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PREFACE

This book was wri
approached with und
udice yeals to vi
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hat jazz music, when
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eryonei Reaching
be ¢ or
s written to aid
al in language

mb fin
an are often too
> the reader who si ts to kno
g in the average jazz per Oth
book directed to the jazz listener fa e
reader understanding of the music. A chronological ap-
proach to jazz history doesn’t quite work. The reader ends
up with a “who’s who” knowledge of jazz, laced with a lot of
unnecessary facts and a gross absence of information that
would enable the reader to perceive jazz performances in the
same manner as the performers themselves.

This, then, is not a book about the great bands of Count
Basie and Duke Ellington, nor about the commercial suc-
cesses of the Benny Goodman or Stan Kenton bands or the
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Dave Brubeck Quartet. Nor is it a book about great singers,
such as Billie Holiday, Ella Fitzgerald, and Sarah Vaughn,
although all those performers have contributed considerably
to the field. The real crux of the matter lies in achieving an
understanding of improvisation, the creative source for all
Jjazz. The main thrust of this book is, then, to help the reader
understand the objec A€ nplishments of the best
of the jazz improvise . minimum of technical
language.

As the Smithsonia
Martin Williams 1s, in
recordings ever assembls
that collection whenev
cludes a choice of LPs, (
the collection, written
about the

zz, edited and annotated by
the best collection of jazz
he reader to selections from
smithsonian Collection in-
an excellent guide to using
along with many explana-
: may be g om
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, and Appendix C sary of terms
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i1s a chronolog

view of jaz
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cerest hope that every re
and feel the universal appeal of” d
thz book will bring the listener closer, in spirit, to the
attitudes, conceptions, and expressions of the extraordinary
musicians discussed in these pages.
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that he possesse v is a talented 1er, COMPOSET,
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eautiful pe
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azz fills a need for all those
tea 6 long for a text *vhich will guide t as
well as the performer to a closer understanding of what it
means to improvise with music in today’s jazz idiom. I find
this book to be most helpful in that it allows the reader access
to thoughts previously unrecorded in print. Jazz styles have
often been difficult to verbalize, but I have found this book
to be extremely concise and direct.

Contrary to public opinion of years past, you can become
more knowledgable by reading, talking, and discussing jazz
music in order to gain insight into the performers’ impro-
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FORMAL
STRUCTURES
INJAZZ

THE VEHICLE

Virtually all jazz selections are based on some sort of
tune or song. Whether a well-known'standard or a recently
composed original, it'is a tune nonetheless. The design of the
tune will bedpresent during the improvised soloes as welldas
duringsthe playing of the melody (usually at the béginning
and againat the end of the selection). The word fune here
refers chietly to a melody with its accompanying chords. If
there are words to the tune, they are likely to occur (if at all)
during the playing of the melody. Furthermore, the words
are seldom known or contemplated by the improvising solo-
ists. An exception to the rule was tenor saxophonist Lester
Young, included with the suggested listening of Chapter 1
("Lester Leaps In”). Young was once quoted as saying that he
didn’t like to improvise on a tune to which he didn't know the
words. He went on to say that he heard the words in his mind
as he improvised. There is evidence to suggest that the cur-
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rent generation of jazz musicians considers the words and
subject matter of the tune more than did their predecessors,
but such practice is still rare.

A tune will also have rhythms, but like words the
rhythms will be more structured and apparent during the
playing of the melody than during the improvisation on it.
Again, contemporary jazz tunes are more likely to use repeti-
uve rhythmic patterns as an important aspect of the tune,
even during the improvisations. Herbie Hancock’s “Maiden
Voyage™! is a good example of a jazz performance in which
the rhythmic feeling of the melody chorus is strongly
suggested throughout the selection. The majority of jazz
selections still tend to be without the structured rhythms of
the melody section, once the improvisation begins.

Although the melody is almost synonymous with the
tune itself and therefore included with the accompanying
chords as an important structural element of the tune, it is
also true that even the melody will seldom be present during
the impreovisations. The earliesvjazz players basedstheir.im-
provisations on the/melody, and once again, contemporary
players are apparéntly giving more thought to ‘retaining at
least portions of the melody in their improvisations; but the
great majority of jazz performances won't include such prac-
tice. It should be pointed out here that improvisations also
have melodies and rhythms, but except in rare instancesthe
improvised melodies and rhythms won’t be symmetrically
structured in terms of the sort of repetitions used during the
playing of the tune’s melody.

To sum up, tunes have a melody, accompanying chords,
rhythm, and words. The real identity of the tune, for most
jazz players anyway, is the sequence used in the accompany-
ing chords, as the improvising soloist generally does not base
his solo on the melody, rhythms, or words. We can, however,
take note of the fact that contemporary players are begin-
ning to explore those areas.

