


Jazz - itôs much more than elegant dinner music. 
To the open-minded, jazz and its explorations 
in improvisation can provide a means of trans-
portation to unpredictable new domains of the 
mind and spirit. Since the very early days, jazz 
has also been an ally of other art forms, includ-
ing dance, poetry, and visual art. In the balance, 
the superimposition of styles provokes as much 
inspiration as response. The arc of melody, the 
color of timbre, the texture of harmony, and the 
þash of motion are all interconnected in intuitive 
ways.  

ñJazz,ò the 2001 ýlm by Ken Burns, referred to 
this musical idiom as ñAmericaôs Music,ò in that 
it is an art form that is the purest expression of 
American democracy.  Burns noted that jazz is 
music that is built on individualism and compro-
mise - independence and cooperation.  

Within the Burns ýlm, the lives of legendary musi-
cians are explored, including Louis Armstrong, 
Duke Ellington, Count Basie, Benny Goodman, 
Billie Holiday, Miles Davis, John Coltrane, Lester 
Young and Ornette Coleman. The musical instru-
ments that are largely featured include: trum-
pet, saxophone, trombone, piano, guitar, bass, 
drums, and vibes. 

Many of us jazz fans know however, that jazzô 
musical expression isnôt limited to just perfor-
mances on the above eight instruments. In this 
issue weôd like to focus on a few of the great odd 
instrumentalists in jazz.

Thielemans, Toots (b Brussels, 29 April 1922). 
American harmonica player, guitarist, and whis-

tler. He played the 
accordion from the 
age of three and 
took up chromatic 
harmonica when 
he was 17. In the 
early 1940ôs, un-
der the inþuence 
of Django Rein-
hardt, he taught 
himself to play 
guitar. He toured 
Europe from mid-
April to early June 
1950 with an all-
star group under 
the leadership of 

Benny Goodman. 
The following year he emigrated to the US and 
became an American citizen in 1958. From 1953 
to 1959 he was a member of George Shearingôs 
quintet. He then worked as a freelance musician, 
traveling between the US and Sweden. It was 
in Stockholm in 1961 that he ýrst recorded his 
best-known composition, ñBluesette,ò on which 
he both played guitar and whistled. From the 
1960ôs Thielemans obtained regular work as an 
instrumentalist and whistler in American record-
ing studios, and he was often featured as a solo-
ist with Quincy Jonesô orchestra. From the early 
1970ôs he made annual trips to Brussels and 
began to appear more frequently in public as the 
leader of swing and bop quartets. He also played 
at the Montreux International Jazz Festival as a 
sideman with Oscar Peterson (1975) and Dizzy 
Gillespie (1980), as well as with Paquito DôRivera 

(1984). In 1981 he toured Japan as a 
guest soloist with Jaco Pastoriusô big 
band Word of Mouth. In the 1990ôs he 
continued to tour and recorded an al-
bum of jazz standards with Martial Solal 
(1991), two albums of Brazilian jazz 
(1992), and another album as the leader 
of various ad hoc all-star groups (1994). 
From 1995 to present he has performed 
with Kenny Werner.

Thielemansôs whistling is excessively sweet and 
cute, and his work on harmonica is rivaled only by 
that of Larry Adler and Stevie Wonder in popular 
genres, and is unequaled in jazz. His lush timbre is 
revealed in such pretty songs as ñBrown Ballad,ò as 
he improvises on the harmonica with the dexterity 
expected of an accomplished bop saxophonist. 

Mann, Herbie (b New York, 16 April 1930). Ameri-
can þutist, leader, and record producer. He learned 
clarinet from the age of nine and later took up 

the þute and 
saxophone. He 
gained experi-
ence playing 
during his three 
yearsô army ser-
vice in Trieste, 
Italy, and after 
returning to the 
US played and 
recorded with 
Mat Mathews 
(1953ï4) and 
Pete Rugolo 
(1954). In 1956 
he toured 
France and 

Scandinavia, and 
in 1960 led a group which, under the sponsorship 
of the US State Department, visited 15 African 
countries; he became familiar with the bossa nova 
style on two tours of Brazil (1961ï3) and in 1964 
toured Japan. He then established a big band in 
which he played tenor saxophone and which was 
enthusiastically received when it appeared at the 
Newport Jazz Festival in 1965. Over the next few 
years he used elements of ethnic music and blues 
in his compositions. He then resumed leading a 
small group, which in the last years of the decade 
included Steve Marcus, Sonny Sharrock, and Miro-
slav Vitous.

