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RIP, Paul Bley

Paul Bley, the Montreal-raised pianist and giant of free jazz who famously played with
Ornette Coleman, Charles Mingus, has died at the age of 83, according to the statement
below by his daughter, circulated late Monday night by a jazz publicist and later by an
ECM Records representative:

“Dear Friends,

“I'm deeply saddened to tell you that my father passed yesterday. Below is our official
statement. He was at home and very comfortable with family at his side.

“Thank you,”
“Vanessa Bley

“PAUL BLEY OBITUARY

“Paul Bley, renowned jazz pianist, died January 3, 2016 at home with his family. Born November 10,
1932 in Montreal, QC, he began music studies at the age of five. At 13, he formed the “Buzzy Bley
Band.” At 17, he took over for Oscar Peterson at the Alberta Lounge, invited Charlie Parker to play at
the Montreal Jazz Workshop, which he co-founded, made a film with Stan Kenton and then headed to
NYC to attend Julliard [sic].

“His international career has spanned seven decades. He’s played and recorded with Lester Young,
Ben Webster, Sonny Rollins, Charles Mingus, Chet Baker, Jimmy Giuffre, Charlie Haden, Paul Motian,
Lee Konitz, Pat Metheny, Jaco Pastorious [sic] and many others. He is considered a master of the trio,
but as exemplified by his solo piano albums, Paul Bley is preeminently a pianists’ pianist.

“He is survived by his wife of forty three years, Carol Goss, their daughters, Vanessa Bley and Angelica
Palmer, grandchildren Felix and Zoletta Palmer, as well as daughter, Solo Peacock. Private memorial
services will be held in Stuart, FL, Cherry Valley, NY and wherever you play a Paul Bley record.”

On Facebook, saxophonist Glen Hall wrote: “Paul’s death has been confirmed by his wife, Carol Goss.
He passed away on Sunday, January 3, while listening to Memoirs, his recording with Charlie Haden
and Paul Motian.” Haden died last July at the age of 76, while Motian died in November 2011 at the age
of 80.

In 2008, Bley was named a member of the Order of Canada, the official announcement said, for “his
contributions as a pioneering figure in avant-garde and free jazz, and for his influence on younger jazz
pianists.”

The legions of pianists alone whose playing was changed by hearing Bley includes, to name a few,
artists of several generations from Keith Jarrett to Frank Kimbrough to Aaron Parks.

Posting at organissimo.org on Monday, Kimbrough wrote: “As Paul told me, ‘If you know what'’s going
to happen, there’s no reason to go to the gig — you go to the gig to get lost.” We spent a lot of time
together, and he was a tremendous influence, not just for his playing, but for the scope of his career,
and for the incredibly interesting and engaging person he always was — perhaps the most thought-
provoking person I've ever known. We were talking about some imaginary project once, and he said (in
the most positive manner) “think of all the ways we could FAIL!”

The full extent of Bley’s uncompromising and cut-to-the-quick perspective on art are clear in the
assessments he shared with jazz journalist Ted Panken in this 2002 blindfold test. In it, Bley said of
Keith Jarrett: “He has my 1964 date, Turning Point on Improvising Artists, the one with Gary and
Gilmore... He'’s got that down pat with Gary! He took over that. That's a big step for him. He went out
of standards all the way to 1964. And who knows, we're looking forward to 1974.”

In a jazz.com article from several years ago written by Ted Panken, Parks said: “Bley was something of
a revolutionary from my perspective, somebody who wasn’t content simply to play by the rules, although
it's evident that he knows them...If you listen to his early recordings, he can play bebop and straight-
ahead, really swinging stuff as well. But it seems pretty obvious that he decided that he didn’t want to
be limited.



“A lot of what he did was the same thing that Ornette Coleman was doing, for sure. Often, he was just
liberating melody from the constraints of harmony. He’s all about melody. His melodies unfolded
naturally, they went wherever they wanted, even if there was no theoretical reason why they should go
there. They had their own logic that resists analysis.”

Non-pianists have been similarly struck by the galvanizing sound of Bley.

Pat Metheny told my colleague Doug Fischer some years ago that his life was changed by Bley’s All the
Things You Are solo on Sonny Rollins’ 1963 alboum Sonny Meets Hawk. “When | heard Paul Bley’s piano
solo, a whole new universe of harmonic possibilities opened up for me,” Metheny said. “All these
decades later, | still think of it as one of the greatest solos in jazz history.

“Even a non-musician can sense something amazing is happening,” Metheny continued. “On one level
what he’s doing is very complex, but it’s also completely accessible, very open. Bley simply allows each
musical idea to go to its natural conclusion — and in the end, something very personal becomes very
universal.”

From the ECM Records obituary for Bley: “In 1961 Paul was at the quieter end of the free revolution, as
a member of the Jimmy Giuffre Trio. This group with Steve Swallow on bass, posited a kind of avant-
garde chamber jazz which would become practically a template for thoughtful improvisation of the future.
“At that time, with Giuffre, Paul expressed almost a Webernesque climate,” [ECM founder and producer]
Manfred Eicher has said. “As a fragmentary approach to the well-chosen note or chord, the idea that
only this note or that counts, restricting the number of notes and thinking about those notes before you
play — Paul Bley was the best at this.”

The prodigous Bley recorded for many labels, producing certified classics such as the 1963 album
Footloose. On ECM, some of his most notable recordings were the 1972 solo album Open, To Love as
well as 1980s collaborations with Bill Frisell, John Surman and others.

A quick appreciation by Brookyn saxophonist and Canadian expat Andrew Rathbun on Facebook:

“I had two lessons with Paul Bley at NEC. In lesson No. 1 we played a tune or two, then he told me to
1) throw out every Coltrane record | had, and 2) to stop practicing (his philosophy was that you only had
a finite amount of music in you, which you needed to save for recording/performing). The second lesson
took place at a coffee shop, lasted two hours, and was fascinating. His ideas about playing, and
recording were very interesting. In no way was | ready for what he was talking about, but | filed as much
as | could away. Later, when | mounted a symposium about Jimmy Giuffre, he was really generous with
his time speaking to me about the inner workings of the trio, and provided many invaluable insights.

‘I went to see the trio with Motian and Peacock a number of times, which was either totally
transcendental, or incredibly infuriating. Unpredictable, never boring. Real improvisors. Genuine, in the
moment music.”

Hamilton-based pianist Adrean Farrugia wrote on Facebook:

“‘Rest in peace Paul Bley.

“To me, Paul Bley is the greatest and most historically significant jazz pianist Canada has ever produced.
Never putting public approval ratings and record sales before his commitment to his honest development

as an artist Paul Bley carved out a sound and style that was truly unique, mysterious and beautiful.

“He was an important influence on many of history’s greatest forward looking improvising artists, such
as Keith Jarrett and many others

‘I met him at the Blue Note in NYC in 2008 while on my honeymoon with my wife Sophia. His duo
performances that night with Charlie Haden were deep and personal and stayed with me for a long time.

“I'll always be grateful for your music Mr. Bley. Thank You.”

Rest in peace, Paul Bley.
http://ottawacitizen.com/entertainment/jazzblog/r-i-p-paul-bley
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IMPROVISING WITH THE INSTRUMENT,
NOT JUST ON IT-A REMEMBRANCE OF

PAUL BLEY (19322016)
By Carol Goson January 15, 2016

[Ed. note: The Canadian-born, U.S.-based composer/pianist Paul Bley, who died at the age of 83 on January
3, 2016, was one of the titans of the free jazz movement and, together with his wife Carol Goss, was a pioneer
of the music video. Their prodigious documentation of the work of many of the most important improvisers of
the last half-century stands out, along with Bley’s own music making, as a pinnacle of his life’s work. Therefore
it seemed fitting to ask Carol Goss to describe how their unique collaboration came to be, and she sent us
the following excerpt from Driven to Abstraction, a book in process.—FJQ]

Paul Bley and | met in January 1973 at his loft on 359 1/2 Hudson Street in the West Village. We were sitting
on the floor of the empty front room listening to a reel-to-reel recording of his not-yet-released first solo piano
album, Open to Love. I'd grown up hearing jazz and classical music (my father had played sax with Woody
Herman), but I'd never heard anything like this before. When Paul started talking to me, | said, "You have to
be quiet, your music is better than your conversation." By June Paul had invited me to go to Europe with
him. In the winter of 1974, | arranged to bring him and his band, Scorpio, to my hometown of Miami to play
at the Space Transit Planetarium for Jack Horkheimer's show. He shipped the Arp synthesizer down and PBS
Miami made a studio broadcast of the bandd. Right after we returned to New York City, his landlord set a fire
in the hall of his building on Hudson Street. Paul managed to pull the Arp out through the back third-story
window onto a garage roof. He arrived at my apt at 11 1/2 West 84th St. We put the Arp (which was fine)
under the stairwell along with the molten keyboard. Paul then moved in with me. Two months later, we moved
to an apartment Paul had at 26 Jane Street. In the spring of 1974, | produced a concert and reading with Paul
Bley and William S. Burroughs at the Eisner and Lubin Auditorium at NYU. Video cameras had just become
available but were extremely expensive, so | went to Andy Warhol’s Factory on Union Square and tracked
down Anton Perrich, who had a camera, and convinced him to help record the event for us.

My background was in theater and art, so when | attended a screening of Nam June Paik’s work at the
Anthology Film Archives in 1974, | realized | was uniquely prepared for video art. After the screening, Nam
June suggested | go to the Experimental Television Center (ETC), in Binghamton, New York, where there
was a Paik-Abe video synthesizer. Around the same time, Paul and | decided to create a company for
recording music and video: Improvising Artists.

| began to do residencies at ETC with video synthesizers. | would create a piece in silence and then find a
track of Paul’'s music of the same length. In the case of “Rings/Lovers,” the music and abstract video, created
independently, were exactly the same length. When put together, they synched in an uncanny way, which led
me to the realization that editing was counterproductive because everything synchs. “Rings/Lovers” was
exhibited, along with “Topography/Please,” at the Everson Museum’s 1976 “New Work in Abstract Video”
show. “Topography” was created on the Paik-Abe video synthesizer. The music is as yet an unreleased
recording of Paul’s, “Please,” from an electric session with Bill Connors on guitar.

| began renting cameras and recording concerts and studio sessions. | would take the video from these
recordings to the ETC where | could alter the parameters of the color and contrast, key in images, distort the
image with oscillators and feedback. Because everything was analog, it was all done in real time. There was
no rendering.

In a few cases, we were able to bring video synthesizers to concerts and improvise with the musicians, who
could see the video output on screens—San Francisco’s Great American Music Hall (Bill Hearn, video
synthesizer), Axis-in-Soho in New York (David Jones, video colorizer), Gunter Hampel/Marion Brown IAl
recording session at Blue Rock Studios (Dan Sandeen, video synthesizer), etc.

In 1978 | received a grant to make the first hologram of a raster scanned video image (Rutt Etra, video
synthesizer). “Femophagy,” an integral white light hologram, was the first ever to encorporate a raster-
scanned video image. It was exhibited at the Museum of Holography’s “Through the Looking Glass” show
that year.

Paul had pioneered audio synthesis in the 1960s with the Moog and Arp in live performance, so it was a
natural progression for me to continue this process of exploration in the visual realm. The fact that it was all
analog made it fluid and intuitive. Analog electricity encompasses randomness and accidents. There is an
interplay, a tension, between the artist and the instrument. It is truly possible to improvise with the instrument,
not just “on” it.

In the summer of 2015, Paul and | listened to and digitized boxes of the DAT recordings he'd brought home
from tours. At one point | was able to put into words something I'd always uniquely heard in his music:
You're not playing the notes on the piano, you're playing the harmonic's above them!" Paul looked at me, his
eyes welled up. He knew | knew.


http://www.newmusicbox.org/articles/author/carol-goss/

Paul Bley and CaroI-Gos in 1974;
photo courtesy Improvising Artists.

Paul Bley and Carol Goss in 1992. Photo by Jim Kosinski, courtesy Improvising Artists.



COMPLETE ARTICLES

Paul Bl ey, Adventurous
Pi ani st , Dies at 83

By BEN RATLIFF
JAN. 5, 2016

Paul Bley on piano at a Jazz at Lincoln Center concert in 2000, accompanied by Charlie Haden on
upright acoustic bass. Credit Jack Vartoogian/Front Row Photos

Paul Bley, an obdurate and original pianist who began his career playing bebop and
eventually became a major force in experimental jazz, died on Sunday at his home in
Stuart, Fla. He was 83.

His record label, ECM, announced his death without giving a cause.

Mr. Bley’s style of playing was melodic, measured, bluesy, often polytonal and
seemingly effortless. He took as long as he needed to finish a thought, and at the tempo
he chose forit. He loved standards but distrusted the strictures of the 32-bar song form,
and especially distrusted repetition. His notes could move slowly without telegraphing
their destination, drawling down into nothing or cohering into bright, purposefully
gapped lines, with backing chords that kept changing the tonal center.

Mr. Bley (pronounced “blay”) developed an influential language of phrasing and
harmony — Keith Jarrett and Ethan Iverson were two of its many beneficiaries — but
often talked about being eager to get outside his own habits. In the 1981 documentary
“Imagine the Sound,” he professed not to practice or rehearse, out of what he called “a
disdain for the known.” And he did not stake his work on traditional notions of
acceptability, or the approval of the listener.



http://topics.nytimes.com/top/reference/timestopics/people/r/ben_ratliff/index.html
http://www.improvart.com/bley/
http://www.sphinxproductions.com/films/imaginethesound/
http://www.sphinxproductions.com/films/imaginethesound/

A 1965 publicity photo of Mr. Bley for ESP Records.

“I've spent many years learning how to play as slow as possible,” he told the Italian
pianist and writer Arrigo Cappelletti in a typically provocative 2002 interview, “and
then many more years learning how to play as fast as possible. I've spent many years
trying how to play as good as possible. At the present I'm trying to spend as many years
learning how to play as bad as possible.”

Hyman Paul Bley was born in Montreal on Nov. 10, 1932. His father, Joe, owned an
embroidery factory; his mother, the former Betty Marcovitch, immigrated from
Romania to Canada with her family when she was 9.

He started studying violin at 5 and piano at 8, and as a teenager began playing piano
professionally as Buzzy Bley. In 1949, as a senior in high school, he briefly took over
Oscar Peterson’s job at the Alberta Lounge in downtown Montreal.

Mr. Bley left for New York in 1950 to attend the Juilliard School. During his early years
there, he played with the saxophonists Lester Young and Ben Webster, among others.

Keeping a hand in his hometown jazz scene, he helped organize the Jazz Workshop, a
musician-run organization in Montreal that set up out-of-town soloists with local
rhythm sections; in February 1953 he booked Charlie Parker for a concert and
accompanied him. That concert was recorded, one of his first extant recordings before
his first album as a leader, made nine months later with a trio that included Charles
Mingus on bass and Art Blakey on drums. Through the mid-’50s, he was an adept
bebop player with a spare style.

He met the pianist and composer Carla Bley, then known as Karen Borg, when she was
working as a cigarette girl at the jazz nightclub Birdland; the two of them moved west,
finally settling in Los Angeles, where in 1957 Mr. Bley secured a job leading a band at
the Hillcrest Club six nights a week for nearly two years.

Toward the end of his time there, in 1958, he hired the saxophonist Ornette Coleman
and the trumpeter Don Cherry for his band. He noticed that Coleman, in his
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http://www.wattxtrawatt.com/

compositions did not follow the standard 32-bar AABA song pattern, but rather what
Mr. Bley called “A to Z form.” In his 1999 memoir, “Stopping Time,” he remembered
that “it didn’t take more than a second to understand that this was the missing link
between playing totally free, without any givens, and playing bebop with changes and
steady time.”

Paul and Carla Bley were married in California in 1957, and during the following years
he recorded a lot of her music: Her compositions make up most of Mr. Bley’s records
“Footloose!” (1963) and “Closer” (1965), as he found his way toward his own kind of
free jazz, intimate and almost folklike.

During that time, playing with the saxophonists Albert Ayler and Sonny Rollins, he
defined as well as anyone the blurry line between the scratchiness of free improvisation
and the virtuosity of the jazz tradition.

Paul and Carla Bley’s marriage ended in divorce. Another relationship, with the singer
and composer Annette Peacock in the 1960s, resulted in more collaboration. Her
compositions, which make up all of the trio record “Ballads” (19771) and some of the
solo-piano record “Open, to Love” (1972), were important to his “slow as possible”
period; using synthesizers, well before they became common in jazz, they performed
together on record as the “Bley-Peacock Synthesizer Show.”

In 1973, with the video artist Carol Goss — whom he eventually married — Mr. Bley set
up the multimedia company Improvising Artists, which released his music and others’.
Ms. Goss survives him, as do his daughters, Vanessa Bley, Angelica Palmer and Solo
Peacock, and two grandchildren.

Mr. Bley did much of his performing and recording from the ’80s onward in Europe,
often with musicians he knew from earlier days — notably the bassist Charlie Haden,
from Coleman’s group; the bassist Gary Peacock (former husband of Annette); and the
saxophonist and clarinetist Jimmy Giuffre, with whom he made two chamberlike trio
albums in 1961.

Increasingly he made solo records, full of his onrushing, nonrepeating ideas — the best
way for him to express what he described as a series of questions.

“My solo piano playing is a question in itself,” he told Mr. Cappelletti. “The question is
‘why?,” and after ‘why?’ comes ‘what?,” and after ‘what?’ comes ‘when?’”

A version of this article appears in print on January 6, 2016, on page A16 of the New
York edition with the headline: Paul Bley, Adventurous Jazz Pianist, Dies at 83.

+++++++


http://www.vehiculepress.com/1-excerpt.php?EAN=9781550651119
https://www.youtube.com/watch?v=EYnrtXiA0TA
http://www.annettepeacock.com/
https://www.youtube.com/watch?v=kqIu-Y8CxSw
https://www.youtube.com/watch?v=bO8SET56s0Y

GoneBut Not Forgotten: Music StarsIn Memoriam

AvanGarde Jazz Pl a
Paul Bl ey Dies at

1/5/2016 Associated Press

Avant-garde jazz pianist PaulBley has died at his Florida home. He was 83.
The publicist for Bley's record label, ECM Records, said Tuesday that Bley died of
natural causes Sunday at his Stuart home.

Born Nov. 10, 1932, in Montreal, Bley began studying music at age 5 and formed his
first band at age 13. While still a teenager, Bley replaced Oscar Peterson at the Alberta
Lounge and he co-founded the Montreal Jazz Workshop, where he invited Charlie
Parker to play.

He studied at Julliard in the 1950s, and in the 1960s he pioneered using electric pianos
and synthesizers. In a career spanning seven decades, he played and recorded with
Lester Young, Sonny Rollins, Charles Mingus, Chet Baker and many other musicians.

Bley's Play Blue: OsloConcertLP hit No. 38 on Billboard's JazzAlbumschart in 2014.
Private memorial services are planned.

Paul Bleyperforms at the BIM Huis on March 22, 1991 in Amsterdam, Netherlands.
FRANS SCHELLEKENS/REDFERNS

http://www.billboard.com/articles/news/obituary/6835208/paul-bley-dead-pianist

online at www.dailygazette.com



http://www.billboard.com/photos/6523827/music-star-deaths-2015
http://www.billboard.com/artist/6087412/paul-bley/chart
http://www.billboard.com/charts/jazz-albums
http://www.billboard.com/articles/news/obituary/6835208/paul-bley-dead-pianist
http://www.dailygazette.com/

Paul Bley: The passing of an artist affects us all By By Karen Cookson/For The Sunday Gazette
January 24, 2016

Saying goodbye to a musician friend is very hard to do. Feeling a big void in your life that is unfillable,
even if there are actual recordings of their music and memories of friendship, is painful. Paul Bley’s
passing has left a very large open space in many lives in our small communities, and he will be missed.
Saying Paul Bley was a Canadian jazz pianist is like saying Nicola Tesla was a Serbian inventor. True,
but incredibly incomplete. Paul was bigger than life, a vast talent who influenced the jazz world in a way
that changed it forever. He and his family lived in Cherry Valley, but he spent many hours in Sharon
Springs at his favorite hangout, The Black Cat Café, enjoying conversation and coffee and whatever
was on the menu. Owner/host Tony Daou is a jazz fan, as are many of us, and just spending time talking
and laughing with Paul was a rare pleasure. Paul knew much more than jazz. He loved word play and
collected oxymorons and Country/Western song titles and lyrics that tickled his sense of the absurd
(which was more developed than anyone in this hemisphere). He was full of stories about his performing
with legends that many people only knew of as giants in the jazz world. He didn’t exactly hold court,
usually outdoors in nice weather, but being asked to join him at his table was an honor and a genuine
pleasure, just to listen. He still played solo gigs, even though it was difficult and he didn’t like traveling
to The City very much to play at The Blue Note or other jazz shrines there. He kept raising his fees to
discourage the bookers, but they only agreed to the amount, to hear him one more time. Paul and his
wife, Carol, spent the cold months at their home in Florida, but returned to Cherry Valley (and Sharon
Springs) when spring came. This past fall, Tony and | spoke of how frail he looked, and Tony was
saddened that he might not return. It was unthinkable he wouldn’t. Paul died Jan. 3 at age 83 in Florida,
and his obituary was a shock. We talked about the afternoon he and Carol stopped by our farm, a year
or so ago, and we had iced tea on the front porch. Paul asked if he could play my grand piano — it had
just been tuned and really sounded good. He and | went inside, and he sat down and began improvising.
He played for about 10 minutes, tapping into an artesian vein of musical ideas interweaving and
developing, flirting with new keys, new melodies, then touching back on the beginning ideas and
progressions. At the end, | couldn’t speak, only feel the music and try not to look sappy by weeping,
which would have embarrassed both of us. I've been around musicians my whole life, but I've known
very few who could create such music as Paul Bley could. It is primal, elegant, timeless. The best
communication humans can do, no words necessary. This past week as | was looking through some art
books, | came across a photograph of ancient paintings estimated to be 33,000 (!) years old, in a cave
near Chauvet, France. WHAT ART IS The artist had daubed stain around his (or her — it’s still not clear
who did cave art) hand so you could see the "signature" on the wall, and this image, a familiar one, has
always defined art for me — a mark that says "l was here. | made this." That is what art is. Near the
hand was a miraculous line drawing of two lions. It has depth, perspective; the lions have personality,
and the three lines (two black, one a reddish brown) define, as clearly as any art you have ever seen,
animals moving together, clearly a male and female pair. The unbelievable simplicity and elegance of
this gesture drawn on the cave wall was a bolt of lightning, and it struck me that this is what | had heard
the day Paul Bley played my piano. Timeless, vivid, totally of a piece. And simply, completely alive. |
wish | could have shown it to Paul. We miss him.

