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John Coltrane vs. the Jazz Critics: 1961-1966 
A documentary exhibit by David Tegnell and Phyllis Bridges 

 
John Coltrane dramatically transformed the landscape of jazz during the brief ten-year period of his 
artistic maturity (1957-1967). Nearly fifty years after his death, Coltrane’s music remains relevant and 
influential, his achievements seem inevitable and right, and his reputation as one of America’s greatest 
musicians is secure and growing. From this distance, Coltrane appears to have pursued his task 
implacably, with great vision and certitude. Yet, the historical record reveals that his accomplishments 
did not come without struggle, both internal and external. The seemingly imperturbable Coltrane in fact 
momentarily hesitated in the face of critical resistance beginning 1961-62, as he himself acknowledged in 
1964: “As time and events moved on, a period of irresolution did prevail. I entered into a phase which 
was contradictory to the pledge and away from the esteemed path.”  What follows is the story of John 
Coltrane’s Period of Irresolution. 

 

A spiritual awakening 
 

(1A) Photo: John Coltrane in the recording studio with the Miles Davis Quintet, 1956.  Courtesy estate of 
George Avakian. 
On April 28, 1957, Miles Davis dismissed John Coltrane from his group for substance abuse. Davis had 
hired Coltrane in the fall of 1955 and had kept him in his band for over a year and a half, despite 
Coltrane's erratic behavior.  
 
Miles Davis, writing in his 1990 autobiography: “Things had been building up for a while. Man, it was a 
drag to see how bad Trane was treating himself; by now he was really strung out on heroin and also 
drinking a lot. He was coming in late and nodding on the stage. One night I got so mad with him that I 
slapped him upside his head and punched him in the stomach in the dressing room. I fired Trane that 
night, and he went back to Philadelphia to try and kick his habit. I felt bad about letting him go, but I 
couldn't see what else I could have done under the circumstances.” 
 
(1B) Photo: John Coltrane on the steps of his home in Philadelphia, ca. 1957.  Photo taken by Naima 
Coltrane, courtesy Antonia Andrews (Saida Coltrane). 
(1C) Photo: Coltrane’s home, 1511 N. 33rd St., Philadelphia, Pennsylvania. 
Coltrane immediately returned home to Philadelphia to rid himself of the heroin habit that had been 
troubling him for some time. Within 2-3 weeks, under the watchful eye of his mother Alice and wife 
Naima, Coltrane had conquered his addiction. During this ordeal, Coltrane underwent an intense 
religious experience, which seven years later he rendered artistically in his 1964 recording, A Love 
Supreme.  
 
In his sleeve notes for A Love Supreme, John Coltrane recalled this earlier time: "During the year 1957, I 
experienced, by the grace of God, a spiritual awakening which was to lead me to a richer, fuller, more 
productive life. At that time, in gratitude, I humbly asked to be given the means and privilege to make 
others happy through music. I feel this has been granted through His grace." 
 
(1D) Album cover: Coltrane , released October 1957.  Photo taken in the back yard of Rudy Van Gelder’s 
recording studio by Esmond Edwards. 
On May 30, 1957, just a month after leaving the Davis band, Coltrane entered the studio to record his 
first album as a leader. For the cover, he chose a photograph that seems to convey a new seriousness of 
purpose. He titled this album simply Coltrane, thereby marking his new beginning. This was the first of 
two albums Coltrane self-titled during his career (the second, he recorded in 1962). 
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(1E) Album cover: My Favorite Things, released March 1961. 
Between 1957 and 1961, Coltrane progressed rapidly, both technically and artistically, moving from one 
achievement to the next. He spent the balance of 1957 with Thelonious Monk in a much-celebrated stay 
at New York's Five Spot Cafe, and concurrently recorded several definitive hard bop albums for Prestige 
and Blue Note, including Blue Train. Then in early 1958, Coltrane rejoined Miles Davis, with whom he 
recorded the seminal Kind of Blue (1959). And in April 1960, Coltrane formed his own group, launching 
a solo career that he solidified with the release of Giant Steps (1960) and the highly successful My 
Favorite Things (1961). [Audio example, Item #1: “My Favorite Things.”] 
 
 

New Star 
 
(2A) Down Beat magazine cover, December 21, 1961: Readers Poll results. 
Following his success with My Favorite Things, Down Beat's critics and readers rewarded John Coltrane 
with wins in both of that jazz magazine's polls for 1961--the International Critics Poll and the Readers 
Poll. By wide margins, readers selected Coltrane in the categories of best Tenor Sax and Miscellaneous 
Instrument. By much narrower margins, critics chose Coltrane in the categories of best Tenor Sax, New 
Star Combo and New Star Miscellaneous Instrument.  
 
(2B) Down Beat magazine, December 21, 1961: Readers Poll results--Best Tenor Saxophonist 
John Coltrane, Down Beat 1961 Readers Poll choice for best Tenor Sax player, by a substantial margin. 
 
(2C) Down Beat magazine, December 21, 1961: Readers Poll results--Best Miscellaneous Instrumentalist 
In 1961, Down Beat magazine categorized the soprano saxophone as a "miscellaneous instrument." 
Coltrane had only recently reintroduced to jazz the soprano sax, largely neglected since the passing of 
New Orleans jazzman Sidney Bechet. 
 
(2D) 1961 Down Beat Critics Poll award plaque: Best New Star Combo. Courtesy High Point Museum 
 
 

Gathering social unrest 
 

(3A) Photo: Student sit-in, Woolworths, High Point, North Carolina, 1961, courtesy High Point Museum. 
On February 1, 1960, four students from the University of North Carolina at Greensboro sat in at a 
Woolworths lunch counter, triggering a protracted mass campaign for African-American civil rights that 
culminated in the passage of the Civil Rights Act (1964) and the Voting Rights Act (1965). Two months 
later, Coltrane embarked on a solo career that would encompass this period of Civil Rights and reflect its 
struggles. 
 
