
I have been asked to write a few words for the purpose of 
expressing my intent in the making of this kind of album.  This 
difficult or impossible at some levels, but I could say that one 
motivating factor was an answer to a general desire on my part 
to present as broad and varied a musical scope in successive 
recordings as is possible without sacrificing faithfulness to my 
abilities and beliefs.

Another likely reason was to demonstrate my conviction that all 
good music exists in one category of musical understanding, so a 
love as well as a technical understanding of it should allow 
performance a validity from any area of true musical life.

With the assistance of Creed Taylor and Claus Ogerman, first 
meetings resulted in the selection of material and agreement of 
conception on how it should be approached.  From then until 
recording time the load fell on Claus Ogerman’s shoulders and 
my first glimpse of his scores shortly before the dates quickly 
excited my anticipation of playing the music and hearing the live 
sounds.

As you can hear, the trio’s function, and mine in particular, 
during these performances is largely improvisatorial.  With deep 
thanks to the sensitive, wide, and accomplished talents of Claus 
Ogerman, the pieces provided to be most satisfying vehicles for 
trio or solo improvisation, and it is my hope that the results will 
be enjoyable to the listener as well.

My sincere appreciation is hereby extended to Creed Taylor, 
Rudy Van Gelder, all the wonderful musicians, and all others 
who played a part in the production of this album.

--BILL EVANS

---------------------------------------------------------------------------



Concentrated
Searching
Honest
Desperate
Intelligent
Intellectual
Anti-sentimental
Specific Passionate
Controlled
Lean
Aware
Ironic
Contemporary

Bill Evans’ style is a brilliantly accomplished fact.  If you listen 
for one minute, any one minute, you immediately recognize the 
intense personal statement that is being made.  If you have been 
listening for the past ten years, you have heard it develop and 
mature, but you can still recognize the young man playing with 
Tony Scott, asking questions, exploring answers.

That style is most astonishing not for its technical virtuosity, but 
instead because it has turned that virtuosity into a precise 
instrument for the exploration of passionately felt emotions.  Bill 
Evans has probably never played a phrase simply because it was 
pretty or simply because it was interesting; there is no time and 
no music to be wasted, what comes through the choice of every 
note is the willful decision to express and explore, to take 
enormous chances, to find a resolution for all the conflicts and 
complexities that lie underneath even the simplest musical theme.  
What raises his music to art is the ability to to accept and 
announce these contradictions without lying about them.  Every 
note is part of a continuous, almost agonizingly honest, 
emotional self-assessment.  What he finally creates is a musical 
process that allows us the relief of our emotions--joy, tenderness, 
sorrow, despair--without ever denying what he knows to be 



true; that even our lives are intricate, ironic, equivocal 
improvisations.

If Bill Evans’ explorations are evident in the smallest phrases of 
his music, they are also evident in his development as a 
musician.  They are in the interior monologues of his solo 
playing, in the tight repartee of his trio, and in his work with 
such groups as Miles Davis, where the Evans piano often sounds 
like a persistent conscience demanding a re-examination of 
everything that’s been said.  This bent for exploration was 
particular evident in the “Grammy” Award-winning, triple-
tracked “Conversations With Myself.”  With this new record, 
Bill Evans begins the exploration of an even more challenging 
musical area;  the thematic material of the classical composer 
and the full scale sounds of the symphony orchestra.

Frivolous attempts to exploit the classics have been made in the 
past by various musicians and they are considerably different.  
They are apt to begin with the Air for a G String and end with 
Tchaikovsky’s Fifth.  They usually begin with a once-over-
lightly treatment of the usually whistleable tune, and then 
proceed merrily through attractive and even ingenious variations 
that never take the listener very far from where he started and 
bring him back safely with all the thrill and invention of a 
children’s carousel.

The improvisations on this record are experiments in serious 
musicianship.

Each of the classical pieces was chosen by Claus Ogerman with 
great care and little consideration for built-in familiarity.  Each 
piece was chosen because it provided a solid harmonic structure 
on which to build a jazz improvisation.  It was chosen because 
its melodic information was rich and subtle enough to provide 
more than obvious inspiration.  And it was chosen because its 
mood and emotional matter, no matter when it was written, 



were still vibrant and immediate enough to stimulate Bill Evans’ 
fertile imagination.

The five composers  represent a range of four centuries.  Each 
was a mater of pianistic techniques.  Each one had his own 
personal statement to make.  Mr. Ogerman has freely arranged 
those statements, as expressed in the basic themes, for a full 
orchestra, in order to provide a broad context against which the 
jazz piano can improvise.  It is interesting to note that the 
Siciliano in G-minor by Bach, was originally a theme by 
Vivaldi.  It is also pertinent that Scriabin’s Prelude #15 in D-
Flat major was part of a complete set of preludes that he wrote 
to parallel the Chopin preludes, key for key.  Part of the tradition 
of music is its continual return to itself for both refreshment and 
fresh insight.

Included on this record are two works by Bill Evans and one by 
Mr. Ogerman.  The Evans works, Time Remembered and My 
Bells are jazz pieces.  Elegia is an original composition by Claus 
Ogerman.  It is the second movement of the Concerto for 
Orchestra and Jazz Piano and this recording is its premiere on 
record.  The fact that these three pieces can coexist on the same 
record with the other five indicates the enormous resources that 
Bill Evans can command, the ease with which he can move from 
a classical to a jazz vocabulary.

[the next paragraph has many words missing from the printed 
album jacket inside gatefold cover...]

Much more important, the force of the cultural explosion has 
fused the jazz and the symphony audiences.  The people you see 
at Carnegie Hall are the same people you see at the Village 
Vanguard.

If Larry Rivers can paint on a theme by Ingres, if Alan Ginsberg 
can write poetry with references to Baudelaire, then it is time for 



the jazz musician to be allowed and encouraged to come out of 
the cultural ghetto.  If these resources are to be allowed, then he 
must experiment with its forms and its sounds and its riches.  On 
this record, there are five such experiments.  On the one hand 
are the inventions of such masters as Bach, Scriabin, Faure, 
Granados, and Chopin.  On the other is the inventiveness of a 
totally contemporary master, Bill Evans.

The results are beautiful and as provocative and as stimulating as 
Robert Lowell’s “Imitations” or Picasso’s “Les Femmes 
D’Alger.”

--Lewis Freedman


