
“Styles in Jazz Music”.

In Section 1 of this course you will cover these topics:
Introduction

What Is Jazz?

Appreciating Jazz Improvisation

The Origins Of Jazz
Topic : Introduction

Topic Objective:

At the end of this topic student would be able to:

 Discuss the Birth of Jazz

 Discuss the concept of Louis Armstrong

 Discuss the Expansion of Jazz

 Understand the concepts of Bebop

 Discuss todays Jazz

Definition/Overview:

The topic discusses that the style of music known as jazz is largely based on improvisation. It

has evolved while balancing traditional forces with the pursuit of new ideas and approaches.

Today jazz continues to expand at an exciting rate while following a similar path. Here you

will find resources that shed light on the basics of one of the greatest musical developments

in modern history.

Born in America, jazz can be seen as a reflection of the cultural diversity and individualism

of this country. At its core are openness to all influences, and personal expression through

improvisation. Throughout its history, jazz has straddled the worlds of popular music and art

music, and it has expanded to a point where its styles are so varied that one may sound

completely unrelated to another. First performed in bars, jazz can now be heard in clubs,

concert halls, universities, and large festivals all over the world.
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Key Points:

1. The Birth of Jazz

New Orleans, Louisiana around the turn of the 20th century was a melting pot of cultures.

A major port city, people from all over the world came together there, and as a result,

musicians were exposed to a variety of music. European classical music, American blues,

and South American songs and rhythms came together to form what became known as

jazz. The origin of the word jazz is widely disputed, although it is thought to have

originally been a sexual term.

2. Louis Armstrong

One thing that makes jazz so unique is that its focus on improvisation. Louis Armstrong, a

trumpet player from New Orleans, is considered the father of modern jazz improvisation.

His trumpet solos were melodic and playful, and filled with energy that could only result

from being composed on the spot. A leader of several groups in the 1920s and 30s,

Armstrong inspired countless others to make the music their own by developing a personal

style of improvisation.

3. Expansion

Thanks to early records, the music of Armstrong and others in New Orleans could reach a

broad radio audience. The musics popularity began to increase as did its sophistication, and

major cultural centers around the country began to feature jazz bands. Chicago, Kansas City,

and New York had the most thriving music scenes in the 1940s, where dance halls were filled

with fans that came to see large jazz ensembles. This period is known as the Swing Era,

referring to the lilting swing rhythms employed by these Big Bands.

4. Bebop

Big Bands gave musicians the opportunity to experiment with different approaches to

improvisation. While members of a Big Band, saxophonist Charlie Parker and trumpeter

Dizzy Gillespie began to develop a highly virtuosic and harmonically advanced style known

as "Bebop," an onomatopoeic reference to the rhythmic punches heard in the music. Parker

and Gillespie performed their music in small ensembles all over the country, and musicians
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flocked to hear the new direction jazz was taking. The intellectual approach and technical

facility of these pioneers of Bebop has set the standard for todays jazz musicians.

5. Jazz Today

Jazz is a highly developed art form that continues to evolve and expand in numerous

directions. The music of each decade sounds fresh and distinct from the music that

preceded it. Since the days of bebop, the jazz scene has included avant-garde music, Latin

jazz, jazz/rock fusion, and countless other styles. Jazz today is so diverse and broad that

there is something unique and interesting about every artists style. Many people think that

there is something magical about jazz improvisation. Nothing could be further from the

truth. Anyone can learn to improvise. The most important factors are determination,

dedication, and discipline. Jazz players practice scales, chords, patterns, and melodies in

every key, with or without a live rhythm section. They develop their skills by trying out

ideas, using trial and error over a period of time.

Learning to hear chord progressions and to pre-hear melodies are very important skills for

an improviser. Listen to as many live jazz performances and recordings as you can. The

more you sing and play along with the masters on recordings, the more authentic your

improvised solos will sound. A good way to start coordinating your ear with your fingers

is to play simple nursery songs or other melodies totally by ear, starting on a different

pitch and playing in a new key as soon as you get the song right one time.

Mastery of scales and chords/arpeggios are of paramount importance in developing

technical facility in jazz improvisation. Additionally, all jazz musicians have mastered

basic chord progressions, most importantly the blues and the ii-V7-I progression. Jazz

tunes often change keys in a very short period of time, and several times within a given

chord sequence; therefore, it helps to know how chords function and relate to each other

within a given key. Since improvisation is "composition on the fly," writing out solos and

short motifs often helps students develop a sense of melody, which can carry over into

their improvisation.

In order to learn to improvise, you must take a leap and just do it, as often as possible,

without dwelling on "mistakes." Start out very simply, and progress to more difficult

situations. Try making up melodies over a modal chord progression, (chords that last for
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several bars before changing). Then, progress to simple 12-bar blues progressions. Do

this with a live or recorded accompaniment. Jamey Abersold play-along volumes 1, 2,

and 24 are good for this, and the booklets that come with the play-alongs clearly lay out

the established scales that go with all types of chords. Scale/chord relationships and many

suggestions for what to think about as you improvise can be found in these and other

volumes.

Following is a basic approach to preparing to improvise over a set of chord changes over

a tune. Use these steps with a rhythm section, play-along recording, or even a metronome.

This approach may seem mechanical at first, but it is an approach that the majority of jazz

players have used at one time or another. Always try to sing these steps as well as play

them on your instrument, as the goal of a jazz player is to pre-hear everything. Many

professional musicians apply similar procedures when confronted with complex chord

changes, such as those to "Giant Steps," by John Coltrane. A similar but more detailed

approach can be found in the text Improvising Jazz, by Trent Kynaston and Robert Ricci.

 Step 1: Play and sing the roots of all chords in a given progression as half notes and whole

notes, depending on each chords duration. If you have some music theory background, write

out or think of the chords in Roman numeral form to understand their relationship to keys.

 Step 2: Continue to play and sing chord roots, but write out and improvise rhythmic

variations.

 Step 3: Outline each chord in arpeggio fashion. Jazz is based on four note chords, often with

extensions to the 9th, 11th, and 13th. If needed, write these out in simple 8th note fashion,

going up to the chord 7th (and eventually extending to 9th, 11th, and 13th). Use ascending

and descending arpeggios. Play with legato articulation, or articulate the up-beats, as this is

the most common articulation in jazz. "Swing" the 8th notes unless playing in a rock or Latin

feel. (Play with a triplet feel, the downbeat like a quarter note triplet, the up-beat like an 8th

note triplet.)

 Step 4: Continue to outline the chords, but vary the rhythm. Concentrate on changing chords

at the correct time, with a solid sense of rhythm and continuity.

 Step 5: Relate each chord to its scale as determined by its function. Use the most common

scales at first. A scale/chord function chart, such as one found in Jamey Aebersolds "Jazz

Aids," can be very helpful. Use descending as well as ascending scales.

 Step 6: Alternate ascending and descending scales through the progression.
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 Step 7: Try connecting chords by ear, using half and whole steps with sustained notes. Be

especially aware that chord 7ths usually resolve down to chord 3rds, and that flatted 9ths

usually resolve down by half step to chord 5ths. Major 3rds have a tendency to resolve up to

the next chord.

 Step 8: Practice a combination of chord arpeggios and scales over the progression, starting

with eighth notes, and progressing to a variety of improvised rhythms. Change from scales to

arpeggios at random. At this point you may want to try some alternate scales.

 Step 9: Practice simple patterns, such as scales in 3rds, and short melodic motifs over the

entire progression.

 Step 10: By singing and playing these steps, you should now have the sound and duration of

the chords and scales in your head and under your fingers. Combine what you know to create

your own melodies. Start inserting chromatic passing tones between scale and chord tones.

Jazz musicians often emphasize chord extensions, such as chord 9ths, 11ths, and 13ths, both

lowered and raised by half steps. (The unaltered 11th in a chord with a major third needs to

be handled with care.) Use your ear and play what sounds good to you. Vary your rhythms,

and try to keep a good sense of time. In order to maintain a good sense of melody, think

about what you would sing, and use your instrument as an extension of your voice. Use

repetition and sequence (repeated motifs at different pitch levels) to develop your solo. Do as

much as you can by ear.

Band directors and students can write out exercises based on the above steps, and these

exercises can be used to teach the above concepts in a group, as well as individually.

Ultimately, improvisation skills are learned and developed as a person practices and

experiments on his or her own, playing along with other performers whenever possible,

using play-along recordings, studying jazz theory concepts, and transcribing and imitating

recordings of jazz masters.

Topic : What Is Jazz?

Topic Objective:

At the end of this topic student would be able to:

 Identify the important social, political, and technological developments of the 20th century

and determine their influence on the creation and evolution of jazz.
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 Determine how aspects of past musical eras were incorporated or avoided in jazz, and

identify new artistic innovations that have led, and continue to lead, us into the future.

 Recognize principal jazz composers and performers, along with their primary influences and

individual contributions.

 Identify specific masterworks of jazz and discuss the social milieu, personal lives, and

creative processes of the composers who created them and the performers who performed

them.

Definition/Overview:

Jazz is a primarily American musical art form which originated at the beginning of the 20th

century in African American communities in the Southern United States from a confluence of

African and European music traditions. The style's West African pedigree is evident in its use

of blue notes, improvisation, polyrhythms, syncopation, and the swung note. From its early

development until the present, jazz has also incorporated music from 19th and 20th century

American popular music. The word jazz began as a West Coast slang term of uncertain

derivation and was first used to refer to music in Chicago in about 1915; for the origin and

history, see Jazz (word). Jazz has, from its early 20th century inception, spawned a variety of

subgenres, from New Orleans Dixieland dating from the early 1910s, big band-style swing

from the 1930s and 1940s, bebop from the mid-1940s, a variety of Latin jazz fusions such as

Afro-Cuban and Brazilian jazz from the 1950s and 1960s, jazz-rock fusion from the 1970s

and late 1980s developments such as acid jazz, which blended jazz influences into funk and

hip-hop. As the music has spread around the world it has drawn on local national and

regional musical cultures, its aesthetics being adapted to its varied environments and giving

rise to many distinctive styles.

Key Points:

1. History of Jazz

Jazz is a primarily American musical art form which originated at the beginning of the

20th century in African American communities in the Southern United States from a

confluence of African and European music traditions. The style's West African

pedigree is evident in its use of blue notes, improvisation, polyrhythms, syncopation,

and the swung note. From its early development until the present, jazz has also
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incorporated music from 19th and 20th century American popular music. The word

jazz began as a West Coast slang term of uncertain derivation and was first used to

refer to music in Chicago in about 1915.

Jazz has, from its early 20th century inception, spawned a variety of subgenres, from

New Orleans Dixieland dating from the early 1910s, big band-style swing from the

1930s and 1940s, bebop from the mid-1940s, a variety of Latin jazz fusions such as

Afro-Cuban and Brazilian jazz from the 1950s and 1960s, jazz-rock fusion from the

1970s and late 1980s developments such as acid jazz, which blended jazz influences

into funk and hip-hop. As the music has spread around the world it has drawn on local

national and regional musical cultures, its aesthetics being adapted to its varied

environments and giving rise to many distinctive styles.

2. Origins

By 1808 the Atlantic slave trade had brought almost half a million Africans to the

United States. The slaves largely came from West Africa and brought strong tribal

musical traditions with them. Lavish festivals featuring African dances to drums were

organized on Sundays at Place Congo, or Congo Square, in New Orleans until 1843,

as were similar gatherings in New England and New York. African music was largely

functional, for work or ritual, and included work songs and field hollers. The African

tradition made use of a single-line melody and call-and-response pattern, but without

the European concept of harmony. Rhythms reflected African speech patterns, and the

African use of pentatonic scales led to blue notes in blues and jazz.

3. New Orleans music

The music of New Orleans had a profound effect on the creation of early jazz. Many

early jazz performers played in the brothels and bars of red-light district around Basin

Street called "Storyville." In addition, numerous marching bands played at lavish

funerals arranged by the African American community. The instruments used in

marching bands and dance bands became the basic instruments of jazz: brass and

reeds tuned in the European 12-tone scale and drums. Small bands of primarily self-

taught African American musicians, many of whom came from the funeral-procession

tradition of New Orleans, played a seminal role in the development and dissemination
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of early jazz, traveling throughout Black communities in the Deep South and, from

around 1914 on, Afro-Creole and African American musicians playing in vaudeville

shows took jazz to western and northern US cities.

5. 1920s and 1930s

Prohibition in the United States (from 1920 to 1933) banned the sale of alcoholic

drinks, resulting in illicit speakeasies becoming lively venues of the "Jazz Age", an

era when popular music included current dance songs, novelty songs, and show tunes.

Jazz started to get a reputation as being immoral and many members of the older

generations saw it as threatening the old values in culture and promoting the new

decadent values of the Roaring 20s. From 1919 Kid Ory's Original Creole Jazz Band

of musicians from New Orleans played in San Francisco and Los Angeles where in

1922 they became the first black jazz band of New Orleans origin to make recordings.

However, the main centre developing the new "Hot Jazz" was Chicago, where King

Oliver joined Bill Johnson. That year also saw the first recording by Bessie Smith, the

most famous of the 1920s blues singers.

6. Swing

The 1930s belonged to popular swing big bands, in which some virtuoso soloists

became as famous as the band leaders. Key figures in developing the "big" jazz band

included bandleaders and arrangers Count Basie, Cab Calloway, Jimmy and Tommy

Dorsey, Duke Ellington, Benny Goodman, Fletcher Henderson, Earl Hines, Glenn

Miller, and Artie Shaw. Swing was also dance music and it was broadcast on the radio

'live' coast-to-coast nightly across America for many years. Although it was a

collective sound, swing also offered individual musicians a chance to 'solo' and

improvise melodic, thematic solos which could at times be very complex and

'important' music. Included among the critically acclaimed leaders who specialized in

live radio broadcasts of swing music as well as "Sweet Band" compositions during

this era was Shep Fields.

Over time, social strictures regarding racial segregation began to relax, and white

bandleaders began to recruit black musicians. In the mid-1930s, Benny Goodman

hired pianist Teddy Wilson, vibraphonist Lionel Hampton, and guitarist Charlie
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Christian to join small groups. An early 1940s style known as "jumping the blues" or

jump blues used small combos, up-tempo music, and blues chord progressions. Jump

blues drew on boogie-woogie from the 1930s. Kansas City Jazz in the 1930s marked

the transition from big bands to the bebop influence of the 1940s.

6. Beginnings of European jazz

Outside of the United States the beginnings of a distinct European style of jazz

emerged in France with the Quintette du Hot Club de France which began in 1934.

Belgian guitar virtuoso Django Reinhardt popularized gypsy jazz, a mix of 1930s

American swing, French dance hall "musette" and Eastern European folk with a

languid, seductive feel. The main instruments are steel stringed guitar, violin, and

double bass. Solos pass from one player to another as the guitar and bass play the role

of the rhythm section. Some music researchers hold that it was Philadelphia's Eddie

Lang (guitar) and Joe Venuti (violin) who pioneered the gypsy jazz form , which was

brought to France after they had been heard live or on Okeh Records in the late 1920s.

7. Pop fusion and other subgenres

In the early 1980s, a lighter commercial form of jazz fusion called pop fusion or

"smooth jazz" became successful and garnered significant radio airplay. Smooth jazz

saxophonists include Grover Washington, Jr., Kenny G and Najee. Smooth jazz

received frequent airplay with more straight-ahead jazz in quiet storm time slots at

radio stations in urban markets across the U.S., helping to establish or bolster the

careers of vocalists including Al Jarreau, Anita Baker, Chaka Khan, and Sade.

In the late 1980s and early 1990s, several subgenres fused jazz with popular music,

such as Acid jazz, nu jazz, and jazz rap. Acid jazz and nu jazz combined elements of

jazz and modern forms of electronic dance music. While nu jazz is influenced by jazz

harmony and melodies, there are usually no improvisational aspects. Jazz rap fused

jazz and hip-hop. Gang Starr recorded "Words I Manifest," "Jazz Music," and "Jazz

Thing", sampling Charlie Parker and Ramsey Lewis, and collaborating with Branford

Marsalis and Terence Blanchard. Beginning in 1993, rapper Guru's Jazzmatazz series

used jazz musicians during the studio recordings.
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Topic : Appreciating Jazz Improvisation

Topic Objective:

At the end of this topic student would be able to:

 Discuss the modes

 Discuss the concepts of Targeting

 Discuss the "Flat 9" Theory

 Understand the Pentatonics

 Discuss the Cells and Lines

Definition/Overview:

The topic discusses that there are many different ways to go about describing jazz

improvisation. Improvisation is the most important aspect of jazz. Many People have

different beliefs or views on how to go about learning how to improvise. Basically,

improvisation is composing on the spot and coming up with melodies off the top of one's

head. There are several techniques to do this effectively.

Key Points:

1. Modes

A mode is musical scale derived from various chords or chords. Musicians can use these

"modes" as a pool of available notes. For example, if a musician comes across a C7 chord.

The natural mode to play over this chord is a "C mixolydian" scale. These are various

chord derivations: C7 → C mixolydian C-7 → C dorian Cmaj7 → C Ionian (natural major)

Cmaj7 → C Lydian mode Csusb9 → C phrygian C- → C Aeolian mode (natural minor)

C/C7b5 → C Locrian

2. Targeting

One of the first concepts of jazz improvisation is targeting. The main idea of targeting is

basically landing on the important tones of a chord. A chord is built up of the 1,3,5,and 7th

degree of the scale. These are the "most important" tones in the chord. There are a number

of ways to target a chord tone. The first is by ascending or descending chromatic approach.
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This means playing the note above or below one of the chord tones. In the key of c, the

notes in the chord are C(1),E(3), G(5), and B(7). So by playing an eflat at the end of a line

then resolving to an E, this would be one basic example of targeting and would be

targeting the third of the chord(E).

3. "Flat 9" Theory

Another approach to improvisation is known as the three to flat nine theory. This is a very

Be-Bop approach to improv, just like targeting. This technique is just using the third of

the chord (in c it would be E), and playing the flat nine of the chord with it in various

ways (in c the flat nine would be D flat). This technique has a very distinct and unique

sound to it.

4. Pentatonics

Pentatonics are a more advanced method to improvisation. John Coltrane used pentatonics

extensively. Most scales are made up of seven notes: (in the key of C - the major scale) C

D E F G A B). The pentatonic scale comprises only five notes of the major scale (C

pentatonic scale is C D E G A). Pentatonics are useful in pattern form and that is how they

are usually played. One pattern using the pentatonic scale could be 3 6 5 2 3 5 (in C: E A G

D E G).

5. Cells and Lines

Almost every jazz musician has cells or lines, although they don't like to admit it. Lines

(also known as licks) are pre-planned ideas the artist plays over and over. Lines can be

obtained by listening to Jazz records and transcribing what the professionals play during

their solos. Transcribing is putting what you hear in a record onto music paper. Cells are

basically the same things as lines, but they are shorter.
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Topic : The Origins Of Jazz

Topic Objective:

At the end of this topic student would be able to:

 Posses excellent technical command of their instrument. They must be able to translate what

he "hears" in his mind to his instrument instantaneously.

 To have a well developed "ear". The ability to not only hear in the "in tune, out of tune" sense

but be able to hear chord structures and melodic lines. In many cases the piano player will use

"chord substitutions" for the original chords (to make it more interesting) that the soloist must

navigate by hearing alone.

 Must be capable of remembering literally hundreds of tunes to be called up at a moments

notice. This includes not only the melody but the chords as well.

 Developing the ability to listen and interact with the group at the present moment and

contribute to the overall performance.

 Be able to think ahead, compose, edit and perform, almost without thinking.

Definition/Overview:

The origin of the word jazz is one of the most sought-after word origins in modern American

English. The word's intrinsic interest the American Dialect Society named it the Word of the

Twentieth Century has resulted in considerable research, and its history is well-documented.

As discussed in more detail below, jazz began as a West Coast slang term around 1912, the

meaning of which varied but which did not refer to music or sex. Jazz came to mean jazz

music in Chicago around 1915. Jazz was played in New Orleans prior to that time but was not

called jazz.

Key Points:

1. Earliest use

The earliest known references to jazz are in the sports pages of various West Coast

newspapers covering the Pacific Coast League, a baseball minor league. The earliest

example, found by New York University librarian George A. Thompson, Jr. in 2003,

is from the Los Angeles Times on April 2, 1912, referring to Portland Beavers pitcher
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Ben Henderson: BEN'S JAZZ CURVE. "I got a new curve this year," softly

murmured Henderson yesterday, "and I'm going' to pitch one or two of them

tomorrow. I call it the Jazz ball because it wobbles and you simply can't do anything

with it." As prize fighters who invent new punches are always the first to get their's

[sic] Ben will probably be lucky if some guy don't [sic] hit that new Jazzer ball a mile

today. It is to be hoped that some unintelligent compositor does not spell that the Jag

ball. That's what it must be at that if it wobbles.

Henderson's jazz ball apparently was not a success, as there are no known further

references to it except for a brief mention in the Times the following day. While the

lack of further attestations shows that Henderson is unlikely to have played a

significant role in the popularization of jazz, his early use proves that the word was in

existence by 1912.

2. Jazz reaches a wider audience

A more lasting influence emerged in 1913, in a series of articles by E.T. "Scoop"

Gleeson in the San Francisco Bulletin, found by researchers Peter Tamony (who

carried out the pioneering research in this area) and Dick Holbrook that likely were

instrumental in bringing jazz to a broader public. These initial articles were written in

Boyes Springs, California, where the San Francisco Seals baseball team was in

training. In the earliest reference, on March 3, 1913, jazz was used in a negative

sense, to indicate that disparaging information about ball player George Clifford

McCarl had turned out to be inaccurate: "McCarl has been heralded all along the line

as a 'busher,' but now it develops that this dope is very much to the 'jazz.'" Three days

later, on March 6, Gleeson used jazz extensively in a longer article, in which he

explained the term's meaning, which had now turned from negative to positive

connotations:

Everybody has come back to the old town full of the old "jazz" and they promise to

knock the fans off their feet with their playing. What is the "jazz"? Why, it's a little of

that "old life," the "gin-i-ker," the "pep," otherwise known as the enthusiasalum. A

grain of "jazz" and you feel like going out and eating your way through Twin Peaks.

It's that spirit which makes ordinary ball players step around like Lajoies and Cobbs.
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The topic uses jazz several more times and says that the San Francisco Seals'

"members have trained on ragtime and 'jazz' and manager Del Howard says there's no

stopping them." The context of the article as a whole shows that a musical meaning of

jazz is not intended; rather, ragtime and "jazz" were both used as markers of ebullient

spirit. Gleeson used jazz in a number of articles in March and April 1913, and other

journalists began to use the term as well. The Bulletin on April 5, 1913, published an

article by Ernest J. Hopkins entitled "In Praise of 'Jazz,' a Futurist Word Which Has

Just Joined the Language." The article, which used the spellings jaz and jazz

interchangeably, discussed the term at length and included a highly positive

definition:

"JAZZ" (WE CHANGE the spelling each time so as not to offend either faction) can

be defined, but it cannot be synonymized. If there were another word that exactly

expressed the meaning of "jaz," "jazz" would never have been born. A new word, like

a new muscle, only comes into being when it has long been needed. This remarkable

and satisfactory-sounding word, however, means something like life, vigor, energy,

effervescence of spirit, joy, pep, magnetism, verve, virility ebulliency, courage,

happiness--oh, what's the use?--JAZZ.

Jazz, in the sense of pep and enthusiasm, continued in use in California for several

years before being submerged by the jazz music meaning. Amateur etymologist Barry

Popik has located a number of examples from the Berkeley Daily Californian and the

Daily Palo Alto, showing that jazz in this sense was collegiate slang at the University

of California, Berkeley in the period 1915 to 1917 and at Stanford University in the

period 1916 to 1918. President Benjamin Ide Wheeler at Berkeley apparently used

jazz with such frequency that many supposed he originated the term, although the

Daily Californian stated on February 18, 1916, that he denie

3. Etymology

As with many words that began in slang, there is no definitive etymology for jazz.

However, the similarity in meaning of the earliest jazz citations to jasm, a now-

obsolete slang term meaning spirit, energy, vigor and dated to 1860 in the Historical

Dictionary of American Slang, suggests that jasm should be considered the leading

candidate for the source of jazz. A link between the two words is particularly
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supported by the Daily Californian's February 18, 1916, article, which used the

spelling jaz-m, although the context and other articles in the Daily Californian from

this period show that jazz was intended. Jasm is thought to derive from or be a variant

of slang jism or gism, which the Historical Dictionary of American Slang dates to

1842 and defines as "spirit; energy; spunk." Jism also means semen or sperm, the

meaning that predominates today, causing jism to be considered a taboo word. In the

19th and early 20th centuries, however, jism could still be used in polite contexts.

Jism, or its variant jizz (which, however, is not attested in the Historical Dictionary of

American Slang until 1941), has also been suggested as a direct source for jazz. A

direct derivation from jism is phonologically unlikely; jasm itself would be, according

to this assumption, the intermediary form.

Other proposed origins include French jaser, meaning to chatter or chat, and French

chasser, meaning to chase or hunt. Daniel Cassidy, a film-maker, musician, and

writer, has argued for a derivation from Irish teas, which is pronounced /tʃs/ ("chass")

and means "heat". Although they cannot be ruled out absolutely, such derivations lack

empirical supporting evidence and must be considered speculative.

Scoop Gleeson, who first popularized the word, wrote in an article in the Call-Bulletin

on September 3, 1938, that he learned the word from sports editor William "Spike"

Slattery when the two were at Boyes Springs. Gleeson said that Slattery had picked up

the expression in a craps game. "Whenever one of the players rolled the dice he would

shout 'Come on, the old jazz.'" Assuming the accuracy of this noncontemporaneous

recollection, the craps use of jazz appears to be a nonce-use and does not provide

much information about the word's origin.

4. Application of jazz to music

Jazz began to be applied to music in Chicago, around 1915. The earliest known

attestation, found by Yale Book of Quotations editor Fred R. Shapiro, is from the

Chicago Daily Tribune on July 11, 1915. Blues Is Jazz and Jazz Is Blues. The Worm

had turned--turned to fox trotting. And the "blues" had done it. The "jazz" had put pep

into the legs that had scrambled too long for the 5:15. At the next place a young

woman was keeping "Der Wacht Am Rhein" and "Tipperary Mary" apart when the

interrogator entered. "What are the blues?" he asked gently. "Jazz!" The young
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woman's voice rose high to drown the piano. . The blues are never written into music,

but are interpolated by the piano player or other players. They aren't new. They are

just reborn into popularity. They started in the south half a century ago and are the

interpolations of darkies originally. The trade name for them is "jazz." Thereupon

"Jazz" Marion sat down and showed the bluest streak of blues ever heard beneath the

blue. Or, if you like this better: "Blue" Marion sat down and jazzed the jazziest streak

of jazz ever. Saxophone players since the advent of the "jazz blues" have taken to

wearing "jazz collars," neat decollate things that give the throat and windpipe full

play, so that the notes that issue from the tubes may not suffer for want of blues--

those wonderful blues.

In Section 2 of this course you will cover these topics:
Early Jazz

Swing

Duke Ellington.

The Count Basie Bands
Topic : Early Jazz

Topic Objective:

At the end of this topic student would be able to:

 Clear understanding from its early development until the present

 Getting familiar with the Hot Jazz, Stride Piano and Paving the Way

 Developing a clear overview of Early Jazz Musicians

Definition/Overview:

From its early development until the present, jazz has also incorporated music from 19th and

20th century American popular music. The word jazz began as a West Coast slang term of

uncertain derivation and was first used to refer to music in Chicago in about 1915; for the

origin and history. Jazz has, from its early 20th century inception, spawned a variety of

subgenres, from New Orleans Dixieland dating from the early 1910s, big band-style swing

from the 1930s and 1940s, bebop from the mid-1940s, a variety of Latin jazz fusions such as

Afro-Cuban and Brazilian jazz from the 1950s and 1960s, jazz-rock fusion from the 1970s

and late 1980s developments such as acid jazz, which blended jazz influences into funk and

hip-hop. As the music has spread around the world it has drawn on local national and
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regional musical cultures, its aesthetics being adapted to its varied environments and giving

rise to many distinctive styles

While jazz may be difficult to define, improvisation is clearly one of its key elements. Early

blues was commonly structured around a repetitive call-and-response pattern, a common

element in the African American oral tradition. A form of folk music which rose in part from

work songs and field hollers of rural Blacks, early blues was also highly improvisational.

These features are fundamental to the nature of jazz. While in European classical music

elements of interpretation, ornamentation and accompaniment are sometimes left to the

performer's discretion, the performer's primary goal is to play a composition as it was written.

Key Points:

1. Born in New Orleans

New Orleans in the first two decades of the 20th century was a musical melting pot of

musical styles. African music was still prominent, as drumming and dancing were

some of the few freedoms allowed slaves before emancipation. Ragtime was popular,

and its up-tempo and syncopated rhythms had a profound influence on later styles.

Military marching bands had begun to influence New Orleans music, in terms of

musical forms and also the types of instruments that were available. Communities

formed brass bands that played and marched in parades to accompany funerals and

holidays. Musicians based in the red light district of New Orleans, known as

Storyville, combined these styles with blues and improvisation, developing the first

forms of jazz in bars and brothels.