Karen Cookson lives in Sharon Springs and is a regular contributor to the Sunday Opinion page.

http://www.dailygazette.com/news/2016/jan/24/COOKSON/?print
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Draai om je oren, 8 januari 2016
In memoriam Paul Bley

Op 3 januari jl. overleed de in 1932 in Canada geboren pianist Paul Bley. Bijna zeventig jaar omspande
zijn internationale carriére, die aanving op 17-jarige leeftijd toen hij Oscar Peterson verving in de Alberto
Lounge in Montreal.

In 1950 vertrok hij naar Amerika om aan de Juilliard School in New York te studeren en musiceerde
alras met prominente musici als trompettist Roy Eldridge en saxofonisten Ben Webster, Sonny Rollins
en Charlie Parker. Na in het midden van de jaren vijftig met Charles Mingus, Art Blakey en Chet Baker
te hebben gespeeld, kwam hij in 1958 in contact met de free-jazzers Ornette Coleman en Don Cherry,
hetgeen resulteerde in het befaamde album "The Fabulous Paul Bley Quintet', opgenomen in de Hillcrest
Club in Los Angeles. Dit album betekende een kantelpunt in de jazzgeschiedenis en de aanzet tot de
free jazz.

Ondertussen was hij getrouwd met pianiste Karen Berg, die haar naam veranderde in Carla Bley en
evenals hij een glanzende jazzcarriére in het verschiet had. In de laat vijftiger, begin zestiger jaren
speelde Paul Bley hoofdzakelijk met musici die zich muzikaal op het snijvlak van de hardbop en free
jazz bevonden, zoals Roland Kirk, Charles Mingus, George Russell en Gary Peacock. Pas in 1964
sluiten Paul en Carla zich aan bij het Jazz Composers Guild en kwamen zo in contact met Roswell
Rudd, Archie Shepp, John Tchicai, Albert Ayler en Cecil Taylor. In die periode kwamen twee albums
van Paul Bley uit op het progressieve label ESP, te weten 'Barrage', een kwintetopname met
altsaxofonist Marshall Allen, trompettist Dewey Johnson, bassist Eddie Gomez en drummer Milford
Graves en 'Closer', een trioplaat met Steve Swallow op bas en Barry Altschul op drums.

De hoes van het album 'Closer' van het Paul Bley Trioln 1967 scheidde hij van Carla en trouwde kort
daarop met met pianiste/componiste Annette Peacock. Onder haar invioed begon hij met elektronica en
synthesizers te experimenteren. In '72 strandde dat huwelijk. Met zijn nieuwe partner en in 1980
echtgenote — Carol Goss — richtte hij het platenlabel Improvising Artists op. Vanaf die periode
produceerde hij talrijke albums met musici als John Scofield, John Abercrombie, Bill Frisell, Gary Burton,
Kenny Wheeler, Evan Parker, Jean-Luc Ponty, Keshavan Maslak en Yuri Honing.

In het eerste decennium van de 21ste eeuw maakte hij enkele trio-albums, onder andere 'Nothing To
Declare' (2004) en 'About Time' (2008). In datzelfde jaar werd hij geéerd als 'Member of the Order of
Canada' voor zijn bijdragen in en voor de jazz. Hij stierf een natuurlijke dood op 83-jarige leeftijd in zijn
huis in Florida.

(Jacques Los, 8.1.16)

Foto Paul Bley: Bruno Bollaert
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Paul Bley, vormgever van de freejazz, overleden

IN MEMORIAM

door: Erno Elsinga
Paul Bley: 1932 - 2016.
Foto © Jos L. Knaepen.

Pianist Paul Bley is dinsdag 3 januari op 83 -jarige leeftijd overleden. Bley was in de jaren zestig en
zeventig van de vorige eeuw een bepalende speler binnen de freejazz. Samen met musici als
Charlie Parker, Charles Mingus en Sonny Rollins gaf de Canadees nieuwe richting aan het begrip

jazz en groeide hij uit tot een grootheid binnen het genre.

Avant -garde

Paul Bley, voorloper van de avant -garde jazz, was één van de grootste jazzpianisten en componisten
van de twintigste eeuw. Al op 13 -jarige leeftijd beklom hij het podium, organiseerde als tiener
concerten, vertrok op aanraden van Charlie Parker naar New Yo rk en belandde via Chet Baker en

Ornette Coleman in de muziekscene die de jazzgeschiedenis vorm zou geven.

Bl ey debuteerde in 1953 met het album 6l ntroducing Paul Bl ey
Art Bl akey. Het begin van zod6n honderd albums onder eigen na
en als pionier van de Moog Synthesizer tot invioeden uit de el ektronica aan toe ten tijde van zijn

tweede huwelijk met de Amerikaanse musicus Annette Peacock.

Paul Bley tijdens zijn soloconcert in het Bimhuis in 2009 (zie recensie onderaan artikel).

Foto © Ger Koelemij.

Bley nam solo op voor ESP  -Disk Records en verhuisde in 1974 naar ECM waar hij het soloalbum
60pen, To Loved opnam met composities van Annette Peacock en
Een album met werk van vrouwelijke componisten dat de boeken in ging al s eerste album met de

kenmer kende 6ECM Sound?d.

Bl ey vormde triobs met Gary Peacock en Paul Mot i an, Steve Sw
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met Lester Young, Sonny Rollins, Jimmy Giuffry, Ornette Coleman, Lee Konitz, Han Bennink, John

Scofield, Bill Frisell, Pat Metheny en vele anderen door de jaren heen.

Bimhuis

Bl ey bleef tot op hoge leeftijd optreden en in in 2009 ver sc
Paul Bl ey and t he Transformati on for Jazzo. I n dat jaar

voortbewegend in een rolstoel of zichzelf ondersteunend met een st ok . 6Een wat mor sige man
een baard van een paar dagend zoals Mischa Andriessen het des

maakte zich tijdens het spelen al uit de voeteno.

05 Januari 2016

Treurig begin van het nieuwe jaar ondanks zijn toch, zeker voor Jazzbegrippen, zeer respectabele
leeftijd. Toch even een slak zout maken op deze toch al zo glibberige dag: het eerste ECM album
verscheen in 1969 en het is echt niet zo dat 'pas' vijf jaar la ter op het album van Bley voor het eerst

de kenmerkende sound van dit prachtlabel zich openbaarde.

Bert Dobben (E-mail ) - 05-01-616 18: 11

Paul —-Bdelgruf auf einen Moder ni

Posted byRedaktion JazzZeitungn 7.Januar 2016

Paul Bley. Foto: Thomas J. Krebs

Leuchtende Akkorde, klarer Anschlag, moderner Improvisationsduktus — dies sind die gangigen
Attribute, die dem Pianisten Paul Bley zugesprochen werden. Dass sie wahr sind, belegen tber
100 CD-Einspielungen des groRen Improvisators der Jazz-Moderne. Am 3. Januar starb der
kanadische Pianist im Kreise seiner Familie wie der ,Ottawa Citizen“ unter Berufung auf Bleys
Tochter meldete. Paul Bley (* 10. November 1932 in Montreal; 1 3. Januar 2016) galt nicht nur als
einer der innovativsten Avantgarde-Pianisten seiner Zeit, er war auch kulturpolitisch tatig: Der
Verband der Jazz-Komponisten (Jazz Composers Guild) wurde mit von ihm ins Leben gerufen.
Sein letztes Album war 2014 erschienen, es war die Aufnahme eines Konzerts in Oslo vor sechs
Jahren. Es enthalt fiinf grofle Improvisationen tiber eigene Themen und Uber ,Pent-Up House* von
Sonny Rollins und zeigt einen Pianisten, der — von Moden und Strdmungen unbeirrt — seine

Kunst entfaltet.

Mehr zu Paul Bley in der nachsten Ausgabe der neuen musikzeitung (nmz/Februar 2016)
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PAUL BLEY: ESTHETISCHE AGRESSOR OP
DE PIANO

JAZZNU- JANUARI 6, 2016

Er zullen wel meer pianisten uit afkomstig zijn, maar Canada heeft twee pianoreuzen
afgestaan aan de wereld van de jazz: Oscar Peterson en Paul Bley. De eerste liet zich
meedrijven op de vleugels van de bebop, de tweede ook. Heel even. Want hij verliet de
zekerheid van het populaire liedschema A -A-B-A en ging op zoek naar nieuwe
expressiemogelijkheden. Dat was in de tweede helft van de jaren vijftig, toen de
snelkookpan van de nieuwe jazz op springen stond en musici als Ornette Coleman,
Sonny Rollins, Alber t Ayler en John Coltrane net zo gretig waren als Paul Bley om vrij
van opgelegde muzikale waarden, de jazz nieuwe invalshoeken te bezorgen. Met zijn

allen waren zij op weg naar The New Thing, de geboorte van de free jazz. Paul Bley stierf

op 3 januari van dit nog jonge jaar op 83 -jarige leeftijd in Stuart in Florida.

Misschien moet Paul Bley wel worden gezien als een onderkende jazzmusicus. Als je het over
de jazzpiano hebt, dan denk je meteen aan Thelonious Monk, Bud Powell, Bill Evans. Veel
minder snel aan Bley. Toch is hij degene die zowel het traditionele pianotrio als de piano op
zich, van knellende banden heeft ontdaan en in een aantal gevallen dezelfde vrijheid heeft
geschonken als melodie -instrumenten zoals saxofoon en trompet. En als je de saxofoon dan
plaatst in de jaren vijftig en zestig van de vorige eeuw, d an kom je al snel uit bij de (plastic)
altsax van Ornette Coleman, waarmee deze mét de free jazz de grootste revolutie ooit in de

jazz ontketende.

Paul Bley, op 10 november 1932 in Montreal geboren, was er muzikaal gezien eerder dan
Ornette Coleman, die in 1930 het levenslicht zag. Het eerste grote, ter zake doende kwartet
van Col eman maakte in 1958 deel ui t vanstdislde y As Hi
scepter zwaaide. Het is vrijwel zeker dat de altsaxofonist hier grond onder zijn voeten kreeg

om zijn ideeén die leidden naar The New Thing, vorm te geven.

Paul Bley in mei 2009 tijdens een optreden in de Vooruit in Gent. Foto Bruno Bollaert.
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TONALE BEWEEGLIJKHEID

Het was dan ook Paul Bley die als enige heel goed begreep waar Ornette  mee bezig was.
Daarom is het niet verwonderlijk dat hij diens tonale beweeglijkheid en melodische vrijheid
overbracht naar de piano. In 1959 maakte Coleman zijn East -Coastdebuut in de Green Spot in
Greenwich Village, volgens cijferfreaks de geboorte vand e free-jazzbeweging. Het concert was
een scharnierpunt in de jazzhistorie. ledere jazzmusicus van naam was er. Uiteraard ook Miles
Davis, waarvan de overlevering vertelt dat hij met zijn rug naar het podium een gezellig praatje

had aangeknoopt met de barke eper. Maar dit terzijde.

Uiteraard ging in deze zo belangrijke groeiperiode van de jazz, met overal uit de grond

schietende nieuwe initiatieven, de ontwikkeling van Paul Bley door. De bij Coleman opgedane

vrijheid was er al, de ervaring die hij in 1964 oppikte met het Gary Peacock  Quartet is eveneens

bepal end geweest voor Bl ey As muzi kal e ont wi kkel |
contrabassist Peacock en Bley zelf, ook tenorsaxofonist Albert Ayler en slagwerker Sunny

Murray. Met name de anarchistische opvattingen van Murray leidden naar onweerlegbare

vrije tegenstellingen in de muziek. De ogen van de pianist werden geopend door het feit dat

vanaf toen ritme -instrumenten hun traditionele begeleidingsrol lieten schieten en bas en

drums interactieve melodische partners werden. Die opva  ttingen werkte Bley in zijn trio met

sl agwer ker Paul Mot i an en Gary Peacock nadien verd

Paul Bley is een agressor op de piano, maar dan wel van de esthetische soort. Hij kan elegantie
en brutaliteit in één akkoord stoppen. Daarbij is hij niet bang om frases verschillende malen

te herhalen, enkel en alleen om hun betekenis dieper te laten door  dringen. Hoewel hij na Cecil
Taylor als de meest vrije vertolker van jazz uit die periode mag worden gezien, zitten er ook
bepaalde wrijvingen in zijn spel. Naast hamerende passages ruimt hij tijd in voor stiltes in zijn
muziek, waarbij menige criticus kan ttekeningen plaatste: passen die wel in een muziekvorm
die als free jazz wordt gekarakteriseerd? Die stiltes komen soms mystiek over, zijn een vorm
van meditatie waarin Paul Bley de luisteraar een blik in zijn binnenste gunt. Waar logica een
verbond aangaa t met in zichzelf gekeerd zijn. Een ander punt dat weerstand opriep was de
blanke huidskleur van de pianist in de zwarte Afro -Amerikaanse wereld van de free jazz,

waardoor hij vaak als een niet serieuze vertolker werd weggezet. Pijnlijk maar waar.

REHABILITATIE

Nadien werd daar anders tegenaan gekeken. De invloedrijke Amerikaanse jazzcriticus Stanley
Crouch maakte een paar jaar geleden de volgende V¢
Col eman wat Bud Powel |l was voor Char | atievodtdie ker A. E

situaties waarin de blanke Bley mogelijk ooit verzeild is geraakt.

Naast de nieuwe standaard die Paul Bley deponeerde voor het klassieke pianotrio, heeft hij
nog meer verdiensten gehad voor de vernieuwing van het klavierinstrument. In 1968 begon
Bley te experimenteren met elektronica. Aanvankelijk om er sustain langer mee aan te

houden. Op tweede kerstdag 1969 werd zijn eerste live -optreden met een Moog -synthesizer
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in de Philharmonic Hall in New York opgetekend. Nadien verschenen er platen waarop hij op
een orginele ARP2500-synthesizer speelde. Deze experimenten leidden er begin jaren
zeventig toe, dat de synthesizer een vooraanstaande plek kreeg in de jazzmuziek en groepen

als Weather Report en Return To Forever het instrument volop in de schijnwerper plaatsten.

Paul Bley in mei 2009 tijdens een optreden in de Vooruit in Gent. Foto Bruno Bollaert.
Zoals de geschiedenis vaak heeft aangetoond, moet Paul Bley misschien wel worden gezien
als een wonderkind, hoe vervelend dat woord ook is. Toen hij vijf jaar was gaf hij
vioolconcerten, vanaf zijn zevende begon hij piano te spelen, om op 11  -jarige leeftij d af te
studeren op het McGill -conservatorium in Montreal. Vanaf zijn 13 ¢ speelde hij in clubs en al op
17-jarige leeftijd vormde hij de Montreal Workshop, waarin hij speelde met onder andere
Charlie Parker en Sonny Rollins. In 1950 trok hij naar New York waar hij van 1950 -1954
compositieleer studeerde aan de Juilliard School of Music. Tijdens zijn studietijd had hij een
groep met Jackie MacLean, Donald Byrd, Arthur Taylor en Doug Watkins. En in die periode
toerde hij met Lester Young, Ben Webster, Roy Eldridge en Bill Harris. In 1959 maakte hij met
Steve Swallow deel uit van het Jimmy Giuffre Trio, dat in 1961 voor het eerst naar Europa
reisde. Daar werd de afwijkende bezetting met klarinet, piano en contrabas met open armen

ontvangen. Paul Bley was toen alom al bekend om zijn vrije opvattingen.

In de vroege jaren zeventig trok Bley vaak naar Europa. Hij speelde mee in The London
Musicians Cooperative (het Engelse antwoord op het Amerikaanse Jazz Composers Guild),
waarin ook Han Bennink korte tijd als drummer fungeerde. Paul Bley maakte overigens zelf
ook deel uit van The Jazz Composers Guild, nadat trompettist Bill Dixon hem in 1964 had
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uitgenodigd aan te schuiven bij Archie Shepp, Sonny Rollins, John Tchicai, Roswell Rudd, Carla
Bley, Mike Mantler, Cecil Taylor en Burton Greene.

KRIJSENDE KATTEN

Paul Bley moet worden gezien als een van de belangrijke exponenten van de Amerikaanse

avant-gar debeweging in
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soloconcerten een tweede en derde plaats innamen. Bley is te horen op meer dan honderd

albums. In 1970 nam hij zijn eerste plaat bij ECM op:

Paul Bley with Gary Peacock

. Hij zou

kind aan huis worden bij het Duitse label. Hoewel hij in de jaren tachtig zijn eigen maatschappij
Improvising Artists Inc (IAl)opzette z het bracht zeven albums uit
terug in de stal van Manfred Eicher.

Z keerde hij nadien weer

ECM bracht hem meer goeds dan alleen de revenuen van zijn platen: in de late jaren tachtig
vormde zich het Paul Bley Quartet met saxofonist/klarinettist John Surman, gitarist Bill Frisell

en slagwerker Paul Motian. Het kwam voort uit een van de ECM
het platenlabel van Charles Mingus zijn allereerste elpee op:
2014 werd, zoals nu bij zijn dood blijkt, de cirkel rondgemaakt bij het verschijnen van zijn

-opnames . In 1953 nam hij bij
Introducing Paul Bley

. Enin
Oslo

Concert: Pale Blue . De ECM-cd bevat live solo -opnamen uit 2008, waarop Paul Bley laat horen
wat een geweldenaar hij is als het gaat om vrije improvisaties en tegelijk om introverte, in
muziek omgezette denkbeelden.

+++++ b+

Invloedrijke

jazzpianist

Paul Bley overleden

LEEUWARDEN De invloedrijke en
uiterst productieve Canadese
jazzpianist Paul Bley is op 83-ja-
rige leeftijd overleden.

Bley speelde op jonge leeftijd met
grootheden als Charlie Parker,
Bem Webster en Lester Young. Op
zijn debuutalbum Introducing
Paul Bley uit 1953 werd hij, 21 nog
maar, begeleid door bassist Char-
les Mingus en drummer Art Bla-
key. In 1958 had hij een groep met
altsaxofonist Ornette Coleman,
trompettist Don Cherry, bassist
Charlie Haden en drummer Billy
Higgins. Bley vormde begin jaren
zestig een belangrijk en vaak na-
gevolgd trio met klarinettist en

34

saxofonist Jimmy Giuffre en bas-
sist Steve Swallow. Deze groep
paste de beginselen van vrije im-
provisatie toe op een introspec-
tieve manier, in een sierlijk, en
soms wringend soort ‘kamerjazz’.

Hij was uiterst actief op het pla-
tenfront, waarbij hij de mogelijk-
heden van het klassieke pianotrio
(met bas en drums) flink oprekte.
Ook het trio met Giuffre en Swal-
low was eind jaren tachtig weer
actief. De verworvenheden van
die bezetting werkte Bley verder
uit op twee magistrale albums
met saxofonist Evan Parker en
bassist Barre Phillips. Daarnaast
maakte hij een flink aantal prach-
tige soloplaten.

woensdag
6 januari 2016

SN  DAGBLAD VAN HET NOORDEN
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Der Komponist des Augenblicks

Zum Tod des kanadischen Pianisten Paul Bley  Ein Artikel von Andreas Kolb
Neue Musikzeitung, Februar 2016

Das letzte Mal, dass er etwas komponiert habe, sagte Paul Bley einmal in einem
Interview, sei auf der Juilliard School in New York gewesen, als Student. Das war
Anfang der 50er-Jahre. Zwischen dieser Zeit und der Veroffentlichung seines Osloer

Solokonzerts ,Play Blue“ im Jahr 2014 liegt die Musik von iiber 100 CD-

Einspielungen des groen Improvisators der Jazz-Moderne. Das Album ,,Play Blue®
enthilt die Mitschnitte von fiinf groBen Improvisationen {iiber eigene Themen sowie iiber ,Pent-Up
House“ von Sonny Rollins und zeigen einen Pianisten, der — von Moden und Stromungen unbeirrt —
seine instanteistische Kunst entfaltet. Das Osloer Solokonzert — das bereits 2008 stattfand — kann als
Bleys opus summum gelten, in dem er noch einmal darlegt, dass freie Musik nicht wild, chaotisch und
ergo ,,schwierig” sein muss, sondern dass eine gute Improvisation auch ruhig und klar, romantisch und

lyrisch, leise und leicht sein kann.

