variations in performance, 
leaving only the basic tonality and modality intact. Parts I and 4 
are more relaxed and even more exploratory and open-ended. There is 
no recurrent underlying chord progression. Instead, the improvisa- 
tion moves within the boundaries of a pentatonic framework, accom- 
panied by a bass ostinato in Part I and by a freely responsive 
accompaniment in Part 4. 

Much of the melodic and harmonic material of all parts of the suite 
is derived from the pentatonic scale. The basic collection is shown in 
the key of F as Example 3. The note G, while not strictly part of the 
scale, appears frequently during the improvisations as an upper 
neighbor to F. The notes D b and D 4 both occur; D b is more common 
and appears as part of arpeggios, while D sometimes is used during 
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Example 3 
The basic scale employed in A Love Supreme 

8 or Db 

scalar passages as a passing tone between C and Eb. D is rare enough 
that it makes a distinctly audible impression when it does turn up. 

Coltrane divides this collection into two nonoverlapping (disjunct) 
fourths. The collection and its resultant cell, which I have labeled 
"Cell a" in Example 4, figure prominently in all four parts of the suite, 
helping to unify them. Coltrane uses the cell most explicitly and 
literally in the outer parts, I and 4. During the long saxophone solo 
that opens the suite, he derives his motivic material from the cell, 
working with it at length. But here he prefers to rotate the collection 
so as to begin on C, creating two conjunct fourths sharing the note F. 
(See Example 4.) In his solo he uses Cell a in isolation as well as the 
collection composed of two conjunct cells. (We shall examine that solo 
in detail shortly.) 

Example 4 
The derivation of Cell a 

Scale on C: 

S LCell a -- LCell a - Tonal 
L Icenterl I 

Conjunct cells 

The basic collection and Cell a appear in all parts of the suite, in 
their original forms, in rotated forms, and transposed. Part 2 descends 
a whole step to E6. In the studio version, Part i simply ends, and Part 
2 enters. In the concert tape, the ending ostinato of Part I moves 
down to Eb6, thus preparing for Part 2. In this part, "Resolution," the 
cell is less explicitly present than elsewhere in the suite. The twenty- 
four-measure theme--divided into three eight-measure sections, each 
with a slightly different ending--descends an octave from eb" to e b'. 
One might hear a connection with the basic cell in that the structural- 
ly important notes e 6', gb ', and a ', circled in Example 5b, outline a 
fourth and spell out the notes of the cell transposed to Eb. The 
pentatonic scale is completed by the less important notes, bb' and 
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db'.3 This passage also outlines two disjunct fourths, eb" to bb6' and 
ab' to e6'. The seventh measure is comprised of notes from the 
pentatonic scale on E6. But this theme also stands apart from the rest 
of the suite in its suggestion of the harmonic minor, especially in 
measure 6. The improvisation derives from the theme and relies, 
similarly, on much chromaticism and dissonance. Pentatonicism is 
only implied, except for a brief passage built upon variants of Cell a. 

Example 5 
(a) The basic scale 
(b) The theme of "Resolution," structural notes circled 

ONr- I I 

8 

1= 76 
=, - 

%i" • • •IF F! 
1 1 

IEiF 1" 

8 / 

fi-- 
L 

:'"• . ' II i I i 
- L 

F~ I 
- 

J I " 

"Pursuance," the third part, opens with a drum solo in an 
undefinable meter, after which the whole quartet plays a twelve- 
measure blues theme in Bb minor. The pentatonic theme is again 
based on Cell a, particularly appropriate because themes of this type 
are frequently found in blues performances, which also make much 
use of pentatonic scales. Example 6 shows the theme and its derivation 
from the basic pitch collection. It is fascinating to realize that the same 
notes are used, but the collection is rotated so that it begins on C and 
ends on the tonic B . This creates the identical arrangement of 
conjunct fourths that we found in Part I. Coltrane could conceivably have transposed the scale to the key of B I but instead uses the same 
scale in a different tonal framework, so that the first note, C, now 
functions as the second degree instead of the fifth. It is functionally a 
different pentatonic scale, but, by retaining the same pitches, Col- 

1 I see the bb6' and a ' of measure 3 as a changing tone leading to the a ', and this 
obviously is unstable, itself, going to ab'. Alternatively, one might hear the notes elb", ab ', andf' as most important, which would also relate to the cell in its inverted form. 
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trane establishes a strong connection between this part and the first. 
After the second part, which seemed to have relatively little in 
common with the first, this strategically located reminder of the 
opening secures the unity of the suite while also showing the listener 
new characteristics inherent in the opening materials. The effective- 
ness of this is not diminished by the thought that Coltrane may not 
have consciously planned it. 