2. Hot Jazz

Early jazz is often referred to as Hot Jazz, and sometimes Dixieland music. It

incorporated the fast and spirited nature of ragtime, and the use of trumpets,

trombones, drums, saxophones, clarinets, banjos, and either a bass or a tuba. Also,

contrasting with classical music and ragtime, there was an emphasis on improvisation

as opposed to written arrangements. Some sections of pieces involved collective

improvisation and others featured soloists, who strove for virtuosity.
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3. Stride Piano

Directly influenced by ragtime, the stride piano style became popular in New York

during World War I. Stride pieces are characterized by a bass line with a half-note

pulse played in the left hand while the melody and chords are played in the right hand.

The term stride comes from the action of the left hand as it strikes a bass note and

then moves swiftly up the keyboard to strike chord tones on every other beat. Stride

pianists also incorporated improvisation and blues melodies, and were keen on

technical prowess.

4. Paving the Way

Hot jazz groups and stride pianists often toured the country in vaudeville acts, and

developed followings throughout the south, and in cities such as Chicago, Detroit,

New York, and Kansas City. Bands in those regions formed as jazz became more and

more popular, and were soon filling the airwaves and dancehalls leading into the

swing era.

5. Early Jazz Musicians

 Louis Armstrong Quickly rising to fame because of his unique melodic approach and

technical skill, Armstrong was a hot jazz trumpeter and singer in New Orleans who was

instrumental in spreading the musics popularity across the country.

 Bix Beiderbecke Heavily influenced by Armstrong, Beiderbecke was a cornet player whose

cleanly improvised melodies had an influence lasting into the swing era and beyond.

 Fats Waller an exuberant performer and composer who was a master of stride piano. He

composed Jitterbug Waltz, Honeysuckle Rose, and Aint Misbehavin.

 Kid Ory a trombonist and bandleader, Kid Ory is credited with developing the tailgate style

of playing, which is when the trombonist improvises a simple rhythmic line underneath the

melody in early jazz ensembles. Louis Armstrong, King Oliver, and Sidney Bechet played in

Orys band in New Orleans.

 Sidney Bechet The first saxophone player to display great technical and improvisational skill,

Bechet was an early jazz musician whose influence stretched into later periods of jazz.
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Topic : Swing

Topic Objective:

At the end of this topic student would be able to:

 Understand the concept and history of Swing Music

 Get familiar with 1920s: Origins

 Learn and understand the Birth of Swing

 Develop a clear view of Cross-genre swing

 Get familiar with Swing revival

Definition/Overview:

Swing music, also known as swing jazz or simply swing, is a form of jazz music that

developed in the early 1930s and had solidified as a distinctive style by 1935 in the United

States. Swing uses a strong anchoring rhythm section which supports a lead section that can

include brass instruments, including trumpets and trombones, woodwinds including

saxophones and clarinets or stringed instruments including violin and guitar; medium to fast

tempos; and a "lilting" swing time rhythm. Swing bands usually featured soloists who would

improvise a new melody over the arrangement. The danceable swing style of bandleaders

such as Benny Goodman and Count Basie was the dominant form of American popular music

from 1935 to 1945. The verb "to swing" is also used as a term of praise for playing that has a

strong rhythmic "groove" or drive

Key Points:

1. 1920s: Origins

During the 1920s and early 1930s, filip dance form of jazz was popular. This style

used sweet and romantic melody accompanied by lush, romantic string orchestra

arrangements. Orchestras tended to stick to the melody as it was written, and vocals

would be sung sweetly (often in a tenor voice). Swing music abandoned the string

orchestra and used simpler, "edgier" arrangements that emphasized horns and wind

instruments and improvised melodies.
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The styles of jazz that were popular from the late teens through the late 1920s were

usually played with rhythms with a two beat feel, and often attempted to reproduce

the style of contrapuntal improvisation developed by the first generation of jazz

musicians in New Orleans. In the late 1920s, however, larger ensembles using written

arrangements became the norm, and a subtle stylistic shift took place in the rhythm,

which developed a four beat feel with a smoothly syncopated style of playing the

melody, while the rhythm section supported it with a steady four to the bar....

Louis Armstrong shared a different version of the history of swing during a

nationwide broadcast of the Bing Crosby (radio) Show Crosby said, "We have as our

guest the master of swing and I'm going to get him to tell you what swing music is."

He asked Louis to explain it. Louis said, "Ah, swing, well, we used to call it ragtime,

then bluesthen jazz. Now, it's swing. Ha! Ha! White folks yo'all sho is a mess. Ha!

Ha! Swing!"

2. 1935: Birth of Swing

The overall effect is a more sophisticated sound than the styles of the 1920s, but with

an exciting feel of its own. Most jazz bands adopted this style by the early 1930s, but

"sweet" bands remained the most popular for white dancers until Benny Goodman's

appearance at the Palomar Ballroom in August 1935. The audience of young white

dancers favored Goodman's "hot" rhythms and daring swing arrangements. "Hot

Swing" and Boogie Woogie remained the dominant form of American popular music

for the next ten years.

With the wider acceptance of swing music around 1935, larger mainstream bands

began to embrace this style of music. Large orchestras had to reorganize themselves

in order to achieve the new sound. These bands dropped their string instruments,

which were now felt to hamper the improvised style necessary for swing music. This

necessitated a slightly more detailed and organized type of composition and notation

than was then the norm. Band leaders put more energy into developing arrangements,

perhaps reducing the chaos that might result from as many as 12 or 16 musicians

spontaneously improvising. But the best swing bands at the height of the era explored

the full gamut of possibilities from spontaneous ensemble playing to highly

orchestrated music in the vein of European art music.
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3. Cross-genre swing

Many of the crooners who came to the fore after the swing era had their origins in

swing bands. An example is Bing Crosby. Frank Sinatra used the swing-band

approach to great effect in almost all of his recordings and kept this style of music

popular even after the rock 'n' roll era. In country music, artists such as Jimmie

Rodgers, Moon Mullican and Bob Wills introduced many elements of swing along

with blues to create a genre called western swing. Like Sinatra did, Mullican went

solo from the Cliff Bruner band, had a successful solo career that included many

songs that maintained a swing structure. Artists like Willie Nelson have kept the

swing elements of country music present into the rock 'n' roll era. Nat King Cole

followed Sinatra into the pop music world bringing with him a similar combination of

swing bands and ballads. Like Mullican, he was important in bringing piano to the

fore of popular music.

Rock 'n' roll era hitmakers like Fats Domino, Jerry Lee Lewis, Chuck Berry, Gene

Vincent and Elvis Presley also found time to include many swing-era standards into

their repertoire. Presley's hit "Are You Lonesome Tonight" is an old swing standard

and Lewis' "To Make Love Sweeter For You" is a new song but in the old style.

Domino made the swing standard "My Blue Heaven" a rock 'n' roll hit. Among the

critically acclaimed band leaders of the 1930s and 1940s whose performances

included elements of both "Sweet Band" music and traditional swing music was Shep

Fields.

4. Late 1990s: Swing revival

Although ensembles like the Count Basie Orchestra and the Stan Kenton Orchestra

survived into the 1950s by incorporating new musical styles into their repertoire, they

were no longer the hallmark of American popular music. In the late 1990s (1998 until

about 2000) there was a short-lived "Swing revival" movement, led by bands such as

Big Bad Voodoo Daddy, Cherry Poppin' Daddies, Royal Crown Revue, Squirrel Nut

Zippers, Lavay Smith & Her Red Hot Skillet Lickers, the Lucky Strikes and Brian

Setzer. The style also revived swing dancing, both in a traditional style, and in hybrid

approaches which blended 1930s dancing with 2000-era dance styles. In 2001 Robbie

Williams released his fifth studio album consisting mainly of popular swing covers
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titled "Swing When You're Winning" which proved to be popular in many countries

selling over 7 million copies worldwide.

In recent years Swing music has become fairly popular in Germany. Singers Roger

Cicero and Tom Gaebel have attained large followings both in their native country

and world wide. Ciceros style is predominantly that of 1940s and 1950s swing music,

combined with German lyrics; he became Germany's participant for the Eurovision

Song Contest in 2007.

Topic : Duke Ellington

Topic Objective:

At the end of this topic student would be able to:

 Discuss the Early Life

 Discuss about his Marriage and family

 Discuss about his Early career

 Discuss about the Career revival

Definition/Overview:

The topic discusses that Edward Kennedy "Duke" Ellington (April 29, 1899 May 24, 1974)

was an American composer, pianist, and bandleader. Duke Ellington was known in his life as

one of the most influential figures in jazz, if not in all American music. His reputation

increased when he died including a special award citation from the Pulitzer Prize Board.

Ellington called his music "American Music" rather than jazz, and liked to describe those

who impressed him as "beyond category." These included many of the musicians who served

with his orchestra, some of whom were considered among the giants of jazz and performed

with Ellington's orchestra for decades. While many were noteworthy in their own right, it was

Ellington who melded them into one of the most well-known orchestral units in the history of

jazz. He often composed specifically for the style and skills of these individuals, such as

"Jeep's Blues" for Johnny Hodges, "Concerto for Cootie" ("Do Nothing Till You Hear from

Me") for Cootie Williams and "The Mooche" for Tricky Sam Nanton. He also recorded songs

written by his bandsmen, such as Juan Tizol's "Caravan" and "Perdido" which brought the
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"Spanish Tinge" to big-band jazz. After 1941, he frequently collaborated with composer-

arranger Billy Strayhorn, whom he called his alter-ego.

One of the 20th century's best-known artists, Ellington recorded for many American record

companies, and appeared in several films. Ellington and his orchestra toured the United

States and Europe regularly before and after World War II. Ellington led his band from 1923

until his death in 1974.

Key Points:

1. Early life

Edward Kennedy Ellington was born on April 29, 1899 to James Edward Ellington and

Daisy Kennedy Ellington. They lived with his maternal grandparents at 2129 Ward Place,

NW in Washington, D.C. James Edward Ellington was born in Lincolnton, North Carolina

on April 15, 1879 and moved to Washington, D.C. in 1886 with his parents. Daisy

Kennedy, was born in Washington, D.C. on January 4, 1879, and was the daughter of a

former American slave. J.E. made blueprints for the United States Navy. He also worked as

a butler for Dr. Middleton F. Cuthbert, a prominent white physician, and occasionally

worked as a White House caterer. Daisy and J.E. were both piano playersshe playing parlor

songs and he operatic airs.

At the age of seven, Ellington began taking piano lessons from Mrs. Marietta Clinkscales.

Daisy surrounded her son with dignified women who reinforced his manners and taught

him to live elegantly. From his father, he absorbed self-confidence. Ellingtons childhood

friends noticed that "his casual, offhand manner, his easy grace, and his dapper dress gave

him the bearing of a young nobleman", and began calling him Duke. Ellington credited his

"chum" Edgar McEntree, "a sharp dresser himself," with the nickname. "I think he felt that

in order for me to be eligible for his constant companionship, I should have a title. So he

called me Duke."

Though Ellington took piano lessons, he was more concerned with baseball. "President

Roosevelt (Teddy) would come by on his horse sometimes, and stop and watch us play," he

recalled. Ellington went to Armstrong Technical High School in Washington, D.C. He got
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his first job selling peanuts at Washington Senators baseball games where he conquered his

stage fright.

In the summer of 1914, while working as a soda jerk at the Poodle Dog Caf, he wrote his

first composition, "Soda Fountain Rag" (also known as the "Poodle Dog Rag"). Ellington

created "Soda Fountain Rag" by ear, because he had not yet learned to read and write

music. "I would play the 'Soda Fountain Rag' as a one-step, two-step, waltz, tango, and fox

trot," Ellington has recalled. "Listeners never knew it was the same piece. I was established

as having my own repertoire." In his autobiography, Music is my Mistress, (1973) Ellington

comments he missed more lessons than he attended, feeling at the time that playing the

piano was not his talent. Over time, this would change. Ellington started sneaking into

Frank Holiday's Poolroom at age fourteen. Hearing the poolroom pianists play ignited

Ellington's love for the instrument and he began to take his piano studies seriously.

Ellington began listening to, watching, and imitating ragtime pianists, not only in

Washington, D.C., but also in Philadelphia and Atlantic City, where he vacationed with his

mother during the summer months. Dunbar High School music teacher Henry Lee Grant

gave him private lessons in harmony. With the additional guidance of Washington pianist

and band leader Oliver "Doc" Perry, Ellington learned to read sheet music, project a

professional style, and improve his technique. Ellington was also inspired by his first

encounters with James P. Johnson and Luckey Roberts, early jazz piano giants. Later in

New York he took advice from Will Marion Cook, Fats Waller, and Sidney Bechet.

Ellington started to play gigs in cafs and clubs in and around Washington, D.C. and began

to realize his love for music. His attachment grew to be so strong that he turned down an art

scholarship to the Pratt Institute in Brooklyn in 1916. He dropped out of Armstrong Manual

Training School, where he was studying commercial art, just three months shy of

graduation.

From 1917 through 1919, Ellington launched his musical career, painting commercial signs

by day and playing piano by night. Duke's entrepreneurial side came out when if a customer

would ask him to make a sign for a dance or party, he would ask them if they had musical

entertainment, if not Ellington would ask if he could play for them. He also had a

messenger job with the U.S. Navy and State Departments. Ellington moved out of his

parents' home and into one which he bought for himself as he became a successful ragtime,

jazz, and society pianist. At first, he played in other ensembles, and in late 1917 formed his
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first group, "The Dukes Serenaders" ("Colored Syncopators", his telephone directory

advertising proclaimed). He was not only a member, but also the booking agent. His first

play date was at the True Reformer's Hall where he took home 75 cents.

Ellington played throughout the Washington, D.C. area and into Virginia for private society

balls and embassy parties. The band included Otto Hardwick, who switched from bass to

saxophone; Arthur Whetsol on trumpet; Elmer Snowden on banjo; and Sonny Greer on

drums. The band thrived, performing for both African-American and white audiences, a

rarity during the racially divided times.

2. Marriage and family

With his career taking off, Ellington felt secure enough to marry his high school sweetheart,

Edna Thompson, on July 2, 1918 when he was 19. Shortly after their marriage, on March

11, 1919 Edna gave birth to their only son, Mercer Kennedy Ellington, who went on to play

trumpet, lead his own band and work as the road manager of his father's band, eventually

taking it over after Duke's death. He was an important archivist of his father's musical life.

Ellington's sister, Ruth, later ran Tempo Music, Ellington's music publishing company.

Ellington's granddaughter Mercedes is a dancer who has performed in network television

productions. Grandson Paul Ellington is a pianist and composer who now leads the Duke

Ellington Orchestra.

3. Early career

When his drummer Sonny Greer was invited to join the Wilber Sweatman Orchestra in

New York City, Ellington made the fateful decision to leave behind his successful career in

Washington, D.C. and aspire to the challenge of Harlem. The 'Harlem Renaissance' was in

progress. New dance crazes, like the Charleston, were bred there as well as African-

American musical theater, including Eubie Blake's Shuffle Along. After the young

musicians left the Sweatman Orchestra to strike out on their own, they found an emerging

jazz scene that was highly competitive and hard to crack. They hustled pool by day and

played whatever gig they could find. The young band met Willie "The Lion" Smith who

showed them the scene and even gave them spare cash. They played at rent-house parties to

get by. After a few months, the young musicians returned to Washington, D.C. feeling

discouraged.
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But in June 1923, a gig in Atlantic City, New Jersey led to a play date at the prestigious

Exclusive Club in Harlem, followed in September 1923 by a move to the Hollywood Club,

49th and Broadway, and a four-year engagement which gave Ellington a solid artistic base.

The group was called Elmer Snowden and his Black Sox Orchestra and had seven

members, including James "Bubber" Miley, a trumpeter whose growling style changed the

"sweet" dance band sound of the group to one that was edgier and hotter. They renamed

themselves "The Washingtonians". When Snowden left the group in early 1924, Ellington

took over as bandleader. After a fire, the club was re-opened as the Club Kentucky (often

referred to as the "Kentucky Club"), an engagement which set the stage for the biggest

opportunities in Ellington's life.

Ellington made eight records in 1924, receiving composing credit on three including Choo

Choo. In 1925, Ellington contributed four songs to Chocolate Kiddies, an all-African-

American revue which introduced European audiences to African-American styles and

performers. "Duke Ellington and his Kentucky Club Orchestra" grew to a ten-piece

organization, developing their distinct sound, displaying the non-traditional expression of

Ellingtons arrangements, the street rhythms of Harlem, and the exotic-sounding trombone

growls and wah-wahs, high-squealing trumpets, and sultry saxophone blues licks of the

band members. For a short time, the great soprano saxophonist Sidney Bechet played with

the group, imparting his propulsive swing and superior musicianship on the young band

members. This helped attract the attention of some of the biggest names of jazz, including

Paul Whiteman.

In 1927, King Oliver turned down a regular booking for his group as the house band at

Harlem's Cotton Club; the offer passed to Ellington. With a weekly radio broadcast and

famous clientle nightly pouring in to see them, Ellington and his band thrived in the period

from 1932 to 1942, a "golden age" for the poor boys from Washington D.C.

Trumpeter Bubber Miley was a member of the orchestra for only a short period but had a

major influence on Ellington's sound. An early experimenter in jazz trumpet growling,

Miley is credited with morphing the band's style from rigid dance instrumentation to a

growling 'jungle' style. He also composed most of "Black and Tan Fantasy" and "Creole

Love Call". An alcoholic, Miley had to leave the band before they gained wider fame. He

died in 1932 at the age of twenty-nine. He was an important influence on Cootie Williams,

who replaced him.
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In 1927 Ellington made a career-advancing agreement with agent-publisher Irving Mills

giving Mills a 45% interest in Ellington's future. The brash, shrewd Mills had an eye for

new talent and early on published compositions by Hoagy Carmichael, Dorothy Fields, and

Harold Arlen. During the 1930s, Ellington's popularity continued to increase, largely as a

result of the promotional skills of Mills, who got more than his fair share of co-composer

credits. Mills arranged recording sessions on the Brunswick, Victor, and Columbia labels

which gave Ellington popular recognition. Mills took the management burden off of

Ellington's shoulders, allowing him to focus on his band's sound and his compositions.

Ellington ended his association with Mills in 1937, although he continued to record under

Mills' banner through 1940.

At the Cotton Club, Ellington's group performed all the music for the revues, which mixed

comedy, dance numbers, vaudeville, burlesque, hot music, and illegal alcohol. The musical

numbers were composed by Jimmy McHugh and the lyrics by Dorothy Fields (later Harold

Arlen and Ted Koehler), with some Ellington originals mixed in. Weekly radio broadcasts

from the club gave Ellington national exposure. In 1929, Ellington appeared in his first

movie, a nineteen-minute all-African-American RKO short, Black and Tan, in which he

played the hero "Duke". In the same year, The Cotton Club Orchestra appeared on stage for

several months in Florenz Ziegfeld's Show Girl, along with vaudeville stars Jimmy

Durante, Eddie Foy, Jr., Al Jolson, Ruby Keeler, and with music and lyrics by George

Gershwin and Gus Kahn. That feverish period also included numerous recordings, under

the pseudonyms "Whoopee Makers", "The Jungle Band", "Harlem Footwarmers", and the

"Ten Black Berries". In 1930, Ellington and his Orchestra connected with a whole different

audience in a concert with Maurice Chevalier and they also performed at the Roseland

Ballroom, "America's foremost ballroom". Noted composer Percy Grainger was also an

early admirer and supporter.

In 1929, when Ellington conducted the orchestra for Show Girl, he met Will Vodery,

Ziegfelds musical supervisor. In his 1946 biography, Duke Ellington, Barry Ulanov wrote:

From Vodery, as he (Ellington) says himself, he drew his chromatic convictions, his uses of

the tones ordinarily extraneous to the diatonic scale, with the consequent alteration of the

harmonic character of his music, its broadening, The deepening of his resources. It has

become customary to ascribe the classical influences upon Duke - Delius and Debussy and

Ravel - to direct contact with their music. Actually his serious appreciation of those and
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other modern composers, came after his meeting with Vodery. Ulanov, Barry. Duke

Ellington, Creative Age Press, 1946.

As the Depression deepened, the recording industry took a dive, dropping over 90% by

1933. Ellington and his orchestra survived the hard times by taking to the road in a series of

tours. Radio exposure also helped maintain his popularity. Ivie Anderson was hired as their

vocalist (Sonny Greer had been providing occasional vocals). Normally, Ellington led the

orchestra by conducting from the keyboard using piano cues and visual gestures; very

rarely did he conduct using a baton. As a bandleader, Ellington was not a strict

disciplinarian but he maintained control of his orchestra for decades to come with a crafty

combination of charm, humor, flattery, and astute psychology. A complex, private person,

he revealed his feelings to only his closest intimates and effectively used his public persona

to deflect attention away from himself.

While their United States audience remained mainly African-American in this period, the

Cotton Club had a near exclusive white clientle and the band had a huge following

overseas, demonstrated both in a trip to England in 1933 and a 1934 visit to the European

mainland. The English visit saw Ellington win praise from members of the "serious" music

community, including composer Constant Lambert, which gave a boost to his aspirations to

compose longer "serious" pieces. And for agent Mills, it was a publicity triumph, as

Ellington was now "internationally famous". On their tour through the segregated South in

1934, they avoided some of the traveling difficulties of African-American musicians by

touring in private railcars, which provided easy accommodations, dining, and storage for

equipment, while avoiding the indignities of segregated facilities.

The death of Ellington's mother in 1935 led to a temporary slump in his career. Competition

was also intensifying, as African-American and white "Swing Bands" began to rocket to

popular attention, including those of Benny Goodman, Tommy Dorsey, Jimmy Dorsey,

Jimmie Lunceford, Benny Carter, Earl Hines, Chick Webb, and Count Basie. Swing

dancing became a youth phenomenon, particularly with white college audiences, and

"danceability" drove record sales and bookings. Jukeboxes proliferated nationwide

spreading the gospel of "swing". Ellington band could certainly "swing" with the best of

them, but Ellington's strength was mood and nuance, and richness of composition, hence

his statement "jazz is music; swing is business". The challenge for Ellington at that time

was to create a workable balance between his ceaseless artistic exploration and the popular
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requirements of that era. Ellington countered with two innovations. He made recordings for

smaller groups (sextets, octets, and nonets) drawn from his then 15-man orchestra and he

composed pieces that were concerto-like and focused on a specific instrumentalist, as with

Jeep's Blues for Johnny Hodges and Yearning for Love with Lawrence Brown.

In 1937, Ellington returned to the Cotton Club which had relocated to the mid-town theater

district. In the summer of that year, his father died, and due to many expenses Ellington's

financial condition was tight. Things improved in 1938 and he met and moved in with

Cotton Club employee Beatrice "Evie" Ellis. After splitting with agent Irving Mills, he

signed on with William Morris. The 1930s ended with a very successful European tour just

as World War II loomed.

Ellington delivered some huge hits during the 1930s, which greatly helped to build his

overall reputation "Mood Indigo" in 1930, "It Don't Mean a Thing (If It Ain't Got That

Swing)" in 1932, "Sophisticated Lady" in 1933, "In a Sentimental Mood" in 1935,

"Caravan" in 1937, "I Let A Song Go Out Of My Heart" in 1938. Following shortly were

"Do Nothing Till You Hear from Me" in 1940 and "Take the "A" Train" (written by Billy

Strayhorn) in 1941.

The most important event of Ellingtons golden age was the arrival of Billy Strayhorn. Hired

as a lyricist, Strayhorn , nicknamed "Swee' Pea" for his mild manner, eventually became a

vital member of the Ellington Organization and as Ellington described him, "my right arm,

my left arm, all the eyes in the back of my head, my brain waves in his head, and his in

mine". Strayhorn, with his Classical music training, applied that knowledge to arrange and

polish future Ellington works. Ellington came to rely on Strayhorn's harmonic judgment,

discipline, and taste.

4. Duke in the 1940s

The band reached a creative peak in the early 1940s, when Ellington wrote for an orchestra

of distinctive voices and displayed tremendous creativity. In November 1943 Ellington

debuted Black, Brown and Beige in Carnegie Hall which told the struggle of African-

Americans, and began a series of concerts ideally suited to displaying Ellington's longer

works. While some jazz musicians had played at Carnegie Hall before, few had performed

anything as elaborate as Ellingtons work. Some of the musicians created a sensation in their
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own right. The short-lived Jimmy Blanton transformed the use of double bass in jazz,

allowing it to function as a solo rather than a rhythm instrument alone. Ben Webster too,

the Orchestra's first regular tenor saxophonist, started a rivalry with Johnny Hodges as the

Orchestra's foremost voice in the sax section. Ray Nance joined, replacing Cootie Williams

who had "defected", contemporary wags claimed, to Benny Goodman. Nance, however,

added violin to the instrumental colors Ellington had at his disposal. A privately made

recording of Nance's first concert date, at Fargo, North Dakota, in November 1940, is

probably the most effective display of the band at the peak of its powers during this period.

This recording is one of the first of innumerable live performances which survive, made by

enthusiasts or broadcasters, significantly expanding the Ducal discography as a result.

Three-minute masterpieces flowed from the minds of Ellington, Billy Strayhorn (from

1939), Ellington's son Mercer Ellington, and members of the Orchestra. "Cotton Tail",

"Mainstem", "Harlem Airshaft", "Streets of New York" and dozens of others date from this

period.

Ellington's long-term aim became to extend the jazz form from the three-minute limit of the

78 rpm record side, of which he was an acknowledged master. He had composed and

recorded Creole Rhapsody as early as 1931, and his tribute to his mother, "Reminiscing in

Tempo," had filled four 10" record sides in 1935; however, it was not until the 1940s that

this became a regular feature of Ellington's work. In this, he was helped by Strayhorn, who

had enjoyed a more thorough training in the forms associated with classical music than

Ellington. The first of these, "Black, Brown, and Beige" (1943), was dedicated to telling the

story of African-Americans, the place of slavery, and the church in their history.

Unfortunately, starting a regular pattern, Ellington's longer works were generally not well-

received; Jump for Joy, an earlier musical, closed after only six performances in 1941.

The first recording ban of 1942-3 had a serious effect on all the big bands because of the

resulting increase in royalty payments to musicians. The financial viability of Ellington's

Orchestra came under threat, though Ellington's income as a songwriter ultimately

subsidized it. Ellington always spent lavishly and although he drew a respectable income

from the Orchestra's operations, the band's income often just covered expenses.

Meanwhile, the development of modern jazz, or bebop, the music industry's shift to solo

vocalists such as the young Frank Sinatra as the Big Band age died out, and the diminishing
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popularity of ballroom and nightclub entertainment in the early television era all

undermined Ellington's popularity and status as a trendsetter. Bebop rebelled against

commercial jazz, dance jazz, and strict forms to become the music of jazz aficionados.

Furthermore, by 1950 the emerging African-American popular music style known as

Rhythm and Blues drew away the young African-American audience and soon Rock & Roll

followed. In the face of these major social shifts, Ellington continued on his own course,

but major defections soon affected his Orchestra and he started to retire earlier works

composed for now departed members. For a time though Ellington continued to turn out

major works, such as the Kay Davis vocal feature Transblucency and major extended

compositions such as Harlem (1950), whose score he presented to music-loving President

Harry Truman.

In 1951, Ellington suffered a major loss of personnel, with Sonny Greer, Lawrence Brown,

and most significantly, Johnny Hodges leaving to pursue other ventures. Lacking overseas

opportunities and motion picture appearances, Ellington Orchestra survived on "one-

nighters" and whatever else came their way, even six weeks in the summer of 1955 as the

band for the Aquacade in Flushing, New York, where Ellington is supposed to have

"invented" a drink known as "The Tornado," the only alcoholic concoction that features his

signature Coca Cola and sugar. Even though he made many television appearances,

Ellington's hope that television would provide a significant new venue for his type of jazz

did not pan out. The introduction of the 33 1/3 rpm LP record and hi-fi phonograph did give

new life to older compositions. However by 1955, after ten years of recording for Capitol,

Ellington no longer had a regular recording affiliation.

5. Career revival

Ellington's appearance at the Newport Jazz Festival on July 7, 1956 returned him to wider

prominence and exposed him to new audiences. The feature "Diminuendo and Crescendo in

Blue", with saxophonist Paul Gonsalves's six-minute saxophone solo, had been in the

band's book since 1937, but on this occasion it nearly created a riot. The revived attention

should not have surprised anyone Hodges had returned to the fold the previous year, and

Ellington's collaboration with Strayhorn had been renewed around the same time, under

terms amenable to the younger man. Such Sweet Thunder (1957), based on Shakespeare's

plays and characters, and The Queen's Suite the following year (dedicated to Queen
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Elizabeth II), were products of the renewed impetus which the Newport appearance had

helped to create.