Paul Bley wurde am 10. November 1932 in Montreal geboren und lernte Geige und

Klavier. 1948 traf er in seiner Geburtsstadt Montreal Oscar Peterson, der ihn in die

Jazzszene einfiihrte und von dem er 1949 die Rhythmusgruppe Gbernahm. Bley leitete

den Montrea | Jazz Workshop, zu dem er Musiker wie Charlie Parker oder Sonny Rollins

nach Montreal brachte und zog bereits 1950 na
prepare you for anythingddamalgl aubte der junge P
In New York bewegte sich Bley mitten im Zentrum des sich damals rasant

entwickelnden modernen Jazz: Er musizierte mit Kuinstlern wie Charlie Parker, Charles

Mingus oder Art Blakey. Bald zahlte er zu den innovativen Avantgarde  -Pianisten seiner

Zeit und wurde auch kulturpolitisch tatig: Der Verband der Jazz -Komponisten (Jazz

Composers Guild) verdankt insbesondere Paul Bley seine  Existenz.

Paul Bley arbeitete mit Ornette Coleman und Don Cherry, aber auch mit Jimmy

Giuffre, Steve Swallow, Gary Peacock und Paul Motian.

Drei Komponistinnen pragten seine Karriere entscheidend: 1957 heiratete Bley Carla

Borg, die viel fur ihn komponierte und als Carla Bley bald aus dem Schatten ihres

Mannes trat. Ende der 60er -Jahre trat Bleys neue Lebensgefahrtin Annette Peacock

auf den Plan, die ebenfalls als Komponistin fir ihn arbeitete und mit ihm zusammen

auftrat. Sie gilt als Pionierin des Synthie -Pop und war die treibende Kraft fir die

Entstehung der Bley -Peacock Synthesizer Show.

1974 griindete Bley das Plattenlabel Improvising Artists Inc.  (IAl) gemeinsam mit der
Videokinstlerin und letzten Ehefrau Carol Goss, die Bleys Auftritte mit eigens

gestalteten Filmsequenzen illustrierte. Bleys Musik lebt nicht in Noten fort, aber in

seinen zahlreichen Schallplattenaufnahmen und nicht zuletzt in seinen S chilern am

New England Conservatory in Boston. Und wer mehr Uber das Lebensgefuhl der
Musikrevolutionare der 60er -J ahr e wi ssen wi || sol lte sein
Ti mlesen.

Am 3. Januar starb der kanadische Pianist in Stuart, Florida im Kreise seiner  Familie.
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Paul Bl ey has di ed

The Wire, 06/01]|2016

-
N 3

Paul Bley has died aged 83. On 4 January, reported Ottawa Citizen, his daughter announced:
“Dear Friends, I'm deeply saddened to tell you that my father passed yesterday [...] He was at
home and very comfortable with family at his side. Thank you, Vanessa Bley.”

Born on 10 November 1932 in Montreal, Canada, Bley started studying music as a five year
old. When he was 13 he formed his first group called Buzzy Bley Band, and at 17 he replaced
Oscar Peterson at the Montreal jazz club Alberta Lounge. The young bop pianist went on to
found the Montreal Jazz Workshop, where he invited Charlie Parker to play, and in 1950 he
moved to New York to study at The Juilliard School of music. In New York he worked briefly
with the aforementioned Parker, Lester Young and Charles Mingus. In 1957 he moved to the
West Coast, where he met Ornette Coleman, Don Cherry and his future wife Carla Bley, all
three of whom he later worked with. By now he was moving towards free jazz. In the early
1960s he was a member of Jimmy Giuffre’s trio. Over time he would also play with Ben
Webster, Sonny Rollins, Charlie Haden, Paul Motian, Lee Konitz, Pat Metheny, Jaco Pastorius,
and many others. As Vanessa Bley wrote, “He is considered a master of the trio, but as
exemplified by his solo piano albums, Paul Bley is pre-eminently a pianist’s pianist.”

In 1964 Bley worked with Albert Ayler and helped launch the New York avant-garde co-
operative, Jazz Composers Guild. In 1967 he married vocalist, improvisor and
composer Annette Peacock, with whom he recorded eight albums. Interviewed by Andy
Hamilton in The Wire 283, Bley talks about experimenting with Bob Moog's synthesizer in
1969: “| was fortunate to be privy to the Karlheinz Stockhausen studio in Cologne at the time,
which filled an entire room, from floor to ceiling, with modules [...] When | heard that Moog had
added a keyboard, | was very intrigued as to whether his design was compatible with
improvisation.

“He was only too happy to put his instrument through the test of an authentic improvising
musician,” Bley continued, “to see what it could and what it couldn’t do.” In that feature,

Hamilton states, “Bley’s crucial role in the development of early free jazz is at least as
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neglected as his synthesizer period.” Reassessing those times, he places two figures at the
head of his free jazz pantheon: Ornette Coleman and Jimmy Giuffre. Bley was working at the
Hillcrest Club in Los Angeles in 1958, when he invited Coleman and Cherry to sit in. The duo’s
impact on him was radical and life-changing, Andy states, elaborating, “Bley is one of the
handful of pianists — others are Joachim Kihn and Geri Allen — to have worked with Coleman
successfully. Pianists can’t ‘comp’ behind Coleman, although they can play against him. This
was less of a problem for Bley, who has a horn player’s attitude to harmony.”

In 1988, Bley reformed his 1960s outfit The Bley Trio with Gary Peacock and Paul Motian,
releasing the album Not Two, Not One. In 2008, Bley was named a member of the Order of
Canada for “his contributions as a pioneering figure in avant garde and free jazz, and for his
influence on younger jazz pianists”.

Also published in The Wire, #384, February 2016, p. 8-9.

Paul Bley tografieren. Oft stand der 1932 im
Wer weif, vielleicht wére die Genese des Free Jazz Ende kanadischen Montreal geborene Bley
der 1950er-Jahre ohne Paul Bley anders verlaufen. Jeden- im Fokus jazzmusikalischer Neue-
falls lebte der Pianist zu der Zeit in Los Angeles und hatte ~ rungen, etwa 1964, als im New Yor-
eine Band mit dem Bassisten Charlie Haden und dem ker Cellar Café die ,October Revolu-
Schlagzeuger Billy Higgins. Mit dieser experimentierte tion“ ausgerufen wurde, oder als er
Bley bereits mit unter anderem mit seiner damaligen
anderen Parame- Ehefrau Carla Bley die Jazz Com
tern zur Improvi- poser’s Guild mitgriindete. Obwohl
sation als den da- er 1969 als erster Musiker tiberhaupt
mals iiblichen: mit den Moglichkeiten des analogen
5 mit einer tonal of Moog-Synthesizers zu experimentie
% fenen Harmonik ren begann, lief er nur drei Jahre
= und mit einer Me-  spdter davon ab, als der elektrische
E lodik, die sich Jazz-Rock seinen Siegeszug antrat,
nicht von Akkor- und konzentrierte sich ganz auf den
den ableiten lief:. akustischen Fliigel. Die 1972 auf
Irgendwann in ECM erschienene Platte ,Open, To
diesen Jahren stieffen der Saxofonist Ornette Coleman Love“ war der Startpunkt fiir eine
und der Trompeter Don Cherry zur Bley-Band, und zu- ganze Reihe von improvisierten Pia-
sammen produzierten die Musiker die Blaupause fiir die nosolo-Aufnahmen, in denen Bley
Improvisationsmusik, die kurz darauf als ,Free Jazz" die sein nicht alltagliches Konzept der
Szene erschiittern sollte. ,Meine Band war also jene, die tonalen Freiheit und melodischen
bald darauf Ornettes Band werden sollte — das verschweigt ~ Stringenz demonstrieren konnte.
er heute gerne. Ornette wollte zuriick nach New York Uberhaupt hatten es ihm in den ver-
und fragte, ob er Charlie Haden mitnehmen konne. Ich gangenen 40 Jahren vor allem kam-
antwortete ihm: ,Das musst du sogar, denn kein anderer mermusikalische Besetzungen ange-
Bassist kann deine Kompositionen spielen.’ Die Zusam tan: Duos und Trios, manchmal er-
menarbeit mit Ornette hat mich sehr inspiriert und mein ~ weitert durch einen oder zwei Blaser.
Leben verdndert®, erinnerte sich ein aufgerdumter Bley Mit diesen Besetzungen konnte der
vor drei Jahren, als unser Autor und Fotograf Arne Rei- Pianist seine artifizielle, impressio-
mer den damals 8o Jahre alten Pianisten in dessen Hei- nistisch-leise Poetik zur Gdnze aus-
matort Cherry Valley in Upstate New York besucht hatte, ~ spielen. Am 3. Januar ist Paul Bley
um ihn fiir unsere Artikelserie und das darauffolgende im Alter von 83 Jahren gestorben.
Buch ,American Jazz Heroes*“ zu interviewen und zu fo- Text Martin Laurentius

Jazz thing, February-March 2016, p. 6
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JAZZTIMES, 01/05/16

Pianist Paul Bley Dies at 83

Uncompromising, influential "pianists’ pianist"
By Jeff Tamarkin

Paul Bley, an influential, leading-edge pianist for more than seven decades, died Jan. 3, at age
83. Bley passed of natural causes at home in his winter residence in Stuart, Fla., with his family
present. Family members and an executive at ECM Records, one of the labels for which Bley
recorded, confirmed his death.

Paul Bley

Paul Bley

By Hans Kumpf

In a 2008 JazzTimes review of Bley’s About Time album, writer Thomas Conrad stated, “Paul
Bley is a separate category of jazz piano. No one else thinks like him.” Whether performing in
his preferred trio format, solo or in other configurations, Bley was praised for maintaining strong
lyricism and subtlety even within his freest playing. “After a while, you can only play yourself,”
Bley told another JT writer.

The official statement from Vanessa Bley, Paul Bley’s daughter, said he was “preeminently a
pianists’ pianist.”

Born Hyman Paul Bley on Nov. 10, 1932, in Montreal, Quebec, Canada, and adopted by Betty
Marcovitch and Joe Bley, Paul Bley began music studies at 5 and at 13 formed the Buzzy Bley

21


http://jazztimes.com/contributors/10422-jeff-tamarkin

Band. At 17, the family statement noted, he “took over for Oscar Peterson at the Alberta
Lounge, invited Charlie Parker to play at the Montreal Jazz Workshop, which he co-founded,
made a film with Stan Kenton and then headed to NYC to attend Juilliard.”

In 1953, Bley conducted for Charles Mingus, who reciprocated by producing thelntroducing
Paul Bley album, featuring Mingus on bass and drummer Art Blakey. The album was released
on Mingus’ Debut label, and was followed by a long string of releases on labels such as
EmArcy, GNP, Savoy, ESP-Disk’, Polydor, ECM, Improvising Artists, SteepleChase, Justin
Time, Soul Note, Hat Hut and others.

During his career, Bley also played and recorded with Ornette Coleman, Lester Young, Ben
Webster, Gary Peacock, Paul Motian, Sonny Rollins, Chet Baker, Jimmy Giuffre, Charlie
Haden, Lee Konitz, Pat Metheny, Jaco Pastorius, Dave Holland, Bill Frisell and others.

Beginning in the 1960s, Bley moved further away from bebop and straight-ahead into the realm
of free jazz and embraced electronic sounds, working with the then-new Moog synthesizer. For
a residency at Los Angeles’ Hillcrest club in 1958, Bley’s quintet included emerging avant-
gardists Coleman, Don Cherry, Haden and Billy Higgins. A statement issued by ECM Records
said, “In 1961 Paul was at the quieter end of the free revolution, as a member of the Jimmy
Giuffre Trio. This group, with Steve Swallow on bass, posited a kind of avant-garde chamber
jazz which would become practically a template for thoughtful improvisation of the future.” Bley
was also involved in the formation of the Jazz Composers Guild, which attracted fellow free
jazz artists.

He also collaborated with two musicians/composers he married, Carla Bley and Annette
Peacock. He later married videographer Carol Goss; the couple remained together for 43 years.
In the 1990s, Bley joined the faculty of the New England Music Conservatory.

In Memoriam
Paul Bley (1932-2016)

Zijn laatste album Play Blue was pas het derde
soloalbum uit zijn loopbaan. Toch was de bejaarde
Bley nog speels genoeg om zich een grapje in de
titel te permitteren: Play Blue is een anagram. De
geboren Canadees staat als avant-gardist bekend,
maar hij was ook sterk in de traditie geworteld. Zijn
eerste plaat maakte hij in 1953 met drummer Art
Blakey en bassist Charles Mingus. Vijf jaar later trok
Bley een aantal rasechte avant-gardisten aan, voor
een gig in Los Angeles: Don Cherry, Ornette
Coleman en Charlie Haden. Nadat hij had gespeeld
met Sonny Rollins sloot Bley zich aan bij het Jazz
Composers Guild. Bley was onder meer gehuwd met
orkestleider Carla Bley en bassiste Annette Peacock.
Met de laatste woonde hij vanaf 1966 enige tijd in
Loosdrecht. De onverstoorbare Paul Bley bleef zijn
leven lang een eigenzinnige revolutionair.
COEN DE JONGE

Jazzism, March 201 6, p. 11
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Paul Bley,Oscar PetersonCharlie Parkerjazz,free jazz,

Pianist Paul Bley, een van de meest invloedrijke jazzmuzikanten van de afgelopen decennia, is
zondag overleden. De Canadees Bley stierf op 83-jarige leeftijd in zijn huis in Ottawa, omringd door
familie, zo werd dinsdag bekend.

Bley heeft tijdens zijn loopbaan meer dan honderd albums opgenomen en trad met vele
gerenommeerde muzikanten uit de 'free jazz' op. 'Improvisatie is voedsel voor de hersenen van de
luisteraar', heeft hij eens gezegd.

Als kind groeide Bley op met klassieke muziek en op vijfjarige leeftijd gaf de in Montreal geboren
muzikant zijn eerste optreden met viool. Twee jaar later ontdekte hij de piano en richtte zich steeds
meer tot de jazz. Op dertienjarige leeftijd richtte hij zijn eerste band op en speelde in clubs. Op zijn
zeventiende viel hij een keer in voor de legendarische Oscar Petersen en op zijn twintigste speelde
hij al met Charlie Parker, Charles Mingus en Art Blakey.

De Canadees wordt beschouwd als een van de meest innovatieve avant-gardepianisten van zijn
tijd. Met collega-musici richtte hij Jazz Composers Guild op, de vereniging van jazzcomponisten.
In 1974 hield hij zijn eigen platenlabel Improving Artists ten doop. Niettemin nam hij zijn muziek
ook bij tientallen andere labels op, zelfs een keer twee albums in twee landen op een enkele dag.
Zijn laatste album kwam uit in 2014, een opname van een concert in Oslo zes jaar eerder.
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Paul Bley overleden

De Canadese pianist Paul Bley is 3 december op 83 -jarige leeftijd
overleden. Zijn |l oopbaan omvatte
een innovatief musicus die zijn steentje bijdroeg aan de free

jazz -revolutie in New York in de jaren zestig. Hij speelde met

onder meer Lester Young, Ben Webster, Sonny Rollins, Charles
Mingus, Chet Baker, Jimmy Giuffre, Charlie Haden, Paul Motian,

Lee Konitz en Pat Metheny en is te horen op meer dan honderd
platen. Zijn album O6Footloosed wuit

zodbn zestig jaar

1963 is een klassieker

Jazz flits nummer 250
11 januari 2016

In Memoriam: Paul Bley

PAUL BLEY, A JAZZ INNOVATOR WHOSE APPROACH TO THE PIANO
was wholly original and highly influential, died at his home in Stuart,
Florida, of natural causes on Jan. 3. He was 83.

Bley’s piano solos could take boldly unusual turns, following his
unique internal logic. They could erupt in bluesy swinging patterns, or
quickly evolve into startling lines that sounded logical and illogical, all at
once. Bley’s avant-garde muse was entirely his own.

Bley worked with Charlie Parker at the Jazz Workshop in the pia-
nist’s hometown of Montreal in 1953. By 1957, Bley could be heard in Los
Angeles, where he recorded a live session at the Hillcrest Club, a seminal
1958 date that included Ornette Coleman, Don Cherry, Charlie Haden

what the actual structure of the melody and the harmony was ... I talk-
ed to Keith [Jarrett] the other day, and he mentioned the impact that
performance had on him.

Bley continued to blaze his own path, including pioneering the use of
synthesizers in jazz with Annette Peacock. He was also featured in the
1981 documentary Imagine The Sound. Additionally, he wrote an auto-
biography, Stopping Time: Paul Bley and the Transformation of Jazz
(Vehicule Press, 1999).

“The musical value of Bley’s life lies in his particular orientation to
improvisation, which is beyond what you can [consciously] think,”
Peacock said.

—Ken Micallef
and Billy Higgins. Moving to New York in 1960, Bley recorded with p [
Sonny Rollins, Charles Mingus and George Russell.

Bley’s debut as a leader, Introducing Paul Bley (Debut), was released in
1953, followed by many important (and now rare) recordings that
include Footloose! (Savoy, 1962), covering the music of his then wife,
Carla Bley; Closer (ESP-Disk, 1965); Ramblin’ (BYG Actuel, 1966);
Ballads (ECM, 1967); Paul Bley With Gary Peacock (ECM, 1970); Japan
Suite (Improvising Artists, 1976); The Paul Bley Quartet (ECM, 1987);
and Memoirs (Soul Note, 1990).

Bassist Gary Peacock, who recorded with the pianist in many incarna-
tions, feels that one of Bley’s most influential performances is on Sonny
Rollins’ 1963 LP Sonny Meets Hawk! (RCA).

“If someone wanted to really get a firsthand experience of what Paul
had to offer, you can’t do better than Sonny Meets Hawk!, where he plays
on ‘All The Things You Are,” Peacock said. “What he was able to do
there, effortlessly actually, was to deny and also at the same time include

Down Beat, March 2016
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Paul Bley 3 jan. 2016
10 novembre 1932, Montréal - 3 janvier 2016, Stuart, Floride
© Jazz Hot n°674, Hiver 2015-2016

«Dans une relation avec une femme, ce qui est important c'est de Iui donner tous les avantages, tous vos amis, tout ce que vous
possédez, de sorte qu'elle puisse étre slre d'avoir un bon début. A part cela, la laisser tranquille, indépendante. », déclarait Paul
Bley dans sa derniere interview accordée a Jazz Hot en 1997 (n°540), et il ajoutait, lucide: «La générosité est toujours intéressée.»
Cela témoigne certainement d'une personnalité entierement dévouée a la musique dont la carriere artistique n'a jamais été
séparée de la vie privée, comme en témoigne la part que ses épouses, Carla Bley puis Annette Peacock, ont pris dans son
cheminement, et celle que lui-méme a pris dans le cours de leur vie.

Sa carriére s'est déroulée sur prés de six décennies, et elle a suivi toutes les évolutions matérielles et stylistique du jazz. Il a
débuté dans le bebop enregistrant avec Charlie Parker et, cette méme année 1953, il joue avec Charles Mingus. Quatre ans plus
tard a Los Angeles, il réunit un quintet avec un tout jeune Ornette Coleman et montre ainsi son intérét pour les nouvelles évolutions
du jazz. Le quartet continuera sans lui et deviendra la formation d'Ornette Coleman qui se passe alors de piano.

Il fut de méme I'un des premiers a étre tenté par les synthétiseurs, méme si son instrument de prédiclection a toujours été le piano
acoustique. Il a initié son propre label, Improvising Artists Inc. ou ont été produits des musiciens se réclamant du free jazz et les
premiers enregistrements de Pat Metheny et Jaco Pastorius.

Sa discographie, tant en leader qu'en sideman, témoigne de I'importance de la place que Paul Bley a occupé dans le jazz, une
place particuliere aussi, une voix, trés indépendante, comme beaucoup de concerts et d'enregistrements en solo nous le disent.

Paul Bley est né a Montréal, Québec, le 10 novembre 1932. A 5 ans, il est un enfant prodige au violon, commence le piano a 8
ans et a 11 ans obtient son dipléme au conservatoire de I'Université McGill. Il joue dans I'orchestre de son lycée et son idole est
alors son compatriote Oscar Peterson qu'il remplace lorsque celui-ci part aux Etats-Unis. Il part a New York en 1950 et s'inscrit a
la Juilliard School of Music. Il enregistre a Montréal en 1953 avec Brew Moore et avec Charlie Parker invité du Montréal Jazz
Workshop. Il joue avec Charles Mingus avec lequel il enregistre un premier disque. Ultérieurement, il gravera cing disques avec
lui.