Example 6 
(a) The theme of "Pursuance" and the derivation of its scale; live version also noted 
(b) The scale from Example 3 starting on C 

pentatonic scale live: live: = 270 transposed to C 

8 - Cell a --- a I a---- I a L -a J 

live: 

i8 
, 

a I 

F- pentatonic-based melody 
8 

,• • " • - I .i-1" • . T " • _ 
! 

.• i 

b . . . . ...6a,..r " • - 

Of course, "Pursuance" employs B6 as its tonal center, and one 
expects to hear the basic scale simply transposed, that is, B 6-Db6-E6 
as the bottom fourth, and F-A 6-B 6 above it, disjunct. The D 6 is the 
only note not in the conjunct arrangement that starts on C. In fact, 
Coltrane's last two improvised choruses, the fifteenth and sixteenth, 
suggest this scale in their use of the D b. But the C scale is used literally 
during much of the solo. As the solo develops it becomes increasingly 
dissonant. Chorus io varies Cell a, starting it on D I. The succeeding 
choruses involve chromatic runs, until the last two choruses, as 
mentioned, stabilize the tonality before the recapitulation of the 
theme. 
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The final movement, "Psalm," is based on a scale that also begins 
on C, but in this case it is an actual transposition of the original F 
scale; that is, C-E 

,-F-G-A 
b-Bb. The G is the note that makes this 

scale new, and the triad C-E 6-G is outlined frequently in this section, 
unlike the others, which are more exclusively fourth-based. This 
creates a strong sense of finality and repose for the concluding solo. 
The ubiquitous Cell a also appears in several places, as we shall see. 

The overall tonal plan suggests several levels of significance. The 
tonal centers of the four sections, F, E 6, B 6, and C, are all notes in the 
original F scale (only A 6 is missing). The progression between centers 
is symmetrical: from F to E 

, 
is a whole step, E6 to BI6 a fifth, and B6 

to C a whole step. The inner two movements, EI6 and B 6 are in a 
relation of I-V, as are the outer two, F and C. Furthermore, the scales 
employed are interrelated in ways that transcend the differences in 
tonal centers, as summarized below in Table i. 

TABLE I 

The Tonal Plan of A Love Supreme 

I-V 

I-V 

Part I Part 2 Part 3 Part 4 

F-----whole step - El - fifth- B• - whole step- C 

F scale, usually F scale, trans- F scale, starting F scale, trans- 
starting on C posed to E6 on C, but with posed to C 

B6 as tonal center 

Let us turn now to the details of scalar and cellular structure in 
Part i. At the outset of the suite, Coltrane plays a sort of fanfare built 
of fourths, which includes an interval sequence that he takes up 
immediately thereafter. (See Example 7.) This fanfare is in E and does 
not outline a complete pentatonic scale but is clearly related to it by 
virtue of the disjunct fourths, b to e' andf#' to b', suggesting a gapped 
scale, e'-fl '-(g#')-(a')-b'-c . (The accompaniment provides the g#' as 
opposed to g '.) Furthermore, Example 8 shows how this fanfare in E 
may be related to the fundamental scale in F. Paradoxically, if the 



606 JOURNAL OF THE AMERICAN MUSICOLOGICAL SOCIETY 

Example 7 
The beginning of A Love Supreme 

r4th 
th 

1 interval 
sequence. 