A new record contract with Columbia produced Ellington's best-selling LP Ellington at

Newport and yielded six years of recording stability under producer Irving Townsend, who

coaxed both commercial and artistic productions from Ellington. In 1957, CBS (Columbia's

parent corporation) aired a live television production of A Drum Is a Woman, an allegorical

suite which received mixed reviews. Other festivals at Monterey and elsewhere provided

new venues for live exposure, and a European tour in 1958 was wildly received. After a 25-

year gap, Ellington and Strayhorn again wrote film scores, this time for Anatomy of a

Murder and Paris Blues. Despite some personnel turnover, in 1960 Ellington still possessed

a seasoned corps with Carney, Hodges, Williams, Brown, Nance, Hamilton, Procope,

Anderson, and Gonsalves. Ellington and Strayhorn, always looking for new musical

territory, produced adaptations of John Steinbeck's novel Sweet Thursday, Tchaikovsky's

Nutcracker Suite and Edvard Grieg's Peer Gynt. The late 1950s also saw Ella Fitzgerald

record her Duke Ellington Songbook with Ellington and his orchestraa recognition that

Ellington's songs had now become part of the cultural canon known as the "Great American

Songbook".

Detroit Free Press music critic Mark Stryker concludes that the work of Billy Strayhorn and

Ellington in Anatomy of a Murder is "indispensible, [although] . . . too sketchy to rank in

the top echelon among Ellington-Strayhorn masterpiece suites like Such Sweet Thunder

and The Far East Suite, but its most inspired moments are their equal." Film historians have

recognized the soundtrack "as a landmark the first significant Hollywood film music by

African Americans comprising non-diegetic music, that is, music whose source is not

visible or implied by action in the film, like an on-screen band." The score avoided the

cultural stereotypes which previously characterized jazz scores and rejected a strict

adherence to visuals in ways that presaged the New Wave cinema of the 60s."

In the early 1960s, Ellington was between recording contracts, which allowed him to record

with a variety of artists mostly not previously associated with him. The Ellington and Count

Basie orchestras recorded together and he made a record with Coleman Hawkins, plus some

work for Frank Sinatra's new Reprise label. In 1962, he participated in a session which

produced the "Money Jungle" (United Artists) album with Charles Mingus and Max Roach,

and also recorded with John Coltrane for Impulse. Musicians who had previously worked

www.bsscommunitycollege.in   www.bssnewgeneration.in  www.bsslifeskillscollege.in

32
www.onlineeducation.bharatsevaksamaj.net        www.bssskillmission.in

WWW.BSSVE.IN



with Ellington returned to the Orchestra as members: Lawrence Brown in 1960 and Cootie

Williams two years later. Ellington was by now performing all over the world, a significant

portion of each year was now spent making overseas tours, and he formed notable new

working relationships, among which included the Swedish vocalist Alice Babs, and South

African musicians Dollar Brand and Sathima Bea Benjamin (A Morning in Paris,

1963/2007). His earlier hits were now established standards, earning Ellington impressive

royalties. "The writing and playing of music is a matter of intent.... You can't just throw a

paint brush against the wall and call whatever happens art. My music fits the tonal

personality of the player. I think too strongly in terms of altering my music to fit the

performer to be impressed by accidental music. You can't take doodling seriously.

6. Last Years

Ellington was nominated for a Pulitzer Prize in 1965, but was turned down. His reaction at

67 years old: "Fate is being kind to me. Fate doesn't want me to be famous too young." He

performed the first of his Sacred Concerts, an attempt at fusing Christian liturgy with jazz,

in September of the same year, and even though it received mixed reviews, Ellington was

enormously proud of the composition and performed it dozens of times. This concert was

followed by two others of the same type in 1968 and 1973, called the Second and Third

Sacred Concerts, respectively. This caused enormous controversy in what was already a

tumultuous time in the United States. Many saw the Sacred Music suites as an attempt to

reinforce commercial support for organized religion, though Ellington simply said it was,

"the most important thing I've done." The piano upon which the Sacred Concerts were

composed is part of the collection of the Smithsonian's National Museum of American

History. Like Haydn and Mozart, Ellington conducted his orchestra from the piano - he

always played the keyboard parts when the Sacred Concerts were performed.

Though his later work is overshadowed by his music of the early 1940s, Ellington

continued to make vital and innovative recordings, including The Far East Suite (1966),

"The New Orleans Suite" (1970), and "The Afro-Eurasian Eclipse" (1971), much of it

inspired by his world tours. It was during this time that Ellington recorded his only album

with Frank Sinatra, entitled Francis A. & Edward K..

Ellington was awarded the Grammy Lifetime Achievement Award in 1966. He was later

awarded several other prizes, the Presidential Medal of Freedom in 1969, and the Legion of
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Honor by France in 1973, the highest civilian honors in each country. He died of lung

cancer and pneumonia on May 24, 1974, a month after his 75th birthday, and was interred

in the Woodlawn Cemetery, The Bronx, New York City. At his funeral attended by over

12,000 people at the Cathedral of St. John the Divine, Ella Fitzgerald summed up the

occasion, "It's a very sad day. A genius has passed." Mercer Ellington picked up the reins of

the orchestra immediately after Duke's death.

7. Work in films and the theater

Ellington's film work began in 1929 with the short film Black and Tan Fantasy. His

Symphony In Black, which introduced Billie Holiday, was performed on film in 1935,

winning an Academy Award as the best musical short subject. He also appeared in the

1930 Amos 'n' Andy film Check and Double Check. He and his Orchestra continued to

appear in films throughout the 1930s and 1940s, both in short films and in features such as

Murder at the Vanities, and Belle Of The Nineties, (1934), and Cabin In The Sky (1943).

In the late 1950s, his work in films took the shape of scoring for soundtracks, notably

Anatomy of a Murder (1959), with James Stewart, in which he appeared fronting a

roadhouse combo, and Paris Blues, (1961), which featured Paul Newman and Sidney

Poitier as jazz musicians.

He wrote an original score for Shakespeare's Timon of Athens that was first used in the

Stratford Festival production that opened July 29, 1963 for director Michael Langham,

who has used it for several subsequent productions, most recently in an adaptation by

Stanley Silverman that expands on the score with some of Ellington's best-known works.

Ellington composed the score for the musical "Jump For Joy," which was performed in Los

Angeles in 1941. Ellington's sole book musical, Beggar's Holiday, was staged on

Broadway in 1946.

Sophisticated Ladies, an award-winning 1981 musical revue, incorporated many of the

tunes he made famous.

8. Memorials

Numerous memorials have been dedicated to Duke Ellington, in cities from New York and

Washington, DC to Los Angeles.
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In Ellington's birthplace of Washington, D.C., there is a school dedicated to his honor and

memory as well as one of the bridges over Rock Creek Park. The Duke Ellington School of

the Arts educates talented students, who are considering careers in the arts, by providing

intensive arts instruction and strong academic programs that prepare students for post-

secondary education and professional careers. The Calvert Street Bridge was renamed the

Duke Ellington Bridge; built in 1935, it connects Woodley Park to Adams Morgan.

On February 24, 2009, the United States Mint launched a new coin featuring Duke

Ellington, making him the first African-American to appear by himself on a circulating

U.S. coin. Ellington appears on the reverse ("tails") side of the Washington, D.C., quarter.

The coin is part of the U.S. Mint's 50 State Quarters Program and celebrates Ellington's

birthplace in the District of Columbia. Ellington is depicted on the quarter seated at a

piano, sheet music in hand, along with the inscription "Justice for All."

Ellington lived for years in a townhouse on the corner of Manhattan's Riverside Drive and

West 106th Street. After his death, West 106th Street was officially renamed Duke

Ellington Boulevard. A large memorial to Ellington, created by sculptor Robert Graham,

was dedicated in 1997 in New York's Central Park, near Fifth Avenue and 110th Street, an

intersection named Duke Ellington Circle. Although he made two more stage appearances

before his death, Ellington performed what is considered his final "full" concert in a

ballroom at Northern Illinois University on March 20, 1974. The hall was renamed the

Duke Ellington Ballroom in 1980.

Topic : The Count Basie Bands

Topic Objective:

At the end of this topic student would be able to:

 Discuss the Early years of Count Basie

 Discuss the Forties

 Understand the 'Second Testament' of Count Basie

 Discuss the Ghost Band
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Definition/Overview:

The topic discusses that The Count Basie Orchestra is a 16 to 18 piece big band, one of the

most prominent jazz performing groups of the swing era, founded by Count Basie. The band

survived the late-forties decline in big band popularity and went on to produce notable

collaborations with singers such as Frank Sinatra and Ella Fitzgerald in the fifties and sixties.

The group continued to perform and record as a ghost band after Count Basies death, and is

currently under the leadership of Bill Hughes.

Count Basie was an American jazz pianist, organist, bandleader, and composer. Widely

regarded as one of the most important jazz bandleaders of his time, Basie led his popular

Count Basie Orchestra for almost 50 years. Many notable musicians came to prominence

under his direction, including tenor saxophonists Lester Young and Herschel Evans,

trumpeters Buck Clayton and Harry "Sweets" Edison and singers Jimmy Rushing and Joe

Williams. Basie's theme songs were "One O'Clock Jump" and "April In Paris".

Key Points:

1. Early years

Count Basie arrived in Kansas City, Missouri, in 1927 playing on the Theater Owners

Bookers Association (TOBA) circuit. After playing with the Blue Devils, he joined rival

band leader Bennie Moten's band. Upon Moten's death, Basie left the group to start his own

band, taking many of his colleagues from the Moten band with him. This nine-piece group

consisted of Joe Keyes and Oran 'Hot Lips' Page on trumpet, Buster Smith and Jack

Washington on alto saxophone, Lester Young on tenor saxophone, Dan Minor on

trombone, and a rhythm section made up of Jo Jones on drums, Walter Page on bass and

Basie himself on piano. With this band, then named 'The Barons of Rhythm', Basie brought

the sound of the infamous and highly competitive Kansas City 'jam session' to club

audiences, coupling extended improvised solos with riff-based accompaniments from the

band. The group's first venue was the Reno Club in Kansas City, later moving to the Grand

Terrace in Chicago.

When music critic and record producer John Hammond heard the band on a 1936 radio

broadcast, he sought them out and offered Basie the chance to expand the group to the
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standard 13-piece big band line up. He also presented the opportunity to move the group to

New York in order to play at venues such as the Roseland Ballroom. Basie agreed, hoping

that with this new band he could retain the freedom and spirit inherent in the Kansas City

style of his nine-piece.

The band, which now included Buck Clayton on trumpet and famous blues 'shouter' Jimmy

Rushing, demonstrate this style in their first recordings with the Decca label in January

1937: in pieces such as 'Roseland Shuffle' we can hear that the soloists are at the foreground

with the ensemble effects and riffs playing a strictly functional backing role. This was a

fresh big band sound for New York, contrasting the complex jazz writing of Duke Ellington

and Sy Oliver and highlighting the difference in styles that had emerged between the east

and west coasts.

2. In New York

Following the first recording session the band's line up was reshuffled, with some of

players being replaced on the request of Hammond as part of a 'strengthening' of the band.

Trumpeters Ed Lewis and Bobby Moore replaced Keyes and Smith, and alto saxophonist

Coughey Roberts was replaced by Earl Warren. Significantly, March 1937 saw the arrival

of guitarist Freddie Green, who replaced Claude Williams to complete one of the most

respected rhythm sections in big band history. Billie Holiday also sang with the band

during this period, although never recorded with them.

Hits such as "One O'clock Jump" and "Jumpin' at the Woodside" (from 1937 and 1938

respectively) helped to gain the band, now known as the 'Count Basie Orchestra', national

and international fame. These tunes were what was known as 'head-arrangements'; not

scored in individual parts but made up of riffs memorised by the band's members.

Although some of the band's players, such as trombonist Eddie Durham, did contribute

their own written arrangements at this time, it was these 'head-arrangements' that captured

the imagination of the audience in New York and communicated the spirit of the band's

members.

In 1938, Helen Humes joined the group, replacing Billie Holiday as the female singer. She

sang mostly pop ballads, including "My Heart Belongs to Daddy" and "Blame it on my

Last Affair", acting as a gentle contrast to the blues style of Jimmy Rushing.
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3. The Forties

As time went on, the band became increasingly dependent on arrangers to provide its

music. These varied from players within the band, such as Eddie Durham and Buck

Clayton, to professional arrangers from outside the group, who could bring their own

character to band with each new piece. External arranger Andy Gibson brought the band's

harmonic style closer to the forward looking music of Duke Ellington, with arrangements

from 1940 such as "I Never Knew" and "Louisiana" introducing increased chromaticism to

the band's music. Tab Smith also contributed important arrangements at this time such as

"Harvard Blues", and others including Buster Harding and veteran arranger Jimmy Mundy

also expanded the group's repertoire at this time.

However, this influx of new arrangements led to a gradual change in the band's sound,

distancing the group musically from its West Coast roots. Rather than structuring the music

around the soloists with memorised 'head arrangements' and riffs, the group's sound at this

time became more focused on ensemble playing; closer to the traditional East Coast big

band sound. This can be attributed to the increasing reliance on arrangers to assert their own

character on to the band with their music; an indicator perhaps that Basie's ideal of a big

band sized group with the flexibility and spirit of his original Kansas City 8-piece was not to

last.

The World War II years saw some of the key members of the band leave: drummer Jo Jones

and tenor saxophone player Lester Young were both conscripted in 1944, leading to the

hiring of drummers such as Buddy Rich and extra tenor saxophonists including Illinois

Jacquet, Paul Gonzalves and Lucky Thompson. Some, such as musicologist Gunther

Schuller, have claimed that when Jo Jones left he took some of the smooth and relaxed style

of the band with him, due to his replacements, such as Sonny Payne, drumming a lot louder

and therefore raising the whole dynamic of the band to a 'harder, more clamorous brass

sound'. The ban on instrumental recordings of 1942 to 44 had a financial impact on the

Count Basie Orchestra, as it did on all big bands in America, and despite taking on new

soloists such as Wardell Gray, Basie was forced to temporarily disband the group for a

short period in 1948, before dispersing again for two years in 1950. For these two years

Basie led a reduced band of between 6 and 9 people, featuring players such as Buddy Rich,

Serge Chaloff and Buddy DeFranco.
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4. The 'Second Testament'

Basie reformed the jazz orchestra in 1952 for a series of tours, not only in America but also

in Europe in 1954 and Japan in 1963. The band also released new recordings; some

featuring guest singers such as Joe Williams, Frank Sinatra and Ella Fitzgerald, and all

reliant on music provided by arrangers, some of whom are now synonymous with the

Basie band: Neal Hefti, Quincy Jones and Sammy Nestico to name a few. This new band

became known as 'The Second Testament'., and achieved a new surge of popularity with

albums such as 1958's 'The Atomic Mr. Basie'

With this album and others of the late fifties, such as April in Paris and Basie Plays Hefti,

we can hear the epitome of the new Count Basie Orchestra sound, thanks largely to the

work of the aforementioned arrangers. The sound of the band was now that of a tight

ensemble: heavier and full bodied, and a contrast to the riff based band of the late thirties

and early forties. Whereas previously the emphasis had been on providing space for

exemplary soloists such as Lester Young and Buck Clayton, now the focus had shifted to

the arrangements themselves, despite the presence of notable soloists such as trumpeter

Thad Jones and saxophonist Frank Foster. This orchestral style was to remain the typical

sound of the band, even up to the present day; a fact that has attracted criticism from some

musicologists, notably Gunther Schuller who, in his book 'The Swing Era', described the

group as 'perfected neo-classicism...a most glorious dead end'.

5. The Ghost Band

After Basie's death in 1984, the band continued to play as a 'ghost band' under the direction

of some of the players he had hired, including Eric Dixon, Thad Jones, Frank Foster,

Grover Mitchell and now trombonist Bill Hughes. It continues to release new recordings,

for example Basie is Back from 2006 which features new recordings of classic tunes from

the Basie Orchestra's back catalogue, including "April in Paris" and even the band's early

hit "One O'clock Jump". The group also continues to produce notable collaborations, such

as with singer Ray Charles in Ray Sings Basie Swings of 2006, and with arranger Allyn

Ferguson on the 1999 album Swing Shift.

In Section 3 of this course you will cover these topics:
Bebop
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Cool Jazz

Hard Bop

Topic : Bebop

Topic Objective:

At the end of this topic student would be able to:

 Develop a clear understanding of the History of Bebop

 Understand the concepts of the Musical style

 Get familiar with the Instrumentation

 Understand and have a command on the Bebop's influence

Definition/Overview:

The topic discusses that Bebop or bop is a form of jazz characterized by fast tempos and

improvisation based on harmonic structure rather than melody. It was developed in the early

and mid-1940s. It first surfaced in musicians' argot some time during the first two years of the

Second World War.

Key Points:

1. History

The 1939 recording of "Body and Soul" by Coleman Hawkins is an important

antecedent of bebop. Hawkins' willingness to stray even briefly from the ordinary

resolution of musical themes and his playful jumps to double-time signaled a

departure from existing jazz. The recording was popular; but more importantly, from

a historical perspective, Hawkins became an inspiration to a younger generation of

jazz musicians, most notably Charlie Parker, in Kansas City.

In the 1940s, the younger generation of jazz musicians forged a new style out of the

swing music of the 1930s. Mavericks like Dizzy Gillespie, Charlie Parker, Bud

Powell and Thelonious Monk were influenced by the preceding generation's

adventurous soloists, such as pianists Art Tatum and Earl Hines, tenor saxophonists

Coleman Hawkins and Lester Young and trumpeter Roy Eldridge. Gillespie and
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Parker, both out of the Earl Hines Band in Chicago had traveled with some of the pre-

bop masters, including Jack Teagarden, Earl Hines and Jay McShann. These

forerunners of bebop began exploring advanced harmonies, complex syncopation,

altered chords, and chord substitutions and the bop generation advanced these

techniques with a more freewheeling and often arcane approach.

Minton's Playhouse in New York served as a workout room and experimental theater

for early bebop players, including Charlie Christian, who had already hinted at the

bop style in innovative solos with Benny Goodman's band.

Christian's major influence was in the realm of rhythmic phrasing. Christian

commonly emphasized weak beats and off beats, and often ended his phrases on the

second half of the fourth beat. Christian experimented with asymmetrical phrasing,

which was to become a core element of the new bop style. Swing improvisation was

commonly constructed in two or four bar phrases that corresponded to the harmonic

cadences of the underlying song form. Bop improvisers would often deploy phrases

over an odd number of bars, and overlap their phrases across bar lines and across

major harmonic cadences. Christian and the other early boppers would also begin

stating a harmony in their improvised line before it appeared in the song form being

outlined by the rhythm section. This momentary dissonance creates a strong sense of

forward motion in the improvisation. Swing improvisers commonly emphasized the

first and third beats of a measure. But in a bebop composition such as Dizzy

Gillespie's "Salt Peanuts", the rhythmic emphasis switches to the second and fourth

beats of the measure. Such new rhythmic phrasing techniques give the typical bop

solo a feeling of floating free over the underlying song form, rather than being tied

into the song form.

Swing drummers had kept up a steady four-to-the-bar pulse on the bass drum. Bop

drummers, led by Kenny Clarke, moved the drumset's time-keeping function to the

ride or hi-hat cymbal, reserving the bass drum for accents. Bass drum accents were

colloquially termed "dropping bombs." Notable bop drummers such as Max Roach,

Philly Joe Jones, Roy Haynes, and Kenny Clarke began to support and respond to

soloists, almost like a shifting call and response.
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This change increased the importance of the string bass. Now, the bass not only

maintained the music's harmonic foundation, but also became responsible for

establishing a metronomic rhythmic foundation by playing a "walking" bass line of

four quarter notes to the bar. While small swing ensembles commonly functioned

without a bassist, the new bop style required a bass in every small ensemble.

By 1950, a second wave of bebop musicians such as Clifford Brown, Sonny Stitt, and

Fats Navarro began to smooth out the rhythmic eccentricities of early bebop. Instead

of using jagged phrasing to create rhythmic interest, as the early boppers had, these

musicians constructed their improvised lines out of long strings of eighth notes, and

simply accented certain notes in the line to create rhythmic variety.

2. Musical style

Bebop differed drastically from the straightforward compositions of the swing era,

and was instead characterized by fast tempos, asymmetrical phrasing, intricate

melodies, and rhythm sections that expanded on their role as tempo-keepers. The

music itself seemed jarringly different to the ears of the public, who were used to the

bouncy, organized, danceable tunes of Benny Goodman and Glenn Miller during the

swing era. Instead, bebop appeared to sound racing, nervous, and often fragmented.

But to jazz musicians and jazz music lovers, bebop was an exciting and beautiful

revolution in the art of jazz.

While swing music tended to feature orchestrated big band arrangements, bebop

music was much more free in its structure. Typically, a theme (a "head," often the

main melody of a pop or jazz standard of the swing era) would be presented together

at the beginning and the end of each piece, with improvisational solos based on the

chords of the tune. Thus, the majority of a song in bebop style would be

improvisation, the only threads holding the work together being the underlying

harmonies played by the rhythm section. Sometimes improvisation included

references to the original melody or to other well-known melodic lines ("allusions," or

"riffs"). Sometimes they were entirely original, spontaneous melodies from start to

finish.
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Chord progressions for bebop tunes were often taken directly from popular swing-era

songs and reused with a new and more complex melody, forming new compositions.

This practice was already well-established in earlier jazz, but it came to be central to

the bebop style.

Bebop musicians also employed several harmonic devices not typical of the jazz

music that had come before. Complicated harmonic substitutions for more basic

chords became commonplace. These substitutions often emphasized certain dissonant

intervals such as the flat ninth, sharp ninth and the sharp eleventh (or tri-tone).

3. Instrumentation

The classic bebop combo consisted of saxophone, trumpet, bass, drums, and piano.

This was a format used (and popularized) by both Charlie Parker (alto sax) and Dizzy

Gillespie (trumpet) in their 1940s groups and recordings, sometimes augmented by an

extra saxophonist or guitar (electric or acoustic), occasionally adding other horns

(often a trombone), or other strings (usually fiddle or violin) or dropping an

instrument and leaving only a quartet.

Although only one part of a rich jazz tradition, bebop music continues to be played

regularly throughout the world. Trends in improvisation since its era have changed

from its harmonically-tethered style, but the capacity to improvise over a complex

sequence of altered chords is a fundamental part of any jazz education.

4. Etymology

The word "bebop" is usually stated to be nonsense syllables (vocables) which were

generated in scat singing, and is supposed to have been first attested in 1928. One

speculation is that it was a term used by Charlie Christian, because it sounded like

something he hummed along with his playing. However, possibly the most plausible

theory is that it derives from the cry of "Arriba ! Arriba !" used by Latin American

bandleaders of the period to encourage their bands. This squares with the fact that,

originally, the terms "bebop" and "rebop" were used interchangeably. By 1945, the

use of "bebop"/"rebop" as nonsense syllables was widespread in R&B music, for
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instance Lionel Hampton's "Hey Ba-Ba-Re-Bop", and a few years later in rock and

roll, for instance Gene Vincent's "Be-Bop-A-Lula" (1956).

Alternatively, but following the logic of Gammond, the term could be derived from

the shout of "Hey, vaya arriba", used by audiences to exhort a band to "Take it up".

When pronounced in Caribbean Spanish, the "V" of vaya - to some ears - has a "B"

sound and the terminal "A" of vaya continues into the initial "A" of arriba. The

resulting sound, to an American ear, would be quite similar to the phrase "Hey, Ba-Ba

Re-Bop". Also, a five note phrase, played variably melodically but always

rhythmically invoking the phrase "Hey, Ba-Ba Re-Bop", is the most repeated phrase

in all jazz improvisation from the 40's through the late 60s, thus implying that the

term might, indeed, have phraseological origins in music and not in language

5. Bebop's influence

By the mid-1950s musicians (Miles Davis and John Coltrane among others) began to

explore directions beyond the standard bebop vocabulary. Simultaneously, other

players expanded on the bold steps of bebop: "cool jazz" or "West Coast jazz", modal

jazz, as well as free jazz and avant-garde forms of development from the likes of

George Russell.

Bebop style also influenced the Beat Generation whose spoken-word style drew on

jazz rhythms, and whose poets often employed jazz musicians to accompany them.

The bebop influence also shows in rock and roll, which contains solos employing a

form similar to bop solos, and "hippies" of the 60s and 70s, who, like the boppers had

a unique, non-conformist style of dress, a vocabulary incoherent to outsiders, and a

communion through music. Fans of bebop were not restricted to the USA; the music

gained cult status in France and Japan.

More recently, Hip-hop artists (A Tribe Called Quest, Guru) have cited bebop as an

influence on their rapping and rhythmic style. Bassist Ron Carter even collaborated

with A Tribe Called Quest on 1991's The Low End Theory, and vibraphonist Roy

Ayers and trumpeter Donald Byrd were featured on Jazzmatazz, by Guru, in the same

year. Bebop samples, especially bass lines, ride cymbal swing clips, and horn and

piano riffs are found throughout the hip-hop compendium.
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Topic : Cool Jazz

Topic Objective:

At the end of this topic student would be able to:

 To discuss the Sources and tributaries

 Understand the Classic Confluence

 Get familiar with The West Coast jazz scene

 To Characterize the Cool Jazz

 Understand the Fusion of classic and jazz

Definition/Overview:

The topic discusses that during the Second World War, there was an influx of Californian

(predominantly white) jazz musicians to New York. Once there, these musicians mixed with

the mostly black bebop musicians, but were also strongly influenced by the "smooth" sound

of saxophonist Lester Young. The style that emerged became known as "cool jazz", which

avoided the aggressive tempos and harmonic abstraction of bebop. Cool jazz is often

differentiated from other jazz idioms by its emphasis on the intellectual aspects of the music.

Such aspects would include intricate arrangements, innovative forms, and through composed

feel.

Key Points:

1. Sources and tributaries

Cool jazz had several sources and tributaries. Arrangers Gil Evans and Gerry Mulligan

developed their initial ideas working for the Michael Tower Orchestra, which featured

such then-unheard-of instruments (for jazz) as french horn and tuba; the added forces

permitted Evans and Mulligan to explore softer emotional and timbral shading than had

been typical of swing-era big bands. Another variety of "cool jazz" was that of the pianist

Lennie Tristano and his students, notably the saxophonists Lee Konitz (who spent some

time in the Thornhill band) and Warne Marsh. Tristano's music is very different from

what Evans and his colleagues were up to: its "coolness" was a matter of emotional

temperature (Tristano required saxophonists to play with a "pure" tone and to concentrate
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on melodic development and interaction rather than overt emotionalism), but his

emphasis on sometimes ferociously fast tempos and on pure improvisation rather than

arrangement was closer to bebop.

2. Classic Confluence

The classic confluence of these various streams came with the 1949-1950 sessions

now best known under their later title: Miles Davis's Birth of the Cool (1950). Despite

Davis's top billing, this was in fact a collective project that drew together many

players and arrangers/composers from the period: Davis, Evans, Mulligan, Konitz,

John Lewis, Gunther Schuller, and Johnny Carisi, although according to Evans, Miles

Davis was the musician who best represented this style of jazz. Issued only shortly

after bebop had begun to establish itself, this recording offered an alternative aesthetic

that was initially unpopular it originally sold poorly and the band did not last long but

slowly established itself as a jazz classic.

3. The West Coast jazz scene

Despite its impact in the New York scene, cool jazz later became strongly identified

with the West Coast jazz scene. Californian group The Dave Brubeck Quartet

recorded the popular Cool Jazz album Time Out in 1959, which rose to number two

on the Billboard "Pop Albums" chart. The Cool Jazz influence stretches into such

later developments as bossa nova, modal jazz (especially in the form of Davis's Kind

of Blue 1959), and even free jazz (in the form of Jimmy Giuffre's 1961-1962 trio)

4. Characterization of Cool Jazz

Cool jazz is a style that is generally described as a reaction of sorts against bebop -

one that deemphasises technical virtuosity in favor of lyricism. The term "cool"

connotes an emotional detachment. The first recorded examples of this style were by

pianist Lennie Tristano and by trumpeter Miles Davis in the late 1940's. Cool jazz

tended to feature harmonies and horn arrangements that were more complex than the

simple head arrangements of bebop, but the tempos and the pace of the solos were

less frantic. The brand of cool jazz played by Lennie Tristano did not usually involve
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such complex arrangements, and was often done at faster tempos, but was still

perceived to be more emotionally detached than bebop.

Although Tristano and Davis were both based in New York, cool jazz eventually

became associated with West coast musicians, and is therefore sometimes called West

coast jazz. To some, this term refers to a specific form of cool jazz in which there is

rarely a piano and in which harmonies are stated by the horns arranged in

counterpoint - not unlike the music of old New Orleans in this respect, but with a

more controlled, even classical sound.

5. Fusion of classic and jazz

The classical influence eventually led to a more deliberate fusion of classic and jazz

that was called third stream music. This music tends to emphasize composition and

arrangement over improvisation, although certainly improvisation continued to play a

large role in the music. Composers Gil Evans, Gunther Schuller, and George Russell

were some of the important figures in this movement.

Topic : Hard Bop

Topic Objective:

At the end of this topic student would be able to:

 Understand the hard bop style of Jazz

 Get familiar with the History

 Understand the Jazz world

 Discuss the hard bop style

Definition/Overview:

Hard bop is a style of jazz that is an extension of bebop (or "bop") music. Hard bop

incorporates influences from rhythm and blues, gospel music, and blues, especially in the

saxophone and piano playing. David H. Rosenthal also contends in his book Hard Bop that it

is to a large degree the natural creation of a generation of black American musicians who

grew up at a time when bop and rhythm and blues were the dominant forms of black
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American music and prominent jazz musicians like Tadd Dameron worked in both genres.