Il enregistre bient6t en leader sur le label Début de Charles Mingus son premier album en 1953 avec le contrebassiste et Art
Blakey, puis s'installe en 1955 en Californie. Il obtient un engagement régulier au Hillcrest Club, et il convie alors Ornette Coleman
qui vient d'enregistrer son premier disque chez Contemporary de Lester Koening. Cette rencontre avec Paul Bley est importante
pour Ornette Coleman car il rencontre alors le quartet qui sera le sien dés la fin de son contrat chez Contemporary. Désormais le
quartet sera sans piano permettant au saxophoniste de développer ses propres conceptions lors de I'accompagnement
harmonique du piano.

Un deuxiéme album, enregistré en 1958 par la méme formation, sera publié en 1977 sur le label Improvising Artists. Paul Bley
n'enregistre plus pendant son séjour en Californie ou le public est plus porté vers le son west coast que vers les expérimentations
radicales. Paul Bley n'aura enregistré qu'un seul album personnel en studio a Hollywood durant ce séjour, Solemn Meditation qui
marque les débuts discographiques de Charlie Haden et Dave Pike. 1957 voit le mariage de Karen Borg avec Paul Bley et,
pendant les dix ans que dure leur union, devenue Carla Bley, elle sera la principale pourvoyeuse de thémes du pianiste.

De retour a New York, il poursuit sa carriere d'une part comme sideman en travaillant avec Charles Mingus, ainsi qu'avec des
musiciens plus inscrit dans la nouvelle musique comme le trompettiste Don Ellis, le clarinettiste et saxophoniste Jimmy Giuffre et
George Russell. Mais il joue également avec Sonny Rollins et Coleman Hawkins. Ses propres disques sont publiés chez Savoy.
Il enregistre également avec Gary Peacock, mais plusieurs sessions de cette époque ne sortent pas immédiatement et ne seront
publiées que plus tard sur ECM ou sur Improvising Artists. Sa musique est alors publié par de nombreux labels dont le progressif
ESP ou les débuts des musiciens du free jazz sont publiés. Paul et Carla Bley sont alors invités par le trompettiste Bill Dixon a
rejoindre la Jazz Composer's Guild ou ils jouent avec la plupart des musiciens de free jazz.

En 1967, Paul et Carla Bley divorcent, et le pianiste épouse Annette Peacock. Il poursuit avec elle ses recherches musicales, et
il s'intéresse bient6t aux synthétiseurs et publie en 1971 The Paul Bley Synthesizer Show sur le label PolyGram. Annette Peacock
apporte ses recherches tonales et vocales aux recherches de Paul Bley. Le couple se sépare en 1972.

Deux ans plus tard, Paul Bley fonde le label Improvising Artists dont le nom indique bien la direction que Paul Bley veut donner a
son label: publier des musiques hors des considérations commerciales et donner une chance aux musiciens laissés de cété par
les maisons de disques traditionnelles. Avec sa troisieme épouse, Carol Goss, specialiste de la vidéo, il enregistre I'un des
premiers avec ce nouveau format encore peu utilisé. L'un des premiers disques publié est la rencontre de Jaco Pastorius et Pat
Metheny avec Bruce Ditmas et Paul Bley au piano électrique. Toutes les compositions sont de la «famille Bley» c'est-a-dire Paul,
Carla et Annette Peacock. Mais le label publie également des enregistremennts inédits enregistrés dix ans plus t6t.

A partir de cette époque, Paul Bley enregistre surtout pour des compagnies européennes que ce soit SteepleChase, Soul Note,
Red Records ou OWL et, par la suite, le label canadien Just in Time. Alors que Carla Bley s'est souvent dirigée vers les grandes
formations, Paul Bley reste le plus souvent fidéle aux petites, sinon tres petites formations. Sa discographie montre beaucoup
d'albums en solo, des duos, trios et quartet. C'est sans nul doute le format qui convient le mieux a ses recherches. Ses duos sont
de véritables dialogues, et il a souvent tenté I'adjonction d'un élément supplémentaire.

Les derniéres décennies sont surtout consacrées a I'élargissement de ses collaborations. Dans les années 1990, il avait rejoint
les enseignants du New England Music Conservatory a Boston ou enseignait déja Ran Blake, un autre pianiste hors du jazz
mainstream. Lors des dernieres années de sa carriére, Paul Bley se consacrait surtout au piano solo ainsi qu'en témoignent ses
derniers enregistrements.

Il a publié plusieurs livres dont une autobiographie intitulée Stopping Time: Paul Bley and the Transformation of Jazz, en
collaboration avec David Lee Il a également écrit avec Norman Meehan Time Will Tell: Conversations with Paul Bley. Il existe
également un essai d'Arrigo Cappelletti Paul Bley: la logica del caso, en italien traduit en anglais sous le titre Paul Bley: the Logic
of Chance. Une discographie de 1952 a 1994 a été établie par Henl Kluck en 1995 sous le titre Bley Play: The Paul Bley
Recordings.

Paul Bley est mort le 3 janvier 2016, dans sa maison de Stuart en Floride, il avait 83 ans. Il laisse une discographie trés dense
depuis son premier disque personnel sur le label de Charles Mingus, Debut, jusqu'a ses performances en solo des derniéres
années, avec toujours la volonté de s'exprimer librement sans jamais se couper du public.

Guy Reynard
Photo Jacky Lepage
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Jazzpianist Paul Bley (83) overleden

MONTREAL -

Pianist Paul Bley, een van de meest inviloedrijke jazzmuzikanten van de afgelopen decennia, is zondag overleden.
De Canadees Bley stierf op 83-jarige leeftijd in zijn huis in Ottawa, omringd door familie, zo werd dinsdag bekend.
Bley heeft tijdens zijn loopbaan meer dan honderd albums opgenomen en trad met vele gerenommeerde muzikanten uit
de 'free jazz' op. ,,Improvisatie is voedsel voor de hersenen van de luisteraar”, heeft hij eens gezegd.

Als kind groeide Bley op met klassieke muziek en op vijfiarige leeftijd gaf de in Montreal geboren muzikant zijn eerste
optreden met viool. Twee jaar later ontdekte hij de piano en richtte zich steeds meer tot de jazz. Op dertienjarige leeftijd
richtte hij zijn eerste band op en speelde in clubs. Op zijn zeventiende viel hij een keer in voor de legendarische Oscar
Petersen en op zijn twintigste speelde hij al met Charlie Parker, Charles Mingus en Art Blakey.

De Canadees wordt beschouwd als een van de meest innovatieve avant-gardepianisten van zijn tijd. Met collega-musici
richtte hij Jazz Composers Guild op, de vereniging van jazzcomponisten. In 1974 hield hij zijn eigen platenlabel Improving
Artists ten doop.

Niettemin nam hij zijn muziek ook bij tientallen andere labels op, zelfs een keer twee albums in twee landen op een enkele
dag. Zijn laatste album kwam uit in 2014, een opname van een concert in Oslo zes jaar eerder.

http://www.telegraaf.nl/buitenland/24950304/ Pianist Paul Bley 83 overleden .html

Vooruitstrevende jazzpianist Paul Bley
overleden

De Canadese pianist Paul Bley, een van de meest invloedrijke jazzmuzikanten van de voorbije
decennia, is zondag in zijn woning overleden. De pianist, die tijdens zijn muzikale carriére
meer dan honderd albums opnam, werd 83. Bley was een icoon van de Free Jazz.

Als kind leerde Bley klassieke muziek en viool. Reeds op vijfjarige leeftijd trad de in Montréal geboren
muzikant voor het publiek op. Twee jaar later ontdekte hij de piano en schoof hij stelselmatig op richting de
jazzmuziek. Als 13-jarige richtte hij zijn eerste band op en trad hij al in clubs op. Op zijn zeventiende verving
hij ooit de legendarische Oscar Peterson. Nog voor zijn eenentwintigste begeleidde hij legendes als Charlie
Parker, Charles Mingus en Art Blakey.

De Canadees geldt als één van de meest innovatieve avantgarde-pianisten van zijn tijd. Hij is ook de oprichter
van de Jazz Composers Guild, de vereniging van jazzcomponisten. Een van zijn beroemdste uitspraken luidt:
'Improvisatie is voedsel voor het gehoor van de luisteraar'.

In 1974 hield hij zijn eigen label, Improving Artists, boven de doopvont, wat hem niet verhinderde ook
opnames te maken voor tientallen andere labels. Ooit slaagde hij er in, op één dag tijd in twee verschillende
landen twee albums op vinyl te zetten.

Zijn laatste album verscheen in 2014. dat was een registratie van een live-concert in Oslo uit 2008.
http://www.standaard.be/cnt/dmf20160105 02049942
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Legendari sche Jazzpiar
overl eden

Paul Bley, een van de meest invioedrijke jazzmuzikanten van de voorbije
decennia, is zondag in zijn woning overleden. De Canadese pianist, die tijdens
zijn muzikale carriere meer dan honderd albums opnam, werd 83.

Dat meldde dinsdag de krant Ottowa Citizen onder aanhaling van Bley's dochter.

Een van de beroemdste uitspraken van Paul Bley luidt: "Improvisatie is voedsel voor het gehoor
van de luisteraar". Hij was dan ook een icoon van de om het improvisatorische bekende Free
Jazz.

Als kind leerde Bley klassieke muziek en viool. Reeds op vijfjarige leeftijd trad de in Montréal
geboren muzikant voor het publiek op. Twee jaar later ontdekte hij de piano en schoof hij
stelselmatig op richting de jazzmuziek. Als 13-jarige richtte hij zijn eerste band op en trad hij
al in clubs op. Op zijn zeventiende verving hij ooit de legendarische Oscar Peterson. Nog voor
zijn eenentwintigste begeleidde hij legendes als Charlie Parker, Charles Mingus en Art Blakey.

De Canadees geldt als één van de meest innovatieve avantgarde-pianisten van zijn tijd. Hij is
ook de oprichter van de Jazz Composers Guild, de vereniging van jazzcomponisten. In 1974
hield hij zijn eigen label, Improving Artists, boven de doopvont, wat hem niet verhinderde ook
opnames te maken voor tientallen andere labels.

Ooit slaagde hij er in, op één dag tijd in twee verschillende landen twee albums op vinyl te
zetten. Zijn laatste album verscheen in 2014. Dat was een registratie van een live-concert in
Oslo uit 2008.

"Lichtend voorbeeld in spontaan musiceren" (Flamang)

"Paul Bley was een icoon uit een tijd waarin jazzfiguren nog konden doorgroeien door middel
van ontmoetingen met andere groten", zegt festivalorganisator Bernard Flamang (Jazz Gent,
Jazz Middelheim) in een reactie aan Belga. "Uiteindelijk draait jazz rond spontaan musiceren
en daar was Bley een lichtend voorbeeld in", stelt hij.

"Ik ken nog weinig mensen die ergens opdagen om een plaat op te nemen en dat dan in één
ruk kunnen, precies zo lang als nodig is en zonder nog iets te herspelen." Flamang ziet naar
eigen zeggen vele van de kwaliteiten van Bley vandaag nauwelijks nog terug bij de grote
jazznamen. "Dat wil daarom niet zeggen dat jazzmuziek nu slechter is, maar het gaat er zeker
anders aan toe", zegt hij.

"Bley dateert uit de tijd van voor de conservatoria, toen men nog groot moest worden door
zelfstudie en mentorship van gevestigde waarden, die toen ook veel tijd wilden investeren in
jong talent."

http://focus.knack.be/entertainment/muziek/legendarische-jazzpianist-paul-bley-overleden/article-
normal-642185.html
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Frank Kimbrough remembers Paul Bley

PETER HUM, OTTAWA CITIZEN

More from Peter Hum, Ottawa Citizen
Published on: January 12, 2016 | Last Updated: January 12, 2016 11:01 AM EST
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Photo of pianist New York jazz pianist Frank Kimbrough, by Fran Kaufman. FRAN KAUFMAN

After pianist and free-jazz pioneer Fout! De hyperlinkverwijzing is ongeldig., I had
a chat with New Yorker Frank Kimbrough, a younger pianist who was
especially close to and appreciative of Bley. Here’s my edited conversation
with Kimbrough, 59, on the meaning of Bley.

I think of as a pianists who was particularly close to Bley. Pianistically, he had a deep influence on you.
Absolutely. [Maybe this clip of Kimbrough in concert will strike you as confirmation — PH]

But not only pianistically though. You know, the thing that | studied most about him, even more than
his playing in some respects, is his career.

How so?

Because of the range of it. I'll tell my students, can you name any other musicians who played with
Charlie Parkeand Evan Parker? When you think of his taking over Oscar’s trio up there back in the
day, and then coming to Juilliard and studying and conducting for Mingus, and then Fout! De
hyperlinkverwijzing is ongeldig., and then he’s playing with Donald Byrd, that kind of thing, and
then he went back out to the West Coast, the Ornette thingthen he came back east, played with
Jimmy Giuffre and George Russell and Sonny Rollins.

Just all these different things that he did was absolutely incredible. The first live synthesizer concert.
Many, many firsts for him.

But is it your impression that he always sounds like himself?
Yes.

ltés not | i ke heds changing his playing to fit iné
No, he’s not like a chameleon. He’s always like himself in whatever context he’s in. For instance,

you could listen to the stuff he did with Evan Parker and Barre Phillips. You could also listen to the

stuff he did with Chet Baker, which is all ballads and standards. but he still sounds like himself, on

both of those, no matter how in or out or however you want to classify it he always remained true

to himself and sounded like himself and that's something that, my God, it’s easy to play with a lot

of people, but to be yourself in all contexts, it's extraordinary.

Do you think he had to work at that or was he an original from the gego?
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| think he worked at it through the '50s, he speaks of free improvising music up in Canada, with,
forgive me, the trumpeter player... they did a record for Justin Time at one point...

Herbie Spanier?
Yes, Herbie Spanier. He talks about doing free music with him back in the early and mid-"50s.

He was a product of his time. He came up in a time when innovation and discovery were important.
He came up in the space age — jazz in the space age. Innovation was always something he was
interested in.

When did you first meet him?

The first time | heard him was in 1980. | heard him do a concert with three solo piano
performances... the first was Steve Kuhn, then Paul,and then Don Pullen, and that was in 1980.
That was the first time | heard him, but we didn’'t meet then.

I met him in 1985. He was playing at Lush Life, a club in New York on Bleecker Street. It was a
quartet with John Scofield, Steve Swallow and Barry Altschul. And | went, | think, every night.
Toward the end of the week | got my courage together and introduced myself. On the last night |
was there when they locked the door. | was in there with the cats, with the door locked, hanging
out after the gig.

Paul invited me to come by to his studio. | remember going by there, and our first hang was probably
eight hours. There was a piano on the other side of the room and neither one of us even looked at
it. We just sat and talked for hours. He was a pretty thought-provoking guy.

He saw me, | think, as a person who was interested in some of the things he was interested in. |
remember we sat and he played me cassette tapes of his next record that was going to be coming
out, which was Fragmentsthe ECM record with Surman and Motian and Frisell. He was playing me
that stuff and we just talked. | remember going home and taking a couple of pages of notes. | think
| still have them somewhere. | remember going home and taking notes, trying to remember all the
things he’d said to me.

What comes to mind right now when you think of Paul?

He loved to be provocative. He would sort of teach through provocation, in a way. He would tell
me, “Throw all your Bill Evans records. Every concert promoter can play like Bill Evans so you don’t
need to do that. Throw all that stuff away. Don’t practice.” He always came at things from sort of a
contrarian point of view.

But the thing I learned most from him was look at the side of the coin, no matter what the situation
is. Look at the other side of the coin and see what else is there. You can take a bad situation and
turn it into a good situation. If | had one thing to take way from all those years of listening to him
and talking to him and hanging with him when he was in town, and the one occasion we actually
did a concert together — the thing was to always look at the other side of the coin.

Tell me about the concert you did with him.

It think it was in 2006, at Merkin Concert Hall, on 67th Street, just up from Lincoln Center. We were
playing a duo concert and | remember arriving at four o’clock for the soundcheck. At 4:30 the phone
rang, and it was Paul saying that he would be there at 7.

He told me on the phone, you take the piano on stage right and I'll take the piano on stage left. Just
the luck of the draw, the piano that | was supposed to have was this amazing, amazing instrument.
So | went out for a walk just before seven, and when | came back he was there, and had taken the
piano that | was to play. And he refused to get up because it was such a great instrument. So he
just sat there, he never moved.

So they came up and said, “Are you going to play one set or two?” Paul looked up at me and said,
“Don’t tell them anything.” So we didn’t. We didn’t say.

Then he asked me, “What have you done to prepare for the concert?”

| said, “Well, | haven't listened to any of your music for about six months. And | haven’t played for
a week.”

He laughed and said, “I haven’t played for a year.”
And then he said, “What’s your agenda for the concert?”

And | said, “l don’t have one.”
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And he said, “Well, Why not? We’ve planned this for over a year.”

| said, “Because you’re on it, and | know that any plans that | make you’re going to throw them
away. So there’s no point.”

So we just went out and played. He said, “This piano’s so good, | have to play solo first.” So he
played solo. He played Porgy, and he played a very abstracted version of All The Things You Are
Then | came out and played a couple of tunes solo. Then we played duo for the rest of the concert,
which was only one set.

After we played, | said, “Do you want to go back out and play another one?

And he said, “No, let’s quit while we’re ahead.”

Then | said, “Do you want to go out and take another bow?”

He said, “No, | don’t want to do that either.”

They | said, do you want to go out to the lobby and, you know, meet-and-greet kind of thing?
And he was like, no, if they want to talk to us, they’ll come back here,

He was an original. That concert, we had no idea what we ever going to do ever. Not even when
we were up there. No tunes were called. It was pretty amazing.

What el se can you tell me about Paul éds playing
The thing that | think a lot of people miss about Paul is the connection that he had to the blues. A
lot of people view him as an intellectual kind of player, right? And he was, but the blues was always
there. Always. No matter what he was doing. | think that was a very important part of what he did.

He also loved the Great American Songbook more than most people know. If you saw a solo
concert he was playing standards. You didn’t know he was playing standards, but he was using
standards as templates for improvisation.

How are you feeling now that heds gone?
You know, he’d been going downhill for a while, | think. It's nothing | knew first-hand, it was more
just a feeling | got. | would always call him on his birthday, or email him on his birthday.

He was big, he got big, and then he had that hip replacement, and it was hard for him to get around.
But Paul was not the kind of guy that was going to tell you about his ailments, things like that. He
was always putting out the message that he was the strongest, smartest guy in the room. He’s not
going to complain about his hip replacement, he’s not going talk about that stuff.

You know, there’s something. Paul Motian, Gary Peacock, they would both say, | think — and
Motian was like this too and Peacock is like this too — They don’t give a shit. But that works to their
advantage, because they care deeply about the music, right? There’s no question about that, they
care deeply about the music. But as for this moment or that moment, or tonight, this gig, this week,
this recording, whatever — in terms of pinpointing things like that, and caring too much about one
particular event, they don’t care. It's all a long process. Do you know what I'm saying?

It's kind of a generational thing, | think too, in the music. A lot of those guys from that generation
are like that. They’re tough guys. They grew up through the Second World War, they grew up
through the Depression, they saw the civil rights movement, and all that stuff. They have a very
wide-ranging view of the music, and | just don’t think they care one day to the next. But it's a really
good way of not caring. It's not caring about the little stuff.

They're weren’t out to please people so much. They were more interested in discovering
something.

phum@ottawacitizen.com
ottawacitizen.com/jazzblog
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PAUL BLEY
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well-schooled musically he was able to sethe
limitations of convention without destroying
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Sonny Meets Hawk Recording and touring with
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Amazingly, he was able to avoid the impossible
sounding notes and the piano sounded gootlvVe
AEAT 860 bl AU
years but when we did our musical story
continued on from where it had leftoff. | am so
happy that Steve Lake provoked theecordings
for ECM that were made in trio withPaul, Evan
Parker and me. They really testify tothe
harmonic and melodic story Paul and | shared.
And Paul was a character, a really strong
individual. He was egocentric and sometimes
difficult. | learned things about hotel living from
him. When we checked in he would go up and
look at the room and immediately refuse it saying
that he needed a better room. And after a bit of a
scene, usually involving the organizer of the
concert, he always did get a superior room. He
explained to me that hotels always ha back
their best room for the VIPs who might show up
andthat he was one of them. He could also be very
demanding on the business side of things. But
when we got on the stand for the gig there was
never anything coming from him but giving
music,in the most positive ways. Yes, a master of
voices.? BARRE PHILLIPS, BASS

Paul Bley was an iconoclast, but has become an
icon to the generations of pianists who succeed
him. Brilliant, charming, the greatest storyteller
ever, a contrarian for the ages and a restless,
endlessly imaginative improvising pianist, hevas
always interested in the NEXT thing. Paghowed
me so much, both in terms of music, bulso in
terms of musical philosophy: why we playwhat

to play and haw long to play it before thenext
i&’eﬁ‘ éésemg ltselfpl%te%vasl a%&g.l

ger'r:el%ﬁé WhNnChis f’ln’r:eI spt%rl?gingE\m h him?
whether taking long walks or observinghim in
the recording studio ar at his gigs wasalwaysa . .
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Paul was always a musical adventure that
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recordings together» Paul Bley with Gary
Peacock which was recorded in 1963 and
released years lter on ECM s still one of my
favorites.