8 
a 3 3 3 3 3 

Example 8 
The scales from which Example 7 are derived 
(a) The basic scale of A Love Supreme transposed to FO 
(b) The same scale rotated to E 

a L 

8 

8 

scale is transposed up to F# then rotated in order to start with E, the 
result is the collection from which the notes of the fanfare are selected. 
Coltrane probably was unaware of all this. I believe he selected this 
particular fanfare because the music in E serves as a leading tone to F. 

After this opening flourish, the music settles down on an ostinato 
in F. This clearly expresses Cell a, as shown in Example 9--its notes 
are F, A 6, and Bb. 

Example 9 
(a) The bass ostinato from "Acknowledgement" 
(b) Cell a 

a 
:, 

- . !. 
_ __. 

The pianist plays chords built of superimposed fourths, using 
notes from within the pentatonic scale. (See Example io.) The drum 
part, in a style called Afro-Latin by jazz musicians, is a one-man 
imitation of the effect produced by the polyrhythmic percussion 
teams heard in West Indian music. It is given in Example ii. 

Over this background, with no periodically recurring chord 
progression to impose a form, Coltrane must find some means of 
structuring his improvisation. His solo is a tightly argued exploration 
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Example lo 
(a) The piano chords from "Acknowledgement" 
(b) The scale from which the\ are derived 

a p t) _ _ _ _ _ _ 

Example I I 
i)rum part from "Acknowledgement" 

Before Coltrane's solo begins: 

cymbtal (suspended) 
clave sound on snare drum rim II 
'arge tom-tom i 
closing hi-hat cymbals 

When Coltrane's solo begins the cymbal part changes to: 

(other parts as above) 

of a few motives, most notably a rhythmized version of Cell a. Most 
impressive is his control over the larger form of the solo, a very 
difficult feat in improvisation. 

Within a long-range dramatic curve, Coltrane uses three tech- 
niques to get the most out of his restricted selection of materials. First, 
he intensifies the rhythm of Cell a, playing it in constantly diminish- 
ing note values and with increasing frequency. (We shall see examples 
shortly.) Second, he uses the range of his instrument, building up to 
the altissimo register for climaxes. Coltrane performs up to a b b"'- 
that is, a fifth above the normal top eb,". 

This movement establishes 
real continuity between low, middle, and high registers. Third, 
Coltrane transposes the motive outside the scale. As he ventures 
further from F minor, dissonance occurs between his melody and the 
accompaniment. Often the bassist and pianist respond by following 
him in a kind of improvised modulation. The concert version contains 
some particularly extended passages of dissonance. During much of 
this version, the bassist, Garrison, foregoes the ostinato pattern, at 
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first using the same rhythm with different notes, eventually moving 
into extensions of the ostinato rhythm such as lJ riinnJnrnJ' 1. He 
plays notes outside the F scale and employs double stops, mostly 
fourths. But the music always returns to F, and the listener tends to 
hear this all over an F, even when it is not sounded. It is really 
transposition over a pedal point. As we shall see, Coltrane's transposi- 
tions are usually constrained by patterns, such as sequences by fifths, 
so as to retain the connection with the home key. 

The solo- 157 measures long-divides into five sections. Each of 
the first four ascends slowly and circuitously over about twenty 
measures into the altissimo register; then each descends rapidly in 
smaller note values, taking up another three to eight measures. For 
instance, in the opening measures of the solo, given in Example I2, 
the melodic line steadily ascends until it reaches g" in measure fifteen; 
then it quickly descends to f'.14 

This section is based almost entirely on Cell a and the basic scale 
that was rotated to begin on C. Coltrane begins immediately by 
outlining the two conjunct fourths that comprise the scale, C-F and 
F-B6. The G and C are just upper neighbors, but their inclusion 
provokes comparison with the opening flourish, which contained the 
same interval sequence. (See Example 7 again.) The entire page of 
music attacks the conjunct fourths with increasing vehemence and 
added ornamentation. The complete scale appears in several places as 
indicated, and the section ends with a strong statement of the tonic 
note. 

