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ImprovisationandCreativitylnJazzBeforethe1950s  

A11anJ．Sutherland＊  

Absti－aCも   

Thispaperchallengesthecommonplaceviewofimprovisationandcompositionasdisparatemusicmaking  

procedures，Wherebyimprovisation，unlikecomposition，1Safree，less－rational，andcreativemusicmaking  

PrOCedure；here，SuChiscontendedtobetheconsequenceofexplanatoryfai1ure．Thisisdonebyexamining  

developmentsinJaZZinthefirsthalfofthetwentiethcentury，SuggeStingthatcreativechangesensuedfrom  

internalconsistencies andinconsistenciesin the rationalloglC Of both music theoryand particular）aZZ  

practices，SpeCificallyfromJaZZmuSicians’attemptstoresoIvesuchproblemstoexpandavai1ablemusical  

resources，therebyexpressivecapacities．  

鼠eywords：COmPOSition，improvisation，StruCture，aCtion，Creativity，jazz，diatonicism，Chromaticism．  

要  旨   

当論文では「作曲」と「即興演奏」が相対する音楽創作手順だとする既成概念、つまり即興演奏はフリーで合理性が  

薄く、創造性に富んでおり、作曲はその逆であるとする見解に異議を唱え、このような誤認は解釈の間違いに所以する  

ということを示す。具体的には20世紀前半のジャズの発展を考察し、独創性豊かな変化をもたらしたのは音楽理論およ  

びジャズのスタイルにおける内在論理や合理的論理による整合性。不整合性であり、またミュージシャンが音楽におけ  

る手法の幅を広げる上でそのような問題にどう挑戦したかである、と主張する。  

キーワード：作曲、即興演奏、構造、活動、独創性、ジャズ、音楽理論、全音階主義、半音階主義  

“ImprovisationenJOyS the curious distinction of  

beingboth themostwidelypractisedofallmu－  

Sicalactivities and theleast acknowledged and  

understood．．．．LIt was always apowerfulforce  

inthecreationofnewformsandeveryhistorical  

Studythatconfinesitselftothepracticalortheo－  

reticalsource．‥Without takingintoaccount the  

improvisationalelementinliving musicalprac－  

tice，muSt Of neccessity present anincomplete，  

indeed adistortedpicture．’’’  

（Bailey1993，p．ix）  

Inti－Oduetion  

Commonly，COmPOSition andimprovisation are  

viewedasdisparate，mutuallyantagOnistic，prOCe－  

dures for creating musIC；1n this perspective the  

formeris considered accounted for theoretically，  

andthelatteristhoughtonlyunderstoodor，mOre  

COrreCtly，POSSiblein practice．Thisironically  

COnCeives the failure of composition as ensuing・  

from competence，nOtincompetence，and that  

competenceis considered determining and de－  

structive for music making・1n general，and for  
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Creativitylnparticular．   