? GARY PEACOCK, BASS

Paul Bley» a master of voices. | met Paul in NYC
in the winter of 1962-63. He was among the first,
if not the very first creative musician in New York
to invite me over to his house to play. For six
months or so we met at his Hudson Street digs
and played in duo. A lot of free improvising but
Al 61 OOET ¢
Carla or Ornette. Sometimes | felt like a babe in
arms, his arms. This comfort invited my musical
ear to flow, and flow it did. These sessions were
the start of a 50 some years of exchange. The only
concert that we played in this early period was in

a funky little club in the village: Paul, me, Alan
Shorter and Rashied Ali (then still Robert).l
remember that there was a clappeebut piano,
xEOE
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? FRANK KIMBROUGH, PIANO

| was one of many young musicians who met Paul
Bley at just the right moment. | was 19 years old,
eager for a life in jazz and badly in need of
instruction. Luckily, Paul needed a bass playédfe
taught me what he needed me to know, which,
fortuitously, was also exactly what | needed to
know. He also communicated to me his boundless
enthusiasm for ideas and a fearless willingness to
explore. To Paul, there was no danger in the
unknown, onlé( éromise. He and | crossed paths
nBw artl'then=over more than 40 yees; in all that
time his delight in discovering new ways to play
never diminished and | never ceased to profit
from his example.

? STEVE SWALLOW, BASS

There was a period that Paul and | were in
Charlie- ET COO6 AAI A8 4EI OCGE
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beautiful sound out of the piano. | enjoyed my
time with him in the band. » CHARLES
MCPHERSON, SAXOPHONE

Paul Bley had a huge impact on me. In my early
and developing years (196872), he was already
one of my heroes through listening to his
recordings. So, when he called me to play and
subsequently to tour Europe with his trio, it was
a dream come true. Immediately, his gorgeous
sound and incredible propulsion affected how |
produced my bass tones the ictus of the notes.
Improvising with Bley was all about risktaking
and maybe not anticipating your destination
before you arrived there. He was onef the most
provocative musiciartthinkers in the music.
When, 35 years later, | asked him to recordnder
my leadership for Playscape RecordinggTrio
Arc, 2008) and should | send him somenusic, he

player? Footloose and then a bit later the
recordings with Jimmy Giuffre, culminating with
the extraordinarily visionary music of Free Fall |
met Paul socially years before ECldroposed the
first recording, but making thoserecords took the
relationship to a higher level.l heard more of the
stories and learned so muchabout not wasting
time or effort in the studio. Touring with Paul was
also an educationit was clear that by that point
every bad thing thatcan happen on the road had
happened to himonce and he was determined to
avoid repeats.Maybe the same thing applied to
his playing?

? EVAN PARKER, SAXOPHONE

Paul Bley was probably one of the most gifted
improvisers that | have ever worked with. Not a
man to deal in clichés, it was always exciting to
work with him. When | played with him in the

I £FEAOAAR &' OAAOhabdui whdt OOE B%# ) ® w&AOHh AAEOE 0AOI

TTOAO xA AT 18680 DPOIIAURA AEL CreGaliBedshdllyi werk onstage with a completely

? MARIO PAVONE, BASS

| first met Paul when he came to record at the
studio | was working in as a janitor. We had a
conversation, then to my surprise he called me
about a month after that conversation and asked
me to play a gig with him and Dave lzenzon,
which turned into the first performance at the
now famous club Slugs. That was in 1964. He
never heard me play before that. At the time | was
a hardbop player. Paul had extensive experience
playing with the likes of Charlie Parker, Mingus,
Blakey and the innovative playing withRollins
and Coleman Hawkins. As a result he influenced
number of pianists like Herbie Hancock, Chick
Corea, Keith Jarrett and many others who hardly
mention him as an influence. | respected his
knowledge of time and changes, which allowed
me to open up to his concepts of improvisation
and stretching and even ignoring many of the
0001 AGo 1 & | OOEAR 1 EEA
bar line as in bebop, but eliminating the bar line
completely, which allowed for other types of
phrasing and improvising. Insteadof linear time,

it became circular time. | was fortunate enough to
keep that gig for a number of years, traveling all
over the world and recording many albums. Paul
opened me up and was an influence on my own
concepts and playing. He helped move jazz
improvisation to a place that many musicians
now take for granted. He will be greatly missed.

? BARRY ALTSCHUL, DRUMS

| first heard about Paul Bley when he was
involved with the Jazz Workshop in Montréal,
where Charlie Parker had played. When later he
came tothe States, we worked together on many
occasions.He was quite a guy. One of a kind,
really.

? SONNY ROLLINS, SAXOPHONE

| feel very fortunate to have recorded with Paul in
trio with Barre Phillips. This connected me up
with the generation that had been such an
influence on my taste and my development as a
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open plan to simply improvise and see what
developed. Although the music went off in many
different directions, Bley was always there to
restore some kind of focus to the proceedings and
set a new direction. Paul Bley wasne of a kind
and will be sadly missed for his great creativity.

? JOHN SURMAN, SAXOPHONE

From my experience with Paul, he was to me a
NOEAOh EOI AT A DPAOOIT 8
some musicians who thought | played too much
and would tell me to play les® but Paul allowed
meto do what | did. He ]USt looked at me one time

Al A OAEA O 1A OEAOG )&i

whole drum set. And that really stuck with me all
these years. About three years ago | read an
article on Paul and | said to myself as | was
reading it how time has really passed and
x 1 Ol Al dgteat BbQlo soiething with Paul
ACAET 8sometid 6e@retAas | would have

| can truly saythat Paul was one of the @at
musicians, thiscoming from a musician talking
about a musician.

? MILFORD GRAVES, DRUMS

Paul and | go back to when we played in Sonny
21 11T ET 08 AAT A EI poo(p08
AEAT 80 OOA A PEATEOO
were great. Sonny liked to experiment, so W|th
Paul in the band it gave Sonny the opportunity to
do that. As a group, we played steadily for a few
months? at The Five Spot for most of that time as
well an appearance at the Newport Jazz Festival
and a tour of Japan, which is now on record
(Tokyo 1963). We also did that classicSonny

MeetsHawkOA AT OA xEOE #1711 Al Al

solos were incredible on that record. My
memories of himwere of a quiet guy with a pipe
in his mouth all the time, playing chess and the
wonderful, abstract but really nice solos he would
play.

? ROY MCCURDY, DRUMS
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Taking lessons with Paul was like a dream for me
because | loved his music. | still remember the
day of the first lesson. | was practicing Charlie
"AT AAT 66 11 OEOGAO ET A
Someone knocked on the door. | opened the door
and Paul was standing there. He asked me whiat
was practicing. He was probably interested ithe
sound of the patterns. | showed him the music
AT A ) A1 O1 EIT 00T AGAAA
OOOAAT 08 4EA FEEOOO
was surprised to find him at thedoor but | was
more surprised with his lesson in the afternoon
and with all his lessons for the next two yearsl
think in the two years | studied with him wespent
less than two hours in front of the pianoMost
lessons were held in Café Express, which v&ry
close to the school. Many times | found thafter
OEA OAIE ) Ai Ol A Dipay
before even if | had spent 10 years practicing.
His words always helped me to dig deep within
myself as well as to explore the world beyond to
find my own voice. Rl Bley helped me to realize
that | was capable of far more than | knew.

? SATOKO FUJIl, PIANO

| had the pleasure of working with Paul between
1989 and 1991. The first was a trio recording for
SteepleChase with me and Billy Hart calle@he
Nearness of Yat " E1 1 U AT A )

Paul before this session, arranged by Nils
winther T £ 3 O0AADI A#EAOAR
madeseveral CDs of my own and others. Paul was
an extraordinary improviser, with a strong

rhythmic AT A EAOI T T EA AT 1 AADP O gazz bessibtiaddip@arsmysdlff ) E AORA x T 1

in rehearsing or sharing his chord changes with
the musicians he recorded with. There was never
any discussion. He had a small, spiral notebook
with only the names of tunes he played and the
key he played them in. He never prepared a list

for any of the recording sessions or club gigs |
playedx EOE EEi 8 (A8A OAEAO OI
off

E |

instances, but there was one courbdff that |

especially enjoyed on the date with Billy Hart and
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"OOOEAOG86 )O OOO0OTAA 106060 O
i Uha A tuded) wad ery sutd of, espediallytat tAeO
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a word or stating the melody. | was embarrassed
by what | played and asked Paul if we could do
Al1 OEAO OAEA8 (EO DAODI IOOA >
going to be better. Symphony Orchestras never
doOAATT A OAEAOGASG ) A O1T A A »p
of" 1 AUBO xEOE ' AOU O0AAAT AE A
OlthaB OEERC O)OT1T AT ONTAA 6 DAOUGO AET
suggestedto me that he might not have known
that Paulwas playing this standard composition
either, which made me feel a little less
embarrassed! | consider Paul one of the true
innovators in the jazz idiom. Footloose his trio
album from 1961 with Steve Swallow and Pete La
RocalthinkEO EEO i1 00 OECT EEZEAAT O
listened to it a million times! Paul never gained
the recognition he deserved, but being
overlookedisnotOT AT T 1T 1T ET OEEO
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everybody and have hadpretty much the same
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pianists Keith Jarrett and Richie Beirach, both
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phrasing and rhythmic concepts constantly. He

was as unique as a persoas he was a pianist and
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this great man.

? RON MCCLURE, BASS
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PAUL BLEY
by Andrey Henkin

Paul Bley, the pianist whose career bridged major jazz movements—from bebop to free— and who had close
to 100 albums as a leader, died Jan. 3rd at 83. Bley was born in Montréal on Nov. 10th, 1932. At 17, Bley took
over for Oscar Peterson at the Alberta Lounge and, four years later, invited Charlie Parker to participate in the
new Montréal Jazz Workshop (Montréal 1953, Uptown Records). Bley attended the Juilliard School and quickly
immersed himself in the New York bebop scene, waxing his debut, Introducing Paul Bley, for Charles Mingus’
Debut Records in 1953 (Bley was part of Mingus’ 1953 nonet, returning in 1960 for a couple of sessions). In
1958, he led a quintet in Los Angeles with what would become the legendary Ornette Coleman Quartet
(released in 1971 as The Fabulous Paul Bley Quintet on America Records). In 1962-63, Bley released two
notable trio sessions: Footloose! (Savoy, 1962-63, with drummer Pete La Roca and bassist Steve Swallow,
the latter he’d met as part of the now-legendary 1961-62 Jimmy Giuffre Trio, which reformed in the late ‘80s-
early ‘90s) and Paul Bley With Gary Peacock (with drummer Paul Motian, recorded in 1963 and released on
ECM in 1970). His methodology as a leader was established

at this point, explained to this author in a 2006 interview: “You come to the bandstand and you ask ‘What’s the
problem? Is anybody not functioning properly?’ And if everyone’s functioning properly, there’s no need for you
to enter and to play because it already sounds good and you wouldn’t want to spoil it. But if after some time
you feel that the music could use some assistance, that’'s when you enter and assist until the music is going
well and then you can drop out and save yourself for another time when assistance is needed.” In 1964-65
Bley made a pair of albums for ESPDisk’, Closer and Barrage, featuring the compositions of then-wife Carla
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Bley (in the late ‘60s-early ‘70s, he would feature the writing of second wife Annette Peacock in projects where
both played Moog synths). His mid ‘60s-70s discography includes releases for Fontana, Limelight, Polydor,
Milestone, SteepleChase and both the beginning of a long relationship with ECM Records (a 2008 solo
recording, Play Blue: Oslo Concert, was released in 2014) and records made for his own Improvising Artists,
Inc., which included collaborations with Lee Konitz, John Gilmore, Jaco Pastorius and Giuffre. Many of his later
records were solo affairs but whenever he was part of a group, his earlier methodology had turned
cantankerous. “I love attack. It’s rare; attack is really rare these days. It used to be normal in the ‘50s and ‘60s.
Destruction was one of the key tools to improvisation...the idea is to unseat the other person and to destroy
their playing and see how they respond to attack. That keeps the blood flowing and the brain turning.”

12 MARCH 2016 | THE NEW YORK CITY JAZZ RECORD
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Submitted by Zach Calluori on Tue, 5 Jan 2016, 6:31am

WKCR will preempt our regular programming for the next tweng
eight hours, from 5:00AM Tuesday to 9:30AM Wednesday, at
conclusion of the next Daybreak Express, in order to celebrate th
and work of renowned pianist and free jazz pioneer Paul Blby,
passed away at the age of 83
unconventional met hods made
revolution and led him to collaborate with such talent as Chg
Parker, Lester Young, Ornette Coleman, Charles Mingnd, Cecil
Taylor. Originally from Montreal, Bley forged a career of internatio
influence and has served on the faculty of the New England M
Conservatory been inducted into the Order of Canada, and perfo

led to the creation of the New Music Distribution Service. J0|n U
honori ng P aandg dedchtiorytdo @geating, liberating, a
sharing jazz music with over twengight continuous hours of only
his work at WKCR 89.9FM.

Date:Tue, 5 Jan 2016, 5:00anWed, 6 Jan 2016, 9:30am

https://www.cc-seas.columbia.edu/wkcr/story/paul-bley-memorial-broadcast-0
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The death of pianist Paul Bley on Jan. 3rd, 2016 at age 83 was a huge loss for the jazz community—few who
had the opportunity to be one of Bird’s “worthy constituents” remain alive and even fewer who also performed
as part of the October Revolution in Jazz (NYC, 1964) or embraced the Moog synthesizer in early ‘70s
electronic improvisations. So, Bley was an original and while not a formal memorial service, the standingroom-
only celebration at Greenwich House Music School (Feb. 11th) was an event in itself. The program was
instigated by Bley’s fellow pianists Frank Kimbrough and Rob Schwimmer and emceed by The Bad Plus’ Ethan
Iverson. In addition to these three, short sets were performed by Lucian Ban, Matt Mitchell, Jacob Sacks and
Aaron Parks. The only nonpianist onstage was alto saxophonist Lee Konitz, who had worked often with Bley
in a variety of groups in the ‘70s and onward and closed the proceedings with a warbling but powerful, partly
sung and partly played, coda. Schwimmer, who was primarily associated with Bley’s ex-wife and compositional
collaborator Annette Peacock, was a particular revelation; like some of the participants, he had more than a
few Bley stories and also spoke accurately of the joy that Bley could bring to absolute desolation, sadness and
doldrums-like passages. Schwimmer also performed “Ida Lupino”, including a teaching moment by rendering
note-fornote a chunk of Bley’s solo on that tune from the 1966 ESP LP Closer.

—Clifford Allen

4 MARCH 2016 | THE NEW YORK CITY JAZZ RECORD
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lay Blue

orung an den Pianisten Paul Bley (1932-2016)

grinn
yonKarl Lippegaus

tudio La Buissonne, Provence.

Mit einiger Verspdtung ist er

abends endlich da. Kurze Be-
rifung und gleich der Hinweis an de'n
Toningenieur: Keine Probe, starten Sie
eich die Maschine, der Soundcheck
wird das erste Stiick der Platte. ,,Die
hesten Sessions sind die, wo das Taxi
draufien warten kann.“ Der Pianist be-
itt den Aufnahmeraum, geht ans Kla-
vier, schligt zuerst ein paar tiefe Tone
im Stehen an, nach ein paar Sekunden
«tzt er sich. 20 Minuten spater eine
Lurze Pause, gemeinsam schaut man sich
den Sternenhimmel an, dann nochmal
20 Minuten. That’s it. So entstand eines
seiner Soloalben. Am 3. Januar ist Paul
Bley gestorben, mit 83 Jahren, nach fast
sichen Schaffensdekaden. Seine tonende
Autobiografie sind die {iber 100 Schall-
platten. Ganze 12-13 Jahre, sagte er,
habe er fiir die erste wirklich relevante
gebraucht, ,,Footloose!“

Der Begriff ,Free Jazz' war schon ver-
fehlt, als sein Trio vor fast einem halben
Jahthundert in Rom die LP ,,Ramblin’
ainzhm. Ein Pendant zum Ubergang
Yon der figurativen zur abstrakten Ma-
k_m Komponieren in Echtzeit war sein
Ziel. Nirgendwo in unseren Vertrigen
‘r;il': C%ass wir alle permanent zusam-
Kh;;ple.]en miissen,“ hat Bley spéter
o a‘;l"“"nd"erkléirt. Die Befreil.mg
E (‘h:(“ Zwangen fithrte eben nicht
Sen dey ’;’ SOn'dem offnete die Schletf-
Ratione :l.'“aSle. ,,Frefa up your imagi-

mmt‘ e_";'" unbegleiteter Kontrabass

L tnm’i:fkebt:ns? beredte Klangspra-
Worte, w eln wie Blexs Songs Q‘hne

l"d:nn~du einen Ton ansc‘hlagsl.
"’""l)a:- nachste deine Urtcllfkr'af‘t‘
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blOgl’f«lﬁe gelten, ala Glenn Gould auf Te-
l'efomnterviews basierend. Bley war ein
Uberlebenskiinstler, der im Fischteich
des Jazz wie ein listiger Hecht agierte.
Auch ein moderner Don Juan um eine
kleine Schar von Aficionados, eine eher
heimliche Liebe, die er entfachte mit
»Open, to Love‘. An einem einzigen
Tag, dem 11. September 1972, schuf er
gemeinsam mit dem Produzenten Man-
fred Eicher im alten Bendiksen-Studio in
Oslo diesen Meilenstein: wie die besten
Fotos von Cartier-Bresson oder Kertesz.
Mit besonderer Mikrofonierung, extrem
langem Nachhall, viel Obertonreichtum,
einem fantastischen alten Fligel (,I

BLEY WADEN MOTIAN

Fono Forum, February 2016, p. 61

35

Foto: Hans Kumpf/ECM Records

remember them like old girlfriends®)
sowie einem stimulierenden Repertoire
von Bleys (Ex- oder Noch-)Ehefrauen
Carla Borg und Annette Peacock.

Ein Jahr spater versuchte er am selben
Ort nochmal an den Geniestreich anzu-
kniipfen, mit ,, Alone, Again®. Das Werk
endet mit , Explanations‘, gemaf3 Bleys
Rat an junge Pianisten: Spiel’ nicht das
Thema, improvisiere tiber den Akkorden
eines Standards (in dem Falle ,Don’t
explain®), und setz’ deinen Namen als
Komponist ein! Humor und joie-de-
vivre waren einer harten Kindheit ab-
getrotzt. Sein immenses Bluesfeeling,
das Fragile in all den Liebesliedern, die
er am Klavier erfand — wurzelte dies in
der Zeit als Adoptivkind? Frith wurde
das Klavierspiel zur inneren Heimat. Der
junge Bley holte Charlie Parker nach Ka-
nada, begleitete Lester Young aufkleinen
Bithnen und tourte mit Sonny Rollins.
Weniger als die Pianisten préigten sie
den auf Anhieb erkennbaren Sound. Der
kanadische Poet der Stille starb, wahrend
er seiner Platte ,,Memoirs* mit Charlie
Haden und Paul Motian lauschte. M

10 Meilensteine

Footloose! (1962, Savoy)

Open, To Love (1973, ECM)

Alone, Again (1974, 1.A.l.)

Tears (Owl)

Paul Plays Carla (SteepleChase)
Memoirs (1990, Soul Note)

In The Evenings Out There (1991, ECM)
Time Will Tell (1994, ECM)

Not Two, Not One (1998, ECM)

Play Blue (2014, ECM)
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Paul Bley Turning Point (Improvising Artists Inc.) — Paul Bley left behind a vast and

varied catalog. The pianist and composer,

PAUL JOHN PAUL

Y GARY i i i
BLEY GILMORE MOTIAN PEACOCK whose long career included stints with

Charlie Parker and Ornette Coleman, died
inJanuary at the age of 83.

The music on 1975’s Turning Point,
released on Bley’s own Improvising Artists

imprint, comes from five performances with
a quartet recorded in 1964 and two recorded
with a trio in1968. Bley's frequent collabo-
rator, bassist Gary Peacock, plays on both
sessions, his tone and dexterity brilliantly
showcased throughout. Two other early New
York associates, saxophonist John Gilmore of

Sun Ra fame and drummer Paul Motian, add
further depth and color to the quartet pieces.

The pianist often revisited the coolly mysterious “Ida Lupino,” a mesmerizing
number penned by his former wife Carla Bley. Although nostalgic melancholy is
woven into the song’s DNA, it’s leavened a bit here by Gilmore’s tenor, as well as by
a certain insouciance that permeates the session. As on many of Bley’s albums, his
ex’s — make that “exes’ — compositions are most memorable. Annette Peacock,
married to Gary before she married Paul, contributes a pair, both taken from the
1968 trio date. Drummer Billy Elgart replaces Motian on these dazzlers, including
the melodic gem “Mr. Joy.” Completing the trifecta of talented women who married
the pianist, Carol Goss designed and illustrated the album cover.