'*Maiden Voyage,” Herbie Hancock, Blue Note 84195.
8




commit an error. His fingers might momentarily be uncoor-
dinated, causing an unintended, incorrect pitch. His ear
might fail him in a more spontaneous moment of attempting
to play a phrase by ear. He could misread a chord symbol in
his haste, or his eyes (if he's reading the chords) can acciden-
tally skip or repeat a line of music on the page. If he's not
reading the chords, he could forget a chord of the sequence,
or lose his place with respect to the form of the tune, as in
arriving at the bridge (middle) section of the tune at the
wrong time. If he’s a brass p!d}'er his lip may fail him. Stu-
dents of jazz who h improvised solos find
that, in addituon to w y are likely to discover
phrases which are un ally. It would be an un-
derstatement to say t zz improviser has to be
resourceful with resp INg errors into success-
ful phrases. One comn to quickly slide from a
erroneous pitch into rby. Or he might even
repeat the error anc ome other note within
the key, reinforcing peration. If the error
; e player “false st )

erhaps 1ger-tie 0
t, the el ated B se
St an give O an sifiec 1ique mic
teeling, 1t th deliberately con epeat the ac-
cident. A 1y to salvage a bad note stain and/or
repea , using it as a springboard 1S COIm
>d to as playing outside, which sin
- playing in contrast to the given chords. tor
not, there are musical justifications for doing this, for exam-
ple, the tension created by side-slipping. So, as a final ingre-
dient to improvised melody, we must consider the accidents
and their resourceful solutions. Nearly all improvising
players are accident-prone, even the great ones (who par-
tially make errors because they are especially spontaneous,
courageous, and creative, taking more innovative chances).
Some players consistently play perfect solos because some or
all of the solo 1s a contrivance, worked up before the perfor-
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"Dolphin Dance”
"Witch Hunt"

"Free Too Long” Pacific PJ-52
“"Mind Over Matter” Milestone
M 9034
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recorded). The list also does not include supportive players, such
as bandleaders, lead trumpet players, arrangers, or rhythm-section
functionaries. Many of the impressive young players have been
omitted, awaiting further development and/or the test of time. Not
every player on the list is a genius, though some probably are, but
they are innovative enough to influence large numbers of improvis-
ers. If our "Hall Of Fame" included only six artists, they would be
Louis Armstrong, Lester Young, Charles Parker, Miles Davis,
Coleman Hawkins, and John Coltrane. If the "Hall" could accom-
modate twelve, then the additional six_ players would be Sonny
Rollins, Dizzy Gillespie, Thelonious Monk, Clifford Brown, Herbie

Hancock, and Chick Corea.
Although the list was made without regard to the in-

struments played, five of the twelve are saxophonists.
Saxophone has been a popular instrument in jazz, but more
importantly, it is an easy instrument to learn, easy to control,
and it is capable of the kind of expression, phrasing, and
tone_guality heard in the human voice. After all if.the in-
strumentalist is relatively free of problems relating to the
playing of the instrument, then his thoughts can more often
be directed toward the content of the solo.

CRITERIA FOR APPRECIATION

There are three basic approaches to serious listening:
criticism, by very carefully scrutinizing the performance, tak-
ing special notice of all weaknesses and errors, and determin-
ing whether or not there is something left to enjoy; evalua-
tion, in which the listener places a relative value of each as-
pect of the performance and is interested in both the sum
total of its worth and, on a sliding scale, the value of each of
its parts or aspects; and appreciation, in which the listener
takes special notice of the strengths of the performance, even
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in small details, and is less concerned with flaws, either ignor-
ing or tolerating them. All three approaches are careful, per-
ceptive, and objective, but there are mild differences of at-
titude, with respect to hearing positively and negatively, so
that the approach taken should agree with level and function
of the listening. A judge at a music festival needs the first
approach (that function requiring a high level of training
and experience) because the performing groups are gener-
ally strong and well-matched, and the pertormances are
short and in rapid succession. He doesn’t have time to write
down everything he hears, but he has to mention the unusual
qualities of each group, im to remember each
band amid many and to his final decisions of
comparison. The judge erned with taking off
points for imperfections t g points for good qual-
ities, though he will alsc other two approaches
to listening from time t

The budding jazz
(evaluatien) in order ¢t

p him

the second approach
ciency in his_listening.

ear a » of the g eéd
epeated listenings - be aware of exac e’s
isteni it (to ) its strength effi v). He

an't afford thed

mances.
he

0 listen repeatec eaker perfor-

obably needs the third approach, appre
atio "judge and the budding jazz musia: e
already learned to enjoy the music and have dedicated their
lives to it, whereas the reader may be less convinced by, and
dedicated to, listening to jazz. Hence, the listening attitude
needs to be positive, at least for a while, espeaally to work at
raising the levels of appredation and patient tolerance.
Here is a list of criteria for apprediating jazz improvisers:

Sound: the tone quality, which can range from
small to large, mellow to brilliant, or dull
to lively. Nearly all jazz players can be
identified by their sounds alone.
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