(3B) Album cover: Ornette Coleman, The Shape of Jazz to Come, 1959. 
As political unrest was growing, a handful of jazz musicians began to advocate for greater expressive 
freedom. They refused to be confined by rules that many considered essential to music making. 
Saxophonist Ornette Coleman, pianist Cecil Taylor and others abandoned song form, chord structure, 
and thematic variation as the basis for improvisation. Ornette Coleman went so far as to insist on his 
right to play out of tune, if he chose. This group of musicians formed the musical vanguard of a Black 
Arts Movement, the artistic counterpart of the Civil Rights Movement.  
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Black artists of the 1960s set out to accomplish a number of goals:  
• Assert and establish an aesthetic that uniquely expressed and accurately represented the 
African-American experience  
• Contest the limitations that European tradition had placed on the range and nature of African-
American artistic expression  
• Confront European Americans with their complicity in the centuries-long oppression of people 
of African descent  
• Cast off stereotypical images of African Americans by which white Americans controlled Blacks 
and justified their own sense of superiority 
• Imagine and construct a post-integration identity for all Americans 

 
White jazz critics suddenly found themselves thrust uncomfortably into a cultural dialogue they did not, 
and could not have been expected to, understand. After all, in 1960, whites and Blacks lived, worked, 
worshiped, were educated, ate, and traveled almost entirely separately. Neither jazz writers nor the vast 
majority of white Americans had yet been acclimated to the sounds of African-American rhythm and 
blues or gospel through the recordings of the Rolling Stones, the Beatles, Motown, and Ray Charles. Jazz, 
the one point of cultural intersection, remained dominated by whites, despite the original contributions 
of African-American jazz musicians. As a consequence, jazz did not fully reflect the African-American 
experience. Much of Black life and culture remained hidden from white eyes. 
 
Initially, many white jazz critics who had long championed swing jazz as a liberal cause dismissed the 
“New Black Music” out of hand, insisting that the musicians who purveyed it did not know how to play 
their instruments. [Audio example, Item #2:  Ornette Coleman’s recording of “Lonely Woman.”]   
 
(3C) Photo: Freedom riders. 
Coltrane's career played out against an increasingly violent and turbulent backdrop. In 1961, Freedom 
Riders who set out to test new laws prohibiting segregation in interstate travel were attacked by mobs 
and their bus was fire-bombed. Idealistic Northern whites quickly learned what Southern African 
Americans had long known, that segregation could be enforced by violence. 
 

 

Chasin’ the Trane 
 
(4A) Photo: John Coltrane and Eric Dolphy at the Village Gate, NYC, July 11-23, 1961, courtesy Herb 
Snitzer. 
From July 1961 through February 1962, Coltrane invited Eric Dolphy into his group. Dolphy was a multi-
reedist and an early proponent of free improvisation. Dolphy recorded officially with Coltrane on just 
three albums: Africa Brass and Ole from May 1961, and the November 1961 Live at the Village Vanguard 
sessions. 
 
(4B) Album cover: Live at the Village Vanguard, recorded November 1-5, 1961. 
In early 1961, the prestigious new Impulse! record label signed John Coltrane, fresh from his success with 
My Favorite Things, and soon to be named Down Beat's Jazz Musician of the Year 1961. For his first 
Impulse! recording, Africa Brass, Coltrane capitalized on his recent popularity to include two titles that 
reflected the African-American community's growing pride in its heritage: "Africa" and "Song of the 
Underground Railroad." But Coltrane did not immediately follow Ornette Coleman's lead into free 
improvisation. Rather, he waited until his second Impulse! release to do so.  
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For his November 1961 recording, Live at the Village Vanguard, Coltrane drew inspiration from 
traditional African-American worship practice. In a manner similar to that of religious testimony, 
Coltrane created collectively performed musical meditations with his jazz group. By discarding the 
impediments of conventional jazz performance, including cyclical chord progressions, predictable closed 
forms, and, sometimes, the steady pulse by which members of jazz groups typically synchronized their 
efforts, Coltrane found he could access deeper emotions while improvising, improve responsiveness 
within the group, and explore the implications of his musical ideas at greater length.   
 
But the consequent dissonance also created an intense, rhythmically dense, and dissonant sound mix. 
Coltrane further heightened this intensity by playing in the extreme registers of his instrument, rapidly 
executing complex chromatic runs, and adding multiphonic (split-tone) cries and shrieks--mirroring the 
praise utterances of the Black church--as he built to ecstatic climaxes. Black listeners who had grown up 
attending sometimes chaotic African-American church services (particularly Pentecostal) more easily 
accepted this dissonant sound world than did many white listeners whose musical aesthetic presumed 
consonance and decorum.    
 
Jazz fans who had become accustomed to hearing Coltrane improvise variations on well known popular 
Broadway standards, adhering to the composition’s harmonic framework and themes, were surprised in 
November 1961 to find Coltrane playing without the support of a piano, and improvising in a very 
fragmentary manner, barely referring to a blues tune he had composed in the moment. [Audio example, 
Item #3: “Chasin’ the Trane.”] 
 
 

Anti-jazz 
 

(5A) Photo: (5A) Down Beat associate editor John Tynan, courtesy Down Beat magazine. 
As the movements for greater social and artistic freedom gained momentum, white jazz critics began to 
attack mercilessly in the press the new generation of musicians who challenged cultural assumptions. In 
the November 23, 1961 issue of Down Beat magazine, associate editor John Tynan (above, center) became 
the first of several white jazz writers to unleash a tirade against Coltrane's new musical direction. Others, 
including New York Times critic John S. Wilson, as well as Down Beat's Leonard Feather, Ira Gitler, and 
Pete Welding soon followed suit.  
 
John Tynan: "Go ahead, call me reactionary, I happen to object to the musical nonsense currently being 
peddled in the name of jazz by John Coltrane and his acolyte, Eric Dolphy. ...I heard a good rhythm 
section...go to waste behind the nihilistic exercises of the two horns. ...Coltrane and Dolphy seem 
deliberately intent on...pursuing an anarchistic course in their music that can only but be termed anti-
jazz. 
"Melodically and harmonically their improvisations struck my ear as gobbledegook. It is said that one of 
Coltrane's fondest desires is to play a chord on the tenor saxophone. In this aspiration I wish him a lot of 
luck and concede that this ambition may account for most of the musical confusion. In this he earns my 
sympathy, also. 
"The sincerity of Coltrane and Dolphy is not the question here. They may believe fiercely in the truth of 
their approach. They may be unalterably convinced that they are extending the horizon of jazz. They may 
swear they are probing toward New Frontiers in music. There is no evident to doubt any of this. But the 
sounds they produce stand alone and apart from their intentions. And to these ears the sum of the 
sounds remains musical nonsense." 
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(5B) Down Beat magazine, November 23, 1961: Full text of John Tynan’s column, “Take 5.” 
 