The second section has the same overall shape as the first but 
differs in detail. It ascends higher than the first (a I'" instead ofg") and 
begins to depart from the home key. Beginning in measure 33, the 
scale starting on C is methodically transposed to several levels. 
Breaking it down further, we might say that Cell a appears in conjunct 
pairs, beginning on several pitches. (See Example i3.) First we hear 
the original version of the scale, comprised of conjunct fourths on C 
and F (mm. 33-36). Notice that Coltrane carries the line through to 
the next conjunct cell, on B b at the end of measure 35, setting up the 
dissonant passage to follow. We next hear the scale beginning on B6, 
but the El fourth is stated first (mm. 36-38). This continues the B6 

'4 Examples 12-18 represent a combination of my ideas with those of Andrew 
White, the transcriber and publisher of the largest library of Coltrane solos, by kind 
permission of Mr. White. White's pitches are unfailingly accurate, but my interpreta- 
tion of rhythm differs with his in some places. All dynamic, articulation, and 
diacritical markings are mine, as, of course, are any analytical highlighting and text 
underlay. 
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Example 12 
Measures 1-17 of "Acknowledgement" saxophone solo 

.= 
116 Rubato 3 r-3?3 

Plentatonic 
-basic scale -I 

7- 3 - J.Q~r 3- r-3 r 3 3 

8 L a'----- a a' I 

8 . -a 
- at a _ 

S'' 
I ' 

I " 

. a " 
- I a'" 

-basic scale 

3- 103 - - 
3 

8 

8 
sc al 

IeIaa'f1 

,= FF 

fourth stated in measure 35 and also confirms that Coltrane conceives 
of the scale as two distinct cells, since he treats them separately. 
Measures 39-42 present the scale on D and its fourth on G. Finally, in 
measures 43-44 the levels are recapitulated, with a rapid succession of 
the B version, D version (without the top half on G), and back to C. 
Then the peak of the section is reached, the high a ", followed by a 
very rapid descent, again ending on the tonic, as shown. 
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Example 13 Measures 33-48 of "Acknowledgement" solo showing use of Cell a. (The first few in- 
stances of a are bracketed. Transposed versions of a are circled.) 

J=i16 Rubato 

f 3 3 
3 

3 

iL-t 
aJ L- a-_J 

L-a.. 
.. a a J L- scale 

35. 3-g - 

S________ _ ETC.b 

40 

F--- 3--q 

The third section is an interlude, an area of relative calm before the 
storm. It is more strictly pentatonic than the second section and 
ascends and descends twice. The climactic fourth section ascends to 
the highest note of the solo, c"', and departs frequently from the 
home key. Bridging this section and the last is a reflective passage 
containing the first prominent use of D 4 as a passing tone in the 
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melody. The D suggests a new modal coloration, which it did not do 
in the second section, where it was part of a sequence of transposi- 
tions. 

The last section gradually releases the tension. It is based entirely 
on the rhythm and shape of the bass ostinato, which, as we have seen, 
is yet another version of the basic cell. (See Example 14.) Coltrane 
transposes it to every one of the twelve keys and utilizes the middle 
and low registers. The transposition reminds one of other parts of this 
solo, especially the second section given in Example 13. But Coltrane 
does not vary the rhythm or the dynamic level and does not ascend 
into the altissimo register as he did in other sections. Although he does 
not follow a regular key scheme, he employs many fifth relations-the 
first statement in G is followed by one in D, A is followed by D 6, 

E, by A6 and D 6, B by E h, and back to B . These fifth relations 
derive from the two fourths within the basic scale, and each pair of 
fifth-related statements represents a variation of that scale. 

Example 14 
Final section (mm. 12 I-end) of the "Acknowledgement" solo 

r I6 A 

I3f 

125 A A 8A 

4 F Ilzw 111 

8 

130 

8 

A8135 

Rh; A A ABfF~FFF FI~ 
A LF;-~iR~=i~~ 
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Ex. 14, cont. 

140 A A 

SM50 A rconcert version- 

AP145 A1 

150.,concert .er..on., 
0Love Su-preme, A 

I with the bass J 

Coltrane's insistent repetition of the rhythmic figure is puzzling at 
first; during the last six measures, he plays it on the ascending pattern 
D-E-Fn-G-A 6, then finally plays in unison with the bass in F. This 
reconfirms that Coltrane hears Cell a as his basic unit of composition, 
separable from the scale built upon it. At this point Coltrane and 
another group member chant the words "a love supreme" in unison 
with the bass ostinato, and we realize that this was the goal toward 
which Coltrane directed his solo. He brilliantly executed a reverse 
development, saving the exposition-or perhaps revelation would be a 
better word in this case-for the end. 