Another one of the ,major influences in this genre was Miles Davis.

Key Points:

1. History

Hard bop was developed in the mid-1950s, partly in response to the vogue for cool

jazz that became popular in the early 1950s. A simplistic definition states that cool

jazz, or "west coast" jazz, emphasized the more European elements of the music,

deriving to a great extent from the "chamber jazz" experiments of the Miles Davis

nonet, while hard bop brought the church and gospel music back into jazz,

emphasizing the African elements. In fact, both cool and hard bop contains European

and African elements, but the simplistic definition offers a short-hand way of

addressing the difference. The hard bop style coalesced in 1953 and 1954, paralleling

the rise of rhythm and blues, the latter developed by African-American musicians in

part as a means of giving their audiences dance music in the wake of the decline of

the swing bands, and the abandonment of jazz as a music to dance by as bebop

emerged, with its intricacies and emphasis on being a serious listening experience.

2. Jazz world

In 1954, Davis' performance of the title track of his album Walkin' at the very first

Newport Jazz Festival, held that same year, announced the style to the jazz world.

Davis would form his first great quintet with John Coltrane in 1955 to play hard bop,

before moving on to other things. Other key documents were the two volumes of the

Blue Note albums A Night at Birdland, also from 1954, recorded at the legendary jazz

club months before the Davis set at Newport. The quintet by Art Blakey featured

pianist Horace Silver and trumpeter Clifford Brown, all of whom would be leaders in

the hard bop movement along with Davis. Blakey and Silver would start the seminal

band The Jazz Messengers, although Silver would leave to front his own hard-bop

groups in 1956, and Brown formed the other trend-setting hard bop band with

drummer Max Roach, the Brown-Roach Quintet.
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3. The hard bop style

The hard bop style enjoyed its greatest popularity in the 1950s and 1960s, but hard

bop performers, and elements of the music, remain popular in jazz. According to Nat

Hentoff in his 1957 liner notes for the Blakey Columbia LP of the same name, the

phrase "hard bop" was originated by author-critic-pianist John Mehegan, jazz

reviewer of the New York Herald Tribune at that time. Soul jazz developed from hard

bop.

4. Musicians

Musicians who contributed prominently to the hard bop style include Cannonball

Adderley, Sonny Stitt, Jimmy Bruno, Donald Byrd, Sonny Clark, Lou Donaldson,

Kenny Drew, Benny Golson, Dexter Gordon, Joe Henderson, Andrew Hill, Freddie

Hubbard, Jackie McLean, Charles Mingus, Blue Mitchell, Hank Mobley, Thelonious

Monk, Lee Morgan, and Sonny Rollins.

In Section 4 of this course you will cover these topics:
Miles Davis, His Groups And Sidemen

John Coltrane.

Avant-Garde Of The 1960'S And 1970'S

Topic : Miles Davis, His Groups And Sidemen

Topic Objective:

At the end of this topic student would be able to:

 Discuss the Early life (1926 to 1944)

 Bebop, Birth of the Cool, and Hard Bop (1945 to 1954)

 Discuss the First great quintet and sextet (1955 to 1958)

 Discuss the Recordings with Gil Evans (1957 to 1963)

 Understand Kind of Blue (1959 to 1964)

Definition/Overview:

The topic discusses that Miles Dewey Davis III (May 25, 1926 September 28, 1991) was an

American jazz trumpeter, bandleader, and composer.
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Widely considered one of the most influential musicians of the 20th century, Davis was at the

forefront of almost every major development in jazz from World War II to the 1990s: he

played on various early bebop records and recorded one of the first cool jazz records; he was

partially responsible for the development of hard bop and modal jazz, and both jazz-funk and

jazz fusion arose from his work with other musicians in the late 1960s and early 1970s; and

his final album blended jazz and rap. Many leading jazz musicians made their names in

Davis's groups, including: Joe Zawinul, Chick Corea and Herbie Hancock, saxophonists John

Coltrane, Wayne Shorter, George Coleman, and Kenny Garrett, drummer Tony Williams and

guitarist John McLaughlin.

As a trumpeter, Davis had a pure, round sound but also an unusual freedom of articulation

and pitch. He was known for favoring a low register and for a minimalist less-is-more playing

style, but Davis was also capable of highly complex and technically demanding trumpet

work. On March 13, 2006 Davis was posthumously inducted into the Rock and Roll Hall of

Fame. He has also been inducted into the St. Louis Walk of Fame, Big Band and Jazz Hall of

Fame, and Down Beat's Jazz Hall of Fame.

Key Points:

1. Early life (1926 to 1944)

Miles Davis was born on May 25, 1926 to a relatively affluent family in Alton, Illinois. His

father, Dr. Miles Dewey Davis II, was a dentist. In 1927, the family moved to East St.

Louis. They also owned a substantial ranch in northern Arkansas, where Davis learned to

ride horses as a boy.

Davis' mother, Cleota Mae (Henry) Davis, wanted her son to learn the piano she was a

capable blues pianist but kept this fact hidden from her son. Miles' musical studies began at

13, when his father gave him a trumpet and arranged lessons with local musician Elwood

Buchanan. Davis later suggested that his father's instrument choice was made largely to irk

his wife, who disliked the instrument's sound. Against the fashion of the time, Buchanan

stressed the importance of playing without vibrato, and Davis would carry his clear

signature tone throughout his career. Buchanan was said to slap Davis' knuckles every time

he started using heavy vibrato. Davis once remarked on the importance of this signature

sound, saying, "I prefer a round sound with no attitude in it, like a round voice with not too
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much tremolo and not too much Baseline bass. Just right in the middle. If I cant get that

sound I cant play anything." Clark Terry was another important early influence and friend

of Davis'.

By the age of 16, Davis was a member of the music society and working professionally

when not at school. At 17, he spent a year playing in bandleader Eddie Randle's "Blue

Devils". During this time, Sonny Stitt tried to persuade him to join the Tiny Bradshaw band

then passing through town, but Davis' mother insisted that he finish his final year of high

school.

In 1944, the Billy Eckstine band visited St. Louis. Dizzy Gillespie and Charlie Parker were

members of the band, and Davis was taken on as third trumpet for a couple of weeks

because of the illness of Buddy Anderson. When Eckstine's band left Davis behind to

complete the tour, the trumpeter's parents were still keen for him to continue formal

academic studies.

2. Bebop, Birth of the Cool, and Hard Bop (1945 to 1954)

In the mid to late 1940s, Miles played in many bebop combos, most notably with Charlie

Parker's Quintet. In 1948 he started organizing musicians together for a whole new style of

jazz music. The sessions they recorded in 1949 and 1950 were later retitled Birth of the

Cool. The music was meant to be more laid back and mellow than the fast rhythms and

elaborate solos associated with regular bebop music. These recordings inspired a whole

new movement in jazz music, typically referred to as cool jazz. After recording more in

both the bebop and cool genres, Miles made Walkin', a seminal record that many would

come to mark as the birth of the hard bop genre. Like cool jazz, the music was slower than

regular bebop, but unlike cool jazz, it had a much harder, grooving beat to it. It took in

certain elements of rhythm & blues, and inspired a whole host of new music in the decade

to come.

3. First great quintet and sextet (1955 to 1958)

In 1955, Davis formed the first incarnation of the Miles Davis Quintet. This band featured

John Coltrane (tenor saxophone), Red Garland (piano), Paul Chambers (double bass) and

Philly Joe Jones (drums). Eschewing the rhythmic and harmonic complexity of the then-
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prevalent bebop, Davis was allowed the space to play long, legato, and essentially melodic

lines in which he would begin to explore modal jazz. Davis was influenced at around this

time by pianist Ahmad Jamal, whose sparse style contrasted with the "busy" sound of

bebop. The first recordings of this group were made for Columbia Records in 1955,

released on 'Round About Midnight. Davis was still under contract to Prestige, but had an

agreement that he could make recordings for subsequent releases using his new label. His

final recordings for Prestige were the product of two days of recording in 1956, released as

Relaxin' with the Miles Davis Quintet, Steamin' with the Miles Davis Quintet, Workin' with

the Miles Davis Quintet and Cookin' with the Miles Davis Quintet.

The quintet was never stable, however; several of the other members used heroin, and the

Miles Davis Quintet disbanded in early 1957. That year, Davis traveled to France to

compose the score to Louis Malle's Ascenseur pour l'chafaud. He recorded the entire

soundtrack with the aid of French session musicians Barney Wilen, Pierre Michelot and

Ren Urtreger, and American drummer Kenny Clarke. In 1958, the quintet reformed as a

sextet, with the addition of Julian "Cannonball" Adderley on alto saxophone, and recorded

Milestones.

4. Recordings with Gil Evans (1957 to 1963)

In the late 1950s and early 1960s, Davis recorded a series of albums with Gil Evans, often

playing flugelhorn as well as trumpet. The first, Miles Ahead (1957), showcased his

playing with a jazz big band and a horn section beautifully arranged by Evans. Tunes

included Dave Brubeck's "The Duke", as well as Lo Delibes' "The Maids Of Cadiz", the

first piece of European classical music Davis had recorded. Another important feature of

the album was the innovative use of editing to join the tracks together, turning each side of

the album into a seamless piece of music.

In 1958, Davis and Evans recorded Porgy and Bess, an arrangement of pieces from George

Gershwin's opera of the same name. This album featured members of his contemporary

band including Paul Chambers, Philly Joe Jones, and Julian "Cannonball" Adderley. Davis

named the album one of his own favorites. Sketches of Spain (19591960) featured tunes by

contemporary Spanish composer Joaquin Rodrigo and also Manuel de Falla, as well as Gil

Evans originals with a Spanish theme. Miles Davis at Carnegie Hall (1961) includes
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Rodrigo's Concierto de Aranjuez, along with other songs recorded at a concert with an

orchestra under Evans' direction.

Sessions in 1962 resulted in the album Quiet Nights, a short collection of bossa nova tunes

which was released against the wishes of both artists. That was the last time that the two

created a full album again. In his autobiography, Davis noted that ". . . my best friend is Gil

Evans"

5. Kind of Blue (1959 to 1964)

After recording Milestones, Garland and Jones were replaced by Bill Evans and Jimmy

Cobb. The introspective improvisation of Evans, who was classically trained, influenced

the sound of the band and allowed them to explore the music more deeply than ever before,

furthering the advancement of modal jazz, as seen on the '58 Sessions. Evans departed late

in 1958. He was replaced by Wynton Kelly.

In March and April 1959, Davis re-entered the studio with his working sextet to record

what is widely considered his magnum opus, Kind of Blue. He called back Bill Evans,

months away from forming what would become his seminal trio, for the album sessions as

the music had been planned around Evans' piano style. Equally crucially, both Davis and

Evans had direct familiarity with the ideas of pianist George Russell regarding modal jazz,

Davis from discussions with Russell and others prior to what came to be known as the Birth

of the Cool sessions, and Evans from study with Russell in 1956. Miles, however, had

neglected to inform current pianist Kelly as to Evans' role in the recordings, Kelly

subsequently playing only on the track "Freddie Freeloader", and not being present at all on

the April dates for the album. "So What" and "All Blues" had been played by the sextet at

performances prior to the recording sessions, but for the other three compositions, Davis

and Evans prepared skeletal harmonic frameworks which the other musicians saw for the

first time on the day of recording, in order to generate an improvisational approach. The

resulting album has proven to be a huge influence on other musicians. According to the

RIAA, Kind of Blue is the best-selling jazz album of all time, having been certified as

quadruple platinum (4 million copies sold).

The same year, while taking a break outside the famous Birdland nightclub in New York

City, Davis was beaten by the New York police and subsequently arrested. Believing the
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assault to have been racially motivated (it is said he was beaten by a single policeman who

was angered by Davis being with a white woman), he attempted to pursue the case in the

courts, before eventually dropping the proceedings.

Davis convinced Coltrane to play with the group on one final European tour in the spring of

1960. Coltrane then departed to form his classic quartet, although he returned for some of

the tracks on the 1961 album Someday My Prince Will Come. Davis tried various

replacement saxophonists, including Sonny Stitt and Hank Mobley. The quintet with Hank

Mobley was recorded in the studio and on several live engagements at Carnegie Hall and

the Black Hawk jazz club in San Francisco. Stitt's playing with the group is found on both a

recording made in Olympia, Paris (where Davis and Coltrane had played a few months

before) and the Live in Stockholm album.

In 1963, Davis' long-time rhythm section of Kelly, Chambers and Cobb departed. He

quickly got to work putting together a new group, including tenor saxophonist George

Coleman and bassist Ron Carter. Davis, Coleman, Carter, and a few other musicians

recorded half an album in the spring of 1963. A few weeks later, drummer Tony Williams

and pianist Herbie Hancock joined the group, and soon thereafter Davis, Coleman and the

rhythm section recorded the rest of Seven Steps to Heaven.

The rhythm section clicked very quickly with each other and the horns; the group's rapid

evolution can be traced through the aforementioned studio album, In Europe (July 1963),

My Funny Valentine, and Four and More (both February 1964). The group played

essentially the same repertoire of bebop and standards that earlier Davis bands did, but

tackled them with increasing structural and rhythmic freedom and (in the case of the up-

tempo material) breakneck speed.

Coleman left in the spring of 1964, to be replaced by avant-garde saxophonist Sam Rivers,

on the suggestion of Tony Williams. Rivers remained in the group only briefly, but was

recorded live with the quintet in Japan; the group can be heard on In Tokyo! (July 1964).

By the end of the summer, Davis had convinced Wayne Shorter to quit Art Blakey's Jazz

Messengers. Shorter became the principal composer of Davis' quintet, and some of his

compositions of this era ("Footprints", "Nefertiti") are now standards. While on tour in

Europe, the group quickly made their first official recording, Miles in Berlin (Fall 1964).
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On return to the United States later that year, Davis (at the urging of Jackie DeShannon)

was instrumental in getting The Byrds signed to Columbia Records.

6. Second Great Quintet (1964 to 1968)

By the time of E.S.P. (1965) Davis' lineup consisted of Wayne Shorter, Herbie Hancock,

Ron Carter (bass) and Tony Williams (drums). This lineup, the last of his acoustic bands, is

often known as "the second great quintet."

A two-night Chicago gig in late 1965 is captured on The Complete Live at The Plugged

Nickel 1965, released in 1995. Unlike the group's studio albums, the live engagement

shows the group still playing primarily standards and bebop tunes.

This was followed by a series of studio recordings: Miles Smiles (1966), Sorcerer (1967),

Nefertiti (1967), Miles in the Sky (1968) and Filles de Kilimanjaro (1968). The quintet's

approach to improvisation came to be known as "time no changes" or "freebop", because

they abandoned the chord-change-based approach of bebop for a modal approach. Through

Nefertiti, the studio recordings consisted primarily of originals composed by Shorter, and to

a lesser degree of compositions by the other sidemen. In 1967, the group began to play their

live concerts in continuous sets, with each tune flowing into the next and only the melody

indicating any sort of demarcation; Davis' bands would continue to perform in this way

until his retirement in 1975.

Miles in the Sky and Filles de Kilimanjaro, on which electric bass, electric piano and guitar

were tentatively introduced on some tracks, pointed the way to the subsequent fusion phase

in Davis' output. Davis also began experimenting with more rock-oriented rhythms on these

records. By the time the second half of Filles de Kilimanjaro had been recorded, Dave

Holland and Chick Corea had replaced Carter and Hancock in the working band, though

both Carter and Hancock would occasionally contribute to future recording sessions. Davis

soon began to take over the compositional duties of his sidemen.

7. Electric Miles (1968 to 1975)

Davis's influences included late 1960s acid rock and funk artists such as Sly and the Family

Stone, James Brown and Jimi Hendrix, many of whom he met through Betty Mabry, a

young model and songwriter Miles married in 1968 and divorced a year later. The musical
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transition required that Davis and his band adapt to electric instruments in both live

performances and the studio.

By the time In a Silent Way had been recorded in February 1969, Davis had augmented his

standard quintet with additional players. At various times Hancock or Joe Zawinul were

brought in to augment Corea on electric keyboards, and guitarist John McLaughlin made

the first of his many appearances. By this point, Shorter was also doubling on soprano

saxophone. After recording this album, Williams left to form his group Lifetime and was

replaced by Jack DeJohnette.

Six months an even larger group of musicians, including Jack DeJohnette, Airto Moreira

and Bennie Maupin recorded the double LP Bitches Brew, which became a huge seller,

hitting gold record status (half a million copies) by 1976. This album and In a Silent Way

were among the first fusions of jazz and rock that were commercially successful, building

on the groundwork laid by Charles Lloyd, Larry Coryell, and many others who pioneered a

genre that would become known simply as "Jazz-rock fusion".

During this period, Davis toured with the "lost quintet" of Shorter, Corea, Holland and

DeJohnette. The group's repertoire included material from Bitches Brew, In a Silent Way,

the 1960s quintet albums, and an occasional standard. In 1972, Davis was introduced to the

music of Karlheinz Stockhausen by young arranger and cellist, and later Grammy award

winner, Paul Buckmaster, leading to a period of new creative exploration for Davis.

Biographer J.K.Chambers wrote that "The effect of Davis's study of Stockhausen could not

be repressed for long. ... Davis's own 'space music,' shows Stockhausen's influence

compositionally." His recordings and performances during this period were described as

"space music" by fans, by music critic Leonard Feather, and by Buckmaster who stated: "a

lot of mood changes - heavy, dark, intense - definitely space music."

Both Bitches Brew and In a Silent Way feature "extended" (more than 20 minutes each)

compositions that were never actually "played straight through" by the musicians in the

studio. Instead, Davis and producer Teo Macero selected musical motifs of various lengths

from recorded extended improvisations and edited them together into a musical whole

which only exists in the recorded version. Bitches Brew made use of such electronic effects

as multi-tracking, tape loops and other editing techniques. Both records, especially Bitches

Brew, proved to be huge sellers.
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Starting with Bitches Brew, Davis' albums began to often feature cover art much more in

line with psychedelic art or black power movements than that of his earlier albums. He took

significant cuts in his usual performing fees in order to open for rock groups like the Steve

Miller Band, the Grateful Dead and Santana. Several live albums were recorded during the

early 1970s at such performances: Live at the Fillmore East, March 7, 1970: It's About That

Time (March 1970), Black Beauty (April 1970) and Miles Davis at Fillmore: Live at the

Fillmore East (June 1970).

By the time of Live-Evil in December 1970, Davis' ensemble had transformed into a much

more funk-oriented group. Davis began experimenting with wah-wah effects on his horn.

The ensemble with Gary Bartz, Keith Jarrett and Michael Henderson, often referred to as

the "Cellar Door band" (the live portions of Live-Evil were recorded at a club by that

name), never recorded in the studio, but is documented in the six CD Box Set The Cellar

Door Sessions, which was recorded over four nights in December 1970.

In 1970, Davis contributed extensively to the soundtrack of a documentary about the

African-American boxer heavyweight champion Jack Johnson. Himself a devotee of

boxing, Davis drew parallels between Johnson, whose career had been defined by the

fruitless search for a Great White Hope to dethrone him, and Davis' own career, in which he

felt the establishment had prevented him from receiving the acclaim and rewards that were

due him. The resulting album, 1971's Jack Johnson, contained two long pieces that utilized

musicians (some of whom were not credited on the record) including guitarists John

McLaughlin and Sonny Sharrock, Herbie Hancock on a broken Farfisa organ and drummer

Billy Cobham. McLaughlin and Cobham went on to become founding members of the

Mahavishnu Orchestra in 1971.

As Davis stated in his autobiography, he wanted to make music for the young African-

American audience. On The Corner (1972) blended funk elements with the traditional jazz

styles he had played his entire career. The album was highlighted by the appearance of

saxophonist Carlos Garnett. The record provoked fierce disparagement from many critics,

with one British critic noting: "I love Miles, but this is where I get off." In his

autobiography, Davis stated that this criticism was made because no critic could categorize

this music and complained that the album was not promoted by the "traditional" jazz radio

stations.
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After recording On the Corner, Davis put together a new band, with only Michael

Henderson, Carlos Garnett and percussionist Mtume returning from the previous band. It

included guitarist Reggie Lucas, tabla player Badal Roy, sitarist Khalil Balakrishna and

drummer Al Foster. It was unusual in that none of the sidemen were major jazz

instrumentalists; as a result, the music emphasized rhythmic density and shifting textures

instead of individual solos. This group, which recorded in the Philharmonic Hall for the

album In Concert (1972), was unsatisfactory to Davis. Through the first half of 1973, he

dropped the tabla and sitar, took over keyboard duties, and added guitarist Pete Cosey. The

Davis/Cosey/Lucas/Henderson/Mtume/Foster ensemble would remain virtually intact over

the next two years. Initially, Dave Liebman played saxophones and flute with the band. In

1974, he was replaced by Sonny Fortune.

Big Fun (1974) was a double album containing four long jams, recorded between 1969 and

1972. Similarly, Get Up With It (1974) collected recordings from the previous five years.

Get Up With It included "He Loved Him Madly", a tribute to Duke Ellington, as well as

one of Davis' most lauded pieces from this era, "Calypso Frelimo". This was his last studio

album of the 1970s.

In 1974 and 1975, Columbia recorded three double-LP live Davis albums: Dark Magus,

Agharta and Pangaea. Dark Magus is a 1974 New York concert; the latter two are

recordings of consecutive concerts from the same February 1975 day in Osaka, Japan. At

the time, only Agharta was available in the US; Pangaea and Dark Magus were initially

released only by CBS/Sony Japan. All three feature at least two electric guitarists (Reggie

Lucas and Pete Cosey, deploying an array of post-Hendrix electronic distortion devices;

Dominique Gaumont is a third guitarist on Dark Magus), electric bass, drums, reeds, and

Davis on electric trumpet and organ. These albums were the last he was to record for five

years. Davis was troubled by osteoarthritis (which led to a hip replacement operation in

1976, the first of several), sickle-cell anemia, depression, bursitis, ulcers and a renewed

dependence on alcohol and drugs (primarily cocaine), and his performances were routinely

panned throughout late 1974 and early 1975. By the time the group reached Japan in

February 1975, Davis was teetering on a physical breakdown and required copious amounts

of vodka and narcotics to complete his engagements.

After a Newport Jazz Festival performance at Avery Fisher Hall in New York on July 1,

1975, Davis withdrew almost completely from the public eye for six years. As Gil Evans
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said, "His organism is tired. And after all the music he's contributed for 35 years, he needs a

rest."

Davis characterized this period in his memoirs as a colorful time when wealthy women

lavished him with sex and drugs. In reality, he had become completely dependent upon

various drugs, spending nearly all of his time propped up on a couch in his apartment

watching television, leaving only to score more drugs. In 1976, Rolling Stone reported

rumors of his imminent demise. Although he stopped practicing trumpet on a regular basis,

Davis continued to compose intermittently and made three attempts at recording during his

exile from performing; these sessions (one with the assistance of Paul Buckmaster and Gil

Evans, who left after not receiving promised compensation) bore little fruit and remain

unreleased.

In 1979, he placed in the yearly Top 10 trumpeter poll of Down Beat magazine. Columbia

continued to issue compilation albums and records of unreleased vault material to fulfill

contractual obligations. During his period of inactivity, Davis saw the fusion music that he

had spearheaded over the past decade firmly enter into the mainstream. When he emerged

from retirement, Davis' musical descendants would be in the realm of New Wave rock, and

in particular the stylings of Prince.

8. Last Decade (1981 to 1991)

By 1979, Davis had rekindled his relationship with actress Cicely Tyson. With Tyson,

Davis would overcome his heroin addiction and regain his enthusiasm for music. As he had

not played trumpet for the better part of three years, regaining his famed embouchure

proved to be particularly arduous. While recording The Man With The Horn (sessions were

spread sporadically over 19791981), Davis played mostly wah-wah with a younger, larger

band.

The initial large band was eventually abandoned in favor of a smaller combo featuring

saxophonist Bill Evans and bass player Marcus Miller, both of whom would be among

Davis' most regular collaborators throughout the decade. He married Tyson in 1981; they

would divorce in 1988. The Man With The Horn was finally released in 1981 and received

a poor critical reception despite selling fairly well. In May, the new band played two dates
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as part of the Newport Jazz Festival. The concerts, as well as the live recording We Want

Miles from the ensuing tour, received positive reviews.

By late 1982, Davis' band included French percussionist Mino Cinelu and guitarist John

Scofield, with whom he worked closely on the album Star People. In mid-1983, while

working on the tracks for Decoy, an album mixing soul music and electronica that was

released in 1984, Davis brought in producer, composer and keyboardist Robert Irving III,

who had earlier collaborated with Davis on The Man With the Horn. With a seven-piece

band, including Scofield, Evans, keyboardist and music director Irving, drummer Al Foster

and bassist Darryl Jones (later of The Rolling Stones), Davis played a series of European

gigs to positive receptions. While in Europe, he took part in the recording of Aura, an

orchestral tribute to Davis composed by Danish trumpeter Palle Mikkelborg.

You're Under Arrest, Davis' next album, was released in 1985 and included another brief

stylistic detour. Included on the album were his interpretations of Cyndi Lauper's ballad

"Time After Time", and "Human Nature" from Michael Jackson. Davis considered

releasing an entire album of pop songs and recorded dozens of them, but the idea was

scrapped. Davis noted that many of today's accepted jazz standards were in fact pop songs

from Broadway theatre, and that he was simply updating the "standards" repertoire with

new material.

You're Under Arrest also proved to be Davis' final album for Columbia. Trumpeter Wynton

Marsalis publicly dismissed Davis' more recent fusion recordings as not being "'true' jazz",

comments Davis initially shrugged off, calling Marsalis "a nice young man, only confused".

This changed after Marsalis appeared, unannounced, onstage in the midst of a Davis

performance. Marsalis whispered into Davis' ear that "someone" had told him to do so;

Davis responded by ordering him off the stage.

Davis grew irritated at Columbia's delay releasing Aura and, perhaps, was also jealous of

the unusually large publicity budget the label had granted Marsalis. The breaking point in

the label/artist relationship appears to have come when a Columbia jazz producer requested

Davis place a good-will birthday call to Marsalis. Davis signed with Warner Brothers

shortly thereafter.
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Davis collaborated with a number of figures from the British new wave movement during

this period, including Scritti Politti. At the invitation of producer Bill Laswell Davis

recorded some trumpet parts during sessions for Public Image Ltd.'s Album album,

according to Public Image's John Lydon in the liner notes of their Plastic Box box set. In

Lydon's words, however, "strangely enough, we didn't use (his contributions)." (Also

according to Lydon in the Plastic Box notes, Davis favorably compared Lydon's singing

voice to his trumpet sound.)

Having first taken part in the Artists United Against Apartheid recording, Davis signed with

Warner Brothers records and reunited with Marcus Miller. The resulting record, Tutu

(1986), would be his first to use modern studio tools programmed synthesizers, samples and

drum loops to create an entirely new setting for Davis' playing. Ecstatically reviewed on its

release, the album would frequently be described as the modern counterpart of the classic

Sketches of Spain, and won a Grammy in 1987.

He followed Tutu with Amandla, another collaboration with Miller and George Duke, plus

the soundtracks to four movies: Street Smart, Siesta, The Hot Spot, and Dingo. He

continued to tour with a band of constantly rotating personnel and a critical stock at a level

higher than it had been for 15 years. His last recordings, both released posthumously, were

the hip hop-influenced studio album Doo-Bop and Miles & Quincy Live at Montreux, a

collaboration with Quincy Jones for the 1991 Montreux Jazz Festival in which Davis

performed the repertoire from his 1940s and 1950s recordings for the first time in decades.

In 1988 he had a small part as a street musician in the film Scrooged, starring Bill Murray.

He received the Grammy Lifetime Achievement Award in 1990.

In early 1991, he appeared in the Rolf de Heer film Dingo as a (fictional) legendary jazz

musician. In the film's opening sequence, Davis and his band unexpectedly land on a

remote airstrip in the Australian outback and proceed to perform for the stunned locals. The

performance was one of Davis' last on film.

Miles Davis died on September 28, 1991 from a stroke, pneumonia and respiratory failure

in Santa Monica , California at the age of 65. He is buried in Woodlawn Cemetery in The

Bronx, New York.
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Topic : John Coltrane.

Topic Objective:

At the end of this topic student would be able to:

 Discuss the Early life and career (19261954)

 Discuss the Miles and Monk period (19551957

 Discuss his First albums as leader

 Understand the first years with Impulse Records (1960-1962)

 Discuss the Classic Quartet period (19621965)

 Understand the Avant-garde jazz and the second quartet (19651967)

 Discuss the Instruments

Definition/Overview:

The topic discusses that John William Coltrane (September 23, 1926 July 17, 1967) was an

American jazz saxophonist and composer. Starting in bebop and hard bop, Coltrane later

pioneered free jazz. He influenced generations of other musicians, and remains one of the

most significant tenor saxophonists in jazz history. He was astonishingly prolific: he made

about fifty recordings as a leader in his twelve-year-long recording career, and appeared as a

sideman on many other albums, notably with trumpeter Miles Davis. As his career

progressed, Coltrane's music took on an increasingly spiritual dimension. His second wife

was pianist Alice Coltrane, and their son Ravi Coltrane is also a saxophonist. He received a

posthumous Special Citation from the Pulitzer Prize Board in 2007 for his "masterful

improvisation, supreme musicianship and iconic centrality to the history of jazz."