(5C) Photo: Down Beat critic Leonard Feather, courtesy Down  Beat magazine. 
In the February 15, 1962 issue of Down Beat (through his column, "Feather's Nest"), Leonard Feather, the 
dean of swing jazz journalism, endorsed John Tynan's comments, and raised the rhetoric to a provocative 
new level: 
 
Leonard Feather: "John Tynan's comments on the 'anti-jazz' trend were as acute as they were timely. It 
seems to me that too many of us--musicians and critics alike--have been too bashful in bringing forth 
publicly these truths that privately we held to be self-evident. 
"One argument that frequently has been raised in behalf of the defiant ones is that even if the results at 
present are roughhewn and imperfect, they must at least be given credit for sincerity and passionate 
dedication. The answer to this, of course, is an analogy that holds good: Hitler was sincere." 
 
(5D) Photo: Down Beat editor Don DeMichael, moderating a discussion published in two parts under the 
title "Racial Predudice in Jazz," Down Beat: March 15 and 29, 1962; courtesy of Charles Stewart.  Left to 
right: Critic Nat Hentoff, drummer Max Roach (partly obscured), critic Bill Coss, DeMichael, singer 
Abbey Lincoln, critic Ira Gitler (partly obscured), and Argentine musician Lalo Schifrin. 
(5E) Photo: Down Beat editor Don DeMichael, left, with Abbey Lincoln, "Racial Prejudice in Jazz" forum, 
Down Beat, March 15 and 29, 1962, courtesy Charles Stewart. 
Beginning 1962, Down Beat's editor Don DeMichael orchestrated a protracted campaign to discredit 
younger experimental jazz musicians, including (and especially) John Coltrane. DeMichael and most of 
the magazine's resident jazz critics perceived these musicians’ political assertiveness to be racially 
exclusive and therefore a threat to the movement toward gradual racial integration. Down Beat’s critics 
feared that Black jazz groups would refuse to hire white musicians. Consequently, throughout 1962-1963, 
DeMichael periodically held discussion groups between critics and jazz musicians to air his concern that 
white jazz musicians were being victimized by reverse discrimination. He published the first of these 
forums, “Racial Prejudice in Jazz,” in the March 15 and 29, 1962 issues of Down Beat. 
 

 

Coltrane Controversy 
 

(6A) Photo: John Coltrane, backstage at the Village Gate, 1961, courtesy Herb Snitzer.  
As Down Beat editor Don DeMichael fanned the flames of "controversy" by publishing readers' letters 
and critics' columns both for and against Coltrane's new music, Coltrane and Dolphy proposed to meet 
with Down Beat. 
 
(6B) Down Beat  magazine cover, April 12, 1962. 
April 12, 1962, Down Beat published an interview with John Coltrane and Eric Dolphy, titled “John 
Coltrane and Eric Dolphy Answer the Jazz Critics,” conducted by editor Don DeMicheal [excerpted 
below]. Rather than contest the recent criticisms, Coltrane and Dolphy patiently explained how their new 
techniques enabled them to enlarge their expressive range:  
 
DeMichael: One of the recurring charges is that their performances are stretched out over too long a 
time that Coltrane and Dolphy play on and on, past inspiration and into monotony. In playing extended 
solos, isn’t there ever present the risk of running out of ideas?  
Coltrane: “It’s easy to stop then. If I feel like I’m just playing notes . . . maybe I don’t feel the rhythm or 
I’m not in the best shape that I should be in when this happens. When I become aware of it in the 
middle of a solo, I’ll try to build things to the point where this inspiration is happening again, where 
things are spontaneous and not contrived. If it reaches that point again, I feel it can continue—it’s alive 
again. But if it doesn’t happen, I’ll just quit, bow out.” 
DeMichael: The question in many critics’ minds, though they don’t often verbalize it, is: What are John 
Coltrane and Eric Dolphy trying to do? Or: What are they doing? 
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Coltrane: “Overall, I think the main thing a musician would like to do is to give a picture to the listener 
of the many wonderful things he knows of and senses in the universe. That’s what music is to me—it’s 
just another way of saying this is a big, beautiful universe we live in, that’s been given to us, and here’s 
an example of just how magnificent and encompassing it is. That’s what I would like to do. I think that’s 
one of the greatest things you can do in life, and we all try to do it in some way. The musician’s is 
through his music.” 
DeMichael: When did he first begin to feel this way? 
Coltrane: “I guess I was on my way in ’57, when I started to get myself together musically, although at 
the time I was working academically and technically. It’s just recently that I’ve tried to become even more 
aware of this other side—the life side of music. I feel I’m just beginning again.”  
DeMichael: Later, when the first flush of defense had subsided, Coltrane allowed: 
Coltrane: “Quite possibly a lot of things about the band need to be done. But everything has to be done 
in its own time. There are some things that you just grow into. Back to speaking about editing—things 
like that. I’ve felt a need for this, and I’ve felt a need for ensemble work—throughout the songs, a little 
cement between this block, a pillar here, some more cement there, etc. But as yet I don’t know just how I 
would like to do it. So rather than make a move just because I know it needs to be done, a move that 
I’ve not arrived at through work, from what I naturally feel, I won’t do it.” 
DeMichael: Coltrane said he felt that what he had said still did not answer his critics adequately, that in 
order to do so he would have to meet them and discuss what has been said so that he could see just 
what they mean. 
Dolphy: “It’s kind of alarming to the musician when someone has written something bad about what the 
musician plays but never asks the musician anything about it.”  
Coltrane: “The best thing a critic can do is to thoroughly understand what he is writing about and then 
jump in. That’s all he can do. I have even seen favorable criticism which revealed a lack of profound 
analysis, causing it to be little more than superficial.  Understanding is what is needed. That is all you 
can do. Get all the understanding for what you’re speaking of that you can get. That way you have done 
your best.” 
 
 

Critical consensus? 
 

(7A) Down Beat magazine, April 26, 1962: Record Reviews. 
But Coltrane and Dolphy were unable to put the matter to rest. Down Beat persisted in characterizing 
Coltrane's music as controversial, and in an unprecedented move, published in its next issue (April 26) 
two reviews of Coltrane's newly released album, Live at the Village Vanguard.  However, instead of 
presenting balanced, contrasting viewpoints, Down Beat published the opinions of two reviewers, both of 
whom rated the album as mediocre: Ira Gitler awarded the album 2.5 stars (out of 5); and Pete Welding 
gave it 3.5 stars. In publishing two mutually reinforcing reviews, Down Beat may have hoped to create 
the impression of critical consensus, thereby heading off any public backlash against such a harsh 
critique of a musician of Coltrane's popularity and stature.  
 