Now the prelude has served its function-we understand the titles 
of the suite and its sections, and we realize that the unusual structure 
of the piece is dictated, in part, by the extramusical meanings 
Coltrane wishes to convey. 

We have already noted some of the ways in which the concert 
version of Part I, "Acknowledgement," departs from the studio 
version. While it follows the same general plan as the studio version, 
its details are so completely different as to confirm that the bass 
ostinato was the only preconceived element. Typical of live perfor- 
mances, the concert version remains at a high energy level through- 
out. The gain in intensity is counterbalanced by a decided loss in 
structural continuity, however. 

Nevertheless, the structural unity remains impressive. Coltrane 
begins with the scale in its first position on F, which he did not do in 
the studio version. He improvises on the notes F, A 6, B 1, and C, then 
quickly proceeds to obsessive repetitions, variations, and ascent into 
the altissimo register. For a while he treats Cell a alone, transposing it 
down by successive whole steps until reaching C, whereupon he 
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repeats the procedure. After this, he takes up the bass ostinato and 
transposes it only into a few close keys, such as B b and C, before 
joining the bass in the key of F. The vocal chant is omitted, and the 
ostinato is next transposed to E b in order to make way for the second 
section. 

We saw that an extramusical message partially accounted for the 
structural plan of Part I. Extramusical meaning is even more impor- 
tant in the closing part of the suite, "Psalm." At first hearing, this part 
is even more untraditional than the first. Not only is there no 
recurrent chord progression, there is not even a steady beat. The 
pianist drones on open fifths in the left hand, C-G-C, while providing 
some tension by superimposing, in the right hand, quartal harmonies 
such as D-G-C, and F-Bb-Eb. Coltrane provided a clue to the 
structure of "Psalm" in his liner notes for the recording: "The last part 
is a musical narration of the theme, 'A Love Supreme,' which is 
written in the context." A Love Supreme is the title not only of the LP 
but of a poem by Coltrane that appears elsewhere in the liner notes. A 
comparison of the poem with Coltrane's improvisation reveals that his 
saxophone solo is a wordless recitation of the poem, one note to each 
syllable. 15 

Each section of several lines has an arched shape--an ascending 
phrase, a recitation on one tone, and a descending phrase. The 
recitation tones ascend as the piece builds in intensity. The roots of 
this solo seem to grow out of formulaic procedures used by preachers 
in black churches. Coltrane, whose grandfather was in the ministry, 
frequented the American Methodist Episcopal Zion Church during 
his childhood in North Carolina and no doubt absorbed much musical 
inspiration there. Jeff Titon, in his paper, "Tonal System in the 
Chanted Oral Sermons of the Reverend C. L. Franklin," describes the 
procedure of black American preachers for intonational chant.16 The 
chant is divided into sections according to pitch apexes, for which we 

15 This is the most extensive example of this practice in jazz. Coltrane reportedly based the opening recitative of his Alabama on some words by Martin Luther King 
(Impulse A-5o; also MCA 29015), but the words are unknown. Other than these, I 
know of no other instances in jazz per se, although it is worth noting that Coltrane 
always showed a concern for the articulation and phrasing of the text in his 
performances of popular ballads, as did his predecessor Lester Young. A related 
technique was used by Duke Ellington in his i957 composition Such Sweet Thunder, 
where four sections are based on the fourteen-line sonnet form (Columbia Special Products JCC o1033). 

16 This unpublished paper was delivered at the annual meeting of the Society for 
Ethnomusicology, Wesleyan University, October 17, 1975. My thanks to Professor 
Titon for allowing me to study it. 
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may use the more familiar term recitation tones. The first section of a 
preacher's chant uses a recitation tone a perfect fifth above the tonal 
center. Succeeding sections have progressively higher recitation 
tones--the minor seventh and, at points requiring special emphasis, 
the octave. The final section is the most intense and uses a mixture of 
all the preceding recitation tones. Coltrane's "Psalm" adheres to this 
general outline, as shown in Table 2, while taking liberties, as one 
would expect of a highly skilled, creative composer." 

