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Book Review

European Echoes: Jazz Experimentalism in Germany, 1950-1975
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Wolke Verlag, 2020
ISBN 978-3-95593-118-6
255 pages

Reviewed by Jeff Schwartz

European Echoes makes several significant contributions to the literature on free music, particularly in
Germany in the late 1960s and early 1970s. First, it offers detailed and readable discussions of
several major figures: Peter Brotzmann, Alexander von Schlippenbach, Manfred Schoof, Iréne
Schweizer, Ernst-Ludwig Petrowsky, Joachim Kihn, and Ulrich Gumpert, as well as of Bernd Alois
Zimmermann’s work with Schoof and Schlippenbach. Except for Brétzmann, there is little available in
English on these artists beyond magazine and web articles (Brétzmann and Rouy; Muller; Spicer) and
a biography of Schweizer (Broecking).

Second, it problematizes the concept of the “Emancipation” of European free music from American
models. Kisiedu joins George Lewis and others in noting the racial connotations of “liberating”
European improvised music from African American roots (Lewis, “Gittin’ to Know Y’all’ 3-4). He also
iluminates ongoing flows of influence, collaboration, and authority, considering the internationalization
of free jazz across the Black Atlantic and beyond.

Third, Kisiedu draws on European critical writing on this music, continuing the work Lewis (“A Power”
220-254), Eric Drott, Mike Heffley, Steve Lehman, and Ronald Radano have done with this fascinating
and too-often ignored literature. European critics engaged intensely with the politics and aesthetics of
free jazz, making significantly different connections from US authors. While few US libraries have
collected European jazz magazines, these materials are increasingly accessible through Jazzinstitut
Darmstadt, which provides bibliographies and copies to researchers, and through digitization, whether
scans sent by interlibrary loan, shared informally, or included in databases such as RILM Jazz. The
emergence of tolerable machine translation (e.g., Google Translate) has also been a boon to
monolingual researchers such as myself. Additionally, Kisiedu, like Drott, Lewis, and Lehman before
him, provides valuable context, not merely pulling quotations to illustrate a point but analyzing the
discourse in which these articles participate.

Each of the three main chapters considers an artist or group of linked artists in relation to a specific
debate, each linked to the Cold War and to the identification of jazz as Black American Music. The first
puts free jazz in relation to the New Left, centering on Brotzmann, particularly his 1968 LP Machine
Gun, exploring his personal and aesthetic connections to Fluxus and to American free jazz and his
political affiliations with German and American New Left and anti-Vietham War groups. Kisiedu
replaces assumptions about the politics of free jazz with relevant specifics, such as documenting when
leaders of German SDS (the Sozialistischer Deutscher Studentenbund, distinct from the US Students
for a Democratic Society) met with Black Panther Bobby Seale. Brétzmann's activist work of the time
is recorded; he comments on it in fresh interviews conducted by Kisiedu, and the politicized reception
of his music is similarly considered.

The second, principally on Manfred Schoof and Alexander von Schlippenbach, puts the new jazz in
relation to experimental composed music and the academy. It centers on Schoof and Schlippenbach's
creative relationships with Bernd Alois Zimmermann, who taught both of them at the Cologne
Musikhochschule. It covers their creative development, leading to their work together in Gunter
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Hampel's quintet and in their collaborative quintet, which featured Gerd Dudek on tenor saxophone.
Kisiedu offers short biographies of Hampel and Dudek, but focusses on the
Schoof/Schlippenbach/Dudek quintet's work with Zimmermann on a series of pieces incorporating
their improvisational work into larger compositional forms.

Notably, Schoof was also the first jazz trumpeter to perform Zimmermann's trumpet concerto "Nobody
Knows de Trouble | See." This concerto had an unsatisfying 1955 premiere by a White European
classical soloist despite Zimmermann's desire for a trumpeter who had a jazz background and was
preferably African American.