(7B) Photo: Down Beat New York editor Ira Gitler, with singer Abbey Lincoln in background, courtesy 
Charles Stewart, 1962. 
(7C) Photo:  Drummer Max Roach in intense discussion with critic Ira Gitler during Down Beat forum, 
"Racial Prejudice in Jazz," published March 15 and 29, 1962.  Clockwise, from bottom: Don DeMichael 
(white shirt, back turned); Abbey Lincoln (back turned); Lalo Schifrin (partly obscured); Ira Gitler, Nat 
Hentoff (seated, partly obscured), Max Roach (standing).  Courtesy Charles Stewart. 
(7D) Photo: Ira Gitler with Lalo Schifrin, courtesy Charles Stewart, 1962. 
 
Down Beat critic Ira Gitler is well known for having coined the term "sheets of sound" (in 1958) to 
describe the almost blinding speed with which Coltrane played. But the language Gitler employed in his 
April 1962 review of Coltrane's Live at the Village Vanguard is anything but felicitous. Here he chose to 
employ the language of derision and ridicule so often used in the past to diminish the efforts of African 
Americans: 
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Ira Gitler: "’Chasin' the Trane,’ a blues that consumes all of the second side, is more like waitin' for a 
train--a 100-car freight train--to pass. Jones' dynamic drumming is the most arresting thing happening. If 
you take away his backing and leave Coltrane's solo standing naked, the latter would become more 
insignificant than it seems. Shakespeare's 'sound and fury' is musically illustrated here. 
"Coltrane may be searching for new avenues of expression, but if it is going to take this form of yawps, 
squawks, and countless repetitive runs, then it should be confined to the woodshed. Whether or not it is 
'far out' is not the question. Whatever it is, it is monotonous, a treadmill to the Kingdom of Boredom. 
There are places when his horn actually sounds as if it is in need of repair. In fact, the solo could be 
described as one big air-leak." 
 
(7E) Photo: Down Beat critic Pete Welding, far right. 
Critic Pete Welding reviewed Coltrane's Live at the Village Vanguard, in the April 26, 1962 issue of Down 
Beat: 
 
Pete Welding: "The fault is less in Coltrane than in the task he has set himself. Perhaps the fullest 
appreciation of the monumental difficulties involved in the approach may be seen in the Contrane--
improviser that he is--often is unable to bring it off, to control and direct it with the strength and 
sureness of purpose it needs. 
"...'Chasin' the Trane,'... with its gaunt, waspish angularities, its ire-ridden intensity, raw, spontaneous 
passion, and, in the final analysis, its sputtering inconclusiveness, seems more properly a piece of musical 
exorcism than anything else, a frenzied sort of soul-baring. It is a torrential and anguished out-pouring, 
delivered with unmistakable power, conviction and near-demoniac ferocity--and as such is a remarkable 
human document. But the very intensity of the feelings that prompt it militate against its effectiveness as 
musical experience. It's the old problem of the artist's total involvement as a man supplanting his artistry, 
which is based after all, to some greater or lesser degree, in detachment. The degree of Coltrane's 
striving on ‘Chasin'’ in no wise mitigates the failure in attainment." 
 
(7F) Album cover: Kenny Davern: The Hot Three, featuring drummer (and Down Beat editor) Don 
DeMichael; the album was released in 1979. 
In a 1966 interview with Jazz and Pop writer Frank Kofsky, Coltrane recalled Down Beat's critical 
campaign of four years earlier: [Audio example, Item #4: recorded interview between Frank Kofsky and 
John Coltrane.] 
 
Kofsky: Why do you think there’s been all this hostility to the new music, especially in your case? 
Coltrane: Oh, man, I never could figure it out, you know? And I couldn’t even venture to answer it now. 
Because as I told them then, I just felt that they didn’t understand. [chuckles] 
Kofsky: Do you think they were making as conscientious and as thorough an attempt to understand as 
they could have? 
Coltrane: At times I didn’t feel they were, because I did offer to them, I think in this article in Down 
Beat, I asked if any of you men were interested in trying to understand, let’s get together and let’s talk 
about it, you know? I felt if they were really genuinely interested or thought there was something here, 
that they—instead of just condemning it, what you don’t know about it--if you want to discuss it, let’s 
talk about it. But no one ever came forth, so I don’t think they were really—they didn’t want to know 
what [laughs] I had to say about it. 
Kofsky: I think it frightened them. 
Coltrane: Well, it might have. 
Kofsky: Bill [Kofsky's friend] said—you know we talked about this at great length—and he said, “Well, 
these guys, it’s taken them years to pick out ‘I Got Rhythm’ on the piano, and now the new music comes 
along and undermines their entire career, which is built around understanding things based on—” 
Coltrane: Yeah, yeah, it could be. I dug it like that too. I said, “Well, it could be a real drag to a cat’s 
career, if he figures this is something that he won’t be able to cope with and he won’t be able to write 
about,” you see, and if he can’t write about it, he can’t make a living at this; and then I realized that, so, I 
quieted down. I wouldn’t allow myself to become too hostile [laughs] back, you know, in return. 
Although there was a time I kind of froze up on the people at Down Beat. I froze because, I don’t know, 
I felt that there was something there that wasn’t—I felt that they were letting their weakness direct their 
actions, which I didn’t feel they should have, you see. 
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Pillars and cement 
 

(8) Album Cover, Coltrane, recorded April-June 1962. 
Coltrane may have disagreed with the Down Beat critics' characterization of his playing, but he 
nonetheless took notice of the general reaction to the music of his 1961 quintet, and made some 
adjustments. By March 1962, Eric Dolphy had quietly left the group, and Coltrane had returned to a 
quartet format.  
 
The musicians Coltrane finally settled upon--McCoy Tyner, piano; Elvin Jones, drums; and Jimmy 
Garrison, bass--would remain with him, almost exclusively in this quartet configuration, for the next 
three years--and would come to be known as the Classic Quartet. With this group, and beginning April 
11, Coltrane embarked on a new recording project that would span five sessions over three months--the 
most he would devote to any single project in his career. Through these sessions, Coltrane forged a 
musical identity that would persist (with constant adjustment) throughout the life of the Classic Quartet.  
 
In his new recording, Coltrane employed compositional approaches that allowed for the free development 
of a soloist’s improvisational ideas, while still accommodating the need of less sophisticated listeners to 
hear closed forms, rhythmic repetition, and melodic recurrence. As he had earlier promised Don 
DeMicheal, Coltrane added “pillars and cement” to his group’s arrangements, thereby creating an 
amalgam of free and structured improvisation. Three of these new arrangements incorporate ostinato (or 
repeated rhythmic) patterns to which some listeners might even tap their feet.  [Audio example, Item #5: 
“Tunji.”]   
 