In 1969 Mann became a record producer for Em-
bryo, a subsidiary of Atlantic Records. An astute 
sense of musical trends led him to begin playing 
rock music in 1971 and by 1973 he had formed 
his own group, Family of Mann, which incorpo-
rated sounds from many kinds of music, including 
Japanese court music, into its performances. In 
England in 1974 he experimented with rock once 
more and also played reggae; his disco record-
ing ñHiJackò was a hit in the USA in 1975, but after 
this success he immediately reverted to the style 
in which he had played in the early 1960ôs. Atlantic 
terminated his contract in 1979 and Mann started 
his own recording company, Herbie Mann Music, 
in 1981. From around 1987 into the early 1990ôs 
he was once again featuring bossa nova as the 
leader of Jasil Brazz, releasing Camino de Casa 
which avoided the sense of trendiness that has 
characterized so much of Mannôs work. In 1994 he 
formed a new label, Kokopelli, in partnership with 
Jim Geisler. His ýrst recordings for this label offered 
a nostalgic reprise of his most popular styles of the 
1960ôs and 1970s. In 1995 he celebrated his 65th 
birthday with a week-long residency at the Blue 
Note in New York.

Mann is a prodigiously versatile instrumentalist and 
one of the most talented of jazz þutists, playing 
Latin jazz, bop, cool jazz, and jazz-rock with equal 
skill. He has restlessly explored many other popu-
lar and ethnic styles, mixing them and changing 
from one to another as musical fashion as his own 
developing interests dictate.

Smith, Jimmy (b Norristown, PA, 8 Dec 1925, d. 9 
Feb 2005). American organist and leader. He ýrst 
learned piano, largely from his parents and through 
self-instruction, and at the age of nine won a talent 
contest, playing boogie-woogie on the Major Bowes 
Amateur Hour radio program in Philadelphia. Later, 
in 1942, before joining the navy, he formed a song-
and-dance act with his father at local nightclubs. 
Following his discharge in 1947 he returned to 
Philadelphia and studied harmony and theory at the 
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Halsey Music School, double bass at the Hamilton School of Music (1948), 
and piano at the Ornstein School of Music (1949ï50) ï though, by his own 
testimony, without ever learning to read music, so extraordinary was his abil-
ity to play by ear. From 1949 he worked in obscure local rhythm-and-blues 

bands. In 1953, in the midst of 
a long period with Don Gardner 
and his Sonotones, Smith took up 
the Hammond organ, after hear-
ing Wild Bill Davis. He acquired 
a formidable reputation in the 
Philadelphia area before making 
his extremely successful d®but 
in New York at the Caf® Bohe-
mia in 1956, when he began a 
long association with the drum-
mer Donald Bailey (to 1963). An 
appearance at Birdland and a 

highly acclaimed performance at the Newport Jazz Festival in 1957 launched 
his international career as the ýrst important jazz player on his instrument. 
Although the organ had been played previously in jazz (for example, by Fats 
Waller and Count Basie), it was usually treated as a novelty instrument. 
Smith spent the next 20 years touring, visiting Israel in 1974 and Europe in 
1975. He then settled in Los Angeles, where, with his wife Lola, he opened 
his own club, Jimmy Smithôs Jazz Supper Club. He resumed touring in the 
early 1980s, recording an outstanding album with Eddie Harris at the Key-
stone Korner in San Francisco (1981) and performing in New York (1982, 
1983).

Smith settled in Sacramento, California, in 1989. With Hammond organ trios 
having come back into fashion, Smith resumed touring widely in the 1990s 
with Herman Riley as his tenor saxophonist. He may be heard in perfor-
mance with Burrell and the unrelated drummer Jimmie Smith in Japan on a 
recording from December 1993. He performed in Britain and Ireland in 1994, 
and toured Europe in 1995.

Smith recognized that the organ could be suitable for jazz only if its articu-
lation and timbre were altered from the manner in which Waller and Basie 
practiced. Proceeding from the approach of his mentor Wild Bill Davis (the 
ýrst important soloist on the Hammond instrument), Smith emphasized the 
lower-pitched draw bars, to produce a fundamental timbre that was mellow 
and full-bodied by comparison with that of earlier jazz organists; he used 
this in combination with the high-pitched percussion stop on the instrumentôs 
upper keyboard, which effectively placed a þeeting grace note at the front of 
each fundamental note and thus gave a biting edge to his melodies. He also 
discarded the instrumentôs cheesy, built-in electronic vibrato in favor of the 
two-speed mechanical vibrato produced by the spinning of the external Les-
lie speaker. He was the ýrst to make the organ effectively serve as a group 
(minus drums), providing walking bass lines with his feet, chordal accompa-
niment in his left hand, and a solo line in his right, and he set the standard 
instrumentation for a hard-bop group: organ, electric guitar, and drums, per-
haps with saxophone (usually tenor saxophone) as well. These innovations 
and his powerful style, which combined rhythm-and-blues elements with 
the more sophisticated bop vocabulary, have inþuenced virtually every later 
jazz organist, including Don Patterson, Brother Jack McDuff, Jimmy McGriff, 
Groove Holmes, Larry Young, Joey DeFrancesco, and Larry Goldings.