Bley’s artistry deepened in his later years, as revealed on 2008’s About Time (Justin
Time) and 2014’s Play Blue: Oslo Concert (ECM, also recorded in 2008). Both reveal an artist
who continued to refine his expression along with his sense of self. —Bob Weinberg

26 spring 2016 jazziz
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Matthew Shipp Remembers Paul Bley

11.10.32 - 1.3.16
By Matthew Shipp

Each year, in our March issue, we ask prominent musicians to pay tribute to fellow artists who have
passed in the previous year. This piece appeared in the March 2016 edition of JazzTimes.

Paul Bley had no mental limits and no locks in his subconscious mind. He was comfortable being himself
in any context. That's what was so inspiring and empowering about him: He was always organic, whatever
that means to you. If organic means that you’re not stylized and there might be some imperfections that
seep in, that's what gives the music its beauty and grace and charm. That's what he exemplified.

Paul was an extremely unique figure in jazz history, and an extremely naturalistic improviser. When |
think of a naturalistic improviser | think of Lester Young, and Paul Bley had a similar thing, where even
though he was studied his music doesn’t sound studied. He also went in and out of so many different
periods, whether a post-Mingus thing or Third Stream or Ornette. You couldn’t pigeonhole him. He
networked and dealt with so many different musicians. His open-ended mindset held him back
commercially, but | don’t think he really cared. He just kept doing his thing and stayed true to himself,
from the beginning to the end.

He embodied an approach [in which] every time you sit down at the instrument you'’re starting from
scratch, in a good way. It's as Zen an approach to improvisation as I've ever seen. | don’'t know how he
came to it so strongly and so naturally, but whatever he was playing—and it could be a standard or
something freeform—he always seemed to bring a beginner’s mind to it: Here | am, in the now, and it
doesn’t matter who I'm playing with. The important thing was that whatever music was unfolding right
then. That's so rare in jazz. He seemed to always approach music without any preconceptions. If
considering yourself an avant-garde player is a preconception, he even seemed to get rid of that one.

He didn’t believe in practicing, which was interesting, but he was a virtuoso pianist at a very young age.
[He said,] | don’t practice anymore because every instrument has a very different personality, so I'm not
preparing myself to confront the instrument | will meet in this concert hall. When you listen to different
albums of his, on different instruments, in different studios and concert halls, there are times when he
generates a completely different personality. He had that talent of going to a different piano and quickly
figuring out what that instrument can do and what the personality of that instrument is.

Paul Bley didn’t have a home. He had a roving mind. It was never about free jazz, or even trying to find
freedom within bebop; it was about being Paul Bley—whatever it meant to be Paul Bley, in whatever
context, whether it was playing with John Gilmore on an ESP-Disk’ album or picking up the synthesizer
or playing with the Jimmy Giuffre 3. He offers the modern pianist a model that doesn’t have a genre-
specific thing to it: It's just improvisational music at a very high level.

B

Paul Bley overleden.

De Canadese pianist Paul Bley is 3 januariop 83 -j ari ge |l eeftijd overl eden. Zi
zestig jaar. Hij was een innovatief musicus die zijn steentje bijdroeg aan de free jazzrevolutie in New York

in de jaren zestig. Hij speelde met onder me er Lester Young, Ben Webster, Sonny Rollins, Charles Mingus,

Chet Baker, Jimmy Giuffre, Charlie Haden, Paul Motian, Lee Konitz en Pat Metheny en is te horen op meer

dan honderd platen. Zijn al bum YHredadtidJazaflgsg A ui t 1963 i
Januari 2016

http://jazzmozaiek.be/2016/01/paul-bley-overleden/
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Paul Bley, 10.11.1932-3.1.2016

Paul Bley war ein Nonkonformist par excel-
lence: Nach seiner Begegnung mit Ornette
Col lutionierte er das Klavierspiel
grundlegend und priagte mit seinen freito-
nalen ldeen die weitere Entwicklung des

Wer die autobiographische Schrift “Stopping Time”
und den Interviewband "Time Will Tell” gelesen hat,
weiss, dass Paul Bley ein Faible fiir Bonmots und
Anekdoten hatte. Wenn er jeweils in seine kana-
dische Geburtsstadt Montreal zurlickkehrte, um am
grossten Jazzfestival der Welt aufzutreten, pflegte
erin der Lobby des Hotels, in dem alle Faden zusam-
menliefen, Hof zu halten — falls er sich nicht gerade
auf der Pirsch nach einem Smoked-Meat-Sandwich
befand. Der Verfasser dieser Zeilen kann sich noch
gut daran erinnern, wie sich Bley in das weiche Pols-
ter eines Lobby-Sessels fallen liess und kurz darauf
ein Hohelied auf seine Faulheit anstimmte: "Das
macht es mir leicht, nicht zu (iben. Ich glaube sowie-
so nicht ans Uben. So wird man ganz spitz darauf,
zu spielen. So zahit dann jede Note.”

Wie es mit dieser angeblichen Faulheit zu vereinba-
ren ist, dass seine Diskographie mehr als 100 Alben
umfasst, wollte uns Bley nicht verraten. Sein Debut
"Introducing Paul Bley” nahm der Pianist 1953 im
Alter von 21 Jahren auf (in diesem Jahr spielte er
auch mit Charlie Parker!). Begleitet wird er auf die-
ser Platte vom Schlagzeuger Art Blakey und vom
Bassisten Charles Mingus. Das war kein schlechter
Anfang, doch es sollte noch viel besser kommen.

Ein Schitsselerlebnis war fiir Bley Ende der 1950er-
Jahre die Begegnung mit dem rebellischen Saxo-
phonisten Ornette Coleman: "Er spielte ein paar
Takte frei und ein paar Takte tonal. Klare Linien kon-
trastierte er mit verschmierten Linien. Er hatte keine
Angst davor, das Schone mit dem Hasslichen zu
konfrontieren.” Die Erfahrungen, die er an der Seite
von Coleman sammelte, konnte Bley spater auch in
seine Kooperation mit dem Tenorsaxophon-Gigan-
ten Sonny Rollins einbringen. Bley ist auf dem be-
rihmt-beriichtigten Album “Sonny Meets Hawk”
aus dem Jahr 1963 zu horen, auf dem Rollins sein
Jugendidol Coleman Hawkins konfus spielt. Auf die-
sem Album spielt Bley ein freigeistiges Solo uber
"All the Things You Are”, das Kultstatus erreicht
hat. In den 1960er-Jahren machte Bley eine Reihe
bahnbrechender Klaviertrio-Aufnahmen. "Mein Ziel
war es, den Ansatz von Ornette Coleman mit dem
Interplay-Konzept von Bill Evans zu verbinden”, er-
lauterte Bley. Die Kombination von melodischer
Freiheit mit feinfihliger Interaktion ist Bley auf ex-
emplarische Weise gegliickt.

Ein wichtiger Katalysator fiir diesen in seiner Bedeu-
tung nicht zu unterschatzenden Emanzipationspro-
zess, von dem auch ein gewisser Keith Jarrett stark
beeinflusst wurde, waren die extrem originellen und
oftmals haikuhaften Kompositionen von Bleys da-
maliger Ehefrau Carla Bley. Carla Bleys Komposi-
tionen wurden damals auch vom Trio des Klarinet-
tisten Jimmy Giuffre gespielt. Obwohl diese Forma-
tion mit ihrem subtilen Kammerjazz der Zeit weit
voraus war, meinte Paul Bley: "Nach Ornette Cole-
man war die Zusammenarbeit mit Giuffre leicht fir
mich. Das Problem war, den richtigen Bassisten zu
finden. Ich habe Steve Swallow ins Trio gebracht. Er
ist unglaublich, man hat bei ihm das Gefihl, er kon-
ne die Ideen seiner Mitspieler vorausahnen. Giuffre
hat sich sofort in ihn verliebt. Alle verlieben sich so-

Jazz 'n More (Switzerland),
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fort in Swallow - inklusive Carla.” Nach der Schei-
dung von Carla Bley heiratete Bley Annette Peacock,
von der er ebenfalls Kompositionen in sein Reper-
toire nahm. Auch die Ehe mit ihr hielt allerdings
nicht lange. Langeres Ehegliick war Bley erst mit der
Videokunstlerin Carol Goss beschieden.

Ein besonders interessanter Aspekt von Bleys
Schaffen ist das Solospiel (Bleys letztes Album ist
die Soloaufnahme "Play Blue” aus dem Jahr 2008).
Bley erklarte: "Solo ist leicht. Wenn man mit einer
anderen Person spielt, ist das wie eine Ehe, man
muss versuchen, der anderen Person zu gefallen.”
Die grosste Herausforderung beim Solospiel sei fiir
ihn der Einsatz der linken Hand: "Was mache ich
damit? Um dies herauszufinden, spielte ich eine Zeit
lang nur mit der linken Hand und plétzlich fing ich
an, das zu tun, was meine Hand von mir wolite.” Auf
Anregung des ECM-Produzenten Manfred Eicher
entstand 1972 das langst legendar gewordene Al-
bum "Open, to Love”, auf dem der Pianist die Ak-
korde extrem lange nachklingen lasst. So entsteht
der Eindruck, die Zeit bleibe stehen. Am 3. Januar
2016 blieb zwar nicht die Zeit stehen, wohl aber das
Herz von Paul Bley, der seinen Lebensabend in Flori-
da verbracht hatte. Tom Gsteiger

March-April 2016, p. 66
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Paul Bley:

A Modern Jazz Piano Master

KEN WAXMAN
paul Bley who died at 83 in early January was probably never

bothered that he was usually described as Canada’s second-

best-known jazz pianist; Oscar Peterson was the first. But Bley,
who shared a Montreal birth with Peterson, and who similarly was
honoured with induction into the Order of Canada in 2008 - albeit
30-plus years after Peterson — was for all intents and purposes a much
more radical pianist than O.P.

Peterson, seven years Bley's senior, was a flamboyant stylist who
adapted Art Tatum’s all-encompassing swing era techniques to the
structure of modern jazz during an almost incalculable number of
performances from the late 1940s until his death in 2007. However
Bley, represented on more than 100 discs during his career, cycled
through a variety of keyboard strategies from the outgoing to the cere-
bral, eventually matching the atonality of off-centre techniques with
straightforward, melodically measured motion. He was also one of the
first serious improvisers to deal with the sonic possibilities that could
be extracted from the then brand-new portable Moog synthesizer.
Later, such better-known pianists as Keith Jarrett, The Bad Plus’ Ethan
Iverson and Satoko Fujii developed their playing following the exam-
ples of Bley’s breakthroughs.

As a teenaged boogie-woogie specialist “Buzzy” Bley, born in 1932,
was gigging locally at 13 and briefly took over Peterson’s regular gig at
Montreal's Alberta Lounge in 1949, when the latter made his New York
debut. The next year Bley moved south to study at New York’s Juilliard
School of Music, and by the mid-1950s had not only recorded with
alto saxophonist Charlie Parker, be-bop’s avatar, but made his first
LP Introducing Paul Bley, on Debut records, in a trio with legendary
modernists, bassist Charles Mingus and drummer Art Blakey. Bley,
who had married pianist/composer Carla Bley - née Karen Borg -
was leading a conventional Modern Jazz Quartet-styled combo in Los
Angeles in 1958, when he let his bassist Charlie Haden’s friends, alto
saxophonist Ornette Coleman and pocket trumpeter Don Cherry, sit
in. Coleman’s revolutionary restructuring of the then-accepted jazz
basics - so that improvisations didn’t have to be based on the initial
structure and where every player was free to contribute his variants to
the tune - was a revelation to and influence on Bley.

Back in New York, Bley became a charter member of the so-called
New Thing and the Jazz Composers Guild, alongside certified avant-
gardists such as militant tenor saxophonist Archie Shepp, bandleader
Sun Ra and pianist Cecil Taylor, among others. He expressed his new-
found polytonal keyboard freedom on two 1960s LPs for the ESP
label. One, Barrage, was with a quintet including drummer Milford
Graves and the Sun Ra Arkestra’s alto saxophonist Marshall Allen, and
included distinctive cover art work by Canadian visual artist Michael
Snow. Closer, a session with bassist Steve Swallow and drummer
Barry Altschul, was one of the multitude of trio discs Bley would make
with a succession of bassists and drummers during the 1960s and
1970s. On it, Bley redefined the idea of interplay in the jazz trioina
method much different than Peterson’s traditional follow-the-leader
approach. It was this conception of bluesy yet cerebral intensity that
welcomed other players’ ideas at any time, which influenced Jarrett
and many other keyboardists. Earlier, Bley and Swallow had been part
of multi-reedist Jimmy Giuffre’s drummer-less trio, which played
hushed chamber jazz informed by folksy themes and European aton-
ality. The band’s masterpiece was Free Fall (Columbia), and it and the
trio’s other discs are generally acknowledged as the initial influence
on ECM Records’ characteristic sound.

Meanwhile Closer could also describe Bley’s relationship with his
favourite composers of the era. Except for the odd original, standard
and Coleman covers, the majority of his repertoire - including certi-
fied jazz classics like Ida Lupino, And Now the Queen and Ictus — was

composed by Carla Bley. After they separated, his next companion,
singer/keyboardist Annette Peacock, composed much of the material
he played. As late as 1992 he recorded an entire disc consisting of
Peacock material simply entitled Annette (hatOLOGY). His asso-
ciates were bassist Gary Peacock and Viennese flugelhornist Franz
Koglmann. Bley’s sparse piano ruminations that terminated when
he was satisfied, not according to conventional structures, plus his
low-key articulation also appealed to the growing European free
music experimenters. Besides work with Koglmann and Swiss reedist
Hans Koch, some of his best latter day sessions were with Europeans:
Time Will Tell and Sankt Gerold Variations 1-12 recorded for ECM in
the mid-1990s with British saxophonist Evan Parker and long-time
American-in-France, bassist Barre Phillps; Chaos (Soul Note) with
British drummer Tony Oxley and Italian bassist Furio di Castri; and
Florida with Danish drummer Kresten Osgood.

Bley’s association with Annette Peacock was around the same time
as he began experimenting with the Moog. Besides recording several
discs showing off its parameters, he was the first improviser to adapt
the analog keyboard synthesizer for live performances. After spending
a couple of years working out strategies for multi-keyboard and patch
chording, Bley abandoned the synth and returned to piano. After that
he was usually recorded in classic piano trio or solo piano formats. The
exquisite Play Blue (ECM), a meditative solo disc recorded in 2008 and
released in 2014, is his final session as of this time.

Although Bley left the synthesizer for others to explore he didn’t
give up on multimedia. With his wife, video artist Carol Goss who
survives him, for a decade starting in 1974 he co-founded and ran
Improvising Artists Inc. (IAI), which recorded 20 discs and some of
the first music videos. Besides his own work, Bley and IAI put out
discs by established improvisers such as Peacock, Giuffre, Ra and
saxophonist Sam Rivers as well as younger discoveries. Jaco, IAT's
sixth release with Bley on electric piano and Bruce Ditmas on drums,
was the studio recording debut of future jazz superstars, guitarist Pat
Metheney and electric bassist Jaco Pastorius.

During the 1990s Bley also taught part-time at Boston’s New
England Conservatory. Among his many students was Japanese pianist
Satoko Fujii. Her first CD, Something about Water (Libra) from 1995,
is a duo date with Bley. Similarly, although he hadn’t lived in Canada
for about half a century, along with his other projects, Bley recorded a
series of albums with several Canadians during the 1990s and aughts.
They included such well-received efforts as Double Time with flutist
Jane Bunnett; Outside In with guitarist Sonny Greenwich; Know Time
with drummer Geordie McDonald and trumpeter Herbie Spanier;
Touché with fellow expatriate Canadian, flugelhornist Kenny Wheeler;
and Travelling Lights featuring saxophonist Francois Carrier and
drummer Michel Lambert, all on Justin Time records.

No matter whether he played in duo or larger formations, Bley’s off-
handed mastery, which combined narrative delicacy with rhythmic
astringency, was always completely original and instantly identifi-
able. What better epitaph than that can there be for an improvising
musician? ©@

Ken Waxman'’s column Something in the Air is a regular
feature of The WholeNote’s CD review section, DISCoveries.
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Quiet Fire

By Adam Shatz

December 12, 2016
ON MUSIC

On Fr ank Ki mb r Solstigeraddshe @ate Baul Bley.

As a journalist, | have often had to explain to an English-speaking audience the rise of anti-Muslim, anti-
immigrant prejudices in France. But on election night, | found myself in the temporary offices of the radio
show France Culture in midtown Manhattan, explaining to a French audience the triumph of the same
prejudices in my own country. Struck by (though far from relishing) this irony, | was reminded of a novel I'd
reviewed for the London Review of Books last year, Michel Houellebecq’s dystopian Submission, in which a
demoralized France elects an Islamist presidential candidate backed by the Gulf states. In the final pages, the
hero, a pathetic white male academic named Francois, converts to Islam because he fears being deprived of
a future in a country where darker-skinned worshippers of Allah have taken over. Our president-elect is a
Muslim hater, not a Muslim, but he, too, was catapulted to power with help from influential friends abroad, and
his millions of supporters were driven by related fears of finding themselves without a place in an increasingly
multicultural society—victims of what the French fascist theorist Renaud Camus has called “the Great
Replacement.”

When | returned home at four in the morning, | poured myself a whiskey and reached for the nearest CD, Gil
Scott-Heron’s 1974 album, Winter in America: a title that seemed almost cruelly appropriate even if it was still
November. | listened to his Watergate monologue, “The H20gate Blues”:

I’'m sorry, the government you have elected is inoperative. Click, inoperative. Just how blind will America be?
The world is on the edge of its seat. Defeat on the horizon. Very surprising that we could see the plot and claim
that we could not ... How long will the citizens wait, it's looking like Europe in ’38, did they move to stop Hitler
before it was too late? ... Four more years, four more years, four more years of that?

| found comfort in Gil’s words, and I've returned to them frequently in the last few weeks. But as fall has turned
to winter and the president-elect has formed a cabinet so outlandishly right-wing that not even the Onion could
have invented it, the album that has provided me with the deepest consolation is a jazz piano trio with no
political aspirations, and indeed no words at all: the pianist Frank Kimbrough'’s Solstice, released by Pirouet in
November. The absence of rhetoric is particularly refreshing at a time when we’ve been inundated with rhetoric.
In a climate as coarse, bullying, and deceitful as ours, sometimes the most subversive response is not to
engage directly with authority, but to dance around it, creating what Deleuze and Guattari called “lines of
flight.”

Music, the most abstract and least referential of the arts, has this potential in abundance. It can communicate
beyond language, and therefore, as Ornette Coleman said, “in all languages.” Some might consider a record
like Solstice to be an escape from the real—a charge once raised against abstract art—but | hear it as offering
a different entry point into the real, those lower frequencies of expression that political language tends to render
inaudible. | hear a work of such bewitching lyricism that | have found myself humming its melodies on the
street.

What accounts for this powerful vocal quality, | suspect, is Kimbrough’s long-standing association with singers,
starting with his early mentor Shirley Horn, whose plaintive, heart-stopping account of George Gershwin’s
“Here Come the Honey Man” is re-created to exquisite effect on Solstice. In recent years, Kimbrough has also
collaborated with the classical soprano Dawn Upshaw, and with his life partner, the jazz vocalist Maryanne de
Prophetis, who wrote the hushed, evocative title track. The nine songs on Solstice are best experienced as a
wordless cycle, a narrative that takes us through states of turbulence and longing, mourning and rapture.
Solstice is not so much their subject as their condition of possibility: a moment of intensified contrasts of
darkness and light, when the sun is at its greatest distance from the celestial equator.

Of course, solstice can also refer to a climax or peak, and this album represents both for Kimbrough, who
recently turned sixty. Working with two exceptionally sensitive musicians—the bassist Jay Anderson and the
drummer Jeff Hirshfield—he has made the album of his career, a work characterized by what Miles Davis liked
to call “quiet fire.” Long admired by his peers for the beauty of his touch and the grace of his phrasing,
Kimbrough has never attracted a large audience, or attempted to ingratiate himself with one. On the contrary,
he has spent much of his career celebrating the work of other pianists—notably Herbie Nichols, a brilliant
Harlemite of Trinidadian origin who wrote hundreds of idiosyncratic tunes (among them “Lady Sings the Blues”)
but could hardly get them heard before he died of leukemia in 1963, at forty-four. Kimbrough has also been a
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champion of his friend the late Andrew Hill, whose Blue Note recordings in the sixties wedded hard bop to a
gloriously ruminative modernism; on Solstice, Kimbrough covers “From California with Love,” Hill's hauntingly
elliptical ballad from his 1978 album of the same name.