TABLE 2 

The text of A Love Supreme, 
from Impulse Record AS-77, with annotations about the structure of the solo 

Recitation, mostly on the fifth degree (music given in Ex. 1i): 
i-I will do all I can to be worthy of Thee O Lord. 

It all has to do with it. 
Thank you God. 
Peace. 

5-There is none other. 
God is. It is so beautiful. 
Thank you God. God is all. 
Help us to resolve our fears and weaknesses. 
Thank you God. [Coltrane renders this after line io.] 

io-In you all things are possible. 
We know. God made us so. 
Keep your eye on God. 
God is. He always was. He always will be. 
No matter what. . . it is God. 

15-He is gracious and merciful. 
It is most important that I know Thee. 

Transitional passage (music for lines 23-24 given in Ex. 16): 
Words, sounds, speech, men, memory, thoughts, 

fears and emotions-time--all related ... 
all made from one . .. all made in one. 

2o-Blessed be His name. 
Thought waves-heat waves-all vibrations-- 

all paths lead to God. Thank you God. 
His way ... it is so lovely . . . it is gracious. 
It is merciful-Thank you God. 

25-One thought can produce millions of vibrations 
and they all go back to God ... everything does. 

Thank you God. 

17 It is no accident that we find similar general principles of chant in other 
cultures. After all, Christian psalmody goes back to ancient Jewish chant and was, in 
turn, passed on to black Christian churches such as Franklin's and Coltrane's. For 
example, see the instructions in the Liber Usualis on principles of Gregorian chanting, 
which follow the same shape of ascent, recitation, and descent. 
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TABLE 2, cont. 

Climax; resembles the final part of a preacher's incantation (music for 
lines 57-62 given in Ex. i7): 

Have no fear ... believe ... Thank you God. 
The universe has many wonders. God is all. 

3o--His way .. . it is so wonderful. 
Thoughts-deeds-vibrations, etc. 
[They* all go back to God and He cleanses all. 
He is gracious and merciful . . Thank you God. 
Glory to God . .. God is so alive. 

35-God is. 
God loves. 
May I be acceptable in Thy sight. We are all one in His grace 
The fact that we do exist is acknowledgement 

40- of Thee O Lord. 
Thank you God. 
God will wash away all our tears ... 

He always has . 
He always will. 

45-Seek Him everyday. In all ways seek God everyday. Let us sing all songs to God 
To whom all praise is due . . . praise God. 
No road is an easy one, but they all 

go back to God. 
5o-With all we share God. 

It is all with God. 
It is all with Thee. 
Obey the Lord. 
Blessed is He. 

55-We are all from one thing . .. the will of God . . 
Thank you God. 

[I have seen God]*-I have seen ungodly- none can be greater-none can compare to God. [Coltrane seems to 
render this ". . . none can compare with Thee God."] 

Thank you God. 
60o-He wilt remake [us].* . . . He always has and He 

always will. 
It is [It's] true-blessed be His name-Thank you God. 

Final section; recitation on the fifth (music given in Ex. i8): 
God breathes through us so completely ... so gently we hardly feel it ... yet, 

65- it is our everything. Thank you God. 
ELATION-ELEGANCE-EXALTATION- 
All from God. 
Thank you God. Amen. 

*Words apparently omitted from the recording. 

Coltrane punctuates his recitation with the frequently recurring words "Thank you God." These words are associated with a formula 
characterized by a minor third or fifth descending to the tonic, 
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resembling formulas used by black preachers for such phrases as "Yes, 
he did" and "Oh, Lord." Coltrane uses this formula almost every time 
the words "Thank you God" appear in his poem. There are only two 
exceptions out of thirteen: lines 24 and 56. Instead of descending, 
these two receive a version of the familiar Cell a, ascending to the 
tonic from below. Apparently, the ascending motive occurs at 
moments of relaxation where the finality of the "Thank you God" 
motive would disrupt the flow. The larger scheme seems to be that, in 
either case, the word "God" is always occasioned by a return to the 
tonic. 

