


THE SELECTIONS: 

TEMPTATION 

AUTUMN IN NEW YORK 

LOVER 

STELLA BY STARLIGHT 

Charlie Parker (alto saxophone) with big band 
and strings, Joe Lippman (arranger, conductor) 

BEGIN THE BEGUINE 

MAMA INEZ 

ESTRELLITA 

LA PALOMA 

LA CUCURACHA 

Charlie Parker (alto saxophone), Benny Harris 
(trumpet), Walter Bishop (piano), Teddy Kotick 
(bass), Max Roach (drums) 

NIGHT AND DAY 

ALMOST LIKE BEING IN LOVE 

I CAN'T GET STARTED 

WHAT IS THIS THING CALLED 
LOVE 

Charlie Parker (alto saxophone) with big band, 
Joe Lippman (arranger, conductor) 

THE SONG IS YOU 

LAIRD BAIRD 

KIM 

COSMIC RAYS 

Charlie Parker (alto saxophone), Hank Jones 
(piano). Teddy Kotick (bass), Max Roach (drums) 

IN THE STILL OF THE NIGHT 

OLD FOLKS 

IF I LOVE AGAIN 

Charlie Parker (alto saxophone), Junior Collins 
(french horn), Hal McKusick (clarinet), Al Block 
(flute), Tommy Mace (oboe), Manny Thaler 
(bassoon), Tony Aless (piano), Charlie Mingus 
(bass), Max Roach (drums), Dave Lambert 
Singers, Gil Evans (arranger, conductor) 

CHI CHI 

I REMEMBER YOU 

NOW'S THE TIME 

CONFIRMATION 

Charlie Parker (alto saxophone), Al Haig 
(piano), Percy Heath (bass), Max Roach (drums) 

I GET A KICK OUT OF YOU 

JUST ONE OF THOSE THINGS 

MY HEART BELONGS TO DADDY 

I'VE GOT YOU UNDER MY SKIN 

Charlie Parker (alto saxophone), Walter Bishop 
(piano), Jerome Darr (guitar), Teddy Kotick 
(bass), Roy Haynes (drums) 

LOVE FOR SALE 

I LOVE PARIS 

Charlie Parker (alto saxophone), Walter Bishop 
(piano), Billy Bauer (guitar), Teddy Kotick 
(bass), Art Taylor (drums) 

By Bob Blumenthal 

B
y 1952, when the first 
sessions in this final 
collection of Verve 
studio material were 
recorded, Charlie 
Parker's legend had 
begun to eclipse Char-
lie Parker's music. 
While he experienced 

a new level of commercial success 
through his affiliation with producer 
Norman Granz, the tremendous appe-
tites and addictions (for food, drugs, 
sex, experience) and the seemingly un-
connected escapades continued. 
America's underground of musicians 
and music-loving bohemians, who had 
adopted bebop as their song of rebel-
lion, came to thrive on the sensation-
alism of Parker; shortly before his 
death in 1955, Parker noted that many 
in his audience came only for a 
glimpse at "the world's greatest junkie, 
the supreme hipster." 

The stories which constitute 
Parker's legend are numerous, gener-
ally sensational and often conflicting. 
Parker takes all the money a friend has, 
then gives it to a skid row bum after 
punching the bum out; Parker enters a 
swank party stark naked, blowing his 
alto; Parker, who would often assume a 
British accent when introduced to clas-
sical composers, rolls around on gar-
bage cans between nightclub sets to 
gain inspiration. As the legend has it, 
no one could consume more alcohol, 
shoot more horse, or have more women. 
The rules of society meant little to 
Parker, who answered the hypocrisy of 
law-and-order America by making his 
own laws. 

Parker's life is inextricably linked 
with his art because he created both a 
new music and a new lifestyle, a new 
identity for black (and white) musi-
cians. LeRoi Jones described the sur- 
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Charlie Parker: The Verve Years (1948-50) 
Parker with strings; the Dizzy 
Gillespie/Thelonious Monk sides (VE-2-2501) 

Charlie Parker: The Verve Years (1950-51) 
Bird's studio and Carnegie Hall recordings with 
string orchestra; the legendary sessions with Miles 
Davis, Coleman Hawkins, Buddy Rich and others 
(VE-2-2512) 

Norman Granz Jam Session: 
The Charlie Parker Sides 
With Johnny Hodges, Benny Carter, Ben Webster, 
Flip Phillips, Barney Kessel, Ray Brown, Oscar 
Peterson and J .0 . Heard (VE-2-2508) 

rounding social context in Blues 
People: a new level of contact with the 
white majority and participation for 
black Americans during the war, fol-
lowed by unchanged discrimination 
and an even clearer perception that re-
jection was based on skin color. An at-
titude developed among blacks which 
Jones calls "objective cynicism," that 
recognized whites would always view 
blacks as strange, and proceeded to 
reinforce that strangeness. 

Bebop, and Charlie Parker, manifest 
this objective cynicism by rejecting the 
assimilationist forces in the swing 
music craze and the black middle class. 
Bop's clearest characteristics 
(rhythmic complexity and the revived 
popularity of blues structure) signalled 
a return to jazz's non-European roots, 
and all of Parker's innovations pro-
duced a more complex music that de-
manded to be taken seriously. Musi-
cians, cut off from the American 
mainstream when they began viewing 
themselves as artists instead of enter-
tainers, made the separation complete 
by adopting their own clothing, ver-
nacular and bad habits. Parker led the 
way in music and life style and in the 
process became a deity in the bebop 
subculture. 

What drove the man who inspired 
such change? Jazz literature abounds 
with uneducated guesses and vaguely 
knowledgeable theories. Robert 
Reisner, who compiled the most fas-
cinating oral history of Parker (Bird: 
The Legend of Charlie Parker, Da Capo 
Press), calls Parker a neurotic, and 
cites a report prepared in 1954 by Belle-
vue Hospital ("passive dependency ... 
paranoid tendencies ... a hostile and 
evasive personality ... psychoanalytic 
diagnosis: latent schizophrenia"). 
Maxwell T. Cohen, attorney for 
Parker's estate, arrived at a far differ-
ent conclusion by examining original 
music manuscripts. "They are 
meticulous and reveal a composer of 
great restraint ... He was not a shiftless 
bohemian." 	 (continued) 

Jazz at the Philharmonic: 
Birdand Pres—The '46 Concerts 
Three historic concerts, featuring Charlie Parker, 
Lester Young, Dizzy Gillespie, Coleman Hawkins 
and Buck Clayton (VE-2-2518) 

Afro-Cuban Jazz: Machito/Chico O'F arrill I 
Charlie Parker/Dizzy Gillespie 
The legendary recordings, including the 
Machito-O'Farrill-Bird "Afro-Cuban Suite" and 
theO'Farrill-Gillespie "Manteca Suite" 
(VE-2-2522) 

Dizzy Gillespie/Roy Eldridge: Diz and Roy 
Dizzyand Roy 's two historic sessions from 1954 
and 1955, featuring Oscar Peterson, Harry 
"Sweets"Edison, Ray Brown and others 
(VE-2-252 1) 
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Having as its source the vast library of music 
recorded by Norman Granz, Creed Taylor and 

others over a period of three decades, the Verve 
Collection focuses on outstanding performances 
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