The album’s most striking arrangement is that of the fourteen minute "Out of this World," a modal 
ballad first recorded by Bing Crosby in 1946. [Audio example, Item #6: Bing Crosby’s “Out of this 
World.”]  Coltrane recasts the rhythm in compound 6/8 meter, transforming the pop tune into a 
majestic aria. Coltrane sustains and references the arcing melody throughout, ornamenting it in the 
manner of a gospel singer. [Audio example, Item #7: Coltrane’s “Out of this World.”] As the performance 
progresses, these ornaments become increasingly complex, far-ranging and conceptual, yet Coltrane 
invariably returns to the familiar thematic frame, so as not to lose his listener. [Audio example, Item #8: 
Coltrane’s “Out of this World.”]  Rubato ballads (i.e., with flexible pulse and frequent improvisatory 
digression) such as this would become a mainstay for Coltrane during the last five years of his career. In 
a sense, Coltrane reconfigured the balance of European and African-American elements in jazz. Small 
wonder that for the second time, Coltrane self-titled an album. 
 

 

“’Freedom’ has a hell of a lot to do with this music” 

 
(9) Photo: John Coltrane at Orly Airport, Paris, November 17, 1962, by Roger Kasparian, courtesy 
Yasuhiro Fujioka. 
After his death, John Coltrane's first wife Naima provided Coltrane biographer C. O. Simpkins a copy of a 
private letter dated June 2, 1962 written by Coltrane to Down Beat editor Don DeMichael. This letter had 
not been intended for publication and first appeared in Simpkins's 1975 Coltrane: A Biography. This 
letter [excerpted below] embodies Coltrane's most explicit political utterance, and appears to speak 
directly to the charge that Coltrane’s music is nihilistic and anti-jazz: 
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Dear Don, 
Many thanks for sending Aaron Copland’s fine book, “Music and Imagination.” I found it historically 
revealing and on the whole, quite informative. However, I do not feel that all of his tenets are entirely 
essential or applicable to the “jazz” musician. This book seems to be written more for the American 
classical or semi-classical composer who has the problem, as Copland sees it, of not finding himself an 
integral part of the musical community, or having difficulty in finding a positive philosophy or 
justification for his art. The “jazz” musician (You can have this term along with several others that have 
been foisted upon us.) does not have this problem at all. We have absolutely no reason to worry about 
lack of positive and affirmative philosophy. It’s built in us. The phrasing, the sound of the music attest to 
this fact. We are naturally endowed with it. You can believe all of us would have perished long ago if this 
were not so. As to community, the whole face of the globe is our community. You see, it is really easy for 
us to create. We are born with this feeling that just comes out no matter what conditions exist. 
Otherwise, how could our founding fathers have produced this music in the first place when they surely 
found themselves (as many of us do today) existing in hostile communities where there was everything 
to fear and damn few to trust. Any music which could grow and propagate itself as our music has, must 
have a hell of an affirmative belief inherent in it. Any person who claims to doubt this, or claims to 
believe that the exponents of our music of freedom are not guided by this same entity, is either 
prejudiced, musically sterile, just plain stupid or scheming. Believe me, Don, we all know that this word 
which so many seem to fear today, “Freedom” has a hell of a lot to do with this music. Anyway, I did find 
in Copland’s book many fine points. For example: “I cannot imagine an art work without implied 
convictions.” —Neither can I. I am sure that you and many others have enjoyed and garnered much of 
value from this well written book. 
If I may, I would like to express a sincere hope that in the near future, a vigorous investigation of the 
materials presented in this book and others related will help cause an opening up of the ears that are 
still closed to the progressive music created by the independent thinking artist of today. When this is 
accomplished, I am certain that the owners of such ears will easily recognize the very vital and highly 
enjoyable qualities that exist in this music. I also feel that through such an honest endeavor, the 
contributions of future creators will be more easily recognized, appreciated and enjoyed; particularly by 
the listener who may otherwise miss the point (intellectually, emotionally, socially, etc.) because of 
inhibitions, a lack of understanding, limited means of association or other reasons. 
You know, Don, I was reading a book on the life of Van Gogh today, and I had to pause and think of that 
wonderful and persistent force—the creative urge. The creative urge was in this man who found himself 
so much at odds with the world he lived in, and in spite of all the adversity, frustrations, rejections and 
so forth—beautiful and living art came forth abundantly . . . if only he could be here today. Truth is 
indestructible. It seems history shows (and it’s the same way today) that the innovator is more often 
than not met with some degree of condemnation; usually according to the degree of his departure from 
the prevailing modes of expression or what have you. Change is always so hard to accept. We also see 
that these innovators always seek to revitalize, extend and reconstruct the status quo in their given fields, 
wherever it is needed. Quite often they are the rejects, outcasts, sub-citizens, etc. of the very societies to 
which they bring so much sustenance. Often they are people who endure great personal tragedy in their 
lives. Whatever the case, whether accepted or rejected, rich or poor, they are forever guided by that great 
and eternal constant—the creative urge. Let us cherish it and give all praise to God. Thank you and best 
wishes to all. 
Sincerely, 
John Coltrane 
P.S. Congratulations to the writer of Article, “Thunder in the Wings.” I think it was Bill Mathieu. He is 
constantly proving himself one of the best in music theory. Thanks also to Martin Williams for his very 
fine discourse in the same issue. 
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Irresolution 
 

(10A) Photo: John Coltrane and Impulse! Records producer Bob Thiele at Van Gelder’s recording studio, 
1963 (John Coltrane and Johnny Hartman), courtesy Joe Alper and Yasuhiro Fujioka. 
In the summer or fall of 1962, Bob Thiele, Coltrane's producer at Impulse! Records, counseled Coltrane to 
take a step back, in order to preserve his career. Years later, Thiele recalled this decision: 
 
Bob Thiele: "Both Ballads and even John Coltrane with Johnny Hartman came about because of the jazz 
critics, most of whom to this day I cannot understand... At the peak of Trane's popularity, most of the 
writers and various music magazines came up with a new category for his music and the musicians he 
inspired: "Anti-jazz." We decided to straighten these guys out once and for all by showing them that John 
was as great and complete a jazz artist as we already knew, and it was one of the few times he accepted 
his producer's concept. I suggested we do an album of popular songs, all ballads.  
"Ballads, John Coltrane with Johnny Hartman, and the magnificent album recorded between these two 
pairing John and Duke Ellington caused the jazz critics to speedily revise their misguided bleatings. From 
this time forward, and as Coltrane expanded his visions to reach even greater artistic heights with such 
"unconventional" jazz masterworks as A Love Supreme and Ascension, his deserved significance as a 
musical and cultural force began to be permanently recognized." [Audio example, Item #9: “Too 
Young to Go Steady.”] 
 