Key Points:

1. Early life and career (19261954)

John Coltrane was born in Hamlet, North Carolina on September 23, 1926, grew up in High

Point NC, and moved to Philadelphia PA in June 1943. He enlisted in the Navy in 1945,

and played in the Navy jazz band. Coltrane returned to civilian life in 1946 and began jazz
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theory studies with Philadelphia guitarist and composer Dennis Sandole. Coltrane

continued under Sandole's tutelage until the early 1950s. Contemporary correspondence

shows that Coltrane was already known as "Trane" by this point, and that the music from

some 1946 recording sessions had been played for Miles Davis possibly impressing the

latter.

An important moment in the progression of Coltrane's musical development occurred on

June 5th, 1945, when he saw Charlie Parker perform for the first time. In "Coltrane on

Coltrane" he recounted: "the first time I heard Bird play, it hit me right between the eyes."

Parker became an early idol of his, and they played together on occasion in the late 1940s.

Although there are recordings of Coltrane from as early as 1945, his peers at the time did

not recognize 'genius' in the young musician, though he was a member of groups led by

Dizzy Gillespie, Earl Bostic and Johnny Hodges in the early- to mid-1950s. His main career

spanned the twelve years between 1955 and 1967, during which time he reshaped modern

jazz and influenced generations of other musicians.

2. Miles and Monk period (19551957)

Coltrane was freelancing in Philadelphia in the summer of 1955 while studying with

guitarist Dennis Sandole when he received a call from trumpeter Miles Davis. Davis, whose

success during the late forties had been followed by several years of decline in activity and

reputation, due in part to his struggles with narcotics addiction, was again active, and was

about to form a quintet. Coltrane was with this edition of the Davis band (known as the

"First Great Quintet" to distinguish it from Davis's later group with Wayne Shorter) from

October 1955 through April 1957 (with a few absences), a period during which davis

released several influential recordings which revealed the first signs of Coltrane's growing

ability. This classic First Quintet, best represented by two marathon recording sessions for

Prestige in 1956 that resulted in the albums issued as "Cookin'", "Relaxin'", "Workin'", and

"Steamin'", some of the most treasured titles in Davis' early discography, disbanded in mid-

April due partially to Coltrane's problematic heroin addiction.

During the later part of 1957 Coltrane worked with Thelonious Monk at New Yorks Five

Spot, a legendary jazz club, and played in Monk's quartet (July-December 1957), but owing

to contractual conflicts took part in only one official studio recording session with this
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group. A number of "live" recordings from the Five Spot, most of them deriving from tapes

made by audience members (and therefore of relatively poor audio quality) have surfaced

over the years, and some have been issued by record companies, including "Live at the Five

Spot--Discovery!" issued by Blue Note Records in 1993. Astonishingly, a high-quality tape

of a concert given by this legendary quartet in November 1957 surfaced more than 40 years

later, and in 2005 Blue Note was able to make it commercially available. Recorded by

Voice of America, the performances are extraordinary, confirming this group's lofty

reputation, and the resulting album, Thelonious Monk Quartet with John Coltrane at

Carnegie Hall has been widely acclaimed.

Blue Train, Coltrane's sole date as leader for Blue Note, featuring trumpeter Lee Morgan,

bassist Paul Chambers, and trombonist Curtis Fuller, is widely considered his best album

from this period. Four of its five tracks are original Coltrane compositions, and several of

them, notably the title track, "Moment's Notice" and "Lazy Bird", have gone on to become

standards. Both tunes employed the first examples of Coltrane's chord substitution cycles

known as Coltrane changes.

3. Davis and Coltrane again

Coltrane rejoined Davis in January 1958. In October 1958, jazz critic Ira Gitler coined the

term "sheets of sound" to describe the unique style Coltrane developed during his stint with

Monk and was perfecting in Miles' group, now a sextet. His playing was compressed, with

rapid runs cascading in hundreds of notes per minute. He stayed with Davis until April

1960, working with, in due course, alto saxophonist Cannonball Adderley; pianists Red

Garland, Bill Evans, and Wynton Kelly; bassist Paul Chambers; and drummers Philly Joe

Jones and Jimmy Cobb. During this time he participated in the aforementioned Davis

sessions Milestones and Kind of Blue, and the live recordings, Miles & Monk at Newport

and Jazz at the Plaza.

Toward the end of this period Coltrane recorded his first album comprising exclusively his

own compositions, Giant Steps (for Atlantic Records). The album's title track is generally

considered to have the most complex and difficult chord progression of any widely-played

jazz composition. Giant Steps utilizes Coltrane changes, a concept developed initially on

Blue Train and featured most notably on the song "Moment's Notice". Coltrane's
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development of these altered chord progression cycles led to further experimentation with

improvised melody and harmony that he would continue throughout his career.

4. First albums as leader

Coltrane formed his first group, a quartet, in 1960. After moving through different

personnel including Steve Kuhn, Pete LaRoca, and Billy Higgins, the lineup stabilized in

the fall with pianist McCoy Tyner, bassist Steve Davis, and drummer Elvin Jones. Tyner,

from Philadelphia, had been a friend of Coltrane's for some years and the two men long had

an understanding that the pianist would join Coltrane when Tyner felt ready for the

exposure of regularly working with him. Also recorded in the same sessions were the later

released albums Coltrane's Sound and Coltrane Plays the Blues.

Still with Atlantic Records, for whom he had recorded Giant Steps, his first record with his

new group was also his debut playing the soprano saxophone, the hugely successful My

Favorite Things. Around the end of his tenure with Davis, Coltrane had begun playing

soprano saxophone, an unconventional move considering the instrument's near

obsolescence in jazz at the time. His interest in the straight saxophone most likely arose

from his admiration for Sidney Bechet and the work of his contemporary, Steve Lacy, even

though Miles Davis claimed to have given Coltrane his first soprano saxophone.

The new soprano sound was coupled with further exploration. For example, on the

Gershwin tune "But Not for Me", Coltrane employs the kinds of restless harmonic

movement (Coltrane changes) used on Giant Steps (movement in major thirds rather than

conventional perfect fourths) over the A sections instead of a conventional turnaround

progression. Several other tracks recorded in the session utilized this harmonic device,

including "26-2," "Satellite," "Body and Soul," and "The Night Has a Thousand Eyes.

5. The first years with Impulse Records (1960-1962)

Shortly before completing his contract with Atlantic in May 1961 (with the album Ol

Coltrane although Atlantic would continue to release recordings from their vaults for many

years), Coltrane joined the newly formed Impulse! Records label, with whom the "Classic

Quartet" would record. It is generally assumed that the clinching reason Coltrane signed

with Impulse! was that it would enable him to work again with recording engineer Rudy
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Van Gelder, who had taped both his and Davis's Prestige sessions, as well as Blue Train. It

was at Van Gelder's new studio in Englewood Cliffs, New Jersey that Coltrane would

record most of his records for the label.

By early 1961, bassist Davis had been replaced by Reggie Workman while Eric Dolphy

joined the group as a second horn around the same time. The quintet had a celebrated (and

extensively recorded) residency in November 1961 at the Village Vanguard, which

demonstrated Coltrane's new direction. It featured the most experimental music he'd played

up to this point, influenced by Indian ragas, the recent developments in modal jazz, and the

burgeoning free jazz movement. Longtime Sun Ra saxophonist John Gilmore was

particularly influential; the most celebrated of the Vanguard tunes, the 15-minute blues,

"Chasin' the 'Trane", was strongly inspired by Gilmore's music.

During this period, critics were fiercely divided in their estimation of Coltrane, who had

radically altered his style. Audiences, too, were perplexed; in France he was famously

booed during his final tour with Davis. In 1961, Down Beat magazine indicted Coltrane,

along with Eric Dolphy, as players of "Anti-Jazz" in an article that bewildered and upset the

musicians. Coltrane admitted some of his early solos were based mostly on technical ideas.

Furthermore, Dolphy's angular, voice-like playing earned him a reputation as a figurehead

of the "New Thing" (also known as "Free Jazz" and "Avant-Garde") movement led by

Ornette Coleman, which was also denigrated by some jazz musicians (including Trane's old

boss, Miles Davis) and critics. But as Coltrane's style further developed, he was determined

to make each performance "a whole expression of one's being", as he would call his music

in a 1966 interview.

6. Classic Quartet period (19621965)

In 1962, Dolphy departed and Jimmy Garrison replaced Workman as bassist. From then on,

the "Classic Quartet", as it would come to be known, with Tyner, Garrison, and Jones,

produced searching, spiritually driven work. Coltrane was moving toward a more

harmonically static style that allowed him to expand his improvisations rhythmically,

melodically, and motivically. Harmonically complex music was still present, but on stage

Coltrane heavily favored continually reworking his "standards": "Impressions", "My

Favorite Things", and "I Want to Talk about You."
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The criticism of the quintet with Dolphy may have had an impact on Coltrane. In contrast to

the radicalism of Trane's 1961 recordings at the Village Vanguard, his studio albums in

1962 and 1963 (with the exception of Coltrane, which featured a blistering version of

Harold Arlen's "Out of This World") were much more conservative and accessible. He

recorded an album of ballads and participated in collaborations with Duke Ellington on the

album Duke Ellington and John Coltrane and with deep-voiced ballad singer Johnny

Hartman on the album John Coltrane and Johnny Hartman. The Impulse compilation

Coltrane for Lovers is largely drawn from these three albums. The album Ballads is

emblematic of Coltrane's versatility, as the quartet shed new light on old-fashioned

standards such as "It's Easy to Remember." Despite a more polished approach in the studio,

in concert the quartet continued to balance "standard" and its own more exploratory and

challenging music, as can be seen on the Impressions album (two extended jams including

the title track along with "Dear Old Stockholm", "After the Rain" and a blues), Coltrane at

Newport (where he plays "My Favorite Things") and Live at Birdland both from 1963.

Coltrane later said he enjoyed having a "balanced catalogue."

The Classic Quartet produced their most famous record, A Love Supreme, in December

1964. A culmination of much of Coltrane's work up to this period, this four-part suite is an

ode to his faith in and love for God (not necessarily God in the Christian sense in the liner

notes of Meditations he says "I believe in all religions"). These spiritual concerns would

characterize much of Coltrane's composing and playing from this point onwards, as can be

seen from album titles such as Ascension, Om and Meditations. The fourth movement of A

Love Supreme, "Psalm", is, in fact, a musical setting for an original poem to God written by

Coltrane, and printed in the album's liner notes. Coltrane plays almost exactly one note for

each syllable of the poem, and bases his phrasing on the words. Despite its challenging

musical content, the album was a commercial success by jazz standards, encapsulating both

the internal and external energy of the quartet of Coltrane, Tyner, Jones and Garrison.

Indeed the previous album Crescent recorded only a few months before already shows the

adventurousness and rapport between these musicians. The album was composed at

Coltrane's home in the Dix Hills neighborhood of Huntington, New York.

The quartet only played A Love Supreme live once in July 1965 at a concert in Antibes,

France. By then, Coltrane's music had grown even more adventurous, and the performance

provides an interesting contrast to the original.
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7. Avant-garde jazz and the second quartet (19651967)

In his late period, Coltrane showed an increasing interest in avant-garde jazz, purveyed by

Ornette Coleman, Albert Ayler, Sun Ra and others. In developing his late style, Coltrane

was especially influenced by the dissonance of Ayler's trio with bassist Gary Peacock and

drummer Sunny Murray, a rhythm section honed with Cecil Taylor as leader. Coltrane

championed many younger free jazz musicians, (notably Archie Shepp), and under his

influence Impulse! became a leading free jazz record label.

After A Love Supreme was recorded, Ayler's apocalyptic style became more prominent in

Coltrane's music. A series of recordings with the Classic Quartet in the first half of 1965

show Coltrane's playing becoming increasingly abstract, with greater incorporation of

devices like multiphonics, utilization of overtones, and playing in the altissimo register, as

well as a mutated return to Coltrane's sheets of sound. In the studio, he all but abandoned

his soprano to concentrate on the tenor saxophone. In addition, the quartet responded to the

leader by playing with increasing freedom. The group's evolution can be traced through the

recordings The John Coltrane Quartet Plays, Living Space, Transition (both June 1965),

New Thing at Newport (July 1965), Sun Ship (August 1965), and First Meditations

(September 1965).

In June 1965, he went into Van Gelder's studio with ten other musicians (including Shepp,

Pharoah Sanders, Freddie Hubbard, Marion Brown, and John Tchicai) to record Ascension,

a 40-minute long piece that included adventurous solos by the young avant-garde musicians

(as well as Coltrane), and was controversial primarily for the collective improvisation

sections that separated the solos. After recording with the quartet over the next few months,

Coltrane invited Pharoah Sanders to join the band in September 1965.

By any measure, Sanders was one of the most abrasive, virtuosic saxophonists then playing.

While Coltrane used over-blowing frequently as an emotional exclamation-point, Sanders

would opt to overblow his entire solo, resulting in a constant screaming and screeching in

the altissimo range of the instrument. The more Coltrane played with Sanders, the more he

gravitated to Sanders' unique sound. John Gilmore was also a major influence on Coltrane's

late-period music, as well. After hearing a Gilmore performance, Coltrane is reported to

have said "He's got it! Gilmore's got the concept!" He also took informal lessons from

Gilmore.
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8. Adding to the quartet

By late 1965, Coltrane was regularly augmenting his group with Sanders and other free

jazz musicians. Rashied Ali joined the group as a second drummer. This was the end of the

quartet; claiming he was unable to hear himself over the two drummers, Tyner left the

band shortly after the recording of Meditations. Jones left in early 1966, dissatisfied by

sharing drumming duties with Ali. Both Tyner and Jones subsequently expressed

displeasure in interviews, after Coltrane's death, with the music's new direction, while

incorporating some of the free-jazz form's intensity into their own solo projects.

In 1965 Coltrane may have begun using LSD - informing the sublime, "cosmic"

transcendence of his late period, and also its incomprehensibility to many listeners. After

Jones and Tyner's departures, Coltrane led a quintet with Pharoah Sanders on tenor

saxophone, his new wife Alice Coltrane on piano, Jimmy Garrison on bass, and Rashied

Ali on drums. Coltrane and Sanders were described by Nat Hentoff as "speaking in

tongues." When touring, the group was known for playing very lengthy versions of their

repertoire, with many stretching beyond 30 minutes and sometimes even being an hour

long. Concert solos for band members regularly extended beyond fifteen minutes in

duration.

Despite the radicalism of the horns, the rhythm section with Ali and Alice Coltrane had a

more relaxed, random but meditative feel than with Jones and Tyner. The group can be

heard on several live recordings from 1966, including Live at the Village Vanguard Again!

and Live in Japan. In 1967, Coltrane entered the studio several times; though pieces with

Sanders have surfaced (the unusual "To Be", which features both men on flutes), most of

the recordings were either with the quartet minus Sanders (Expression and Stellar Regions)

or as a duo with Ali. The latter duo produced six performances which appear on the album

Interstellar Space.

9. Death (1967)

Coltrane died from liver cancer at Huntington Hospital in Long Island, NY on July 17,

1967, at the age of 40. Biographer Lewis Porter has suggested, somewhat controversially,

that the cause of Coltrane's illness was hepatitis, although he also attributed the disease to

Coltrane's heroin use.[page number needed] In a 1968 interview Albert Ayler claimed that
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Coltrane was consulting a Hindu meditative healer for his illness instead of Western

medicine, though Alice Coltrane later denied this.

The Coltrane family reportedly remains in possession of much more as-yet-unreleased

music, mostly mono reference tapes made for the saxophonist and, as with the 1995 release

Stellar Regions, master tapes that were checked out of the studio and never returned. The

parent company of Impulse!, from 1965 to 1979 known as ABC Records, purged much of

its unreleased material in the 1970s. Lewis Porter has stated that Alice Coltrane, who died

in 2007, intended to release this music, but over a long period of time, as her son Ravi

Coltrane, responsible for reviewing the material, is also pursuing his own career.

10. Instruments

Coltrane played clarinet and the alto horn, a brass instrument, in a community band

before taking up alto saxophone during high school. In 1947, when he joined King

Kolax's band, Coltrane switched to tenor saxophone, the instrument he became known for

playing primarily.

In the early 1960s, during his engagement with Atlantic Records, he increasingly played

soprano saxophone as well. While with Miles Davis' band, he had been inspired by Steve

Lacy and purchased his own soprano in February 1960. The cover of his album My

Favorite Things features Coltrane playing soprano.

11. Religious beliefs

Coltrane was born and raised a Christian, and was in touch with religion and spirituality

from childhood. As a youth, he practiced music in a southern African-American church. In

A Night in Tunisia: Imaginings of Africa in Jazz, Norman Weinstein notes the parallel

between Coltrane's music and his experience in the southern church. In 1957 Coltrane

began to shift spiritual directions. Two years earlier, he had married Juanita Naima Grubb,

a Muslim convert, (for whom he later wrote the piece "Naima"), and came into contact

with Islam, an experience that may have led him to overcome his addictions to alcohol and

heroin. Bassist Donald Garrett told Coltrane, "You've got to go to the source to learn

anything, and Sufism is one of the best sources there is."
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Coltrane also explored Hinduism, the Kabbala, Jiddu Krishnamurti, yoga, math, science,

astrology, African history, and even Plato and Aristotle. In the liner notes of his album "A

Love Supreme" Coltrane states "[d]uring 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." In his 1965 album Meditations, Coltrane wrote about

uplifting people, "...To inspire them to realize more and more of their capacities for living

meaningful lives. Because there certainly is meaning to life."

Moustafa Bayoumi, an associate professor of English at Brooklyn College, City University

of New York, argues that Coltrane's "A Love Supreme" features Coltrane chanting, "Allah

Supreme." Most Coltrane scholars (Lewis Porter among them) dispute this though,

suggesting that Coltrane had abandoned Islam (and, indeed, organized religion in general)

by 1964.

In October 1965, Coltrane recorded Om, referring to the sacred syllable in Hinduism,

which symbolizes the infinite or the entire Universe. Coltrane described Om as the "first

syllable, the primal word, the word of power". The 29-minute recording contains chants

from the Bhagavad-Gita, a Hindu epic. A 1966 recording, issued posthumously, has

Coltrane and Pharoah Sanders chanting from a Buddhist text, The Tibetan Book of the

Dead, and reciting a passage describing the primal verbalization "om" as a cosmic/spiritual

common denominator in all things.

Coltrane's spiritual journey was interwoven with his investigation into world music. He

believed not only in a universal musical structure which transcended ethnic distinctions,

but in being able to harness the mystical language of music itself. Coltrane's study of

Indian music led him to believe that certain sounds and scales could "produce specific

emotional meanings." According to Coltrane, the goal of a musician was to understand

these forces, control them, and elicit a response from the audience. Coltrane said: "I would

like to bring to people something like happiness. I would like to discover a method so that

if I want it to rain, it will start right away to rain. If one of my friends is ill, I'd like to play

a certain song and he will be cured; when he'd be broke, I'd bring out a different song and

immediately he'd receive all the money he needed."
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12. Legacy

Although some jazz listeners still consider the late Coltrane albums to contain little more

than cacophony, many of these late recordings among them Ascension, Meditations and

the posthumous Interstellar Space are widely considered masterpieces.

The music of Coltrane's modal and Village Vanguard period was the admitted principal

influence on what was arguably the first jazz-rock fusion recording, the Byrds' "Eight

Miles High" (December 1965). Some of Coltrane's other innovations would be

incorporated into the fusion movement, but with diminishing returns of spiritual fervency

and earnestness.

The influence Coltrane has had on music spans many different genres and musicians.

Coltrane's massive influence on jazz, both mainstream and avant-garde, began during his

lifetime and continued to grow after his death. He is one of the most dominant influences

on post-1960 jazz saxophonists and has inspired an entire generation of jazz musicians. In

1965, he was inducted into the Down Beat Jazz Hall of Fame, and was posthumously

awarded the Grammy Lifetime Achievement Award in 1992.

His widow, Alice Coltrane, after several decades of seclusion, briefly regained a public

profile before her death in 2007. Coltrane's son, Ravi Coltrane, named after the great

Indian sitarist Ravi Shankar, whom Coltrane greatly admired, has followed in his father's

footsteps and is a prominent contemporary saxophonist.

The Saint John Coltrane African Orthodox Church, an African Orthodox Church in San

Francisco, has claimed Coltrane as a saint since 1971. Their services incorporate

Coltrane's music, using his lyrics as prayers. A documentary on Coltrane, featuring the

church, was produced for the BBC in 2004 and is presented by Alan Yentob.

His former home John Coltrane House in Philadelphia was designated a National Historic

Landmark in 1999.

In 2002, scholar Molefi Kete Asante listed John Coltrane on his list of 100 Greatest

African Americans.
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Coltrane's tenor (Selmer Mark VI, serial number 125571, dated 1965) and soprano

(Selmer Mark VI, serial number 99626, dated 1962) saxophones were auctioned on

February 20th 2005 to raise money for the John Coltrane Foundation. The soprano raised

$70,800 but the tenor remained unsold.

Topic : Avant-Garde Of The 1960'S And 1970'S

Topic Objective:

At the end of this topic student would be able to:

 Understand the basic concept of Avant-garde music

 Get familiar with Avant-Garde in Popular Culture

 Comprehend the Classical music History

 Have a clear picture of the trends in the 60s and 70s

Definition/Overview:

Avant-garde music is a term used to characterize music which is thought to be ahead of its

time, i.e. containing innovative elements or fusing different genres. Historically speaking,

musicologists primarily use the term "avant-garde music" for the radical post-1945

tendencies of a modernist style in several genres of art music after the death of Anton Webern

in 1945. In the 1950s the term avant-garde music was mostly associated with serial music.

Today the term may be used to refer to any other post-1945 tendency of modernist music not

definable as experimental music, though sometimes including a type of experimental music

characterized by the rejection of the tonal language.

Key Points:

1. Avant-Garde in Popular Culture

In the case of music there are many pieces which are still being released and are

generally considered avant-garde in popular culture. Many artists have aligned

themselves with the avant-garde movement and still continue to do so, tracing a

history from Dada to the Situationists to postmodern artists such as the

L=A=N=G=U=A=G=E writers in the 1980s
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2. Avant-garde music or experimental music

Avant-garde music, or experimental music, is a type of music that is meant to push

the boundaries of "what music is." It started in the 1940s and 1950s after World War

II. Some famous avant-garde composers were John Cage, Karlheinz Stockhausen, and

Henry Cowell.

3. Classical music

Classical music as most of us think of it - say, from 1575 to 1950, from Monteverdi to

Mozart to Bach to Stravinsky, Rachmaninoff, and so on - is no longer being written.

Contemporary composers in music conservatories are not creating this sort of music

as a rule, but rather, they are writing what many refer to as twentieth- century (now

twenty-first-century) art music. And so we have Philip Glass and John Cage and more

recent, lesser-known composers whose music is rarely performed by our symphony

orchestras. When Copeland and Bernstein were composing, orchestras played their

works and the public enjoyed them. This seems to be less and less the case in the past

forty years. Contemporary "classical" music is practiced mostly in universities; it is

listened to by almost no one; it deconstructs harmony, melody, and rhythm, rendering

them all but unrecognizable; it is a purely intellectual exercise, and saves for the rare

avant-garde ballet company, no one dances to it either. Although this cri-de-couer

(some would say "rant") would no doubt be disputed in the academic music world,

there is also no doubt that it expresses the overwhelming majority opinion among the

general population of music lovers.

4. Avant-pop

Avant-pop is a genre of pop music which uses conventional pop idioms like harmonic

melodies, verse-chorus-verse structures in addition of little elements of

experimentalism and avant garde music. It's also less rock related than the more well

known sister genres indie rock or indie pop.

5. 60s

The Beach Boys and The Beatles are the first pop music bands who began

incorporating experimental instrumentation and sound recording techniques in their
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music on their albums Pet Sounds, Revolver and Sergeant Pepper's Lonely Hearts

Club Band. Also the psychedelic rock of Syd Barrett during his brief period in Pink

Floyd with chillike songs like "Bike" and "See Emily Play" are early examples.

The use of dissonance and white noise on guitars was used to some extent in The

Velvet Underground. Using street poetry coupled with dissonant guitar squalls, the

music influenced several generations of musicians. The band, sporting Lou Reed (a

staple of experimental music much into the next decade), and John Cale, became a

popular influence on glam rock, punk rock, New Wave music, noise rock and, clearly,

avant-pop. However, reverb had been used by famous rock guitarist Jimi Hendrix,

also quite influential throughout the music world.

6. 70s

Throughout the 70s, several tendencies of experimental music came to the fore. With

the influence of The Velvet Underground, experimental bands developed. The

releases of albums by Can, Neu!, Kraftwerk and Faust, associated with the genre of

krautrock, heralded several advances in music, preceding several styles in pop.

Furthermore, David Bowie and Brian Eno made the albums Low and Heroes,

considered avant-pop.

Further developments were progressive rock's multiple bands, such as Pink Floyd and

King Crimson, toying with rhythm and meter. This genre was extremely popular, with

releases such as Dark Side of the Moon, In the Court of the Crimson King and The

Lamb Lies Down on Broadway as prime examples thereof.

However, with the developments of these genres, other movements progressed

parallel to them, but also in direct opposition. Punk rock had birthed multiple bands,

all promoting DIY ethic towards their music. Blondie, Talking Heads, Television

developed a unique musical language made famous by their strict ethical sense. With

the explosion of punk, and later post-punk, music became of a different nature. Post-

punk, as a genre, was established as being far more experimental in nature, than punk.

(See Joy Division, The Cure and Siouxsie Sioux)
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Avant-garde" has been appropriated and misapplied by various sectors of the culture

industry since the 1960s, chiefly as a marketing tool to publicise popular music and

commercial cinema. It is now common to describe successful rock musicians and

celebrated film-makers as avant-garde, the very word having been stripped of its

proper meaning. Avant-garde in music can refer to any form of music working within

traditional structures while seeking to breach boundaries in some manner.

In Section 5 of this course you will cover these topics:
Bill Evans, Herbie Hancock, Chick Corea, And Keith Jarrett

Jazz-Rock Fusion

Contemporary Jazz: 1980 To 2005

Topic : Bill Evans, Herbie Hancock, Chick Corea, And Keith Jarrett

Topic Objective:

At the end of this topic student would be able to:

 Discuss the Bill Evans Early life

 Discuss Hancock Early life and career

 Discuss Chick Corea, and Keith Jarrett Life and Career

Definition/Overview:

This topic discusses that William John Evans (better known as Bill Evans) (August 16, 1929

September 15, 1980) was one of the most famous and influential American jazz pianists of

the 20th century. His use of impressionist harmony, inventive interpretation of traditional jazz

repertoire, and trademark rhythmically independent, "singing" melodic lines influenced a

generation of pianists, including Herbie Hancock, Chick Corea, Denny Zeitlin, and Keith

Jarrett, as well as as guitarists Lenny Breau and Pat Metheny. The music of Bill Evans

continues to inspire younger pianists like Fred Hersch, Bill Charlap, Geoffrey Keezer, Lyle

Mays, and Eliane Elias.

The topic also discusses that William John Evans (better known as Bill Evans) (August 16,

1929 September 15, 1980) was one of the most famous and influential American jazz pianists

of the 20th century. His use of impressionist harmony, inventive interpretation of traditional

jazz repertoire, and trademark rhythmically independent, "singing" melodic lines influenced a
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generation of pianists, including Herbie Hancock, Chick Corea, Denny Zeitlin, and Keith

Jarrett, as well as as guitarists Lenny Breau and Pat Metheny. The music of Bill Evans

continues to inspire younger pianists like Fred Hersch, Bill Charlap, Geoffrey Keezer, Lyle

Mays, and Eliane Elias.

Armando Anthony "Chick" Corea (born June 12, 1941) is a multiple Grammy Award

winning American jazz pianist, keyboardist, drummer, and composer. He is known for his

work during the 1970s in the genre of jazz fusion. He participated in the birth of the electric

fusion movement as a member of Miles Davis' band in the 1960s, and in the 1970s formed

Return to Forever. He continued to pursue other collaborations and explore various musical

styles throughout the 1980s and 1990s. He is also known for promoting Scientology.

The topic also discusses that Keith Jarrett (born May 8, 1945 in Allentown, Pennsylvania) is

an American pianist, composer and jazz icon.

His career started with Art Blakey, Charles Lloyd and Miles Davis. Since the early 1970s he

has enjoyed a great deal of success in both classical music and jazz, as a group leader and a

solo performer. His improvisation technique combines not only jazz, but also other forms of

music, especially classical, gospel, blues and ethnic folk music.

In 2003 he received the Polar Music Prize, being the first (and to this day only) recipient not

sharing the prize with anyone else. In 2008 he was inducted into the prestigious Downbeat

Hall of Fame by the Downbeat Magazine 73rd Annual Jazz Readers Poll.