While working with Zimmermann, Schlippenbach formed the Globe Unity Orchestra, which
incorporated his and Schoof's quintet, Brétzmann's trio, and several other performers, including
Gunter Hampel. Globe Unity gave Schlippenbach a platform to create large scale large ensemble
pieces using a range of compositional and notational techniques. The chapter also includes a section
on Iréne Schweizer, whose groups often shared bills with Brétzmann's and the Schoof/Schlippenbach
quintet. It concludes with the 1969 recording of Schoof's European Echoes, which gives the book its
title. Like Globe Unity, it united the Schoof/Schilppenbach and Brétzmann groups with added players,
including Schweizer, and used tone rows, graphic notation, and riffs, techniques drawn respectively
from the Second Viennese School of the early 20th century, the New York School of the 1950s, and
jazz.

The third chapter considers the new jazz in the context of the division between East and West
Germany. It begins as a biography of East German saxophonist Ernst-Ludwig Petrowsky, then adds
pianist Joachim Kihn and his clarinetist brother Rolf. The Kiihns eventually escaped the German
Democratic Republic, but Petrowsky remained in the East, continually negotiating with the official
cultural agencies as his music moved from hard bop to free jazz. The narrative focus shifts to West
Germany in 1969 for the establishment of the Total Music Meeting festival and the Free Music
Productions (FMP) record label by Brétzmann and Jost Gebers. FMP's first release was Schoof's
European Echoes. Kisiedu works his way back to the East through the many international connections
facilitated by FMP and TMM, including projects with East Germans Petrowsky, Ulrich Gumpert, Konrad
Bauer, Gunter "Baby" Sommer, and others, with substantial coverage of Gumpert in particular.

The conclusion brings the “Emancipation” back to the fore. In the core chapters, Kisiedu shows that,
regardless of the critical discourse around German free jazz, the musicians he examines consistently
looked to Americans, specifically African Americans, as personal and creative models and sought out
opportunities to play with them as a source of training, inspiration, and legitimation. He ends by
cataloging some of the notable trans-Atlantic collaborations these artists have participated in since
1975. This includes a passage on Joachim Kihn's work with Ornette Coleman which, along with a
selection of photos (some from Brétzmann's personal collection, which had been previously
unpublished) appear to be the only significant differences between this book and Kisiedu's 2014
dissertation of the same name.

Kisiedu explains his goal is not to refute the discourse of the “Emancipation’—those critical debates
are now almost fifty years old and are themselves historic artifacts—but to understand it as part of
what he calls a decentering of creative music aesthetics and practice in which American models were
not thrown out but rather were no longer taken for granted.

European Echoes is a very solid book. Kisiedu interviewed nearly all his subjects—the principal
subjects at length—and had access to the FMP archive and Zimmermann's papers. There is little to
criticize in its substance or execution, but its fairly tight focus leaves several significant areas open for
further development.
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First, he does not give a complete account of each artist's career. The Brétzmann chapter ends with
Machine Gun, which was recorded in 1968, while the second concludes with European Echoes from
1969. The third only covers Ernst-Ludwig Petrowsky in detail up to 1969, then merges his story with
those of FMP and Ulrich Gumpert for a general survey of East/West German free jazz presentations
up to 1982. Again, apart from Brétzmann and Schweizer, there is very little on these artists in English
and fuller accounts will be welcome.

Second, there is no music notation and relatively little formal description. While notation is ill-suited to
represent much of this music, such as Brétzmann's 1967 LP For Adolphe Sax, which is improvised
without meter or tonality and often uses non-standard instrumental technique, when compositional or
structural elements are present it can be valuable to represent them and to document if and how the
artists notated their music and presented it to their bands. Paul Steinbeck's work on the AACM offers
particularly good examples of this (Message to Our Folks, Sound Experiments). Of Kisiedu's subjects,
the Schlippenbach/Schoof and Gunter Hampel quintets in particular seem to have used interesting
forms and material. An exploration of this, especially in relation to roughly contemporaneous work by
members of the Jazz Composers Guild in New York; the AACM in Chicago; the Instant Composers
Pool in the Netherlands; and John Carter and Bobby Bradford in Los Angeles, as well as
American/European collaborations such as Hampel's The 8th of July 1969; Marion Brown's Porto
Novo, Gespréachsfetzen, Le Temps Fou, and In Sommerhausen; and Bradford's two albums with the
Spontaneous Music Ensemble would be welcome.