(10B) Photo: John Coltrane at Orly Airport, Paris, November 17, 1962, by Roger Kasparian, courtesy 
Yasuhiro Fujioka. 
Coltrane later seemed to regret his decisions of 1962-63. In his liner notes to A Love Supreme, recorded 
December 1964, released January 1965, Coltrane wrote: "As time and events moved on, a period of 
irresolution did prevail. I entered into a phase which was contradictory to the pledge and away from the 
esteemed path."   
 
(10C) Photo: James Meredith (center), Oxford, Mississippi, October 1, 1962. 
But given the political climate of that time, Coltrane may have considered it prudent, at least 
temporarily, to protect his family's income. As the white Southern response to demands for civil rights 
became shockingly confrontational, the federal government was forced to respond in kind. On October 1, 
1962, James Meredith enrolled as a student at the University of Mississippi, under federal protection. 
That night the campus erupted in an orgy of violence. 
 
 

“Most of the songs I write even now are ballads” 

 
(11A/B/C) Album covers: Ballads (1962), Duke Ellington and John Coltrane (1962), John Coltrane and 
Johnny Hartman (1963). 
In August 1966, journalist Frank Kofsky asked Coltrane why he had acceded to Bob Thiele's suggestion to 
record three conservative albums: [Audio example, Item #10: recorded interview between Frank  
Kofsky and John Coltrane.] 
 
Kofsky: Did the reaction of Impulse to these adverse criticisms have anything to do with those records 
that we talked about? 
Coltrane: The Ballads and the—? 
Kofsky: Yes, the Ballads and the— 
Coltrane: Well, I don’t know. I think Impulse! was interested in having what they might call a balanced 
sort of thing, a diverse sort of a catalogue, you know, and I don’t find nothing wrong with this myself, 
you see. I like—in fact, most of the songs I even write now, or have been written, the ones that I really 
consider songs, are ballads. So there’s something there that, I mean, I really love these things. 
Kofsky: They’re beautiful. No question about that. 
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Coltrane: And these ballads that came out were definitely ones which I felt at this time. And I chose 
them; and they seemed to be something that were laying around in my mind—from my, [laughs] you 
know, youth, or somewhere—that I just had to do. And they came at this time, when the confidence in 
what I was doing on the horn had flagged, it seemed to be just the time to clean that out. And Johnny 
Hartman—a man that I’d had stuck up in my mind somewhere—I just felt something about him, you 
know, I don’t know what it was. And I liked his sound, I thought there was something there I had to 
hear, you know, so I looked him up and did that other one, see. And although I—really, I don’t regret 
doing those things at all. 
Kofsky: You shouldn’t. 
Coltrane: No, no, I don’t regret it. 
 
(11D) Photo: John Coltrane, backstage, Olympia Theater, Paris, November 17, 1962, by Roger Kasparian, 
courtesy Yasuhiro Fujioka. 
Although Coltrane wore the mask of the entertainer for the first half of 1963--at least in his studio 
recordings--his live performances bore no sign of this persona, as documented by concert recordings 
from his two European tours, fall 1962 and fall 1963. Rather, these live performances reveal a musical 
identity entirely consistent with that forged through Coltrane's self-titled album, recorded spring 1962. In 
other words, for more than a year, Coltrane maintained a two-tiered career, one through studio 
recordings, and the other through live performances--where he continued to push ahead.  [Audio 
example, Item #11: “Impressions.”] 
 
 

Fresh ears 
 
(12) Album cover, Impressions, recorded live at the Village Vanguard, November 1961, released July 1963. 
Then in July 1963 Coltrane released the album Impressions, comprised almost entirely of two long 
performances from the 1961 Live at the Village Vanguard sessions--the very sessions that had set off the 
critical firestorm a year and a half earlier. Coltrane virtually dared Down Beat critics to resume their 
attacks. This time, Down Beat blinked, though its editor assigned the review not to any of the group who 
had previously insulted Coltrane, but rather to the noted San Francisco cartoonist, Harvey Pekar, then 
twenty-four years old.  From Harvey Pekar's 5-star review of Impressions, Down Beat, August 29, 1963: 
 
Harvey Pekar: "Not all of the music on this album is excellent (which is what a five-star rating signifies), 
but some is more than excellent. “Impressions,” a lovely melody, is taken at a very fast tempo and 
contains a magnificent performance by Coltrane. He is at his most imaginative, and his construction is 
worth noting. Mark how he builds around melodic fragments and how it again employs space 
intelligently, especially during the beginning of his solo. At times I thought his honks and screams did 
not make sense, but this is a minor objection in view of the many virtues of his playing. Jones performs 
brilliantly on Impressions, constantly igniting a fire under Coltrane." 
 
 

Alabama 
 

(13A) Photo: 16th Street Baptist Church, September 15, 1963. 
On September 15, 1963, less than a month after the March on Washington, Coltrane was shaken by the 
news that four girls, ages 11-14, had been killed in a bombing of the 16th Street Baptist Church in 
Birmingham, Alabama. The bassist Art Davis, who was with Coltrane at the time, reported that Coltrane 
was "livid with rage." Coltrane subsequently recorded an original composition, "Alabama," in memory of 
these victims of racist violence. The rhythmically free introduction to “Alabama” is presumed to be a 
wordless setting of Rev. Martin Luther King's funeral oration. [Audio example, Item #12: “Alabama.”] In 
January, 1964, Impulse! Records released "Alabama" as part of the album Live at Birdland. The church 
bombing elicited world-wide sympathy for the Civil Rights movement and engendered broad support for 
passage of the Civil Rights Act the following year. 
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(13B) Album cover: Live at Birdland, released January 1964. 
Live at Birdland, released January 1964, showcases the repertoire and style of Coltrane's live 
performances of the previous year. With this release, Coltrane put aside his conservative recording 
persona. His period of irresolution was ending. 
 
 

Another beginning 
 
(14) Album cover: Crescent, released July 1964. 
During 1964, Coltrane recorded only two albums, arguably his most fully realized conceptions, to date: 
Crescent and A Love Supreme. The former fulfills Coltrane's promise to compose a new book for his 
band; much of the quartet's live repertoire from 1962-63 dates to ca.1960. The album's title suggests yet 
another of Coltrane's new beginnings: in Islam, the crescent moon marks the beginning of the month. 
Certainly, this recording initiates a flood of compositional activity that would not abate until Coltrane's 
death. 
 