But Kimbrough'’s greatest influence, by a considerable margin, is the late Canadian pianist Paul Bley. A bebop
prodigy who cut his 1953 debut with Charles Mingus and Art Blakey when he was barely out of his teens, Bley
was leading a band at the Hillcrest Club in Los Angeles a few years later when a young, bearded alto
saxophonist from Texas showed him that you didn’t have to improvise on the basis of chord changes—the
foundation of bop. As Bley put it in his memoir, Stopping Time, “we were all waiting for something, we knew
not what. Unknown to us, we were waiting for Ornette Coleman to join our band at the Hillcrest Club.” During
his 1958 stint with Coleman, he realized that “A-A-B-A was over, to be replaced by A to Z.” Bley would adapt
Coleman’s “harmolodic” ideas to the piano, much as Bud Powell had done for Charlie Parker's bebop
improvisation.

Solstice was recorded only a few months after Bley’s death at eighty-three in early January of this year, and it
contains ghostly echoes of Bley’s work, not only in the repertoire but in Kimbrough'’s clarity of articulation and
his singing tone. Bley never achieved the fame of Bill Evans, who, in Bley’s words, “already owned 99 percent
of the jazz piano business” when he settled in New York in the early 1960s, but his range and influence may
turn out to be greater. In fact, Bley changed the history of jazz piano twice in the space of a decade.

The first time was in 1963, in a two-minute solo on Sonny Meets Hawk, an album that paired two of the finest
tenor players in the history of jazz, Sonny Rollins and Coleman Hawkins. As Kimbrough wrote shortly after his
death, Bley blithely ignores the chord changes of “All the Things You Are” in his solo, almost miraculously
playing “where the harmony was GOING.” (The guitarist Pat Metheny, another Bley admirer, called this solo a
“shot heard 'round the world.”) A few months after that session, Bley completed the tracks on his breakthrough
trio with the bassist Steve Swallow and the drummer Pete “La Roca” Sims,” Footloose. The album introduced
a more lyrical, contemplative alternative—freely interactive yet melodic—to the furiously percussive style of
free jazz pioneered by the pianist Cecil Taylor, who had combined the orchestral approach of Duke Ellington
with the bent notes of Thelonious Monk and the dissonances of European modernism. Keith Jarrett’s trio with
the drummer Jack DeJohnette and the bassist Gary Peacock—a Bley collaborator since the early 1960s—is
inconceivable without Footloose, as Jarrett himself has acknowledged.

The second time that Bley altered the course of jazz piano history was on September 11, 1972, when he
recorded the solo piano album Open, to Love, in an Oslo studio, for ECM Records. Open, to Loveis an obvious
precursor to albums like The Kéln Concert, which appeared three years later on the same label, but it inhabits
an _entirely different expressive universe: austere, almost secretive, impervious to the kind of extroverted
romanticism that made Jarrett’s album the best-selling solo-piano record in history. The power of Open, to
Love lies in in the notes that Bley withholds, as much as in those he plays; his silences suggests awkward
hesitations, phrases broken off prematurely, and they lend the album an intimate, sometimes disquieting
frisson.

Bley was the first of two great Canadian-Jewish musicians to die this year. The other was, of course, his fellow
Montrealer Leonard Cohen, who was two years his junior. Like Cohen, Bley luxuriated in melancholy; he often
seemed to want (to quote Cohen) to “make it darker.” He also shared Cohen’s interest in women—not just as
muses but as creative partners. Much of the music that Bley recorded (when it wasn’t fully improvised on the
spot) was composed by Carla Bley, his first wife, whom he met when she was working as a cigarette girl at
Birdland in the midfifties; and by the singer Annette Peacock, his bandmate Gary Peacock’s former wife, who
became his partner from the midsixties through the early seventies. Open, to Love featured tunes by both of
them, and so does Kimbrough’sSolstice, which opens with Carla’s lamentation “Seven,” and includes two of
Peacock’s best-known pieces, the slow, somber “Albert’'s Love Theme” and the Andalusian-accented “El
Cordobes.” His only contribution as a composer, “Question’s the Answer,” suggests a cousin of the midtempo,
noirish tunes that Carla wrote for her former husband on Footloose and other albums.

| don’t mean to suggest that Bley’s female muses, who went on to distinguished careers of their own, share a
single sensibility. Carla Bley, for all her ironical poses, is a closet romantic, a balladeer at heart; Peacock has
explored eerier, near-vanishing states of being, which attracted the notice of David Bowie when he heard her
1972 debutrecord, | 6 m t het th@incempositions share something that Paul called an “inevitable” sound,
thanks to a structural starkness verging on immateriality: their scores are fragile organisms, created out of
small melodic fragments and asymmetrical silences. They are ideal, in other words, for adventurous
improvisers like Bley and Kimbrough. As the critic Arrigo Cappelletti has written in a perceptive study of Paul
Bley’s work, this is music that “goes to the limit of silence. The pauses and the irregular intervals between
phrases do not function only as musical punctuation,” but express “a desire for extreme authenticity.”
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https://www.youtube.com/watch?v=jeIh9TrEhJ0
https://www.amazon.com/Stopping-Time-Paul-Bley-Transformation/dp/1550651110
https://www.youtube.com/watch?v=su1cDihBbWg
https://www.youtube.com/watch?v=_8nDGSgjfzQ
https://www.youtube.com/watch?v=h8iyMizxWSU
https://www.youtube.com/watch?v=Tx3rFerfL_k
https://www.youtube.com/watch?v=Tx3rFerfL_k
https://www.youtube.com/watch?v=aX3qBHKq2YU
https://www.youtube.com/watch?v=aX3qBHKq2YU
https://www.youtube.com/watch?v=VvfF4nqH8dc

In his search for expressive authenticity, Paul Bley was joined not only by his former partners, but by the
drummer Paul Motian, who made his name with Bill Evans and the bassist Scott La Faro at the Village
Vanguard; and by the bassist Charlie Haden, another Ornette Coleman disciple, who recorded with Motian
and Bley in one of the great trios of the 1980s. Motian, who played in one of Kimbrough’s bands, died in 2011,
Haden in 2014. | hear strong echoes of the Bley-Motian-Haden trio on Solstice, particularly in Kimbrough’s
cover of Motian’s “The Sunflower,” where Hirshfield’s solo evokes the shimmering timbres of the cymbals
Motian cherished.

Yet for all of Kimbrough’s homages to Bley and other heroes, Solstice is not a commemorative or nostalgic
work so much as a stately, delicate declaration of renewal. If it begins with the elegiac tones of “Seven,” it
concludes with an achingly hopeful ballad, a slow, gorgeous aria composed by the jazz orchestrator Maria
Schneider (whose pianist Kimbrough has been since the early nineties). The title is “Walking by Flashlight”:
solstice brings rebirth, Kimbrough suggests, yet it also forces us to wander through a new and uncertain
landscape that we cannot yet see. There is something very honest—and therefore all the more moving—about
this tentativeness. Music alone is not enough, but so long as we have it, it can provide what Stendhal called a
promise of happiness, illuminating the darkness.

Adam Shatz is a contributing editor at the London Review of Books and a fellow in residence at the New York
Institute for the Humanities.

https://www.theparisreview.org/blog/2016/12/12/quiet-fire/
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Bill Milkowski, A tribute to Paul Bley, in: Notes from New York, Jazz thing, April/May 2016:

A TRIBUTE TO PAUL BLEY:

Several pianists gathered at the Greenwich House in the West Village to pay
tribute to the pioneering and influential free jazz pianist Paul Bley, who

passed away at age 83 on fanuary 3 at his home in Florida. The free concert
featured such Bley disciples as Ethan lverson, Frank Kimbrough, Matt Mitchell,
Rob Schwimmer and Aaron Parks.
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43


https://www.youtube.com/watch?v=FX6uN-aF9d8
https://www.theparisreview.org/blog/2016/12/12/quiet-fire/

Canadian jazz star Paul Bley dies aged 83 | Jazz | The Guardian

Imogen Tilden
Tue 5 Jan 2016 13.29 CET

Canadian jazz star Paul Bley dies aged 83.
The jazz pianist was acclaimed for his innovation and virtuosic skillsacross a six-
decade career.

Canadian pianist Paul Bley has died aged 83. Hexord company ECMonfirmed

that the musician, who lived in the US, passed away at lmeme in 3 January. One
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released over 100 albums, toured widely, and collaboratedavith jazz greats
including Charles MingusOrnette ColemanLee Konitz, Sonny Rollins and Evan
Parker.

He was a key part of the free jazz revolution in New York in the 1960s and an early
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music from the late 60s. . S
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breadth of his knowledge make him a massiviégure in jazz- though not as widely
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in October 1987.
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Steve Swallow

Hans Harzheim, Hank Parker

En 1959, Paul
Bley a changé

la vie d’un jeune
contrebassiste
nomme

Steve Swallow.

Pour Jazz Magazine, Steve Swallow s’est remémoré
son ami musicien disparu le 3 janvier dernier.

Un témoignage qui en dit long sur I'importance

et la personnalité du pianiste canadien.

Ma premiére rencontre avec Paul a changé ma vie. J'ai d'abord joué en trio
avec lui, au nord de New York. J'avais 19 ans, je n'avais jamais entendu
sa musique, et nous n'avions pas repete | Paul a pris le soin d’éviter mes
questions concernant ce que nous &tions censés jouer. Je me suis ainsi
retrouve sur scene avec enormement d’anxiete, en n'ayant aucune idée de
ce qui allait se passer. La musique a été une révélation ; chaque note que
je jouais semblait parfaite. Pourtant, je n’avais aucune idee d'ou elle venait.
C'est grace a lan Underwood que j'avais pu rencontrer Paul. lan était inscrit
a la méme université que moi et avait suivi les cours de la Lenox School
of Jazz, ou il avait fait la connaissance d'Ornette Coleman, et méme joué
avec lui. Plus tard, remarqué par Frank Zappa, lan est devenu une Mother
Of Invention, puis un as des studios.
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A la suite du concert avec Paul, je suis retourné a I'université et j'ai passé
plusieurs jours en arrét maladie. J'étais dans I'incapacité totale de travailler.
Puis jai fini par sortir de mon it pour retourner a New York et, surtout, jouer
avec Paul.

Paul était la personnification ultime d’un certain idéal du jazz new-yorkais. II
était né et avait grandi au Canada, il avait passé des années trés enrichis-
santes a Los Angeles — c’est 1a qu'il a rencontré Ornette Coleman —, mais
pour moi il a vraiment incarné toute une époque du jazz a New York, en
cultivant son propre style — ironique, alerte, ingenieux, ouvert.

En mars 1961, puis en ao(it de la méme année, j'ai enregistré deux albums
avec le nouveau Jimmy Giuffre 3, “Fusion” et “Thesis". Paul était au piano,
et moi a la contrebasse. Paul a en quelque sorte mis ce trio en état de faire
autre chose. Jimmy Giuffre, aprés une illustre carriere dans un jazz relative-
ment conventionnel, avait été ébloui par Ornette Coleman, et cherchait a
explorer des voix nouvelles pour I'improvisation. Il trouva en Paul un musi-
cien qui etait déja /a, avec toutes les abilités et I'attitude nécessaires pour
inventer une musique spontanée, aux structures nouvelles, inouies. Le role
de Jimmy en tant que leader peut difficilement étre remis en cause, mais
I'expérience de Paul dans le jeu free était inestimable.

“J'ai passe
plusieurs jours
en arret maladie.
Puis jai fini

par sortir de
mon lit pour
retourner a \ew
York et, surtout,
jouer avec Paul.”

Le Jimmy Giuffre 3
en 1962, a I'époque
du disque “Free Fall”
(Columbia), le préféré
de Steve Swallow.

Mais malgre le succés au parfum de scandale d'Ornette, la musique aven-
tureuse avait grande difficulté a trouver son public au début des annees
1960. Et notre trio ne faisait pas exception. C’est d’ailleurs parce que nous
avions énormément de mal a trouver des engagements que Jimmy, Paul et
moi nous sommes sépares. Mais nous étions cependant bien mieux regus
en Europe ou, méme si notre musique divisait, nous étions, au moins, pris
au serieux.

Trente ans plus tard, quand nous nous sommes retrouvés a l'initiative du
producteur Jean-Jacques Pussiau, Paul a évidemment pris en considéra-
tion le fait que je sois passé de la contrebasse a la basse électrique. Cela a
da avoir un effet sur lui, mais pas plus qu’autre chose... Le jeu de Paul était
immuable, et formait son propre cadre de référence.

Avec Paul, j'ai enregistré entre 1962 et 1963 le disque “Footloose”. Ceux
qui le connaissent auront sans doute remarqué que le piano sur lequel jouait
Paul n'était pas bon — c’est le moins qu'on puisse dire ! Paul, le batteur
Pete LaRoca et moi, en arrivant au studio Savoy, avions tout de suite com-
pris qu'il avait été endommagé par une inondation. L'enregistrement a été
reprogrammeé quelques jours plus tard, le piano était en meilleur état, plus
ou moins bien accordé. Heureusement, I'attitude de Paul envers les pianos
était trés souple — en fait, il n"aimait rien tant qu'exploiter les anomalies des
mauvais pianos, et c'est ce qu'il a fait sur “Footloose”. Cet enregistrement
s'est passé trés vite, mais nous étions dans un bon jour...

Paul avait beaucoup de fantaisie, un sens de I'humour bien a lui. J’ai de
trés bons souvenirs, par exemple, de “Zen Palace”, ce disque que nous
avions enregistré en 1993 avec Paul Motian a la batterie. Tout s'était fait
sans pression, sans effort : on riait, on jouait, puis on riait encore. Paul avait
un rire puissant, profond, celui de Paul Motian était plus saccadeé, et haut
perché : je les entends encore résonner dans le studio... ¢

Jazz Magazine |
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hommage

| texte Stéphane Olivier | photo Christian Rosa |

PAUL BLEY

Une vie en héritage

De sa collaboration avec Ornette Coleman a ses légendaires albums en
solo ou en trio, retour sur "apport d’un des pianistes essentiels du jazz
de ces cinquante demiéres années.

lis sont rares, en musique comme ailleurs,
ces instants de grace qui vous tirent les
larmes, sans que vous sachiez ce quivous
touche si intimement 6t 5ans quUe VOUS puis-
siez d'une quelconque fagon resister a 'émo-
tion qui vous envahit. Uultime recital solo
donne a Paris par Paul Bley le 10 septembre
2010 dans la grande salle de la Cite de la
Musique fait partie de ces epiphanies musi-
cales qui resteront a jamais gravees dans ma
memoire. Rien pourtant ne laissait presager
que ca concert puissa atteindre de tels som-
mets d’intensiteé postique quand Nous vimes
s’avancer sur la scane un Paul Bley visible-
ment trés affaibli, s'appuyant lourdement sur
sa canne et peinant a atteindre son piano. Le
visage bouffi, dissimuis en partie derriere de
vastes lunettes aux verres teintas, un sourire
cnispa aux kwres, le comps difforme, epuise,
if s'atait installe lourdement sur son tabourst
au terme de cette traversee qui nous avait
paru interminable et, presque instantans-
ment, sans dire un mot, avait posé ses mains
sur le clavier, plaquant I'un de ces accords
etranges qui etaient sa signature, compose,
edt-on dit, d'lots harmonigues indépendants
les uns des autres, et tirant precisement sa
beauta de ces rdations inedites, aleatoires et
delicieusement instables. Aussittt avait surgi
de ces sfumsto une phrase serpentine dont
la legérete, la fluidite et la pracision temoi-
gnerent immediatement non saulement d'une
technique instrumentale intacte mais d'une
vivacite d'esprit &t d’une audace proprement
confondantes au regard de I'immense fatigue
dont elles semblaient proceder. Passant de
petites melodies mutines faussement naives

a de longues darives abstraites volontiers crépusculaires, de bribes de stan-
dards meticuleusaement déconstruits a d'improbables echappees belles
du cote des rythmes enjouss d’une biguine “ornettienns” insidisusement
melancobque, Bley déciina alors en une heure trente de musique ininter-
rompuse, i'essentiel de sa postigue eéminemment singuliére toute en asso-
ciations libres, cog-a-Fane formels et courts-circuits emotionnets. Lorsqu'l
finit par détacher ses doigts des touches, ce fut comme si touts 'energie
de la musigue dont il venait d'etre le medium Fabandonnait soudain - son
COMPS retrouva sa pasanteur, Son visage ke masque de la soufirance et chacun
comprit qu'il venait d’assister au chant du oygne bouleversant d'un des plus
grands inventeurs du piano jazz du XX* siacle.

De fait, Paul Bley ne devait pius jamais retrouver I'occasion de jouer sur une
scane panisienne. Il est mort le 3 jarvier dernier a 83 ans, laissant demers
fui un heritage d'autant plus precieux qu'il ne I'aura jamais accompagne
d’aucune forme de testament. Insaisissable, provocateur, volontiers distant,
toujours un pau alfleurs (en marge ou en avance de son epoque, selon
les cas...), Paul Bley, en authentique libertaire, n'aura jamas cherche a
“fairs école®. Son legs est ayourd’hul en *acces libre” pourrait-on dire - a
disposition de quicongue continue de penser et vivre ke jazz comme ['espace-
méme de la singularité et de I'expérimentation. De la, probablement, son
etonnante actualite.

Car si, au-dela meme de la petite caste des pianistes, la plupant des musi-
ciens qui comptent aujourd'hui dans le monde du jazz se reclament de pras
ou de loin de son influence, c'est que Paul Bley, tout au long de sa carriers,
sans grand discours idéologique ni posture romantique ostentatoire, aura
su demeurer un veritable révolutionnaire “en acte®, constamment occupe a
s6 projeter a l'avant-garde de lui-méme en une remise en quastion touowrs
recommencee de ses acquis comme de ses partis pris idomatiques.

Ne a Montreal le 10 novembre 1832, Bley. apres s'étre forgé une premiere
maniere sedusante faisant la synthese entre la virtuosité du bebop et les
théses plus carebrales de Lennie Tristano, ne tardera pas a se plonger dans
l'inconnu en s’engageant dés sas prémices dans 'aventure protéiforme du
free jazz : leader en 1958 d'un quintette réunissant Omette Colemnan et Don
Cherry, i participera dans la foulee aux univers de musiciens aussi singuliers
et novateurs que George Russel, Charles Mingus, Jimmy Giuffre ou Sonrry
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1932 Naissance
le 10 novembre &
Maontréal.

1958 Dirige un
quintette avec
Omette Coleman et
Don Cherry.

1962 Enregistre pour
Savoy avec Steve
Swallow et Pete La
Roca “The Floater”,
“Syndrome” et
“Footloosa”.

1972 ECM son
premier disque en
solo “Open, To
Love".

2016 Meurten
Floride le 3 janvier.

hommage | Paul Ble)ﬁ

Roliins, pour finir, lors des fameuses joumnses
d'octobre 1964, seul Blanc aux cotes de Cecl
Taylor, Archie Shepp. Sun Ra et Bill Dixon,
par incamer I'avant-garde la plus radicale du
jazz libertaire. Aimant a rappeler gue « I"'sp-
port essential du free-jazz n'sst pes une plus
grands intersction enteles inssuments » Mas
au contrairs, « une fagon nowvalle de aréer, en
mettant swr le méme plan toutss las vaix de
l"orcheste, un decours eminemment collec-
tif qui 2ache ne paes sacriier les particularnités
individuelies », Paud Bley allait des lors entra-
prendre d'appliquer ces praceptes relationnels
novatewrs a I'esthétique du trio pano-basse-
batterie.

Les trois disques enregistres en 1862 avec
Steve Swallow et Pate La Roca, “The Floa-
ter”, “Syndrome” et ‘*Footloose®, sont au-
jourd'hui consideras, au mame titre que cawx
de Bil Evans de la méme période, comme
des muvres clés faisant deéfinitiverment en-
trer le piano jazz dans I'ere de la modemite.
Accompagne principalement des contrebas-
sistes Gary Peacock, Mark Levinson et Steve
Swallow, ansi que des batteurs Paul Motian,
Barry Altschul et Billy Elgart, Bley poursui-
vra sa grande entreprise “deconstructiviste”
du trio tout au long des annees 1860 en
menant toujours plus loin son esthetique de
la *daliaison” : « Ce que je recherche dans
mon trio, c'est que chacun des trois musi-
gens sot un module indgpendant, capable
& chague instant non pss de répondre aux
autree dane une sarte de fantseme d'empa-
thie, mais de ne pas jouer avec les sures, ce
qui & mon sans et bien plue crastf e riche en
potentistes » Des disques comme *Closer”
ou “Ballads® sondant les arcanes mysteneux
das compostions “atmospheriques” de Carla

32 | Jam Magmzine Nundeo 684 Jun 2018

Paul Blev peut
s'enorgueillir
d’avoir toujours
su “joum: sa \1(
pour ne jamais
mterrompre

le evele de ses
meétamorphoses.™

Bley et Annette Peacock, deux musiciennas aussi talentueuses qu'atypiques
fondamentalement associees a Funivers du pianiste, donnent un apergu de
I'arnpiitude des registres explores par Bley durant cette penode.