Kisiedu's most detailed musical description is of “Machine Gun.” Like Wolfram Knauer, Hank
Shteamer, and myself, he attempts to describe the compositional and formal elements of a piece often
received as a noise assault. Among these elements is a short melody played by the reeds as the end
of Willem Breuker's solo, which Kisiedu uniquely argues is derived from Charles lves’ “Central Park in
the Dark.” Showing a bar or two of the Ives and Brétzmann motifs would make this relationship clear.

Notation and formal description are also a way to be specific about influence. One can say, as Kisiedu
does, that a musician shows the influence of Ornette Coleman or Cecil Taylor, and readers who have
heard Coleman or Taylor will be able to reasonably accurately assume what he means, but identifying
the elements which make something Colemanesque or Tayloristic is a way to explicate both their
music and its influence. Mark Lockett's dissertation Improvising Pianists: Aspects of Keyboard
Technique and Musical Structure in Free Jazz—1955-1980 does some of this work and includes
Taylor, Schlippenbach, and Schweizer. Ekkehard Jost's typology of Coleman compositions is a
potential starting point for identifying the Colemanesque (Jost 56—-59), which has been expanded by
Nathan Frink (An Analysis of the Compositional Practices of Ornette Coleman; Dancing in His Head).

Because Bernd Alois Zimmermann was not a jazz musician, he is a supporting character in European
Echoes. However, his trumpet concerto was highly jazz-influenced and written for a jazz soloist. It has
been recorded several times and is in print as a study score and trumpet/piano version, with orchestra
parts available to rent. Matthew Haley's performance-oriented analysis appears to be the only work in
English on this piece, which has great potential for cultural critics as a case study of representations of
jazz and of Blackness. Zimmermann's concerto also notably predates Gunther Schuller's coinage of
the term "Third Stream" by several years (Schuller 114).

Finally, the “Emancipation” itself deserves further study. Kisiedu handles it in the first few pages of his
introduction, but a fuller discussion of the key German texts, possibly in the form of a special journal
issue with reprints, translations, and commentary, would be worthwhile.

One potentially significant aspect of the “Emancipation” which Kisiedu does not address is whether it
went beyond a topic of critical debate to affecting artists' opportunities and status. In his biography of
Joachim-Ernest Berendt, Andrew Hurley describes Berendt booking cross-cultural “Jazz Meets the
World” projects at the Berlin Jazz Festival and producing them for MPS Records, but gives no
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comparable account of the concept of the “Emancipation” affecting his work as a presenter or
producer (Hurley 1-2, 91-94, 147—-49, 186—232). Criticism is potentially important not only as an
intellectual practice but as part of the business of the arts, so documenting the material consequences
of these debates—who got heard, and who got paid—is key to understanding their impact.

The “Emancipation” also invites further comparative work. Musicians and critics in England, the
Netherlands, France, and Japan similarly debated their relationships to American and African
American sources as their improvisation scenes developed.? These intersections of nation, race,
musical style, and elements of the music business are rich for investigation.

Notes

'See Knauer 89-90; Shteamer; Schwartz 64—65.

2See Atkins 217-33; Brotzmann and Rouy 90; Heffley 19, 99, 101-02, 119, 126-27, 133; Lewis,
“Gittin’ to Know Y’all’ 18—19; Teruto 35-37, 66—68; Toop 235; and Wickes 249.
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