Like the preachers, Coltrane begins by reciting on the fifth for 
most of the first sixteen lines. These may be divided into five sections, 
each roughly corresponding to the pattern of initial ascent, recitation, 
and descent. (See Example I5.) Although Coltrane ascends at points 
to c" and even the e 6"', he centers around g' and almost always comes 
to rest on c'. Notice that "Thank you God" ends each of the first three 
divisions. In fact, the last half of each of these three divisions is based 
on one melody, a melody that clearly elaborates Cell a and employs 
the notes C, E6, and F. 

Example 15 
Lines 1-16 of the poem "A Love Supreme" as set to improvised music by John Coltrane 

Recitative recitation at 5th 3 descent TID scent 

A Love Su-preme. I will do all I can to be wor-thy of Thee 0 Lord. 

@as recitation 

3 

It all has to do with it. THANK YOU GOD. Peace. There is none o-ther. 

recitation continues on low C n irecitation 

G I i sl 3 3 
8 

God is. It is so beau-ti-ful. THANK YOU GOD. God is all. Help us to 
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Ex. 15, cont. 

at 5th descent closing descent 

- 3 - -- 3--- -- 3-- 

8 3 
re-solve our fears and weak-ness-es. In you all things are pos-si- ble. 

opening a recitation at 5th 
3---u ---N 7: 7 

8 THANK YOU GOD. We know. God made us so. Keep your eye on God. 

further ascent brief recitation 
o 

God is. Heal-ways was. He al-ways will be. Nomat- ter what .. 

des V asee- recitation at 5th 

it is God. Heis gra-ci-ous and mer-ci- ful. It is mostim-por-tant 

elongated descent 

8 that I know Thee-ee. 

Lines 17-27 comprise a transitional passage not corresponding to 
any that Titon describes. It starts on c'. There is no recitation tone for 
lines 23-24, simply a descending line from c" to g. (See Example i6.) 
The note c' is the recitation tone ending this section of relative repose. 

Example 16 
Lines 23 and 24 of Coltrane's "recitation" of "A Love Supreme" 

Recitative 

His way... it is so lo-ve- ly, it is gra-cious, it is mer-ci-ful. 

8 
THANK YOU GOD. 
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Lines 28-62 loosely resemble the climactic final part of the 
preacher's incantation. A recitation on g" begins and ends this 
section. In between there is much altissimo playing, and Coltrane 
recites on g' as well as c". Just before the return to high g" is another 
phrase without recitation to prepare the way. It ascends from g to c". 
(See Example i7.) Coltrane's music differs from that of the preacher 
mainly in the absence of recitation on the seventh degree. 

Example 17 Lines 57-62 of "Psalm" 

Recitative ascending phrase 

I have seen un-god-ly; none can be greater, none can compare with [Thee] God. 

recitation on high G 

THANK YOU GOD. He will re-make (us). He- e al-ways has and he 

al- ways will. It's true. Bles-sed be his name. THANK YOU GOD. 

Following this passage, Coltrane descends to the fifth again, then 
descends to the tonic with a final "Thank you God" (Ex. I8). 
Significantly, the "Amen" is set to a variant, backwards and starting 
on D, of Cell a, which permeated the entire suite.18s 

18 A discographical note: a second tenor saxophonist joins Coltrane for the final 
few notes. His notes are bracketed in dotted lines in Example 18, although in the 
published transcriptions they are assigned to Coltrane (a physical impossibility). No 
Coltrane researcher has even mentioned the presence of another saxophonist on this 
recording, although it is known that Archie Shepp recorded some of the material from 
the suite with Coltrane the day after this record was made, and he would be a likely 
candidate. Unfortunately, that second recording was lost. Details about all of 
Coltrane's recordings are to be found in the standard reference work by David Wild, 
The Recordings ofJohn Coltrane: A Discograpby, 2nd ed. (Ann Arbor, i979), which Wild 
supplements periodically in his journal Disc'ribe. 
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Example 18 
Lines 63 to end of "Psalm" (continuous with Example 17) 

Recitative recitation 

3 
God breathes through us so com-plete-ly, so gent-ly, we hard-ly feel it. 

Yet it is our ev-ery-thing. THANK YOU GOD. E- la-tion. E-le-gance. 

played 
by another 

,,, 
saxophonist. 