 

Finding God again 
 
(15A) Photo: President Johnson signs Civil Rights Act, with Rev. Martin Luther King directly behind. 
July 2, 1964, President Lyndon B. Johnson signed the Civil Rights Act, ending unequal application of voter 
registration requirements and racial segregation in schools, at the workplace and by facilities that serve 
the general public. 
 
(15B) Photo: Down Beat editor Don DeMichael, courtesy Charles Stewart, 1962. 
Coltrane biographer J. C. Thomas quotes Down Beat editor Don DeMichael: 
 
DeMichael: “I recall that for almost a year, from summer 1963 through the following spring, I'd see John 
and say hello and he'd just nod and walk off. I asked Elvin what was the matter, and he said, 'John wants 
you to know he still likes you.' I thought that was a strange way to show it, but Elvin explained, 'He feels 
he can't talk with you because you're with Down Beat. Even though he likes you personally, he's decided 
that jazz criticism is all wrong and since you're a critic he just can't talk with you any more.' Later in 
1964 John sent me a letter asking me to forgive him. He said he'd lost God before and had just now 
found God again." 
 
 

Integrating the divided self 
 
(16A) Album cover: A Love Supreme, released January 1965. 
[Audio example, Item #13: “Acknowledgment.”] Coltrane composed the four movements that comprise his 
musical suite A Love Supreme sometime in the summer or fall of 1964. These movements are titled: 
"Acknowledgment," "Pursuance," "Resolution," and "Psalm." The first movement recreates Coltrane's 
religious awakening of 1957, and the second and third narrate Coltrane's spiritual progression through 
his subsequent "Period of Irresolution" to final triumph. The fourth movement is Coltrane's prayer of 
thanksgiving.  
 
While as early as 1961, John Coltrane had introduced into his musical concept elements of traditional 
African-American worship practice, he did not until his December 1964 recording of A Love Supreme 
explicitly identify his music as religious--thereafter, Coltrane said, everything he played was a prayer. In 
so doing, Coltrane (without precedent) brought into the public, secular realm of jazz the private world of 
African-American religion. It had been through religion that African Americans had preserved their 
dignity and belief in God in the face of the most extreme oppression--centuries-long enslavement, 
violence, separation of family members, deprivation, and the denial of basic social and political rights.  
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From secret brush arbor worship services on the plantation to Wednesday night prayer meetings, African 
Americans have worshiped apart, privately expressing their pain and fear, beyond the gaze of whites. As 
a consequence, W. E. B. DuBois has written, African Americans have lived a dual life, maintaining a 
public and a private face. Dr. Martin Luther King spearheaded a movement for social and political change 
that enabled African Americans to integrate their dual identities. John Coltrane infused a secular musical 
idiom with religion, thereby helping to define a new post-civil rights identity for all Americans, white and 
Black. 
 
(16B) Album cover: Coltrane’s personal testimony—his sleeve notes from A Love Supreme 
DEAR LISTENER:  
 
ALL PRAISE BE TO GOD TO WHOM ALL PRAISE IS DUE.  
 
Let us pursue Him in the righteous path. Yes it is true; “seek and ye shall find”. Only through Him can 
we know the most wondrous bestowal. 
 
During the year 1957, I experienced, by the grace of God, a spiritual awakening which was to lead me to 
a richer, fuller, more productive life. At that time, in gratitude, I humbly asked to be given the means 
and privilege to make others happy through music. I feel this has been granted through His grace. ALL 
PRAISE TO GOD.  
 
As time and events moved on, a period of irresolution did prevail. I entered into a phase which was 
contradictory to the pledge and away from the esteemed path; but thankfully, now and again through the 
unerring and merciful hand of God, I do perceive and have been duly re-informed of His 
OMNIPOTENCE, and of our need for, and dependence on Him. At this time I would like to tell you that 
No MATTER WHAT. . . IT IS WITH GOD. HE IS GRACIOUS AND MERCIFUL.  
 
HIS WAY IS THROUGH LOVE, IN WHICH WE ALL ARE. IT IS TRULY—A LOVE SUPREME—.  
 
This album is a humble offering to Him. An attempt to say "THANK YOU GOD” through our work, even 
as we do in our hearts and with our tongues. May He help and strengthen all men in every good 
endeavor. The music herein is presented in four parts. The first is entitled “ACKNOWLEDGEMENT”, the 
second, “RESOLUTION’, the third, ‘PURSUANCE”, and the fourth and last part is a musical narration of 
the theme, “A LOVE SUPREME” which is written in the context; it is entitled “PSALM’.  
 
In closing, I would like to thank the musicians who have contributed their much-appreciated talents to 
the making of this album and all previous engagements.  
 
To Elvin, James and McCoy, I would like to thank you for that which you give each time you perform on 
your instruments. Also, to Archie Shepp (tenor saxist) and to Art Davis (bassist) who both recorded on a 
track that regrettably will not be released at this time; my deepest appreciation for your work in music 
past and present. In the near future, I hope that we will be able to further the work that was started 
here.  
 
Thanks to producer Bob Thiele; to recording engineer, Rudy Van Gelder; and the staff of ABC-Paramount 
records. Our appreciation and thanks to all people of good will and good works the world over, for in 
the bank of life is not good that investment which surely pays the highest and most cherished dividends?  
 
May we never forget that in the sunshine of our lives, through the storm and after the rain—it is all 
with God — in all ways and forever.  
 
ALL PRAISE TO GOD.  
 
