
Merging Technologies
Hapi Digital Converter
Antelope Audio Isochrone 10M

Weiss Saracon Sample Rate Conversion Software

Weiss POW-r Dithering Software

Analog: Studer 810 Reel to Reel with 
Custom by JRF Magnetics & Siltech wiring
Nagra 4S custom by JRF Magnetics

Aria tape head pre-amp by ATR Services
Retro Instruments 2A3 Dual-channel tube program equalizer
Sontec MEP-250EX  Parametric EQs

VPI Classic Turntable w/ Benz Wood Cartridge
Rogue Audio  Phone  Pre-amp

Power Sources: PS Audio P10  Power Plant
and Power Plant 300

Power Cords: Purist Audio Design, Essential Sound Products,
 Speltz Anti-Cables

Vibration Control: Symposium Acoustics Rollerblocks,
Ultra platforms, Svelte shelves

Sonic Studio CD.1 Professional CD Burner 
using Mitsui Gold Archival CD's

MASTERING EQUIPMENT TT
HIGH DEFINITION TAPE TRANSFERS

toured Europe in that year and Japan in 1964. After it disbanded, he became an active sideman, working often with Dave Brubeck (1968-72) and as a 
freelance arranger for other jazz groups. He formed a new 14-piece big band, the Age of Steam, in 1972, and was artist-in-residence at Miami University in 
1974.
From 1974 to 1977, Mulligan led a sextet that included Dave Samuels, and during this period he worked regularly in New York and Italy. Around the same 
time he began playing soprano saxophone. He formed a 14-piece band in 1978 and toured with it into the following year. During the early 1980s, he made 
recordings as a leader in New York that involved experiments with a 20-piece big band (1980) and electronic instruments (1982-3), but in 1986 he returned 
to a more familiar format as the leader of a quintet with Scott Hamilton and Grady Tate.
Mulligan is among the most versatile �gures in modern jazz. Although slow to develop as an instrumentalist, he has long been recognized as the most 
important baritone saxophonist in jazz since Harry Carney. Besides the cool idiom that he helped to create, he is equally at home in a big-band, bop, or even 
Dixieland context (playing clarinet in the latter), and his excellent recordings with musicians as varied as Johnny Hodges and Thelonious Monk show an 
unusual musical adaptability. Initially, however, Mulligan made his reputation as an arranger of band scores with intricate inner parts, careful balancing of 
timbres, low dynamics, and light swing, all of which features are present in his settings of Jeru, Godchild, and Venus de Milo for Davis' nonet. Later, he 
abstracted these qualities in his piano-less groups, where the low volume and absence of chordal underpinnings freed the wind players to improvise in 
delicate two-part counterpoint. Some of Mulligan's best playing may be heard in his recordings with Chet Baker, Bob Brookmeyer, and most notably Paul 
Desmond, with whom he shares an unusual talent for improvised countermelody.
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Stan Getz started playing professionally at the age 15 in New York, and when he was only a year older made his �rst recording, as a sideman with Jack 
Teagarden. After playing in several important big bands, including those of Stan Kenton (1944-5) and Benny Goodman (1945-6), in 1947, he joined Woody Herman's 
Second Herd, where with his fellow saxophonists Zoot Sims, Serge Chalo�, and Herbie Steward he formed the famous reed section known as the Four Brothers. In 1948 his 
ballad improvisation on Ralph Burns's Early Autumn established him instantaneously as a major improviser in advanced swing style. After leaving Herman the following 
year Getz began to lead his own small groups and immediately, started to dominate jazz popularity polls for his instrument, as he did for many of the next 25 years.
In the mid-1950s Getz's career was interrupted by di�culties associated with his addiction to drugs. He spent the latter part of the decade working from Scandinavia, 
where he performed and recorded with local musicians and with other American expatriates such as Oscar Pettiford and Kenny Clarke. After returning to the USA in 1961 
he attempted a comeback with the album Focus, which included outstanding arrangements by Eddie Sauter. In the following year, with Charlie Byrd, he initiated a fusion 
of jazz and bossanova which captured the public's fancy and brought Getz a considerable amount of popular acclaim. The movement, however, was short-lived. Although 
Getz continued to lead jazz groups, and helped to launch the careers of Gary Burton, Steve Swallow, Chick Corea, Tony Williams, Airto Moreira, and other promising young 
musicians, he was out of sympathy with the free-jazz and rock movements, and he spent the years 1969 to 1972 in semi-retirement in Europe. His album Captain Marvel 
(1972) marked his return to playing jazz on a regular basis. From that time he has led a number of small groups with such important young musicians as JoAnne Brackeen. 
In the mid-1980s he worked regularly in the San Francisco Bay area and taught at Stanford University.
Getz was an important exponent of his instrument and one of the supremely melodious improvisers in modern jazz, with a style deeply rooted in the swing period. 
Drawing his light, vibrato-less tone and basic approach from Lester Young, Getz developed a highly personal manner which, for its elegance and easy virtuosity, stood 
apart from the aggressive bop style of the late 1940s and 1950s. His justly celebrated performance on Early Autumn (1948), with its characteristically languorous melody 
and delayed rhythm, captured the imagination of many young white jazz musicians of the time and helped to precipitate the "cool" reaction to bop in the years that 
followed. Although ballad renditions of this sort were the basis of Getz's popularity, he was also among the few jazz musicians who could remain lyrical even at very fast 
tempos, thanks to a secure technical command of his instrument; performances such as Crazy Chords (1949), a breakneck rendering of the blues in all 12 keys, set new 
standards of virtuosity for jazz improvisation on the tenor saxophone. His fusion of jazz and bossanova, though not as novel as was claimed at the time, was instrumental 
in restoring jazz to a large popular following, and paved the way for the later in�ux of Brazilian music and instruments into jazz in the early 1970s. reappearance. There 
then ensues a moment of mysterious concentration.
The second movement of the Concerto, the famous Larghetto, is its central part. One might say that the whole work owes its raison d’être to this movement. The opening 
bars in the orchestra already lead us into a di�erent time and a di�erent dimension: half-real, half-oneiric. Of the piano’s entrance, Jarosław Iwaszkiewicz said that it 
‘sounds like the opening of a gate to some haven of love and peace’.
The Larghetto has the character of a nocturne and the form of a grand da capo aria. Its principal theme appears twice more. On each occasion, Chopin has it played molto 
con delicatezza, yet each time he arrays it in new, increasingly airy ornaments. The third time, the phrase originally comprising eight notes gains the form of a wave, 
expressed by a forty-note �oritura. An inimitably Chopinian mood is forged.
That dreamy atmosphere forms the framework of the Larghetto. It is �lled by music that is thoroughly di�erent, although still adhering to the same, supremely Romantic 
poetic. Agitated, violent sonorities burst in. Chopin has them played con forza and appassionato, as if some hitherto suppressed plenitude of emotion was being revealed 