Ex-al- ta- ti-on. All from God. THANK YOU GOD. A- a-men. plus 

closings flourish. 

The concert version of "Psalm" differs significantly from the one 
analyzed above because it does not follow the poem at all but is a 
freely structured improvisation in the key and mood of the studio 
version. Coltrane employs many of the same melodic formulas and 
follows the same kind of dramatic plan--the recitative, beginning 
softly, building several times to a fever pitch, and subsiding again. 
But he makes no effort to conform to the poem's rhythms. His 
opening phrases are variations of a shared melody, as in the studio 
version, but each one begins on c' (as in c'-b -c', c'-b -c') before 
reciting on g. Since the words are not followed, there is no clearly 
recurring "Thank you God" formula. 

The concert "Psalm" develops into a rapid barrage of notes. 
During a climactic moment, Coltrane alternates a repeated g'-f'-g' 
recitation with contrasting notes from the bottom of the instrument's 
range, such as the B 

, 
and A 6, a twelfth below. Shortly thereafter, he 

inverts this shape by repeating notes in the middle register and 
alternating them with progressively higher notes from the altissimo 
range. Eventually, he calms down and returns to a version of the 
opening phrase, reciting ong (omitting the c' he used earlier). He ends 
his improvisation with the same "Amen" as in the studio version. 
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Conclusion 

A Love Supreme is typical of a large group of Coltrane's pieces from 
the I960s. In them, he usually starts in the middle register, gradually 
bringing in the registral extremes. He builds methodically toward the 
highest note of the piece, which may reach far into the altissimo 
range. He constructs successive waves, each one reaching for a higher 
note then rapidly falling off. The climax of a Coltrane improvisation 
usually occurs about two-thirds of the way through. For example, in 
Equinox (October 26, 1960; Atlantic 1419) it is in the eighth of ten 
choruses; in "Acknowledgement," measure 91 of 157 measures; in 
"Psalm," between lines 30 and 60 of sixty-nine lines of text; and in 
Venus (February 22, 1967; Impulse ASD 9277, reissued as MCA 
29029), pages 7 to 8 of eleven pages of transcription. (Each of these 
various measures represents approximate measurements of time.) I 
cannot say if more exact measurements would correspond to the 
Golden Mean, which observers have noted in all sorts of real-time art 
forms. I have found these same proportions in jazz solos by others 
than Coltrane. There does seem to be a certain naturalness about a 
climax two-thirds of the way through a work, perhaps because it 
agrees with our physical experiences in reaching short-term goals. We 
expend a great deal of energy to attain the goal then need some time to 
relax and unwind. 

Coltrane does unwind after reaching the climax in each case. If 
there is a theme, he gradually brings the energy level back to the level 
of the beginning of the piece in order to set up its recapitulation. If 
there is no theme, he brings the intensity down and plays new music 
that in some ways ties together what has gone before. 

Motives and thematic ideas reappear at several points during a 
typical Coltrane piece, but not necessarily in a methodical manner. 
These serve as reminiscences that lend coherence to the melodic 
content of the solo. Usually the more structurally important connec- 
tions are not these simple reminiscences but the progression from one 
motivic idea to the next, from one section of the piece to the next. 
Even when there is no shared motivic material, each new section 
works effectively with the preceding one, by continuing to build in 
drama, by creating needed contrast, or by other means. During his 
final period, 1965-67, Coltrane succeeded in eliminating the feeling of 
sectionality altogether, so that one experiences each late work as an 
indivisible whole, in spite of the fact that it can be divided for 
purposes of analysis. 
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Listening to Coltrane's recorded performances, we hear a compos- 
er at work, shaping, developing, and connecting musical ideas while 
attempting, often successfully, to keep the musical whole in perspec- 
tive. What makes this special is that the composer is outstanding, 
especially in the world of jazz. 

Tufts University 
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