Mais Bley s'est toujours mefie des preceptes, aussi revolutionnaires fussent-ils.
« Au bout d’un moment j& me swie mis 8 conaidarer que, & jousr fee comme
certains Faxigeaent o'éat rgietar ia malode, shandonner toute idee de puiss-
tion ou de sophisfcaton harmonique, en un mat &'interdire toute une edre de
possibles au nom méme de & fberte, on entrat 1a dane un furisux paradova »
Dés le tournant des anness 1870, le pianiste allait des lors s'ouvir a de nou-
veawx horizons, devenant notamment un plonnier des synthatiseurs aux cotes
d'Annette Peacock, mass surtout, de retour au piano, s’engageant a contre-
courant dans une grande plongsas introspective dans Funivers du solo absolu.
Ervegistre en 1972 pouwr la jeune firme ECM, “Open, To Love® fait partie de ces
albums matricels dont le termps sed donne la pleine mesure. Si Keith Jamatt fut
'un des premiers a s'inspirer de son lrisme et de son sens de I'espace powr
elaborer son propre univers, il figure aujourd’hul parmi les queiques references
incontoumablies da tout jaune planiste, suvi de pras par “Alone, Again® et "Axis”,
dewx autres chefs-d'teuvre solitaires parus dans la foulée sur b propre label de
Bley. Improvising Artists, plus confidentiels mais tout aussi incisfs.

Durant les anndss qui suivirent, Bley enregistrera beaucoup. principalement
pour les frmes europeennes Soul Note, Owl Records, SteepleChase et ECM,
revisitant inlassablement ses teritoires en decinaisons toujours stimulantes.
Alternant disques en solo (*Tango Palace”, “Tears”, *Homage to Carla®, jusqu’a
I'ultime *Play Blue”...), en tric (*My Standards®, “Memoirs®, “Not Two, Not
One®), relectures de son propre passe fle diptyque *Life Of A Trio” marquant
la reconstituticn du rmythique trio avec Jimmy Giufire ot Steve Swallow) st
rencontres inedites (Fragments” avec Bill Frisell et John Surman, ou encore
“Time Will Tell” avec Evan Parker et Barre Philips), Bley, toujours “en chan-
tier®, demeurera jusqu’a la fin a I'eécouts de ses desrs et de ses intuitions,
convaincu que « 8 wa' talent d'un artiste n'eat pas tant matnser un instru-
ment ou possedar un dscours personnd cohérent Qu'atre capebie de projater
dans ss musique ce qQu va amiver dans les cing ou dix anneeas 4 vent, pow
"orierter dane ls bonne drecton C'est o8 type de panis esthétiques qui seus
pamettent de na pas stagner ». Jusqu’au terme de son parcours Paul Bley
paut s5'enorguadir d'avor toujours su Souer savie” powr ne jamais interrompra
le cycle de ses matamorphosses. »
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Paul Bley — a genuine visionary of jazz | The Guardian

John Fordham
Tue 5 Jan 2016 15.07 CET

The late Canadian pianist spotted Ornette Coleman’s great gift and influenced Keith Jarrett, but above all he was a masterful
and intelligent musician.

There have been two Canadian giants of jazz piano. One was Oscar Peterson, who adopted the art
form of his American neighbours and became a worldwide household name. The other wasntreal-
born Paul Bley, who died at his family home on 3 January at the age of 83.
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technically ostentatious or inclined toward popular repertoires of Broadway songs and swing
grooves, he was a dazzling virtuoso in his own ways. The speed and clarity of his bebop playing in
the early 50s quickly made him one of the hottest new jazz kids on the block, but he soon left familiar
jazz avenuedehind, and passed though many stylistic changes over his long career.

Bley was one of the genuine visionaries of jazz. He spotted the intuitive gifts of Ornette Coleman when
the Texas saxophonist was a 2§ear-old unknown: he collaborated with (and married) two of the
most original jazz musicians of his time in Carla Bley and Annette Peacock; he worked with jazz
pioneers including Charles Mingus, Sonny Rollins and Albert Ayler; he influenced Keith Jarrett. In the
late 60s he became prominent figure in the first wave of jazz musicians using electronics and Moog
synthesisers.

Bley also ran a record label, participated in ventures to further the improvisationahpproaches he
was dedicated to, and though in his later years he often returned to the standard sorgpertoire of

his youth, it was to reveal how imaginatively it could be transformed without losing itsharacter and
heart.

! OETTETEOO Z£ZEOOOh A DPEATEOO #0711 OEA AcCA 1 £E
school,Bley played with Charlie Parker, Sonny Rollins and others in his student years. He led a trio
in New York inthe early 50s, and moved to Los Angeles in 1957, where his most famous engagement
In the 60s he worked with the great composers Charles Mingus and George Russell.

He showcased the compositions of his first wife, Carla (formerly Carla Borg), and the hauntingly -off
centre songs of his synthplaying second wife, Annette Peacock.

He performed with the leading figures of free jazz and improv in the US and Europe in the 70s and
evolvedas a masterful unaccompanied performer. In his intelligent massaging of jazz structures and
originality of tone, he influenced the keyboard methods of Keith Jarrett.

Yet Bley also had a captivating sense of irony and mischief, and a wry humour often gleams through
eventhe most lyrically obligue and economical work of his later years. And for my money, nobody

has played OT AOOA #1 1 Al AT 6 O -walpigdudds lorla piar® Aditdr than@im. OT T A

https://www.theguardian.com/music/2016/jan/05/pianist-paul-bley-genuine-jazz-visionary
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EXCERPTS

Paul Bley, Adventurous Jazz Pianist, Dies at 83 *
New York Times
Paul Bley, an obdurate and original pianist who began his career playing bebop and eventually became a major
force in experimental jazz, died on Sunday at his home in Stuart, Fla. He was 83.

Paul Bley, Influential Jazz Pianist, Has Died
NPR (blog) - 9 hours ago
A career spent with musicians like Charlie Parker and Lennie Tristano, Charles Mingus and Sonny Rollins, Albert
Ayler and Ornette Coleman, Carla Bley and Annette Peacock — that's just the first 20 or so years — began in Paul
Bley's hometown of Montreal.

Paul Bley, Influential Jazz Pianist, Dies at 83
Variety
Paul Bley, a modern master of the jazz piano whose career spanned seven decades and who rose through the
ranks by performing with such legends as Charlie Parker, Lester Young and Charles Mingus in the '50s, died at
home in Stuart, Fla., according to ...

Avant-garde jazz pianist Paul Bley dead at 83
New York Daily News
Visionary Canadian-born pianist Paul Bley, a pivotal figure in the avant-garde jazz movement known for his
innovative trio and solo recordings, has died. He was 83. Bley died Sunday of natural causes at his winter
residence in Stuart, Florida, said ...

Avant-garde jazz pianist Paul Bley dies at 83 in Florida
Centre Daily Times
This undated photo provided by ECM Records shows the visionary Canadian-born pianist Paul Bley. Bley, a
pivotal figure in the avant-garde jazz movement known for his innovative trio and solo recordings, has died at age
83. Bley died Sunday, Jan. 3 ...

Paul Bley (1932-2016): Iconoclastic Montreal-born jazz pianist hailed as a ...
Ottawa Citizen (blog)
“Paul Bley, renowned jazz pianist, died January 3, 2016 at home with his family. Born November 10, 1932 in
Montreal, QC, he began music studies at the age of five. At 13, he formed the “Buzzy Bley Band.” At 17, he took
over for Oscar Peterson at the ...
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http://www.nytimes.com/2016/01/06/arts/music/paul-bley-adventurous-jazz-pianist-dies-at-83.html
http://www.npr.org/sections/ablogsupreme/2016/01/05/462061538/paul-bley-influential-jazz-pianist-has-died
http://variety.com/2016/music/obituaries-people-news/paul-bley-dead-jazz-pianist-1201672656/
http://www.nydailynews.com/entertainment/music/avant-garde-jazz-pianist-paul-bley-dead-83-article-1.2486523
http://www.centredaily.com/entertainment/celebrities/article53145860.html
http://ottawacitizen.com/entertainment/music/jazzblog/r-i-p-paul-bley

The Guardian

Bley was one of the genuine visionaries of jazz. He spotted the intuitive gifts of Ornette Coleman when the
Texas saxophonist was a 28-year-old unknown: he collaborated with (and married) two of the most original
jazz musicians of his time in Carla ...

' ” ‘)
Vad
Paul Bley, innovative pianist in modern jazz, dies at 83
Washington Post
Pianist Paul Bley, a key figure in modern jazz for six decades, worked early in his career with jazz masters

Charlie Parker and Lester Young before becoming a champion of electronic music and an inspiration to
younger musicians, including pianist Keith ...

Canadian jazz star Paul Bley dies aged 83
The Guardian
Canadian pianist Paul Bley has died aged 83. His record company ECM confirmed that the musician, who
lived in the US, passed away at his home in 3 January. One of the jazz world's greatest and most innovative
artists, over a 60-year career he released ...

Jazz Pianist Paul Bley Has Died
Pitchfork Media
Paul Bley was among the first jazz pianists to experiment with electronic synthesizers—his album The Paul

Bley Synthesizer Show was released in 1971. Bley recorded dozens of albums between the 1950s and the
2000s, for labels such as ESP-Disk and ...

Paul Bley, jazz pianist, dead at 83
CBC.ca (blog)
Paul Bley's career spanned several decades beginning at the age of five when he first took to the piano. At
17, Bley was asked by Oscar Peterson to replace him at the Alberta Lounge; he headed to New York City to
study at the prestigious Juilliard School.

Paul Bley, avant-garde jazz pianist, dead at 83
Reuters UK
"As a fragmentary approach to the well-chosen note or chord, the idea that only this note or that counts,
restricting the number of notes and thinking about those notes before you play — Paul Bleywas the best at
this," said ECM Records founder Manfred ...
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http://www.theguardian.com/music/2016/jan/05/canadian-jazz-pianist-paul-bley-dies-aged-83
http://pitchfork.com/news/62729-jazz-pianist-paul-bley-has-died/
http://music.cbc.ca/blogs/2016/1/Paul-Bley-jazz-pianist-dead-at-83
http://uk.reuters.com/article/us-people-paulbley-idUKKBN0UJ25A20160105

Paul Bley, Spacious and Lyrical Jazz Pianist, Dies at 83
KQED - Jan 4, 2016
Paul Bley, the jazz pianist whose recordings in the 1960s and 1970s helped redefine lyricism in jazz, has
died. He was 83. Born in Montreal, Bley in his early career played with Charlie Parker and recorded with
Charles Mingus and Jimmy Giuffre. His ...

Canadian Free Jazz Pianist Paul Bley Dead at 83
Exclaim!
Paul Bley's reach in the jazz world cannot be overstated, as he was an extremely influential figure.
Throughout his life, he worked with the likes of Charles Mingus, Sonny Rollins, Albert Ayler, George Russell,
Art Blakey, Chet Baker, Donald Byrd, Don ...

Visionary pianist Paul Bley, pivotal figure in avant-garde jazz movement, dies ...
Newser
In New York, he participated in pianist Lennie Tristano's experimental jazz workshops and met bassist
Charles Mingus, who produced and played on Bley's 1953 debut recording, "Introducing Paul Bley." In 1957,
Bley moved to Los Angeles where he ...

Paul Bley was enchanting, unparalleled piano genius to the end
Something Else! Reviews
On January 3, 2016, jazz piano pioneer Paul Bley passed away at the age of 83. One of the most original
pianists of all time, Bley's long, productive career spanned much of jazz history itself, having played with
Lester Young, Ben Webster, Charles ...

Influential Canadian jazz pianist Paul Bley dies aged 83
Jazzwise magazine
Generally speaking, Canada may have produced fewer jazz musicians than America but the impact of
several on the art form has been considerable. So is the case with Paul Bley, the 'other' pianist from
Montreal in every sense of the term. Indeed his style ...

Avant-garde jazz pianist Paul Bley dies
Yahoo7 News
The publicist for Bley's record label, ECM Records, said on Tuesday that Bley died of natural causes on
Sunday at his Stuart home. While still a teenager, Bley replaced Oscar Peterson at the Alberta Lounge and
he co-founded the Montreal Jazz Workshop, ...
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http://ww2.kqed.org/arts/2016/01/04/paul-bley-spacious-and-lyrical-jazz-pianist-dies-at-83/
http://exclaim.ca/music/article/canadian_free_jazz_pianist_paul_bley_dead_at_83
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http://somethingelsereviews.com/2016/01/04/paul-bley-was-both-enchanting-and-idiosyncratic-right-up-to-the-end/
http://www.jazzwisemagazine.com/breaking-news/14006-influential-canadian-jazz-pianist-paul-bley-dies-aged-83
https://au.news.yahoo.com/a/30497482/avant-garde-jazz-pianist-paul-bley-dies/

Jazz Pianist Paul Bley Dies
Contactmusic.com
Born in Montreal, Canada, Bley enjoyed a career spanning six decades, during which he became known as
a key part of the free jazz movement in 1960s New York. He was also among the first musicians to
experiment with electronic synthesisers on his 1971 ...

Jazzpianist Paul Bley (83) overleden
Volkskrant
Jazzpianist Paul Bley (83) overleden. Pianist Paul Bley, een van de meest invloedrijke jazzmuzikanten van
de afgelopen decennia, is zondag overleden. De Canadees Bley stierf op 83-jarige leeftijd in zijn huis in
Ottawa, omringd door familie, zo werd ...

2|
Invloedrijke jazzpianist Paul Bley (83) overleden

Parool.nl

Pianist Paul Bley, een van de meest invioedrijke jazzmuzikanten van de afgelopen decennia, is zondag

overleden. De Canadees Bley stierf op 83-jarige leeftijd in zijn huis in Ottawa, omringd door familie, zo werd

dinsdag bekend. Bley heetft tijdens zijn ...

Legendarische jazzpianist Paul Bley overleden
Knack.be
"Paul Bley was een icoon uit een tijd waarin jazzfiguren nog konden doorgroeien door middel van
ontmoetingen met andere groten", zegt festivalorganisator Bernard Flamang (Jazz Gent, Jazz Middelheim)
in een reactie aan Belga. "Uiteindelijk draait jazz ...

Legendarische jazzpianist Paul Bley (83) overleden
VRT Nieuws
di 05/01/2016 - 17:58 Belga De Canadese pianist Paul Bley, een van de meest invloedrijke jazzmuzikanten
van de voorbije decennia, is zondag in zijn woning overleden. Dat meldt de krant Ottowa Citizen onder
aanhaling van Bley's dochter. De pianist, die ...
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http://deredactie.be/cm/vrtnieuws/cultuur%2Ben%2Bmedia/muziek/1.2539042

Vooruitstrevende jazzpianist Paul Bley overleden
De Standaard
De Canadese pianist Paul Bley, een van de meest invloedrijke jazzmuzikanten van de voorbije decennia, is
zondag in zijn woning overleden. De pianist, die tijdens zijn muzikale carriére meer dan honderd albums
opnam, werd 83. Bley was een icoon van de .

De kunst van het vertragen
De Standaard
De Canadese pianist Paul Bley, die gisteren op 83-jarige leeftijd overleed, was een meester in het variéren
van stijlen. Hij miste geen enkele afspraak met de jazzvernieuwingen van zijn tijd. Bley begon onder de
vleugels van Oscar Peterson, surfte mee ...

Paul Bley: Kanadischer Jazzmusiker ist tot
SPIEGEL ONLINE
"Improvisation ist Nahrung fiir das Hirn der Horer", sagte er einmal - Paul Bley war einer der
einflussreichsten und innovativsten Avantgarde-Pianisten der vergangenen Jahrzehnte. Jetzt ist der
kanadische Jazzkinstler Alter von 83 Jahren gestorben.

Jazz - Kanadischer Pianist Paul Bley gestorben
Deutschlandfunk
Das Bild zeigt Bley an seinem Piano vor schwarzem Hintergrund. Sein Kopf spiegelt sich in Der kanadische
Freeejazz-Pianist Paul Bley bei einem Konzert am 29.6.2001 im italienischen Udine mit seinem "Paul
Bley Trio". Bley starb am 3.1.2016.

Kanada - Jazzpianist Paul Bley ist tot
Siddeutsche.de
Der Pianist Paul Bley, einer der einflussreichsten Jazzmusiker der vergangenen Jahrzehnte, ist tot. Der
Kanadier starb am Sonntag im Kreise seiner Familie, berichten kanadische Medien unter Berufung auf
Bleys Tochter. Er wurde 83 Jahre alt. Bley hatte ...
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http://www.standaard.be/cnt/dmf20160105_02049942
http://www.standaard.be/cnt/dmf20160105_02051336
http://www.spiegel.de/kultur/musik/beruehmter-jazzmusiker-paul-bley-ist-tot-a-1070558.html
http://www.deutschlandfunk.de/jazz-kanadischer-pianist-paul-bley-gestorben.447.de.html?drn:news_id=566243
http://www.sueddeutsche.de/kultur/kanada-jazzpianist-paul-bley-ist-tot-1.2806406

Nachruf Paul Bley: Offen, fur alles
Tagesspiegel
Schimmernde Klangscherben, in denen sich alles spiegelte, was Paul Bley zuvor in den verschiedensten
Konstellationen entwickelt hatte, und was noch kommen wiirde, in jenem unendlichen Umwalzungsprozess,
der fur ihn Improvisation ausmachte.

Paul Bley: Trauer um den Jazz-Pianisten
STERN
Der Pianist Paul Bley ist tot. Der Kanadier starb am Sonntag im Kreise seiner Familie in seinem Haus, wie
der "Ottawa Citizen" am Dienstag unter Berufung auf Bleys Tochter meldete. Er wurde 83 Jahre alt. Bley
hatte in seiner Karriere weit mehr als 100 ...

Jazz: Paul Bley mit 83 Jahren gestorben
ZEIT ONLINE
Der Pianist Paul Bley, einer der einflussreichsten Jazzmusiker der vergangenen Jahrzehnte, ist tot. Der
Kanadier starb am Sonntag mit 83 Jahren im Kreise seiner Familie, wie der Ottawa Citizen unter Berufung
auf Bleys Tochter meldete. Bley hatte in ...

Jazzpianist Paul Bley im Alter von 83 gestorben
Badische Zeitung
Paul Bley ist tot. Der Jazzpianist wurde 83 Jahre alt. Bley hatte in seiner Karriere weit mehr als 100 Alben
veroffentlicht und war mit vielen namhaften Musikern des Free Jazz aufgetreten. Der Kanadier starb am
Sonntag im Kreise seiner Familie in ...

Zum Tod des Jazzpianisten Paul Bley: Spielen mit dem Risiko
Neue Zircher Zeitung
Kaum zu glauben, wie viel Musik und Experimentierfreude im Leben von Paul Bley Platz fanden! Die ganze
Jazzgeschichte spiegelt sich in seiner Biografie. Darliber hinaus fand er Zeit fir Abstecher in die neue und in
die elektronische Musik. Offenheit und ...

Jazz-Legende Paul Bley ist tot
Augsburger Allgemeine
Einer der einflussreichsten Jazzmusiker der vergangenen Jahrzehnte ist tot: Der Pianist Paul Bleystarb am
Sonntag im Kreise seiner Familie in seinem Haus, wie der Ottawa Citizen am Dienstag unter Berufung auf
Bleys Tochter meldete. Er wurde 83 Jahre ...
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http://www.tagesspiegel.de/kultur/nachruf-paul-bley-offen-fuer-alles/12793552.html
http://www.stern.de/kultur/musik/paul-bley--trauer-um-den-jazz-pianisten-6632928.html
http://www.zeit.de/kultur/musik/2016-01/paul-bley-jazz-pianist-kanada-tot
http://www.badische-zeitung.de/rock-pop/jazzpianist-paul-bley-im-alter-von-83-gestorben--115882959.html
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http://www.augsburger-allgemeine.de/panorama/Jazz-Legende-Paul-Bley-ist-tot-id36505102.html

Todesfall: Jazzpianist Paul Bley gestorben
Tagesspiegel
Der Pianist Paul Bley, einer der einflussreichsten Jazzmusiker der vergangenen Jahrzehnte, ist tot. Der
Kanadier starb am Sonntag im Kreise seiner Familie in seinem Haus, wie der ,Ottawa Citizen“ am Dienstag
unter Berufung auf Bleys Tochter meldete.

Jazzer Paul Bley: Was andere entsetzte, wurde von ihm geférdert
Schweizer Radio und Fernsehen
Paul Bley war kein Star. Viele seiner Kollegen wurden mehr wahrgenommen als er. Aber er war oft dort, wo
Entscheidendes passierte, lange bevor dies von einem breiten Publikum zur Kenntnis genommen wurde.
Am 3. Januar ist der Jazzpianist Paul Bley ...

Paul Bley ist tot
Wiener Zeitung
Montreal. Paul Bley, einer der einflussreichsten Jazzmusiker der vergangenen Jahrzehnte, ist tot. Der
kanadische Pianist starb am Sonntag im Kreise seiner Familie in seinem Haus. Er wurde 83 Jahre alt. Bley,
der weit mehr als 100 Alben verdffentlicht...

Der Pianist der fast lautlosen Erfindungen
Tages-Anzeiger Online
Bei seinen spaten Aufnahmen noch wirkte Paul Bley, der schon ein Altmeister war, derart wunderbar frisch,
dass man einen ganz jungen, frechen und forschenden Musiker vor sich zu haben glaubte. So etwa auf dem
Album «Solo in Mondsee» von 2007.

* The titles in this overview are links to the relevant webpages. Not everything is available yet.
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