With love to all, I thank you,  
 
-John Coltrane 
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A Love Supreme  
 
I will do all I can to be worthy of Thee O Lord.  
it all has to do with it.  
Thank YOU God.  
Peace.  
There is none other.  
God is. It is so beautiful. Thank you God. God is all.  
Help us to resolve our fears and weaknesses.  
Thank you God.  
In You all things are possible.  
We know. God made us so.  
Keep your eye on God.  
God is. He always was. He always will he.  
No matter what . . . it is God.  
He is gracious and merciful.  
It is most important that I know Thee.  
Words, sounds, speech, men, memory, thoughts, fears and emotions—time—all related  
all made from one … all made in one.  
Blessed be His name.  
Thought waves—heat waves—all vibrations—  
all paths lead to God. Thank you God. His way . . . it is so lovely . . . it is gracious.  
It is merciful—Thank you God. One thought can produce millions of vibrations 
and they all go back to God . . . everything does.  
Thank you God.  
Have no fear . . . believe . . . Thank you God  
The universe has many wonders. God is all.  
His way . . . it is so wonderful.  
Thoughts—deeds—vibrations, etc.  
They all go back to God and He cleanses all.  
He is gracious and merciful . . . Thank you God.  
Glory to God . . . God is so alive.  
God is.  
God loves.  
May I be acceptable in Thy sight.  
We are all one in His grace.  
The fact that we do exist is acknowledgement  
of Thee O Lord.  
Thank you God.  
God will wash away all our tears  
He always has… 
He always will.  
Seek Him everyday. In all ways seek God everyday. 
Let us sing all songs to God  
To whom all praise is due . . . praise God.  
No road is an easy one, but they all  
go back to God.  
With all we share God.  
It is all with God. 
It is all with Thee.  
Obey the Lord.  
Blessed is He.  
We are all from one thing. . . the will of God. 
Thank you God.  
I have seen God—I have seen ungodly— 
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none can he greater—none can compare to God.  
Thank you God.  
He will remake us . . . He always has and He 
always will.  
It is true—blessed be His name—Thank you God.  
God breathes through us so completely  
so gently we hardly feel it . . . yet,  
it is our everything.  
Thank you God.  
ELATION—ELEGANCE—EXALTATION— 
All from God.  
Thank you God. Amen. 
 
(16C) Photo: Martin Luther King accepts the Nobel Peace Prize. 
Dr. Martin Luther King, Jr. accepted the Nobel Peace Prize medal in Oslo, Norway, December 10, 1964, 
the same day that John Coltrane finished recording A Love Supreme. These nearly simultaneous events, 
the Nobel Committee's acknowledgment of Dr. King's work and the critical and public recognition of 
Coltrane's A Love Supreme as a masterpiece, mark a watershed moment in African Americans' struggle 
for dignity and equality. 
 
(16D) Down Beat magazine cover, December 30, 1965. 
With A Love Supreme, Coltrane transformed the role of jazz musician from that of entertainer to artist. 
In his expansion of the musical language, he recast jazz as an idiom through which improvisers could 
explore the widest range of human experience. Through his virtuosic command of European musical 
materials, Coltrane refuted the very notion of Negro inferiority. Moreover, by revealing through his music 
a complex inner life, Coltrane struck a blow at white stereotyping of African Americans, thus furthering 
the cause of civil rights. Finally, Coltrane confirmed the validity of centuries old African-American 
religious modes as mechanisms for self-actualization. Down Beat's readers acknowledged the importance 
of A Love Supreme by naming it Record of the Year and its creator Jazzman of the Year, and electing 
Coltrane a member of the Hall of Fame. 
 
(16E) Down Beat magazine, December 30, 1965: Readers Poll results. 
Coltrane swept the three main Down Beat Readers Poll categories: Hall of Fame, Jazzman of the Year, 
and Album of the Year. 
 
(16F) Photos: John Coltrane, European Tour, 1965, courtesy Bobby Shew. 
A Love Supreme signals the end of John Coltrane's Period of Irresolution. Composition of the suite 
released in Coltrane a torrent of creativity, with the year 1965 the most productive of the saxophonist's 
career. That year, Coltrane participated in no less than twelve studio and three live Impulse! recording 
sessions, resulting in the release of eleven record albums (some posthumously), each successive recording 
a conceptual advance over the last.  
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Irrelevant 
 
(17A) Down Beat magazine cover, August 12, 1965: International Critics Poll results.   
Down Beat’s critics also voted A Love Supreme album of the year.  But an analysis of the vote totals 
reveals this to have been anything but a consensus choice.  Of the 42 critics who voted, only eight listed 
A Love Supreme, with just three citing the album as their first choice. 
 
(17B) Down Beat magazine, August 12, 1965: International Critics Poll results. 
In the race for Album of the Year, A Love Supreme beat Miles Davis's Live in Europe by a single vote. 
Each critic's vote was awarded three points--hence the votes of eight critics netted Coltrane 24 total 
points to Davis’s 21. 
 
(17C) Down Beat magazine, August 12, 1965: International Critics Poll results  
Among Coltrane's handful of converts was Down Beat editor Don DeMichael, who selected A Love 
Supreme as Album of the Year. However, the other critics who had leveled such harsh criticism at 
Coltrane—John Tynan, Ira Gitler, Leonard Feather, Pete Welding—refused to recognize Coltrane’s 
landmark recording. But time and events had rendered these men’s opinion irrelevant. 
 
(17D) Photo: Coltrane aboard a plane, while traveling to Europe, summer 1965, courtesy Bobby Shew. 
The release of A Love Supreme firmly reestablished Coltrane's career, quickly bringing numerous 
requests for engagements. From spring through fall of 1965, Coltrane toured and performed constantly, 
both in Europe and the U.S. 
 
 

I’ll Fly Away 
 
(18A) Photo: Down Beat and Jazz and Pop critic Frank Kofsky. 
In an August 18, 1966 interview with journalist Frank Kofsky, Coltrane looked back upon the past five 
years. [Audio example, Item #14: recorded interview between Frank Kofsky and John Coltrane.]  
 
Coltrane: Yeah, well, the test, the test was for me. [laughs] That’s what it was for, you know. They [the 
Down Beat critics] could do what they wanted to do. The thing was for me to remain firm in what I was 
doing. But that was a funny time—a period in my life--because I went through quite a few changes, you 
know, like the home life—everything, man, I just went through so many—everything I was doing [slaps 
hands] did this. 
Kofsky: The perfect wrong time to hit you. 
Coltrane: Everything, everything I was doing [slaps hands] hit like that. 
Coltrane: The only thing, I do regret not having, you know, kept that same attitude, which was, you 
know: I’m gonna do, no matter what. That was the attitude in the beginning, but as I say, there was a 
whole lot of reasons why [laughs] these things did happen. 
 
(18B) Photo: John Coltrane, Sankei Hall, Tokyo, Japan, July 10, 1966, by Yumi Mochizuki, courtesy 
Yasuhiro Fujioka.  
During the last year of his life, John Coltrane engaged in extremely virtuosic, extended and impassioned 
improvisatory flights, demonstrating that the unbridled soul knows no bounds.  [Audio example, Item 
#15: “Afro Blue.”] 
 
(18C/D) Photo: John and Alice Coltrane, Koseinenkin Hall, Tokyo, Japan, July 22, 1966, by Masahiro 
Mochida, courtesy Yasuhiro Fujioka. 
John Coltrane died of liver cancer just a year after these photos were taken. 
 