Grappelli [Grappelly], Stephane (b Paris, 26 Jan 1908; d Paris, 1 Dec 
1997). French violinist. His mother 
died when he was three years old, and 
as his father was unable to look after 
him he lived in orphanages and then on 
the street. When he was 12 he returned 
to his father, who bought him a violin. 
He was largely self-taught as a violin-
ist and pianist, having studied formally 
only from 1924 to 1928. After having 
played both piano and violin in movie 
theaters and dance bands from the age 
of 14, he worked in jazz professionally 
from around 1927, when talking ýlms 
arrived. He took up piano exclusively for 
a few years and in 1930 toured South 
America as a member of Gregorôs Gre-
gorians. At Gregorôs urging he resumed 
playing violin; during the early 1930s 
he also doubled on accordion and 

saxophone. With Django Reinhardt, Grappelli was a principal member of the 
Quintette du Hot Club de France (formed 1934), the unusual instrumentation 
of which consisted of a violin, three guitars, and a double bass; through its 
many recordings the group became well known in Europe and the USA. In 
1939 Grappelli left the quintet and moved to England, where he was long as-
sociated with George Shearing; he worked again with Reinhardt in London in 
1946, and, after returning to France, in Paris (1947ï8) and Rome (1949).

During the following years Grappelli became progressively less active as 
a leader, but in the 1960s his career was revived by a growing interest in 
the jazz violin, and in particular by the success of the album Violin Summit 

(1966), which he recorded as a member of a group of the same 
name. It was during this period that he changed the last letter of 
his surname from ñyò to ñi.ò He made his ýrst visit to the USA to 
perform at the Newport Jazz Festival in 1969 and in 1973 received 
an unusual amount of attention for his ýrst album with the classical 
violinist Yehudi Menuhin; others followed in 1975, 1977, and 1980. 
Around the same time he performed, recorded, and appeared at 
festivals with such diverse musicians as Joe Venuti (1969), Gary 
Burton (1969), Earl Hines (1974), Joe Pass and Niels-Henning 
Ïrsted Pedersen (1979), and Martial Solal (1980). Additionally, in 
1972 or 1973 he revived the string group as a quartet comprising 
violin, two guitars, and double bass. Initially billed as the Hot Club 
of London, it included at various times the guitarists Diz Disley, Ike 
Isaacs (ii), Martin Taylor, and Marc Fosset. Grappelli also worked 
with more conventional jazz ensembles including drums or piano. 
In these various settings he continued to tour internationally. On  
December 31, 1987 he was accompanied by McCoy Tynerôs trio on 
the PBS New Yearôs special ñJazz at Ethelôs Place,ò and in the early 
1990s he recorded duos with Tyner. In April 1988 he was honored 
in a concert at Carnegie Hall celebrating (slightly late) his eightieth 
birthday. Even at the age of 87, when he was physically so frail that 
he required assistance to and from the stage, he gave a sterling 
performance at the Monterey Jazz Festival in a trio that included 
Bucky Pizzarelli (1995).

With Venuti and Eddie South, Grappelli was a pioneer of the jazz 
violin. Although his playing in the Quintette du Hot Club de France 
tended to be overshadowed by that of Reinhardt, who was the 
greater innovator, he broadened his style throughout his long 
career and performed with greater authority in his later years. His 
playing remained rooted in the swing idiom and continued to be 
characterized by his sweet tone. He was important in furthering the 
careers of Jean-Luc Ponty and Didier Lockwood, and his record-
ings with Menuhin brought new recognition to the violin as a jazz 
instrument. He occasionally played piano in a style indebted to that 
of Bix Beiderbecke.

Jazz music evolves each time it is played, and with each player 
that devotes time to it. Not featured, but not to be forgotten are a 
few other odd jazz instruments that have been noted by our WUCF 
jazz hosts. Ever heard of Johnnie Grass, a jazz french horn player? 
Or Rufus Harley, a jazz bagpiper? Deborah Henson-Conant also 
makes our list with her jazz (and rock) stylings for the harp. Yusuf 
Lateef is another well-known jazz player, who took a turn on the 
oboe on a notable jazz recording.  

89.9 salutes all the ýne instrumentalists who devote their talent and 
energy to expanding the reach of jazz music!
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