Key Points:

1. Bill Evans Early life

Bill Evans was born in Plainfield, New Jersey, to a mother of Rusyn ancestry and a father

of Welsh descent. His father was an alcoholic. Young Bill Evans received his first musical

training at his mother's church. His mother was an amateur pianist with an interest in

modern classical composers; this led to Evans' initial musical training in classical piano at

age six. He also became proficient at the flute by age 13 and could play the violin. Evans

was left-handed, which could explain the rich low end in his sound.
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At 12, Bill filled in for his older brother Harry in Buddy Valentino's band. He had already

been playing dance music (and jazz) at home for some time ("How My Heart Sings," Peter

Pettinger, 1999). In the late 1940s, he played boogie woogie in various New York City

clubs. He went on to receive a music scholarship to Southeastern Louisiana University, and

in 1950, he performed Beethoven's Third Piano Concerto at his senior recital and

graduated with a degree in piano performance and teaching. Also while at SLU in 1949, he

was among the founding members of the Delta Omega Chapter of Phi Mu Alpha Sinfonia.

He also played quarterback for the school's football team, helping them win the

championship that year (Pettinger, 1999). After some time in the U.S. Army, he returned to

New York and worked at nightclubs with jazz clarinetist Tony Scott and other leading

players. Later, he took postgraduate studies in composition at the Mannes College of

Music, where he also mentored younger music students.

1.1. 1950s

Working in New York in the 1950s, Evans gained a profile as a sideman in traditional

and so-called Third Stream jazz bands. During this period, he had the opportunity to

record in many different contexts with some of the best names in jazz of the time.

Seminal recordings made with composer/theoretician George Russell are notable for

Evans' solo work, including "Concerto for Billy the Kid" and "All About Rosie." He

also went on to appear on notable albums by Charles Mingus, Oliver Nelson, Tony

Scott, and Art Farmer. In 1956, he made his debut album, New Jazz Conceptions,

featuring the original version of "Waltz for Debby," for Riverside Records. Producer

Orrin Keepnews was convinced that he should record the reluctant Evans because of a

demo tape played to him over the phone by guitarist Mundell Lowe.

In 1958, Evans was hired by Miles Davis, becoming the only white member of his

famed sextet. Though his time with the band was brief (no more than eight months), it

was one of the most fruitful collaborations in the history of jazz, as Evans'

introspective scalar approach to improvisation deeply influenced Davis' style. At the

time, Evans was playing block chords, and Davis wrote in his autobiography, "Bill

had this quiet fire that I loved on piano. The way he approached it, the sound he got,

was like crystal notes or sparkling water cascading down from some clear waterfall."

Additionally, Davis said, "I've sure learned a lot from Bill Evans. He plays the piano

the way it should be played."
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Evans' desire to pursue his own projects as a leader (and increasing problems with

drug use) led him to leave the Davis sextet in late 1958. Shortly after, he recorded

Everybody Digs Bill Evans, documenting the previously unheard-of meditative sound

he was exploring at the time. However, he came back to the sextet at Davis' request to

record the jazz classic Kind of Blue in early 1959. Evans' contribution to the album

was overlooked for years; in addition to cowriting the song "Blue in Green," he had

also already developed the ostinato figure from the track "Flamenco Sketches" on the

1958 solo recording "Peace Piece" from his album Everybody Digs Bill Evans. Evans

also penned the heralded liner notes for Kind of Blue, comparing the improvisation of

jazz to Zen art. By the fall of 1959, he had started his own trio.

1.2. 1960s

At the turn of the decade, Evans led a trio with bassist Scott LaFaro and drummer

Paul Motian. This group has since become one of the most acclaimed piano triosand

jazz bands in generalof all time. With this group, Evans' focus settled on traditional

jazz standards and original compositions, with an added emphasis on interplay

among the band members that often bordered on collective improvisation and

blurred the line between soloist and accompanist. The collaboration between Evans

and talented young bassist LaFaro was particularly fruitful, with the two achieving

an unprecedented level of musical empathy. The trio recorded four albums: Portrait

in Jazz (1959); and Explorations, Sunday at the Village Vanguard, and Waltz for

Debby, all recorded in 1961. The last two albums are live recordings drawn from the

same recording date, and they are routinely named among the greatest jazz

recordings of all time. In 2005, the full sets were collected on the three-CD set The

Complete Village Vanguard Recordings, 1961. There is also a lesser-known

recording of this trio taken from radio broadcasts in early 1960 called Live at

Birdland, though the sound quality is, unfortunately, poor.

In addition to introducing a new freedom of interplay within the piano trio, Evans

began (in performances such as "My Foolish Heart" from the Vanguard sessions) to

explore extremely slow ballad tempos and quiet volume levels, which had previously

been virtually unknown in jazz. His chordal voicings became more impressionistic,

reminiscent of classical composers such as Debussy, Ravel, Scriabin, and Satie; also,

he was moving away from the thick block chords he often utilized when playing
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with Davis. His sparse left-hand voicings supported his lyrical right-hand lines, as

much a product of the influence of jazz pianist Bud Powell as of any classical

composer.

Like his contemporary Miles Davis, Evans had begun to pioneer the style of modal

jazz, favoring harmonies that helped avoid some of the idioms of bebop and other

earlier jazz. In tunes like Time Remembered, the chord changes more or less

absorbed the derivative styles of bebop and instead relied on unexpected shifts in

color. It was still possible (and desirable) to make these changes swing, and a certain

spontaneity appeared in expert solos that were played over the new sound. Most

composers refer to the style of Time Remembered as "plateau modal," because the

changes usually cover one to two bars. LaFaro's untimely death at age 25 in a car

accident, ten days after the Vanguard performances, devastated Evans. He did not

record or perform in public again for several months. His first recording after

LaFaro's death was the duet album Undercurrent, with guitarist Jim Hall, released on

United Artist Jazz records in 1963. Recorded in two sessions on April 24 and May

14, 1962, it is now widely regarded as one of the classic jazz piano-guitar duet

recordings. The album is also notable for its striking cover image, "Weeki Wachee

Spring, Florida" by photographer Toni Frissell. The original LP version (left) and the

first CD reissue featured a cropped, blue-tinted version, overlaid with the title and

the Blue Note logo; but for the most recent (24-bit remastered) CD reissue, the

image has been restored to its original black-and-white coloration and size, without

lettering.

When he re-formed his trio in 1962, he replaced LaFaro with bassist Chuck Israels,

initially keeping Motian on the drums. Two albums, Moonbeams and How My Heart

Sings!, resulted. In 1963, after having switched from Riverside to the much more

widely distributed Verve, he recorded Conversations With Myself, an innovative

album on which he employed overdubbing, layering up to three individual tracks of

piano for each song. The album won him his first Grammy award, for Best

Instrumental Jazz Performance Soloist or Small Group.

Though his time with Verve was prolific in terms of recording, his artistic output

was uneven. Despite Israels' fast development and the creativity of new drummer

Grady Tate, they were ill-represented by the rather perfunctory album Bill Evans
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Trio with Symphony Orchestra, with the song Pavane by Gabriel Faur, but

remarkably reinvented with improvisations by Evans. Some unique contexts were

attempted, such as a big-band live album at Town Hall, which was recorded but

never issued due to Evans' dissatisfaction with it (although the jazz trio portion of

the Pavane concert was made into its own somewhat successful release), and an

album with a symphony orchestra, which was not warmly received by critics.

During this time, Helen Keane, Evans' manager, began having an important

influence. Apart from being one of the first women in her field, she significantly

helped maintain the progress (or prevented the deterioration) of Evans' career in

spite of his self-damaging lifestyle.

In 1966, Evans discovered the remarkable young Puerto Rican bass player Eddie

Gomez. In what turned out to be an eleven-year stay, the sensitive and creative

Gomez sparked new developments in both Evans' playing and trio conception. One

of the most significant releases during this period is Bill Evans at the Montreux Jazz

Festival, from 1968. Although it was the only album Evans made with drummer Jack

DeJohnette, it has remained a critical and fan favorite, due to the trio's remarkable

energy and interplay.

Other highlights from this period include the "SoloIn Memory of His Father" from

Bill Evans at Town Hall (1966), which introduced the famous theme "Turn Out the

Stars," a second successful pairing with guitarist Jim Hall; Intermodulation (1966);

and the subdued, crystalline solo album Alone (1968), featuring a 14-minute-plus

version of "Never Let Me Go."

1.3. 1970s

In 1968, Marty Morell joined the trio on drums and remained until 1975, when he

retired to family life. This became Evans' most stable and long-lasting group. In

addition, he had kicked his heroin habit and was entering a period of personal

stability as well. The group made several albums, including From Left to Right

(1970), which features Evans' first use of electric piano; The Bill Evans Album

(1971), which won two Grammies; The Tokyo Concert (1973); Since We Met

(1974); and But Beautiful (1974), featuring the trio plus legendary tenor saxophonist

www.bsscommunitycollege.in   www.bssnewgeneration.in  www.bsslifeskillscollege.in

81
www.onlineeducation.bharatsevaksamaj.net        www.bssskillmission.in

WWW.BSSVE.IN



Stan Getz in live performances from Holland and Belgium, released posthumously

in 1996. Morell was an energetic, straight-ahead drummer, unlike many of the other

percussionists in the trio, and many critics feel that this was a period of little growth

for Evans. After Morell left, Evans and Gomez recorded two duo albums, Intuition

and Montreux III.

In 1974, Bill Evans recorded a multimovement jazz concerto specifically written for

him by Claus Ogerman entitled "Symbiosis," originally released on the MPS

Records label. The 1970s also saw Evans collaborate with the singer Tony Bennett

on 1975's The Tony Bennett/Bill Evans Album and 1977's Together Again.

On September 13, 1975, Evans' son, Evan, was born. Evan Evans did not often see

his always-touring father. Young Evans, a child prodigy, has since embarked on a

career in film scoring, ambitiously attending college courses in 20th-century

composition, instrumentation, and electronic composition at the age of ten. He has

also studied with many of his father's contemporaries, including Lalo Schifrin and

harmony specialist Bernard Maury.

In 1976, Marty Morell was replaced on drums by Eliot Zigmund. Several interesting

collaborations followed, and it was not until 1977 that the trio was able to record an

album together. Both I Will Say Goodbye (Bill Evans' last for Fantasy Records) and

You Must Believe in Spring (for Warner Bros., released posthumously) highlighted

changes that would become significant in the last stage of Evans' career. A greater

emphasis was placed on group improvisation and interaction; Evans was reaching

new expressive heights in his soloing; and new experiments with harmony and keys

were attempted.

Gomez and Zigmund left Evans in 1978. Evans then asked Philly Joe Jones, the

drummer Evans considered to be his "all-time favorite drummer" and with whom he

had recorded his second album in 1957, to fill in. Several bassists were tried, with

the remarkable Michael Moore staying the longest. His six months with the trio were

frustrating due to Jones's rushing of the tempo and overplaying. Evans finally settled

on Marc Johnson on bass and Joe LaBarbera on drums. This trio was to be Evans'

last. Although they released only one record prior to Evans' death in 1980 (The Paris

Concert, Edition One and Edition Two, 1979), they rivaled (and, arguably,
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exceeded) the first trio in their powerful group interactions. Evans stated that this

was possibly his best trio, a claim that has been supported by the many recordings

that have since surfaced, each documenting the remarkable musical journey of his

final year. The Debussylike impressionism of the first trio had given way to a dark

and urgent yet undeniably compelling, deeply moving (if not mesmerizing) romantic

expressionism.

Evans' own Russian ancestry is often reflected in the late Rachmaninoff pianism of

his brooding constructions and the Shostakovich "Danse Macabre" modal

explorations of "Nardis," the piece he reworked each time it served as the finale of

his performances. But most notably, the "anticipatory meter" that Evans deliberately

perfected with his last trio reflects late Ravel, especially the controversial second

half of the French composer's dark and turbulent La Valse. The recording

documenting Evans' playing during the week preceding his death is a valedictory

entitled "The Last Waltz." Many albums and compilations have been released in

recent years, including three multidisc boxed sets: Turn Out the Stars (Warner

Bros.), The Last Waltz, and Consecration. The Warner Bros. set is a selection of

material from Evans' final residency at New York's Village Vanguard club, nearly

two decades after his classic performances there with the La Faro/Motian trio; the

other two are drawn from his performances at San Francisco's Keystone Korner the

week before his death. A particularly revealing comparison of early and late Evans

(1966, 1980) is a 2007 DVD of two previously unreleased telecasts, The Oslo

Concerts.

2. Hancock Early life and career

Like many jazz pianists, Hancock started with a classical music education; Hancock studied

from age seven. His talent was recognized early, and he played the first movement of

Mozart's Piano Concerto No. 5 in D Major at a young people's concert with the Chicago

Symphony at age eleven.Through his teens, Hancock never had a jazz teacher. Instead,

around high school age, Hancock grew to like jazz after hearing some Oscar Peterson and

George Shearing recordings, which he transcribed in his own time, and which developed

his ear and sense of harmony. He was also influenced by records of the vocal group the Hi-

Lo's:..by the time I actually heard the Hi-Lo's, I started picking that stuff out; my ear was

happening. I could hear stuff and that's when I really learned some much farther-out
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voicings -like the harmonies I used on 'Speak Like a Child' -just being able to do that. I

really got that from Clare Fischer's arrangements for the Hi-Lo's. Clare Fischer was a major

influence on my harmonic concept... He and Bill Evans, and Ravel and Gil Evans, finally.

You know, that's where it really came from. Almost all of the harmony that I play can be

traced to one of those four people and whoever their influences were.

Hancock also listened to other pianists, including Don Goldberg (also a prodigy and a Hyde

Park High School classmate), McCoy Tyner, and Wynton Kelly, and studied recordings by

Miles Davis, John Coltrane and Lee Morgan.

Hancock began his studies as an physics major at Grinnell College, but switched to music

after two years. In 1960, he heard Chris Anderson play just once, and begged him to accept

him as a student. Hancock often mentions Anderson as his harmonic guru. Hancock left

Grinnell one course short of graduation in 1961, moved to Chicago and began working with

Donald Byrd and Coleman Hawkins, during which period he also took courses at Roosevelt

University. (Grinnell awarded Hancock an honorary Doctor of Fine Arts degree in 1972).

Donald Byrd was attending Manhattan School of Music in New York at the time and

suggested that Hancock study composition with Vittorio Giannini, which he did for a short

time in 1960. The pianist quickly earned a reputation, and played subsequent sessions with

Oliver Nelson and Phil Woods. He recorded his first solo album Takin' Off for Blue Note

Records in 1962. "Watermelon Man" (from Takin' Off) was to provide Mongo Santamaria

with a hit single, but crucially Takin' Off was to catch the attention of Miles Davis, who

was at that time assembling a new band. Hancock was introduced to Davis by the young

drummer Tony Williams, a member of the new band.

2.1. Miles Davis quintet and Blue Note

Hancock received considerable attention when, in May 1963, he joined Miles Davis'

"second great quintet." This new band was essentially Miles Davis surrounded by

fresh, new talent. Davis personally sought out Hancock, whom he saw as one of the

most promising talents in jazz. The rhythm section Davis organized was young but

effective, comprising bassist Ron Carter, seventeen year old drummer Tony Williams,

and Hancock on piano. After George Coleman and Sam Rivers each taking turns at

the saxophone spot, the quintet would gel with Wayne Shorter on tenor saxophone.
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This quintet is often regarded as one of the finest jazz ensembles, and the rhythm

section has been especially praised for its innovation and flexibility.

The second great quintet was where Hancock found his own unique voice as a master

of jazz piano. Not only did he find new ways to use common chords, he also

popularized chords then rarely used in jazz. Hancock also developed a unique taste for

"orchestral" accompaniment - using fourths and Debussy-like harmonies, with stark

contrasts then unheard of in jazz.

With Williams and Carter he would weave a labyrinth of rhythmic intricacy on,

around and over existing melodic and chordal schemes. In the later half of the sixties

their approach would be so sophisticated and unorthodox that conventional chord

changes would hardly be discernible, hence their improvisational concept would

become known as "Time, No Changes."

While in the Davis band, Hancock also found time to record dozens of sessions for the

Blue Note label, both under his own name and as a sideman with other musicians such

as Wayne Shorter, Tony Williams, Grant Green, Bobby Hutcherson, Sam Rivers,

Donald Byrd, Kenny Dorham, Hank Mobley, Lee Morgan and Freddie Hubbard.

His albums Empyrean Isles (1964) and Maiden Voyage (1965) were to be two of the

most famous and influential jazz LPs of the sixties, winning praise for both their

innovation and accessibility (the latter demonstrated by the subsequent enormous

popularity of the Maiden Voyage title track as a jazz standard, and by the jazz rap

group US3 having a hit single with "Cantaloop" (derived from "Cantaloupe Island" on

Empyrean Isles) some twenty five years later). Empyrean Isles featured the Davis

rhythm section of Hancock, Carter and Williams with the addition of Freddie

Hubbard on cornet, while Maiden Voyage also added former Davis saxophonist

George Coleman (and had Freddie Hubbard on trumpet). Both albums are regarded as

among the principal foundations of the post-bop style. Hancock also recorded several

less-well-known but still critically acclaimed albums with larger ensembles My Point

of View (1963), Speak Like a Child (1968) and The Prisoner (1969) featured

flugelhorn, alto flute and bass trombone. 1963's Inventions and Dimensions was an

album of almost entirely improvised music, teaming Hancock with bassist Paul

Chambers and two Latin percussionists, Willie Bobo and Osvaldo Martinez.
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During this period, Hancock also composed the score to Michelangelo Antonioni's

film Blowup which was to be the first of many soundtracks he would record in his

career.

Davis had begun incorporating elements of rock and popular music into his recordings

by the end of Hancock's tenure with the band. Despite some initial reluctance,

Hancock began doubling on electric keyboards including the Fender Rhodes electric

piano at Davis's insistence. Hancock adapted quickly to the new instruments, which

proved to be instrumental in his future artistic endeavors.

Under the pretext that Hancock returned late from a honeymoon in Brazil, he was

kicked out of Davis' band. So in the summer of 1968 Hancock formed his own sextet.

(Davis would soon disband his quintet to search for a new sound.) Hancock though,

despite his departure from the working band, continued to appear on Miles Davis

records for the next few years. Noteworthy appearances include In a Silent Way, A

Tribute to Jack Johnson and On the Corner.

2.2. Fat Albert and Mwandishi

Hancock left Blue Note in 1969, signing up with Warner Bros. Records. In 1969,

Hancock composed the soundtrack for the Bill Cosby TV show Fat Albert and the

Cosby Kids. Titled Fat Albert Rotunda, the album was mainly an R&B-influenced

album with strong jazz overtones. One of the jazzier songs on the record, "Tell Me A

Bedtime Story", was later re-worked as a more electronic sounding song for the

Quincy Jones album, Sounds...and Stuff Like That.

Hancock was fascinated with accumulating musical gadgets and toys. Together with

the profound influence of Davis's Bitches Brew, this fascination would culminate in

a series of albums in which electronic instruments are coupled with acoustic

instruments.

Hancock's first ventures into electronic music started with a sextet comprising

Hancock, bassist Buster Williams and drummer Billy Hart, and a trio of adventurous

horn players: Eddie Henderson (trumpet), Julian Priester (trombone), and

multireedist Bennie Maupin. Dr. Patrick Gleeson was eventually added to the mix to
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play and program the synthesizers. In fact, Hancock was one of the first jazz pianists

to completely embrace electronic keyboards.

The sextet, later a septet with the addition of Gleeson, made three experimental

albums under Hancock's name: Mwandishi (1971), Crossings (1972) (both on

Warner Bros. Records), and Sextant (1973) (released on Columbia Records); two

more, Realization and Inside Out, were recorded under Henderson's name with

essentially the same personnel. The music often had very free improvisations and

showed influence from the electronic music of some contemporary classical

composers.

Synthesizer player Patrick Gleeson, one of the first musicians to play synthesizer on

any jazz recording, introduced the instrument on Crossings, released in 1972, one of

a handful of influential electronic jazz/fusion recordings to feature synthesizer that

same year. On Crossings (as well as on I Sing the Body Electric), the synthesizer is

used more as an improvisatory global orchestration device than as a strictly melodic

instrument. This reflected Gleeson's (and Powell's) interest in contemporary

European electronic music techniques and in the West Coast synthesis techniques of

Morton Subotnick and other contemporaries, several of whom were resident at one

time or another, as was Gleeson, at The Mills College Tape Music Center. An early

review of Crossings in Downbeat magazine complained about the synthesizer, but a

few years later the magazine noted in a cover story on Gleeson that he was "a

pioneer" in the field of electronics in jazz. Gleeson used a modular Moog III for the

recording of the album, but used an ARP 2600 synthesizer, and occasionally an Arp

Soloist for the group's live performances. On Sextant Gleeson used the more

compact ARP synthesizers instead of the larger Moog III for both studio and live

performances. In the albums following The Crossings, Hancock started to play synth

himself and unlike Gleeson, he plays it as a melodical and rhythm instrument just

like electric pianos.

Hancock's three records released in 1971-1973 became later known as the

"Mwandishi" albums, so-called after a Swahili name Hancock sometimes used

during this era (Mwandishi is Swahili for writer). The first two, including Fat Albert

Rotunda were made available on the 2-CD set Mwandishi: the Complete Warner

Bros. Recordings, released in 1994, but are now sold as individual CD editions. Of

www.bsscommunitycollege.in   www.bssnewgeneration.in  www.bsslifeskillscollege.in

87
www.onlineeducation.bharatsevaksamaj.net        www.bssskillmission.in

WWW.BSSVE.IN



the three electronic albums, Sextant is probably the most experimental since the Arp

synthesizers are used extensively, and some advanced improvisation ("post-modal

free impressionism") is found on the tracks "Hornets" and "Hidden Shadows"

(which is in the meter 19/4). "Hornets" was later revised on the 2001 album

Future2Future as "Virtual Hornets."

Among the instruments Hancock and Gleeson used were Fender Rhodes piano, ARP

Odyssey, ARP 2600, ARP Pro Soloist Synthesizer, a Mellotron and the Moog III.

All three Warner Bros. albums Fat Albert Rotunda, Mwandishi, and Crossings, were

remastered in 2001 and released in Europe but were not released in the U.S.A. as of

June 2005. In the winter of 2006-2007 a remastered edition of Crossings was

announced and scheduled for release in the Spring.

2.3. Head Hunters and Death Wish

After the sometimes "airy" and decidedly experimental "Mwandishi" albums,

Hancock was eager to perform more "earthy" and "funky" music. The Mwandishi

albums though these days seen as respected early fusion recordings had seen mixed

reviews and poor sales, so it is probable that Hancock was motivated by financial

concerns as well as artistic restlessness. Hancock was also bothered by the fact that

many people did not understand avant-garde music. He explained that he loved funk

music, especially Sly Stone's music, so he wanted to try to make funk himself.

He gathered a new band, which he called The Headhunters, keeping only Maupin

from the sextet and adding bassist Paul Jackson, percussionist Bill Summers, and

drummer Harvey Mason. The album Head Hunters, released in 1973, was a major hit

and crossed over to pop audiences, though it prompted criticism from some jazz

fans. Head Hunters was recorded at Different Fur studios.

Despite charges of "selling out", later ears have regarded the album well: "Head

Hunters still sounds fresh and vital three decades after its initial release, and its

genre-bending proved vastly influential on not only jazz, but funk, soul, and hip-

hop." Allmusic.com entry
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Mason was replaced by Mike Clark, and the band released a second album, Thrust,

the following year. (A live album from a Japan performance, consisting of

compositions from those first two Head Hunters releases was released in 1975 as

Flood. The record has since been released on CD in Japan.) This was almost as well-

received as its predecessor, if not attaining the same level of commercial success.

The Headhunters made another successful album (called Survival of the Fittest)

without Hancock, while Hancock himself started to make even more commercial

albums, often featuring members of the band, but no longer billed as The

Headhunters. The Headhunters reunited with Hancock in 1998 for Return of the

Headhunters, and a version of the band (featuring Jackson and Clark) continues to

play live and record.

In 1973, Hancock composed his second masterful soundtrack to the controversial

film The Spook Who Sat By The Door. Then in 1974, Hancock also composed the

soundtrack to the first Death Wish film. One of his memorable songs, "Joanna's

Theme", would later be re-recorded in 1997 on his duet album with Wayne Shorter 1

+ 1.

Hancock's next jazz-funk albums of the 1970s were Man-Child (1975), and Secrets

(1976), which point toward the more commercial direction Hancock would take over

the next decade. These albums feature the members of the 'Headhunters' band, but

also a variety of other musicians in important roles.

2.4. Back to the Basics: VSOP and the Future Shock

During late 1970s and early 1980s, Hancock toured with his "V.S.O.P." quintet,

which featured all the members of the 1960s Miles Davis quintet except Davis, who

was replaced by trumpet giant Freddie Hubbard. There was constant speculation that

one day Davis would reunite with his classic band, but he never did so. VSOP

recorded several live albums in the late 1970s, including VSOP (1976), and VSOP:

The Quintet (1977). One of his songs, "Clutch", which was recorded in studio in

1980, was featured on the 2001 anime movie Cowboy Bebop: The Movie and its

soundtrack Future Blues. He multitracked a steam wind organ called a calliope in the

background for ambience. On his later album A Tribute to Miles, the song was

retitled "Calliope" itself.
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In 1978, Hancock recorded a duet with Chick Corea, who had replaced him in the

Miles Davis band a decade earlier. He also released a solo acoustic piano album titled

The Piano (1978), which, like so many Hancock albums at the time, was initially

released only in Japan. (It was finally released in the US in 2004.) Several other

Japan-only releases have yet to surface in the US, such as Dedication (1974), VSOP:

Tempest in the Colosseum (1977), and Direct Step (1978). Live Under the Sky was a

VSOP album remastered for the US in 2004, and included an entire second concert

from the July 1979 tour.

From 1978-1982, Hancock recorded many albums consisting of jazz-inflected disco

and pop music, beginning with Sunlight (featuring guest musicians like Tony

Williams and Jaco Pastorius on the last track) (1978). Singing through a vocoder, he

earned a British hit, "I Thought It Was You", although critics were unimpressed. .

This led to more vocoder on the 1979 follow-up, Feets, Don't Fail Me Now, which

gave him another UK hit in "You Bet Your Love." Albums such as Monster (1980),

Magic Windows (1981), and Lite Me Up (1982) were some of Hancock's most

criticized and unwelcomed albums, the market at the time being somewhat saturated

with similar pop-jazz hybrids from the likes of former bandmate Freddie Hubbard.

Hancock himself had quite a limited role in some of those albums, leaving singing,

composing and even producing to others. Mr. Hands (1980) is perhaps the one album

during this period that was critically acclaimed. To the delight of many fans, there

were no vocals on the album, and one track featured Jaco Pastorius on bass. The

album contains a wide variety of different styles, including a disco instrumental song,

a Latin-jazz number and an electronic piece in which Hancock plays alone with the

help of computers.

Hancock also found time to record more traditional jazz whilst creating more

commercially-oriented music. He toured with Tony Williams and Ron Carter in

1981, recording Herbie Hancock Trio, a five-track live album released only in Japan.

A month later, he recorded Quartet with Wynton Marsalis, released in the US the

following year.

In 1983, Hancock had a mainstream hit with the Grammy-award winning

instrumental single "Rockit" from the album Future Shock. It was perhaps the first

mainstream single to feature scratching, and also featured an innovative animated
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music video which was directed by Godley and Creme and showed several robot-like

artworks by Jim Whiting. The video was a hit on MTV. The video won 5 different

categories at the inaugural MTV Video Music Awards, including the category for

Video Of The Year. This single ushered in a collaboration with noted bassist and

producer Bill Laswell. Hancock experimented with electronic music on a string of

three LPs produced by Laswell: Future Shock (1983), Sound-System (1984) and

Perfect Machine (1988). Despite the success of "Rockit", Hancock's trio of Laswell-

produced albums (particularly the latter two) are among the most critically derided of

his entire career, perhaps even more so than his erstwhile pop-jazz experiments.

Hancock's level of actual contribution to these albums was also questioned, with

some critics contending that the Laswell albums should have been labelled "Bill

Laswell featuring Herbie Hancock."

During this period, he appeared onstage at the Grammy awards with Stevie Wonder,

Howard Jones, and Thomas Dolby, in a famous synthesizer jam (the video on

youtube ). Lesser known works from the 80s are the live album Jazz Africa and the

studio album Village Life (1984) which were recorded with Gambian kora player

Foday Musa Suso. Also, in 1985 he performed as a guest on the album So Red The

Rose by the Duran Duran shoot off group Arcadia. He also provided introductory and

closing comments for the PBS rebroadcast in the United States of the BBC

educational series from the mid-1980s, Rock School (not to be confused with the

most recent Gene Simmons' Rock School series).

In 1986, Hancock performed and acted in the film 'Round Midnight. He also wrote

the score/soundtrack, for which he won an Academy Award for Original Music

Score. Often he would write music for TV commercials. "Maiden Voyage", in fact,

started out as a cologne advertisement. At the end of the Perfect Machine tour,

Hancock decided to leave Columbia Records after a 15-plus-year relationship.

As of June 2005, almost half of his Columbia recordings have been remastered. The

first three US releases, Sextant, Head Hunters and Thrust as well as the last four

releases Future Shock, Sound-System, the soundtrack to Round Midnight and Perfect

Machine. Everything released in America from Man-Child to Quartet has yet to be

remastered. Some albums, made and initially released in the US, were remastered

between 1999 and 2001 in other countries such as Magic Windows and Monster.
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Hancock also re-released some of his Japan-only releases in the West, such as The

Piano.