at that moment.
Among those to use a piano recitative against the background of an orchestral tremolando in a similar way were Ignaz Moscheles, in his Concerto in G minor, and Ignacy J. 
Dobrzyński, in his Concerto in A �at major, though the way they did it cannot compare with Chopin.
The third movement of the F minor Concerto, the movement that closes the work, is a Rondo, as the genre’s convention dictates. It thrills us with the exuberance of a dance 
of kujawiak provenance. It plays with two kinds of dance gesture. The �rst, de�ned by the composer as semplice ma graziosamente, characterises the principal theme of 
the Rondo, namely the refrain.
A di�erent kind of dance character – swashbuckling and truculent – is presented by the episodes, which are scored in a particularly interesting way. The �rst episode is 
bursting with energy. The second, played scherzando and rubato, brings a rustic aura. It is a cliché of merry-making in a country inn, or perhaps in front of a manor house, 
at a harvest festival, when the young Chopin danced till he dropped with the whole of the village. The striking of the strings with the stick of the bow, the pizzicato and 
the open �fths of the basses appear to show that Chopin preserved the atmosphere of those days in his memory.
The opening key of the Rondo �nale is F minor, a key with a slightly sentimental tinge. According to Marceli Szulc, it brings ‘wistful re�ection’. But the Concerto ends by 
shaking itself out of re�ection, nostalgia and reverie, with the appearance of a horn signal denoting the start of the dazzling coda and the entrance of the simple, cheerful 
key of F major.
On the grand stage of the National Theatre, the F minor Concerto was heard in Chopin’s �rst truly grand concert, on 17 March 1830. That premiere was preceded by two 
semi-private rehearsals: the �rst in February, among family and close friends; the second at the beginning of March, also in the Chopins’ drawing-room, in the presence of 
the musical elite of Warsaw: Elsner, Kurpiński and Żywny. On that occasion, the orchestra part was played by chamber forces.
The Concerto in F minor became a point of departure for the Romantic concerto, together with the Concertos in A minor by Schumann and in G minor by Mendelssohn. 
Zdzisław Jachimecki noted that its unique poetry may have been determined by ‘its certi�ed provenance from personal experience’. There is no denying it: the F minor 
Concerto does indeed come across as a work of youthful inspiration, set in �ight by the emotions of a �rst love.
This work was inspired by Chopin’s feelings for Konstancja Gładkowska, but it was published a few years later with a dedication to Del�na Potocka.

Gerry Mulligan grew up in Philadelphia and �rst learned piano, which he played occasionally. While in his teens, he wrote arrangements for Johnny Warrington's 
radio band (1944) and played reed instruments professionally. After moving to New York in 1946, he joined Gene Krupa's big band as sta� arranger, attracting attention 
with his Disc Jockey Jump (1947). He then became involved with the nascent cool-jazz movement in New York, taking part in the performances (1948) and recording 
sessions (1949-50) of Miles Davis' nonet and contributing scores to the big bands of Elliot Lawrence and Claude Thornhill. By this time, he was specializing in baritone 
saxophone and playing in groups with Kai Winding and others. He also wrote scores for Stan Kenton's band and recorded with his own tentet (1951), which was modeled 
on Davis's ensemble.
In 1952, Mulligan, then based in Los Angeles, formed his �rst "piano-less" quartet, with Chet Baker on trumpet. The group was instantaneously successful and brought 
Baker and Mulligan international acclaim. Mulligan led a new tentet and various versions of the quartet throughout the mid-1950s. He made a sensational appearance at 
the Salle Pleyel in Paris in 1954 and began dominating jazz opinion polls for his instrument. In 1960, he organized his own 13-piece concert jazz band with which he 

continued on back



g
et

z 
m

ee
ts

 m
u

lli
g

an g
etz m

eets m
u

llig
an

  
 Please Note:  In the interest of preserving the superb sound quality of these historic recordings, they have been preserved in their original,  pristine state for maximum 

"artifacts" which are an inseparable part of the original analog recording process, such as tape "hiss" or other defects, and these may be audible on certain music tracks.  
 Because your CD or DVD-A was individually "burned" in order to realize superior sound quality to stamped, mass-produced versions, microscopic cosmetic blemishes may 

be visible. Please regard these tiny marks as  evidence of the "human touch" in the care and individual attention that each and every HDTT disc receives during its very 
demanding  manufacturing process.
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1. Let's Fall In Love
2. Anything Goes
3. Too Close For Comfort
4. That Old Feeling
5. This Can't Be Love
6. Ballad 
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