2.5. 1990s and later

After leaving Columbia, Hancock took a break. In 1991, three years after Perfect

Machine was released, his mentor Miles Davis, died. Along with friends Ron Carter,

Tony Williams, Wayne Shorter, and Davis admirer Wallace Roney, they recorded A

Tribute to Miles which was released in 1994. The album contained two live

recordings and studio recording classics with Roney playing Davis's part as trumpet

player. The album won a Grammy for best group album. He also toured with Jack

DeJohnette, Dave Holland and Pat Metheny in 1990 on their Parallel Realities tour,

which included a memorable performance at the Montreux Jazz Festival in July 1990.

Hancock's next album, Dis Is Da Drum released in 1994 saw him return to Acid Jazz.

1995's The New Standard found him and an all-star band including John Scofield,

Jack DeJohnette and Michael Brecker interpreting pop songs by Nirvana, Stevie

Wonder, The Beatles, Prince, Peter Gabriel and others. A 1997 duet album with

Wayne Shorter titled 1 + 1 was successful, the song "Aung San Suu Kyi" winning the

Grammy Award for Best Instrumental Composition, and Hancock also achieved great

success in 1998 with his album Gershwin's World which featured inventive readings

of George & Ira Gershwin standards by Hancock and a plethora of guest stars

including Stevie Wonder, Joni Mitchell and Shorter.

In 2001, Hancock recorded Future2Future, which reunited Hancock with Bill Laswell

and featured doses of electronica as well as turntablist Rob Swift of The X-

Ecutioners. Hancock later toured with the band, and released a live concert DVD with

a different lineup which also included the "Rockit" music video. Also in 2001,

Hancock partnered with Michael Brecker and Roy Hargrove to record a live concert

album saluting Davis and John Coltrane called Directions in Music: Live at Massey

Hall recorded live in Toronto. The threesome then toured together, and have toured on

and off through 2005.

2005 saw the release of a duet album called Possibilities. It features duets with Carlos

Santana, Paul Simon, Annie Lennox, John Mayer, Christina Aguilera, Sting and
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others. In 2006, Possibilities was nominated for Grammy awards in two categories:

"A Song For You", featuring Christina Aguilera was nominated in the Best Pop

Collaboration With Vocals category, and "Gelo No Montanha", featuring Trey

Anastasio on guitar was nominated in the Best Pop Instrumental Performance

category. Neither nomination resulted in an award.

Also in 2005, Hancock toured Europe with a new quartet that included Beninese

guitarist Lionel Loueke, and explored textures ranging from ambient to straight jazz

to African music. Plus, during the Summer of 2005, Hancock re-staffed the famous

Head Hunters and went on tour with them, including a performance at The Bonnaroo

Music & Arts Festival.

However, this lineup did not consist of any of the original Headhunters musicians.

The group included Marcus Miller, Terri Lyne Carrington, Lionel Loueke and John

Mayer. Hancock also served as the first artist in residence for Bonnaroo that summer.

Also in 2006, Sony BMG Music Entertainment (which bought out Hancock's old

label, Columbia Records) released the two-disc retrospective The Essential Herbie

Hancock. This two-disc set is the first compilation of Herbie's work at Warner Bros.

Records, Blue Note Records, Columbia and at Verve/Polygram. This became

Hancock's second major compilation of work since the 2002 Columbia-only "The

Herbie Hancock Box" which was released at first in a plastic 4x4 cube then re-

released in 2004 in a long box set. Hancock also in 2006, recorded a new song with

Josh Groban and Eric Mouquet (co-founder of Deep Forest) titled "Machine". It is

featured on Josh Groban's CD "Awake." Hancock also recorded and improvised with

guitarist Lionel Loueke on Loueke's debut album Virgin Forest on the ObliqSound

label in 2006, resulting in two improvisational tracks "Le Rveil des Agneaux (The

Awakening of the Lambs)" and "La Poursuite du lion (The Lion's Pursuit)".

Hancock, a longtime associate and friend of Joni Mitchell released a 2007 album,

River: The Joni Letters, that paid tribute to her work. Norah Jones and Tina Turner

recorded vocals, as did Corinne Bailey Rae, and Leonard Cohen contributed a spoken

piece set to Hancock's piano. Mitchell herself also made an appearance. The album

was released on September 25, simultaneously with the release of Mitchell's album

Shine. "River" was nominated for and won the 2008 Album of the Year Grammy
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Award, only the second jazz album ever to receive either honor. The album also won

a Grammy for Best Contemporary Jazz Album, and the song "Both Sides Now" was

nominated for Best Instrumental Jazz Solo.

Recently Hancock performed at the Shriner's Children's Hospital Charity Fundraiser

with Sheila E, Jim Brickman, Kirk Whalum and Wendy Alane Wright.

His latest work was assisting the production of the Kanye West track "Robocop",

found on 808s and Heartbreak.

On January 18, 2009, Hancock performed at the We Are One concert, marking the

start of inaugural celebrations for American President Barack Obama.

On June 14, 2008, Hancock performed at Rhythm on the Vine at the South Coast

Winery in Temecula, California for Shriners Hospital for Children. Other perfomers

at the event, that raised $515,000 for Shriners Hospital, were contemporary music

artist Jim Brickman, and Sheila E. & the E. Family Band

3. Corea Early Life

Corea was born in Chelsea, Massachusetts. He is of Italian descent. His mothers parents

come from Sicily and his fathers parents come from Colossia, which is in the south of Italy.

Armando, his father, a jazz trumpet player who had led a Dixieland band in the Boston area

in the 1930s and 1940s, introduced him to the piano at the age of four. Growing up

surrounded by jazz music, he was influenced at an early age by bebop stars such as Dizzy

Gillespie, Charlie Parker, Bud Powell, Horace Silver and Lester Young. At eight Corea also

took up drums, which would later influence his use of the piano as a percussion instrument.

His Boston area heritage can be heard in his introduction of "Nefertiti" on Circle - Paris

Concert as a Wayne Shorter composition.

Corea developed his piano skills by exploring music on his own. A notable influence was

concert pianist Salvatore Sullo from whom Corea started taking lectures at age eight, who

introduced him to classical music, helping spark his interest in musical composition. He

also spent several years as a performer and soloist for The Knights of St. Rose, a Drum &

Bugle Corp based in Chelsea.

www.bsscommunitycollege.in   www.bssnewgeneration.in  www.bsslifeskillscollege.in

94
www.onlineeducation.bharatsevaksamaj.net        www.bssskillmission.in

WWW.BSSVE.IN



Given a black tuxedo by his father, he started doing gigs when in high school. He enjoyed

listening to Herb Pomeroy's band at the time, and had a trio which would play Horace

Silver's music at a local jazz club. He collaborated with Portuguese bandleader and trumpet

player Phil Barboza, and with conga drummer Bill Fitch who introduced him to Latin

music:

I liked the "extraversion" of Latin music, especially the dance and salsa style music - bands

like Tito Puente's band and Machito's band. The Cuban dance music was a great kind of

antidote to some of the more serious, heady jazz that I was into. I liked the "outgoingness"

and exuberance of the music. I just stayed interested in all kinds of Latin music. Then I

discovered Spanish Latin music, which is flamenco.

He eventually decided to move to New York where he took up musical education for one

month at Columbia University and six months at The Juilliard School (among his Juilliard

teachers was Peter Schickele, who described Chick as "the most awake student [he] ever

taught"). He quit after finding both disappointing, but liked the atmosphere of New York

where the musical scene became the starting point for his professional career.

3.1. Early career

Corea started his professional career in the '60s playing with trumpeter Blue Mitchell

and Latin greats such as Herbie Mann, Willie Bobo and Mongo Santamaria. One of

the earliest recordings of his playing is with Blue Mitchell's quintet on The Thing To

Do. This album features his composition "Chick's Tune", a clever retooling of "You

Stepped Out of a Dream" that demonstrates the angular melodies and Latin-and-swing

rhythms that characterize, in part, Corea's personal style. (Incidentally, the same tune

features a drum solo by a very young Al Foster.) His first album as a leader was

Tones For Joan's Bones in 1966, two years before the release of his album Now He

Sings, Now He Sobs, with Roy Haynes on drums, and Miroslav Vitou on bass. He

made another sideman appearance with Stan Getz on 1967's Sweet Rain (Verve

Records).
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3.2. Avant garde period

From 1968 to 1971 Chick Corea had associations with avant garde players; and his

solo style revealed a dissonant, avant garde orientation. His avant garde playing can

be heard on his solo works of the period, his solos in live recordings under the

leadership of Miles Davis, his recordings with Circle, and his playing on Joe Farrell,

"Song of the Wind", on the CTI label. In September 1968, Corea replaced Herbie

Hancock in the piano chair in Davis' band and appeared on landmark albums such as

Filles de Kilimanjaro, In a Silent Way and Bitches Brew. In concert, Davis' rhythm

section of Corea, Dave Holland and Jack DeJohnette combined elements of free jazz

improvisation and rock music. With the Davis band, Corea experimented using

electric instruments, mainly the Fender Rhodes electric piano. In live performance he

often used ring modulation of the electric piano, producing overtones reminiscent of

Karlheinz Stockhausen. Using this style, he appeared on multiple Davis albums,

including Black Beauty: Miles Davis at Fillmore West and Miles Davis at Fillmore:

Live at the Fillmore East. His live performances with the Miles Davis band continued

into 1970.Holland and Corea left to form their own group, Circle, active between

1970-1971. This free jazz group featured multi-reed player Anthony Braxton, bassist

Dave Holland and drummer Barry Altschul. This band was documented on Blue Note

and ECM. Aside from soloing in an atonal style, Corea sometimes reached in the

body of the piano and plucked the strings. In 1971 or 1972, Corea struck out on his

own.

"The concept of communication with an audience became a big thing for me at the

time. The reason I was using that concept so much at that point in my life in 1968,

1969 or so- was because it was a discovery for me. I grew up kind of only thinking

how much fun it was to tinkle on the piano and not noticing that what I did had an

effect on others. I did not even think about a relationship to an audience, really, until

way later."

3.3. Jazz Fusion

In the early 1970s, Corea took a profound stylistic turn from avant garde playing to a

crossover jazz fusion style that incorporated Latin jazz elements. In 1971, he founded

Return to Forever. This band had a fusion sound, that while relying on electronic
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instrumentation, drew more on Brazilian and Spanish-American musical styles than

on rock music. On its first two records, Return to Forever featured Flora Purim's

vocals, the Fender Rhodes electric piano, and Joe Farrell's flute and soprano

saxophone. Airto Moreira played drums. Corea's compositions for this group often

had a Brazilian tinge. In 1972, Corea played many of the early Return to Forever

songs in a group he put together for Stan Getz; this group, with Stanley Clarke on

bass and Tony Williams on drums, recorded the Columbia label album Captain

Marvel under Getz's name.

In the next year, the band moved more in the direction of rock music influenced by

the Mahavishnu Orchestra. Only Clarke remained from the group's first lineup; Bill

Connors played electric guitar and Lenny White played drums. No one replaced

vocalist Purim. (Briefly, in 1977, Corea's wife, Gayle Moran, served as vocalist in the

band.) In 1974 Al Di Meola joined the band, replacing Connors. In this second

version of Return to Forever, Corea extended the use of synthesizers, particularly

Moogs. The group released its final studio record in 1977. Thereafter, Corea focused

on solo projects.

Corea's composition "Spain" first appeared on the 1972 Return to Forever album

Light as a Feather. This is probably his most popular piece, and it has been recorded

by a variety of artists (notably Al Jarreau). There are also a variety of subsequent

recordings by Corea himself in various contexts, including an arrangement for piano

and symphony orchestra that appeared in 1999. Corea usually performs "Spain" with

a prelude based on Joaquin Rodrigo's Concierto de Aranjuez (1940), which earlier

received a jazz orchestration on Miles Davis' and Gil Evans' "Sketches of Spain". In

1976 he issued My Spanish Heart, influenced by Latin American music and featuring

vocalist Moran and electronic violinist Jean-Luc Ponty.

3.4. Duet Projects

In the 1970s, Corea started working occasionally with vibraphonist Gary Burton, with

whom he recorded several duet albums on ECM, including 1972's Crystal Silence.

They reunited in 2006 for a concert tour. A new record called The New Crystal

Silence (which has received 3 nominations for the 51st Grammy Awards) was issued
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shortly into 2008. The package includes a disc of duets and another disc featuring the

Sydney Symphony.

Later, toward the end of the 1970's, Corea embarked on a series of concerts and two

albums with Herbie Hancock. These concerts were presented in elegant settings with

both pianists formally dressed, and performing on Yamaha concert grand pianos. The

two jazz greats traded playing each other's compositions, as well as pieces by other

composers such as Bela Bartok.

In December 2007, Corea recorded a duet album, The Enchantment, with banjoist

Bela Fleck . Fleck and Corea toured extensively behind the album in 2007. Fleck was

nominated in the Best Instrumental Composition category at the 49th Grammy

Awards for the track "Spectacle." In 2008, Corea collaborated with Japanese pianist

Hiromi Uehara on the live album Duet (Chick Corea and Hiromi). The duo played a

concert at Tokyo's Budokan arena on April 30.

3.5. Later work

His other bands include the Elektric Band, the Akoustic Band, and Origin. The

Akoustic Band released a self-titled album in 1989, and featured John Patitucci on

bass and Dave Weckl on drums. It marked a turn back toward traditional jazz in

Corea's career, and the bulk of his subsequent recordings have been acoustic ones.

The Akoustic Band also provided the music for the 1986 Pixar short Luxo Jr. with

their song The Game Maker. In 1992, he started his own record label, Stretch Records

In 2001, the Chick Corea New Trio, with Avishai Cohen and Jeff Ballard on bass and

drums respectively, released the album Past, Present & Futures. Notably, the 11-song

album includes only one standard composition (Fats Waller's "Jitterbug Waltz"). The

rest of the tunes are Corea originals.

He also participated in 1998's Like Minds, which features Gary Burton on vibes, Pat

Metheny on guitar, Dave Holland on bass and Roy Haynes on drums.

Recent years have also seen Corea's rising interest in contemporary classical music.

He composed his first piano concerto and an adaptation of his signature piece, Spain

for a full symphony orchestra and performed it in 1999 with the London Philharmonic
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Orchestra. Five years later he composed his first work not to feature any keyboards:

His String Quartet No. 1, specifically written for and performed by the highly

acclaimed Orion String Quartet on 2004's Summerfest.

Corea has continued releasing jazz fusion concept albums such as To the Stars (2004)

and Ultimate Adventure (2006). The latter album won the Grammy Award for Best

Jazz Instrumental Album, Individual or Group. In 2008, the second version of Return

to Forever (Corea, keyboards; Stanley Clarke, bass; Lenny White, drums; Al di

Meola, guitar) reunited for a worldwide tour. The reunion received positive reviews

from most jazz and mainstream publications. Most of the group's studio recordings

were re-released on the compilation Return to Forever: The Anthology to coincide

with the tour. A concert DVD recorded during the tour will be released in late 2008. A

new group, the 5 Peace Band, for which Corea will collaborate with guitarist John

McLaughlin will mount a world tour beginning in October 2008. Corea previously

worked with McLaughlin in Miles Davis' late-1960s bands, including the group that

recorded Davis' album Bitches Brew. Joining Corea and McLaughlin in the 5 Peace

Band will be saxophonist Kenny Garrett, bassist Christian McBride, and drummer

Vinnie Colaiuta.

3.6. Scientology

Under the "special thanks" notes, found in all of his later albums, Corea mentions

that L. Ron Hubbard, founder of Scientology, has been a continual source of

inspiration. In 1968 Corea discovered Dianetics, Hubbard's principal work, and in the

early 1970s developed an interest in Hubbard's science fiction novels. The two

exchanged letters until Hubbard's death in 1986, and Corea even had three guest

appearances on Hubbard's 1982 album Space Jazz: The Soundtrack of the Book

Battlefield Earth, noting, "[Hubbard] was a great composer and keyboard player as

well. He did many, many things. He was a true Renaissance Man." Corea claimed that

Scientology became a profound influence on his musical direction in the early 1970s:

I no longer wanted to satisfy myself. I really want to connect with the world and make

my music mean something to people. (Down Beat, October 21, 1976, p.47)
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Corea created some of his Return to Forever compositions in collaboration with

Neville Potter, a friend whom he had met through Scientology. Some of the other

members of Return to Forever also took Scientology courses, and the name Return to

Forever itself was, in Corea's words, "definitely influenced by the Hubbard's

philosophy of the spirit. [...] It sort of nailed the spiritual intent of the music, [that it

should] be pure."[cite this quote]

Many of his songs contain explicit references to Scientology and various works by

Hubbard. For example, "What Game Shall We Play Today?" refers to the

philosophical concept in Scientology that life consists of "games" in which the

objective is to extract joy and satisfaction. His 2004 album To the Stars is a tone

poem based on Hubbard's science fiction novel of the same name. His album The

Ultimate Adventure, is also based on a Hubbard novel.

In 1998 Chick Corea and fellow entertainers Anne Archer, Isaac Hayes, and

Haywood Nelson attended the 30th anniversary of Freedom Magazine, the Church of

Scientology's investigative news journal, at the National Press Club in Washington,

DC, to honor 11 human rights activists. Not all musicians he has collaborated with

have been content with his views. Reportedly, Joe Farrell once told him not to "lay

that Scientology shit" on him. In addition, it is speculated that Stanley Clarke's

leaving of Scientology led to the breakup of Return to Forever. Corea also appears in

the Scientology film Orientation, giving a testimonial on how Scientology has helped

him.

4. Jarrett Early years

Jarrett grew up in suburban Allentown, Pennsylvania with a significant exposure to music.

He displayed prodigious talents as a young child and possessed absolute pitch or perfect

pitch. He played his first formal public concert to paying customers at the age of six and it

ended with two of his own compositions. He took intensive classical lessons, and

particularly enjoyed playing compositions by Bartok. In his teens, as a student at Emmaus

High School, he learned jazz and quickly became proficient in it. At one point, he had an

offer to study composition with the legendary Nadia Boulanger in Paris; this was amiably

turned down by Jarrett and his mother. In his early teens, he developed a stronger interest

in the contemporary jazz scene: he recalls a Dave Brubeck show as an early inspiration.
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Following his graduation from Emmaus High School in 1963, Jarrett moved from

Allentown to Boston, Massachusetts, where he attended the Berklee College of Music and

played cocktail piano. Jarrett then moved to New York City, where he played at the

renowned Village Vanguard club.

In New York, Art Blakey hired him to play with his Jazz Messengers band, and he

subsequently became a member of the Charles Lloyd Quartet (a group which included Jack

DeJohnette, a frequent musical partner throughout Jarrett's career). The Lloyd quartet's

1966 album Forest Flower was one of the most successful jazz recordings of the late

1960s. Jarrett also started to record as a leader at this time, in a trio with Charlie Haden and

Paul Motian. Jarrett's first album as a leader, Life Between The Exit Signs (1967),

appeared around this time on the Vortex label, to be followed by Restoration Ruin (1968),

which is easily the most bizarre entry in the Jarrett catalog. Not only does Jarrett barely

touch the piano, he plays all the other instruments on what is essentially a folk-rock album,

and even does all the singing. Another trio album with Haden and Motian followed later in

1968, this one recorded live for the Atlantic label and called Somewhere Before.

4.1. Miles Davis

When the Charles Lloyd quartet came to an end, Jarrett was asked to join the Miles

Davis group after Miles heard Jarrett in a New York City club. During his tenure with

Davis, he played both Fender Contempo electronic organ and Fender Rhodes electric

piano, alternating with Chick Corea; after Corea left, he often played the two

simultaneously. Despite Jarrett's dislike of amplified music and electric instruments,

he stayed on out of his respect for Davis and his wish to work again with DeJohnette.

Jarrett can be heard on five of Davis's albums, Miles Davis at Fillmore: Live at the

Fillmore East, The Cellar Door Sessions (recorded December 16December 19, 1970

at a club in Washington, DC) and Live-Evil, which was largely composed of heavily-

edited Cellar Door recordings. The extended sessions from these recordings can be

heard on The Complete Cellar Door Sessions. He also plays electric organ on Get Up

with It; the song he features on, "Honky Tonk", is an edit of a track available in full

on The Complete Jack Johnson Sessions. In addition, part of a track called "Konda"

(rec. on May 21st, 1970) was released during Davis' late-70's retirement on an album

called Directions (1976). The track features an extended Fender-Rhodes piano
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introduction by Jarrett and was released in full on 2003's The Complete Jack Johnson

Sessions

4.2. 1970s quartets

From 1971 to 1976, Jarrett added saxophonist Dewey Redman to the existing trio with

Haden and Motian. The "American Quartet" was often supplemented by an extra

percussionist, such as Danny Johnson, Guilherme Franco, or Airto Moreira, and

occasionally by guitarist Sam Brown. The members would also play a variety of

instruments, with Jarrett often being heard on soprano saxophone and percussion as

well as piano, Redman on musette, a Chinese double-reed instrument, and Motian and

Haden on a variety of percussion. Haden also produces a variety of unusual plucked

and percussive sounds with his acoustic bass, even running it through a wah-wah

pedal for one track ("Mortgage On My Soul," on the album Birth). The group

recorded for Atlantic Records, Columbia Records, Impulse! Records and ECM.

4.3. Solo piano

Jarrett's first album for ECM, called Facing You (1971) was a solo piano date

recorded in the studio. He has continued to record solo piano albums in the studio

intermittently throughout his career, including Staircase (1976), The Moth and the

Flame (1981), and The Melody At Night, With You (1999). Book of Ways (1986) is

a studio recording of clavichord solos.

The studio albums are modestly successful entries in the Jarrett catalog, but in 1973,

Jarrett also began playing totally improvised solo concerts, and it is the voluminous

recordings of these concerts that have made him one of the best-selling jazz artists in

history.

4.4. The Standards Trio

In 1983, Jarrett asked bassist Gary Peacock and drummer Jack DeJohnette, with

whom he had worked on Peacock's 1977 album Tales of Another, to record an album

of jazz standards, simply entitled Standards, Volume 1. Standards, Volume 2 and

Changes, both recorded at the same session, followed soon after. The success of these

albums and the group's ensuing tour, which came as traditional acoustic post-bop was
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enjoying an upswing in the early 1980s, led to this new "Standards Trio" becoming

one of the premier working groups in jazz, and certainly one of the most enduring,

continuing to record and perform live over more than twenty years. The trio has

recorded numerous live and studio albums consisting primarily of jazz repertory

material. They each list Ahmad Jamal as a major influence in their musical

development for both his use of melodical and multi-tonal lines

4.5. Classical music

Since the early 1970s, Jarrett's success as a jazz musician has enabled him to maintain

a parallel career as a classical composer and pianist, recording almost exclusively for ECM

Records.

1973's In The Light album consists of short pieces for solo piano, strings, and various

chamber ensembles, including a string quartet, a brass quintet, and a piece for cellos

and trombones. This collection demonstrates a young composer's affinity for a variety

of classical styles, with varying degrees of success.

Luminessence (1974) and Arbour Zena (1975) both combine composed pieces for

strings with improvising jazz musicians, including Jan Garbarek and Charlie Haden.

The strings here have a moody, contemplative feel that is characteristic of the "ECM

sound" of the 1970s, and is also particularly well-suited to Garbarek's keening

saxophone improvisations. From an academic standpoint, these compositions are

dismissed by many classical music aficionados as lightweight, but Jarrett appeared to

be working more towards a synthesis between composed and improvised music at this

time, rather than the production of formal classical works. From this point on,

however, his classical work would adhere to more conventional disciplines.

Ritual (1977) is a composed solo piano piece recorded by Dennis Russell Davies that

is somewhat reminiscent of Jarrett's own solo piano recordings.

The Celestial Hawk (1980) is a piece for orchestra, percussion, and piano that Jarrett

performed and recorded with the Syracuse Symphony under Christopher Keene. This

piece is the largest and longest of Jarrett's efforts as a classical composer.
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Bridge of Light (1993) is the last recording of classical compositions to appear under

Jarrett's name. The album contains three pieces written for a soloist with orchestra,

and one for violin and piano. The pieces date from 1984 and 1990.

In 1988 New World Records released the CD Lou Harrison Piano Concerto & Suite

for Violin, Piano and small orchestra, featuring Jarrett on piano with Naoto Otomo

conducting the piano concerto with the New Japan Philharmonic. Robert Hughes

conducted the Suite for Violin, Piano and Small Orchestra. 1992 also saw the release

of Jarrett's performance of Peggy Granville-Hicks Etruscan Concerto with Dennis

Russell Davies conducting The Brooklyn Philharmonic Orchestra. This was released

on Music Masters Classics with pieces by Lou Harrison and Terry Riley. In 1995 the

record label Music Masters Jazz released a CD on which one track featured Jarrett

performing the exquisite solo piano part in Lousadzak, a 17-minute piano concerto by

American composer Alan Hovhaness. The conductor was Dennis Russell Davies.

Most of Jarrett's classical recordings are of older repertoire, but Jarrett may have been

introduced to this modern work by his one-time manager George Avakian, who was a

friend of the composer.

4.6. Idiosyncrasies

One of Jarrett's trademarks is his frequent, highly audible vocalization (grunting,

groaning, and tuneless singing), similar to that of Glenn Gould, Thelonious Monk,

Erroll Garner, and Oscar Peterson. Jarrett is also physically active while playing,

writhing, gyrating, and almost dancing on the piano bench. These behaviors occur in

his jazz and improvised solo performances, but are for the most part absent

whenever he plays classical repertory. Jarrett has noted his vocalizations are based

on involvement, not content, and are more of an interaction than a reaction.

Jarrett is notoriously intolerant of audience noise, including coughing and other

involuntary sounds, especially during solo improvised performances. He feels that

extraneous noise affects his musical inspiration. As a result, cough drops are

routinely supplied to Jarrett's audiences in cold weather, and he has even been

known to stop playing and lead the crowd in a "group cough." This intolerance was

made clear during a concert on October 31, 2006, at the restored Salle Pleyel in

Paris. After making an impassioned plea to the audience to stop coughing, Jarrett
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walked out of the concert during the first half, refusing at first to continue, although

he did subsequently return to the stage to finish the first half, and also the second. A

further solo concert three days later went undisturbed, following an official

announcement beforehand urging the audience to minimize extraneous noise. In

2008, during the first half of another Paris concert, Jarrett complained to the

audience about the quality of the piano which he had been given, walking off

between solos and remonstrating with staff at the venue. Following an extended

interval, the piano was replaced. In 2007, in concert in Perugia, angered by

photographers, Jarrett implored the audience: 'I do not speak Italian, so someone

who speaks English, can tell all these assholes with cameras to turn them fucking off

right now. Right now! No more photographs, including that red light right there. If

we see any more lights, I reserve the right (and I think the privilege is yours to hear

us), but I reserve the right and Jack and Gary reserve the right to stop playing and

leave the goddamn city'. This caused the organizers of Umbria Jazz Festival to

declare that they will never invite him again.

Jarrett is also extremely protective over the quality of recordings of his concerts. In

1992, a trio concert at the Royal Festival Hall in London was temporarily stopped as

he thought he had identified someone in the audience with a recording device. It

turned out to be a light on the mixing desk and the concert resumed after an apology.

Jarr

ett has been known for many years to be strongly opposed to electronic instruments

and equipment. His liner notes for the 1973 album Solo Concerts: Bremen /

Lausanne states: "I am, and have been, carrying on an anti-electric-music crusade of

which this is an exhibit for the prosecution. Electricity goes through all of us and is

not to be relegated to wires." He has largely eschewed electric or electronic

instruments since his time with Miles Davis. Jarrett has been known to write back

disdainful letters to critics who have negatively reviewed his music.
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Topic : Jazz-Rock Fusion

Topic Objective:

At the end of this topic student would be able to:

 Discuss the Work in Fusion Genres

 Discuss the Jazz fusion

 Discuss the 1970s fusion

 Discuss the Commercialization: 1980s

Definition/Overview:

A fusion genre is a music genre which combines two or more genres. For example, rock and

roll originally developed as a fusion of blues, gospel and country music. The main

characteristics of fusion genres are variations in tempo, rhythm and sometimes the use of

long musical "journeys" that can be divided into smaller parts, each with their own dynamics,

style and tempo. A word "fusion" used alone often refers to jazz fusion.

Key Points:

1. Work in Fusion Genres

Artists who work in fusion genres are often difficult to categorize within non-fusion

styles. Most styles of fusion music are influenced by various musical genres, such as the

band Further Room. There are many reasons for this, the main reason being that most

genres evolved out of other genres. When the new genre finally identifies itself as

separate, there is often a large gray area in which musicians are left. These artists

generally consider themselves part of both genres.

A musician that plays music that is dominantly blues, influenced by rock, is often labelled

a blues-rock musician. An example of a blues-rock group would be Ray Charles, who

recorded gospel and jazz influenced blues, creating what would become known as soul,

also recorded country music with his trademark sound. By fusing the two genres, Charles

pioneered the style of country soul, most famously on his landmark album Modern

Sounds in Country and Western Music, and influenced similar efforts by Candi Staton

and Solomon Burke. A very strong example of fusion music can be seen in the Middle
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Eastern influenced Franco-Arabic music as personified by Aldo (musician). In Franco-

Arabic music we see a blend of Arabic music styles with many western styles from rock

to pop and Euro styles to folk music. Another distinct example of a fusion musician is

'Virtuo' which combines many styles together, the more extreme of which being Baroque

and Hip-Hop

2. Jazz fusion

Fusion or, more specifically, jazz fusion or jazz rock, is a musical genre that merges

jazz with elements of other styles of music, particularly funk, rock, R&B, electronic,

and world music, but also pop, classical, and folk music, or sometimes even metal,

reggae, ska, country, hip hop, etc. Fusion albums, even those that are made by the

same group or artist, may include a variety of styles.

In the late 1960s, jazz musicians began mixing the forms and improvisational

techniques of jazz with the electric instruments of rock and the rhythms of soul and

rhythm and blues. At the same time, some rock artists began adding jazz elements to

their music. The 1970s was the most visible decade for fusion, but the style has been

well represented during more recent times. Rather than being a codified musical style,

fusion can be viewed as a musical tradition or approach. Some progressive rock music

is also labeled as fusion.

Fusion music is typically instrumental, often with complex time signatures, metres,

rhythmic patterns, and extended track lengths, featuring lengthy improvisations. Many

prominent fusion musicians are recognized as having a high level of virtuosity,

combined with complex compositions and musical improvisation in metres rarely

seen in other Western musical forms, perhaps best recognized in the work of jazz

composers Michal Urbaniak, Dave Brubeck and Don Ellis.

Fusion music generally receives little radio broadcast airplay in the United States,

owing perhaps to its complexity, usual lack of vocals, and frequently extended track

lengths. European radio is friendlier to fusion music, and the genre also has a

significant following in Japan and South America. A number of Internet radio stations

feature fusion music, including dedicated channels on services such as AOL Radio,

Pandora and Yahoo! Launchcast
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3. 1970s fusion

Much of 1970s fusion was performed by bands started by the Davis alumni, including

The Tony Williams Lifetime, Weather Report, The Mahavishnu Orchestra, Return to

Forever, and Herbie Hancock's Headhunters band. In addition to Davis and the

musicians who worked with him, additional important figures in early fusion were

Larry Coryell and Billy Cobham with his album Spectrum probably the best selling

fusion album.

Herbie Hancock first continued the path of Miles Davis with his experimental fusion

albums, such as Crossings in 1972, but soon after that he became an important

developer of "jazz-funk" with his seminal albums Head Hunters 1973 and Thrust in

1974. Later in the 1970s and early 1980s Hancock took a yet more commercial

approach, though he also recorded acoustic jazz with a reunion of the mid-sixties

Davis quintet with trumpeter Freddie Hubbard in place of Davis. Hancock was one of

the first jazz musicians to use synthesizers.

At its inception, Weather Report was an avant-garde experimental fusion group,

following in the steps of In A Silent Way. The band received considerable attention

for its early albums and live performances, which featured songs that might last 30

minutes or more. The band later introduced a more commercial sound, most noted Joe

Zawinul's hit song "Birdland". Weather Report's albums were also influenced by

different styles of Latin and African music, offering an early world music fusion

variation. Jaco Pastorius, an innovative electric bass player, joined the group in 1976

on the album Black Market, and is prominently featured on the 1979 live recording

8:30. Heavy Weather is the top-selling album of the genre.

In England, the jazz fusion movement was headed by Nucleus, led by Ian Carr, and

whose key players Karl Jenkins and John Marshall both later joined the seminal jazz

rock band Soft Machine, oft-acknowledged leaders of what became known as the

Canterbury scene. Their best-selling recording, Third (1970), was a double album

featuring one track per side in the style of the aforementioned recordings of Miles

Davis. A prominent English band in the jazz-rock style of Blood, Sweat & Tears and

Chicago was If, who released a total of seven records in the 1970s.
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Chick Corea formed his band Return to Forever in 1972. The band started with Latin-

influenced music (including Brazilians Flora Purim as vocalist and Airto Moreira on

percussion), but was transformed in 1973 to become a jazz-rock group that took

influences from both psychedelic and progressive rock. The new drummer was Lenny

White, who had also played with Miles Davis. Return to Forever's songs were

distinctively melodic due to the Corea's composing style and the bass playing style of

Stanley Clarke, who is often regarded with Pastorius as the most influential electric

bassists of the 1970s. Guitarist Al Di Meola, who started his career with Return to

Forever in 1974, soon became one of the most important fusion guitarists. In Di

Meola's influential solo albums, he was one of the first guitarists to perform in a

"shred" style, a technique later used in rock and heavy metal playing which uses

alternate-picking, tapping, and sweep-picking to perform very rapid sequences of

notes.

John McLaughlin formed a highly-regarded fusion band, the Mahavishnu Orchestra

with drummer Billy Cobham, violinist Jerry Goodman, bassist Rick Laird and

keyboardist Jan Hammer. The band released their first album, The Inner Mounting

Flame in 1971. McLaughlin played Gibson EDS-1275, and frequently engaged in

extended and fierce soloing duets with Cobham or violinist Jerry Goodman. Hammer

pioneered the Minimoog synthesizer with distortion effects making it sound more like

an electric guitar. The sound of Mahavishnu Orchestra was influenced by both

psychedelic rock and classical Indian sounds that inspired McLaughlin since he

discovered it on the radio at the age of 13. The eastern influence was furthered by

McLaughlin's spiritual guru, Sri Chinmoy, who also granted McLaughlin the title

"Mahavishnu."

The band's first lineup split after two studio and one live albums, but McLaughlin

formed another group under same name which included Jean-Luc Ponty, a jazz

violinist, who also made a number of important fusion recordings under his own name

as well as with Frank Zappa, drummer Narada Michael Walden, keyboardist Gayle

Moran, and bassist Ralph Armstrong. This band also had a string trio to back Ponty

and a vocalist whose rich voice complemented the strings. The first album by this

lineup, Apocalypse, also included the London Symphony Orchestra. McLaughlin was

also an original member of drummer Tony Williams' The Tony Williams Lifetime
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fusion band with organist Larry Young, which existed in several versions between

1969 and 1976 and later included Cream bassist Jack Bruce and guitarist Allan

Holdsworth.

McLaughlin also worked with Latin-rock guitarist Carlos Santana in the early 1970s.

Initially Santana's San Francisco-based band blended Latin salsa, rock, blues, and

jazz, featuring Santana's clean guitar lines set against Latin instrumentation such as

timbales and congas. But in their second incarnation, heavy fusion influences had

become central to the 1973-1976 santana band. These can be clearly heard in

Santana's use of extended improvised solos and in the harmonic voicings of Tom

Coster's keyboard playing on some of the groups' mid 1970s recordings. In 1973

Santana recorded a nearly two-hour live album of mostly instrumental, jazz-fusion

music, Lotus, which was only released in Europe and Japan for more than twenty

years. Santana also studied under guru Sri Chinmoy, and was granted the title

"Devadip".

Other influential musicians that emerged from the fusion movement during the 1970s

include fusion guitarist Larry Coryell with his band The Eleventh House, and electric

guitarist Pat Metheny. The Pat Metheny Group, which was founded in 1977, made

both the jazz and pop charts with their second album, American Garage (1980).

Although jazz performers criticized the fusion movement's use of rock styles and

electric and electronic instruments, even seasoned jazz veterans like Buddy Rich,

Maynard Ferguson and Dexter Gordon eventually modified their music to include

fusion elements.

The influence of jazz fusion did not only affect America. The genre was very

influential in Japan in the late 1970s, eventually leading to the formation of Casiopea

in 1976 and T-Square (The Square) in 1978. The younger generations embraced this

new genre of music and it gained popularity quickly approaching the early 1980s. T-

Square's song Truth would later become the theme for Japan's Formula One racing

events.
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4. Commercialization: 1980s

In the early 1980s much of the original fusion genre was subsumed into other

branches of jazz and rock, especially smooth jazz. The merging of jazz and pop/rock

music took a more commercial direction in the late 1970s and early 1980s, in the form

of compositions with a softer sound palette that could fit comfortably in a soft rock

radio playlist. The Allmusic guide's article on Fusion states that "unfortunately, as it

became a money-maker and as rock declined artistically from the mid-'70s on, much

of what was labeled fusion was actually a combination of jazz with easy-listening pop

music and lightweight R&B." Artists like Lee Ritenour, Al Jarreau, Kenny G, Bob

James and David Sanborn among others were leading purveyors of this pop-oriented

fusion (also known as "west coast" or "AOR fusion"). This genre is most frequently

called "smooth jazz" and is controversial among the listeners of both mainstream jazz

and jazz fusion, who find it to rarely contain the improvisational qualities that

originally surfaced in jazz decades earlier, deferring to a more commercially viable

sound more widely enabled for commercial radio airplay in the United States.

Music critic Piero Scaruffi has called pop-fusion music "...mellow, bland, romantic

music" made by "mediocre musicians" and "derivative bands." Scaruffi criticized

some of the fusion albums of Michael and Randy Brecker as "trivial dance music" and

stated that alto saxophonist David Sanborn recorded "[t]rivial collections" of

"...catchy and danceable pseudo-jazz". Kenny G in particular is often criticized by

both fusion and jazz fans, and some musicians, while having become a huge

commercial success. Music reviewer George Graham argues that the so-called smooth

jazz sound of people like Kenny G has none of the fire and creativity that marked the

best of the fusion scene during its heyday in the 1970s.

Jazz fusion has been criticized by jazz traditionalists who prefer conventional

mainstream jazz (particularly when fusion was first emerging) and by smooth jazz

fans who prefer more "accessible" music. This is analogous to the way swing jazz

aficionados criticized be-bop in the mid-1940s, and the way proponents of Dixieland

or New Orleans style "jass" reviled the new swing style in the late 1920s.ation

needed] Some critics have also called fusion's approach pretentious, and others have

claimed that fusion musicians have become too concerned with musical virtuosity.

However, fusion has helped to break down boundaries between different genres of
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rock, jazz, and led to developments such as the 1980s-era electronica-infused acid

jazz.

5. Revival of genre

In the 1980s, "...the promise of fusion went unfulfilled to an extent, although it

continued to exist in groups such as Tribal Tech and Chick Corea's Elektric Band".

Although the meaning of "fusion" became confused with the advent of "smooth jazz",

a number of groups helped to revive the jazz fusion genre beginning in the mid-to-late

1980s. Many of the most well-known fusion artists were members of earlier jazz

fusion groups, and some of the fusion "giants" of the 1970s kept working in the genre.

Miles Davis continued his career after having a lengthy break in the late 1970s. He

recorded and performed fusion throughout the 1980s with new young musicians and

continued to ignore criticism from fans of his older mainstream jazz. While Davis'

works of the 1980s remain controversial, his recordings from that period have the

respect of many fusion and other listeners.

In 1985 Chick Corea formed a new fusion band called the Chick Corea Elektric Band,

featuring young musicians such as drummer Dave Weckl and bassist John Patitucci,

as well as guitarist Frank Gambale and saxophonist Eric Marienthal. Joe Zawinul's

new fusion band in the 1980s was The Zawinul Syndicate, which began adding more

elements of world music during the 1990s.

One of the notable bands that became prominent in the early 1990s is Tribal Tech, led

by guitarist Scott Henderson and bassist Gary Willis. Henderson was a member of

both Corea's and Zawinul's ensembles in the late 1980s while putting together his own

group. Tribal Tech's most common lineup also includes keyboardist Scott Kinsey and

drummer Kirk Covington - Willis and Kinsey have both recorded solo fusion projects.

Henderson has also been featured on fusion projects by drummer Steve Smith of Vital

Information which also include bassist Victor Wooten of the eclectic Bela Fleck and

the Flecktones, recording under the banner Vital Tech Tones.

Allan Holdsworth is a guitarist who performs in both rock and fusion styles. Other

prominent guitarists such as Eddie Van Halen, Steve Vai and Yngwie Malmsteen
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have praised his fusion and rock playing. He often used a SynthAxe guitar synthesizer

in his recordings of the late 1980s, which he credits for significantly expanded his

composing and playing options. Holdsworth has continued to release well-regarded

fusion recordings and tour worldwide on a regular basis. He has often worked with

drummers Chad Wackerman, Vinnie Colaiuta, or Gary Husband, who have all

released fusion records under their own names. Another former Soft Machine

guitarist, Andy Summers of The Police, released several fusion albums in the early

1990s.

Guitarists John Scofield and Bill Frisell have both made fusion recordings over the

past two decades while also exploring other musical styles. Scofield's Pick Hits Live

and Still Warm are fusion examples, while Frisell has maintained a unique approach

in drawing heavy influences from traditional music of the United States. Japanese

fusion guitarist Kazumi Watanabe released numerous fusion albums throughout 1980s

and 1990s, highlighted by his works such as Mobo Splash and Spice of Life.

The late saxophonist Bob Berg, who originally came to prominence as a member of

Miles Davis' bands, recorded a number of fusion albums with fellow Miles band

member and guitarist Mike Stern. Stern continues to play fusion regularly in New

York City and worldwide. They often teamed with the world-renowned drummer

Dennis Chambers, who has also recorded his own fusion albums. Chambers is also a

member of CAB, led by bassist Bunny Brunel and featuring the guitar and keyboard

of Tony MacAlpine. CAB 2 garnered a Grammy nomination in 2002. MacAlpine has

also served as guitarist of the metal fusion group Planet X, featuring keyboardist

Derek Sherinian and drummer Virgil Donati. Another former member of Miles Davis'

bands of the 1980s that has released a number of fusion recordings is saxophonist Bill

Evans, highlighted by 1992's Petite Blonde.

Fusion shred guitarist, and session musician extrordinaire Greg Howe, a prolific

writer, has released numerous highly acclaimed solo albums such as Introspection

(1993), Parallax (1995), Five (1996), Ascend (1999), Hyperacuity (2000), Extraction

(2003) with electric bass virtuoso Victor Wooten and world class drummer Dennis

Chambers, and Sound Proof (2008). Howe combines elements of rock, blues and

Latin music with jazz influences resulting in a stylized fusion sound. His records

focus is Howe's highly technical, yet very melodic, guitar style that has established
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him as one of the most innovative guitar instrumentalists of our time and a true

guitarist's guitarist. Howe's solo albums have always been laden with musical

integrity and have gained a significantly growing audience, as the name Greg Howe

has become synonymous with modern musical virtuosity.

Drummer Jack DeJohnette's Parallel Realities band featuring fellow Miles' alumni

Dave Holland and Herbie Hancock, along with Pat Metheny, recorded and toured in

1990, highlighted by a DVD of a live performance at the Mellon Jazz Festival in

Philadelphia. Jazz bassist Christian McBride released two fusion recordings drawing

from the jazz-funk idiom in Sci-Fi (2000) and Vertical Vision (2003). Other

significant recent fusion releases have come from keyboardist Mitchel Forman and his

band Metro, former Mahavishnu bassist Jonas Hellborg with the late guitar virtuoso

Shawn Lane, and keyboardist Tom Coster.

6. The influence of jazz fusion on progressive rock and metal

Jazz-rock fusion's technically challenging guitar solos, bass solos and odd metered,

syncopated drumming started to be incorporated in the technically focused

progressive death metal genre in the early 90s and today continues to allow open

minded, virtuosic musicians to explore the musical flexibility and democratic nature

of jazz fusion in a heavy metal context. Fusion, which often allows individual

members - including bassists and drummers - to show their skills in extended solo

parts attracted highly versatile and dedicated musicians who liked to push their skills,

borrow from other genres and frequently change bands or work in side projects in an

effort to broaden their musical horizon, stretch themselves and play in different

contexts. Musicians in this genre often very quickly put together material for albums,

and include long tracks with free-for-all jamming and improvising. Progressive rock

with its affinity for long solos, diverse influences, non standard time signatures,

complex music and changing line ups had very similar musical values as jazz fusion

and soon found each other and collaborated together. Both of these creative and

diverse genres emerged in the late 60s and early 70s and continue to thrive today and

borrow from each other. One prominent example of a progressive rock musician

playing fusion is in Phil Collins of Genesis, who formed a side project called Brand X

in the mid 70s.
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The band Atheist - a groundbreaking progressive jazz metal innovator - produced

albums Unquestionable Presence in 1991 and Elements in 1993 containing heavily

syncopated drumming, changing time signatures, instrumental parts, acoustic

interludes, and Latin rhythms. They used jazz as inspiration for their bass driven

rhythm section and applied dynamic variation to resemble soundtracks in their music.

Cynic, one of the first progressive jazz metal band hybrid recorded a complex,

unorthodox form of jazz-fusion influenced experimental death metal with their

seminal 1993 album Focus. Their primary influences soon included jazz and fusion,

such as Chick Corea, Allan Holdsworth, Pat Metheny but also Frank Zappa.

They sometimes played soft acoustic segments and long instrumental parts, applied

synth guitar, fretless bass and a Chapman Stick and interwove this with heavy riffs

and syncopated drumming. In 1997 G.I.T. guitarist Jennifer Batten, Glen Sobel

(drummer for Tony MacAlpine, Impellitteri, Gary Hoey), and Ricky Wolking

working under the name of Jennifer Batten's Tribal Rage: Momentum released

Momentum - an instrumental hybrid of rock, fusion and very exotic sounds, including

African percussion, Australian didgeridoo, Caribbean steel drums and Scottish bag

pipes and other diverse influences and sounds. Jennifer Batten also used a guitar

synthesizer, a mainstay in fusion on some tracks. Members of progressive metal band

Dream Theater joined bass player Tony Levin formerly from prog rock legends King

Crimson and keyboardist Jordan Rudess (who has worked with the prog rockers Dixie

Dregs) in a playful, all-instrumental, progressive, fusion-like jam in Liquid Tension

Experiment and released their first self-titled album in 1998, with a follow-up in

1999, and a successful reunion tour a decade later. Another, more cerebral, all

instrumental progressive jazz-metal band Planet X released Universe in 2000 with

Tony MacAlpine, Derek Sherinian (ex-Dream Theater) and Virgil Donati (who's

played with Scott Henderson from Tribal Tech).

The band has had various guest musicians (including Brett Garsed, Billy Sheehan)

and blends fusion style guitar solos and highly complex syncopated odd metered

drumming equally with the heaviness of metal. Tech prog fusion metal band Aghora

formed in 1995 and released their first album, self titled Aghora, recorded in 1999

with Sean Malone and Sean Reinert both former members of Cynic.
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Their sound incorporates new exotic influences making it a bit jazzier and more

oriental sounding than their former band. Gordian Knot another Cynic-linked

experimental progressive metal band directed by bass guitarist Sean Malone released

its first album Gordian Knot in 1999 which successfullly explores a wide range of

styles from jazz-fusion to metal. At times its shifting lineup has included Steve

Hackett of Genesis, Bill Bruford of King Crimson and Yes, Ron Jarzombek from

Watchtower and Spastic Ink as well as Jim Matheos of Fates Warning, several of

Malone's former bandmates from Cynic and John Myung from Dream Theater. Tech

prog metal guitarist Fredrik Thordendal (Meshuggah, Fredrik Thordendal's Special

Defects) cites Allan Holdsworth as one of his major influences, and can be heard in is

playing style, although it has been heavily modified to sound more abstract and

unpredictable to suit the aesthetics of metal.

7. Influential recordings

This section lists a few of the jazz fusion artists and albums that are considered to be

influential by prominent jazz fusion critics, reviewers, journalists, or music historians.

Albums from the late 1960s and early include Miles Davis' 1969 album In a Silent

Way (1969) and his rock-infused Bitches Brew from 1970.

Throughout the 1970s, Weather Report -released albums ranging from its 1971 self-

titled disc Weather Report (1971) (which continues the style of Miles Davis album

Bitches Brew) to 1979's 8:30. Chick Corea's Latin-oriented fusion band Return to

Forever released influential albums such as 1973's Light as a Feather. In that same

year, Herbie Hancock's Head Hunters infused jazz-rock fusion with a heavy dose of

funk. Virtuoso performer-composers played an important role in the 1970s. In 1976,

fretless bassist Jaco Pastorius released Jaco Pastorius; electric and double bass player

Stanley Clarke released School Days; and keyboardist Chick Corea released his Latin-

infused My Spanish Heart, which received a five star review from Down Beat

magazine.

In the 1980s, Chick Corea produced well-regarded albums, including Chick Corea

Elektric Band (1986) and Eye of the Beholder (1987). In the early 1990s, Tribal Tech

produced two albums, Tribal Tech (1991) and Reality Check (1995). Canadian
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bassist-composer Alain Caron released his album Rhythm 'n Jazz in 1995. Mike Stern

released Give And Take in 1997.

Topic : Contemporary Jazz: 1980 To 2005

Topic Objective:

At the end of this topic student would be able to:

 Discuss the Contemporary Jazz

 Discuss the Origin of Contemporary Jazz

 Discuss its Derivatives

 Discuss its Recent Problems

Definition/Overview:

This topic discusses that Smooth jazz is a sub-genre of jazz which is influenced stylistically

by R&B, funk and pop. Beginning in the early 1970s, it was an evolution into jazz with a

modern, electronic sensibility. The instruments most widely associated with the style are the

soprano saxophone, inspired by players like Grover Washington, Jr., Wayne Shorter and

Nathan Davis, and a certain flavor of electric guitar, influenced by players like Wes

Montgomery and Grant Green. Jazz fusion ensembles such as Spyro Gyra and Bob James'

Fourplay were important in the development of the genre. Modern derivatives of the genre

include the more recent Adult contemporary. Smooth jazz has been successful as a radio

format; however, in 2007, the popularity of the format began to show signs of waning as it

was abandoned by several high-profile radio stations in the Midwest and East Coast of the

US.

Key Points:

1. Description

The average smooth jazz track is on the downtempo side (most widely played tracks are in

the 90105 BPM range), layering a lead, melody-playing instrument (saxophones especially

soprano and tenor are the most popular, with guitars a close second) over a backdrop that

tends to consist of programmed rhythms and various pads and/or samples. Though much of

what is played under the banner of the "smooth jazz" radio format contains vocals, this is
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not usually the case for music recorded with the intent of categorization as smooth jazz.

Rather, the stations in question pull their vocal tracks from the work of artists like Simply

Red or Luther Vandross, who are normally considered "soul" or "R&B".

Although many listeners and record companies group smooth and contemporary jazz

together, the genres are slightly different. Smooth jazz is generally considered background

music, whereas "straight-ahead" contemporary jazz is seen as demanding the listener's

undivided attention.

2. Origin

In the mid- to late-1970s, smooth jazz became established as a commercially viable genre.

It was pioneered by such artists as Lee Ritenour, Larry Carlton, Grover Washington, Jr.,

Spyro Gyra (with songs such as "Morning Dance"), George Benson, Srgio Mendes, David

Sanborn, Tom Scott, Dave and Don Grusin, Bob James and Joe Sample.

Smooth jazz groups or recording artists tend to play their instruments in a melodic fashion

such that they are recognizable within just a few measures; this category includes names

such as saxophonists Kenny G, David Sanborn and Art Porter, Jr.; guitarists George

Benson, Marc Antoine, and Peter White; and pianists Joe Sample, David Benoit, and

Bradley Joseph. Some performers, such as Dave Koz, Bob James, and Nathan East are

notable for their numerous collaborations with many of the genre's big names. Groups

include Fourplay, Pieces of a Dream, Acoustic Alchemy, and The Rippingtons. Female

performers include Keiko Matsui, Joyce Cooling, Mindi Abair, Candy Dulfer, Sade, Brenda

Russell, Pamela Williams, Regina Belle, and Anita Baker.

The Weather Channel released its first compilation album in 2007, The Weather Channel

Presents: The Best of Smooth Jazz, based on collections of popular smooth jazz music

played on the Local On the 8s segments. It peaked at #1 on Billboard's Top Contemporary

Jazz charts in the same year. Artists represented include Joyce Cooling, Dave Koz, Paprika

Soul, Four 80 East, Jeff Lorber, Pieces of a Dream, Chick Corea, Jeanne Ricks, Ryan

Farish, Mark Krumowski, Najee, and 3rd Force. In 2008, their second compilation CD

containing their most requested music was released, titled The Weather Channel Presents:

Smooth Jazz II. Artists include Russ Freeman & The Rippingtons, Jeff Lorber, Ramsey
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Lewis Trio, Bradley Joseph, Bernie Williams, David Benoit, Spyro Gyra, Norman Brown,

Chris Geith, Joe Sample, Charlie Parker Quartet, and Eric Marienthal.

3. Derivatives

A recent development is urban contemporary, which incorporates aspects of hip-hop. This

style is aimed at audiences who would normally listen to radio stations that play a mix of

hip-hop and R&B. Among the musicians who frequently perform urban jazz are Dave Koz,

Boney James, Paul Jackson Jr., Bobby Perry, Urban Jazz Coalition, Streetwize, Tha' Hot

Club and former NBA player-turned-bassist Wayman Tisdale.

Urban jazz includes artists such as Michael Lington, Brian Bromberg, David Lanz, Bobby

Ricketts, Kim Waters, Daniele Caprelli, Ken Navarro, Walter Beasley, Peter White.

Another nascent trend involves the fusion of smooth jazz and electronica, the results of

which are similar to what has, among electronica enthusiasts, come to be called "chill."

Radio stations such as New York's WQCD and DJs such as Rafe Gomez pioneered the

usage of playlists that blend tracks from both genres. Norman Brown is also popular.

4. Criticism

The term "smooth jazz" seems to inspire controversy. In the United Kingdom, British jazz

performer Digby Fairweather, before the launch of UK jazz station theJazz, denounced the

change to a smooth jazz format on defunct radio station 102.2 Jazz FM, stating that the

owners, GMG Radio were responsible for the "attempted rape and (fortunately abortive) re-

definition of the music is one that no true jazz lover within the boundaries of the M25 will

ever find it possible to forget or forgive."

The music of such widely respected musicians as Pat Metheny, David Sanborn, Marcus

Miller, Sting is often classified as smooth jazz, and many of these artists are capable of

performing well in multiple styles, although Metheny has been one of the harshest critics of

smooth jazz, namely in his denunciations of Kenny G. The over-30 audience in the USA

enjoys the melodic nature of the music, its frequent revival of Pop standards and its

freedom from histrionic vocal lines. The appeal of smooth jazz is also developing in the

late-teen and 20s age groups in East Asia (especially Japan) and in Europe. In particular,

www.bsscommunitycollege.in   www.bssnewgeneration.in  www.bsslifeskillscollege.in

119
www.onlineeducation.bharatsevaksamaj.net        www.bssskillmission.in

WWW.BSSVE.IN



late-night coffee bars play smooth jazz in order to create an enticing late-night, non-

alcoholic social atmosphere where conversation is encouraged.

5. Recent Problems

However, there have been a number of well-publicized defections from the format in recent

months. In a number of media markets, this format is no longer available over-the-air. This

includes New York City, the number-one market in America, where WQCD became

WRXP, an album rock station, on February 5, 2008. It has also been removed recently from

the air in the Dallas/Fort Worth Metroplex (KOAI is now rhythmic adult contemporary

KMVK), the Twin Cities of Minneapolis/St. Paul (KJZI is now talk station KTLK-FM),

Indianapolis (WYJZ is now Top 40 WNOU), Houston (where KHJZ was replaced by top 40

KKHH), and Baltimore (WSMJ is now modern rock station WCHH). Philadelphia,

Pennsylvania lost its smooth jazz station, WJJZ, twice; WJJZ was displaced from its

original home at 106.1 FM by Rhythmic AC station WISX, and from its second home at

97.5 FM by WNUW, a mainstream AC station. Washington, DC's WJZW, ended its 14 year

smooth jazz run, fired its entire on-air staff and changed to a "true oldies" format in

February, 2008, although the station's HD-2 subcarrier still carries smooth jazz, as does the

HD-2 subcarrier of DC soft rock station WASH-FM. Most recently, WLVE, the heritage

smooth jazz station in Miami, Florida, dropped smooth jazz for Rhythmic AC after

Christmas of 2008, and Radio One's WJZZ in Atlanta, a heritage station with eight years in

the smooth jazz format, also changed to Urban AC.

The decline in popularity of the smooth jazz format has been blamed on a variety of factors,

including lack of compelling new music, over-reliance on instrumental cover versions of

pop songs a la the mostly-defunct Beautiful Music format, and Arbitron's PPM reports

showing lower ratings returns for smooth jazz stations than the traditional diary system had.

Many purists of the format also feel that the smooth jazz format has strayed too far from its

roots in contemporary jazz and new age music by over-relying on soft urban vocals, with

R&B artists such as Beyonce Knowles and Aretha Franklin now staples of many smooth-

jazz playlists; Arbitron's renaming of the format from "Smooth Jazz" to "Smooth AC"

seems to underscore the recent changes in the format.

Some of the former terrestrial smooth jazz stations, including the former KHJZ in Houston,

the former WJZW in Washington, and the former WQCD in New York, continue to offer
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smooth jazz programming as Internet streams or as offerings on their HD subchannels.

Some stations which are still providing smooth jazz and are still popular in their respective

markets, including Chicago and Jazz FM in the United Kingdom are integrating traditional

and popular jazz and jazz standards alongside smooth jazz tracks in their playlists
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