The processes of creativity and change in any 

field of human endeavours have proven to be ex－  

tremelyproblematictounderstandretrospectively，  

1etalone toforesee．Byits verynature，Creativity  

implies golng beyond current circumstances，un－  

derstandings，andpractices，tOSOmethinghitherto  

undreamtof，thereforeanydifficultiesencountered  

while trying to apprehend and predict it are very 

real．Nevertheless，SuCh difficulties，nO matter  

howintractable they may seem，muSt nOt，aS a  

COnSequenCe，be assumed utterlyimpossible to  

SOIve．Consequently，itis argued here that de－  

SCriptionofimprovisation a）as music makingby  

practice thatisimpossible to understand without  

destroying・itin the process，and b）in terms of  

freedom，eXPeCial1yln Order to rescue creativity  

Within，either generally orin specific mani－  

festationsof，muSicarewholly mistaken．   

This paper examines the oppositional contrast 

described，OrPreSCribed，betweencompositionand  

improvisation，drawing・COmParisons with the  

StruCture and agency dualismin socialtheory，tO  

illuminate erTOrSin viewing them as polar oppo－  

Sites．Itisarguedthattheresorttoimprovisation  

to answer questions of change and creativity，On  

the assumption thatimprovisationis free of con－  

Straint，unlike composition，isillusory．It does  

thisbydetailinglnCOnSistenciesin this opposition  

Of composition andimprovisation，Which shows  

thatthelatterisasdependentonprecedingstruc－  

turesand practices of music making・aS the for－  

mer，andthatbothhavepotentialtofacilitatecre－  

ativemusicmaking．Itiscontendedthatcreativity  

results fromloglCally and rationally confronting・  

theproblems，loglCalcontradictionsandapparent  

misunderstanding・SenCOunteredinany SOCialand  

naturalcircumstances，nOtinherently from spe－  

Cificprocedures．Fromhere，thepapertracesthe  

early structure of jazz，details some of thelimi－  

ta仁ions and contradictions encountered within the  

rationality of the structure ofearlyJaZZ，and the  

WayS that musician strove to dealwith these，in  

COnSequenCeCreating・neWreSOurCeSforJaZZmuSト  

Cianstoexperimentwithandexplore．Thepracti－  

CalwaymusiciansloglCallyteasedoutandtackled  

these problemsisargued to haveled first to Big  

Band jazz，from the mid－1920s，Whereupon simi－  

1ar processesled to the creation of Bebopln the  

early1940s．Awareness of thelimitations，COn－  

tradictions，eSSentially problems encounteredin  

music making and a willingness to taclく1e these  

SquareOnledtotheexpansionsofexpressive mu－  

sicalcapacitiesandresourcesinJaZZl．  

Theoreもiea‖血passe  

Commonly，COmPOSition andimprovisation are  

Viewedastwodistinct，mutuallyantagonistic，PrO－  

Cedures for fashioning musIC；1n SuCh a view the  

formeris considered to be accounted for theo－  

retically，andthelatteronlyunderstood，Onlypos－  

Siblein practice，Ironically，that very under－  

standing of composition is conceived as deter- 

mining and destructive forimprovisation．Com－  

position is routinely considered to be producing 

musicin notationin accordwith founded theory  

PrlOr tO aCtualperformance，When musicians ac－  

tualise the scorein sound．Improvisationis rou－  

tinelyviewedasthespontaneouscreationofmusic  

byperformance；Onedictionaryofmusicdefinesit  

COlloquiallyandcharming・1yas：   

L’Thecreationofmusic Lonthespot’，aSitisbe－  

ing・Performed－mal（1ng up music as one goes   

along．”  （Benne比1995）  

Jazz musicians can appear toconcurwith such a  

View；thetrumpeterDocCheatham：  

“‘ WhenIplay a solo，Ineverknow any more   

aboutwhatIamgolng・tOplaythanyoudo．”  

（quotedinBerlin1994，p．2）  

With composition musicians are viewed as disci－  

plined performers of a piece already complete in 

notationprecedingperformance：  

“Orchestralplayers are‘trained’（a sig・nificant   

term）in the skills ofreading・muSicfrom com－   

plexscores，andinterpretingit accordingto the   

minuteinstructionsofa‘conductor’；SOloistsare   

Celebrated for their abilitynotonly to perform，   
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“Formal，PreCious，Self，absorbed，POmpOuS，   

harbouring rigid conventions and carefully pre- 

served hierarchicaldistinctions；Obsessed with  

its geniuses and their timeless masterpleCeS，   

Shunningthe accidentalandtheunexpected：the   

worldofclassicalmusicprovidesanunlikelyset－   

ting・forimprovisation．”  

Later：  

“Thelarger part of classicalcompositionis   

Closedtoimprovisation…aSitsantithesis．‥．”  

（Bailey1993，pP．19＆59）  

Byimplication，1mprOVisationis noもthese things，  

itisinformal，eXtrOVert，unCOnVentional，demo→  

Cratic，Withoutmasterg・eniuses，timebound，OPen，  

and welcoming of the accidentaland the unex－  

pected．LoglCa11y，1nthisview，COmPOSitionis the  

COnVeyanCe Of a procedure for reproducing・，nO仁  

Creating，muSic，bothinits written and perfor㌧  

mance manifestations；Whereasimprovisationis  

concernedwi払もheαdんoc creation ofmusicwhose  

CreativitylSinexplicableintermsofprecedingpat－  

ternsandpractices，itiscreativedespitethesebe－  

cause it allows the unexpected and the accidental 

toenter；thustheappearanCeOfcreativitylSOfthe  

unexpectedand the accidental．Bailey does not  

glVe the slightest consideration to the possibility  

that the problem with western classicalcompo－  

sition mayin actualfact have been alack of，  

ratherthanof，adequaterational，COherentunder－  

Standing．   

That the theory of compositionwasin any way  

inadequate，andoverlylimitedforthefunctionsof  

makingmusicandproviding adequateexpressive  

musicalresources，is not considered possible or  

debilitating，itis composition per se thatis at  

fault．Moreover，the argument throughout the  

bookisthatitisthecompetencethatcomposition  

anditsrequlrementSOfmusiciansthatisatfault；  

COmpetenCenOtincompetence，adequacynotinad－  

equacyarearguedtobethesourceoffailure，and  

thatwithimprovisation thereis no such thing・aS  

mistake；mistakes are creative．Thisis quite an  

absurdpositionforanyonetoadvance．While the  

criticismofinstitutionalconservatismanddogma－  

but to memorise lengthy concertos provided by 

‘composers’．  （Martin1986，P．1）  

On the other hand，Withimprovisation，itisim－  

plied，When not asserted，that musicis conjured  

outofthealr，1imitedonlybytheskillsandimag－  

inationofthemusician（s）；bythosetrainedin the  

European classicallineageimprovisationis  

thought an ad hoc exercise，1acking・forethought  

and system，thereforeitisinsubstantial；byits  

theorists and practitioners the potency and cre－  

ativity ofimprovisationis consideredinfinite．  

Thisviewedcomposition，1S muSicwritten tomu－  

sicaltheory and convention，andimprovisationis  

hostile to both． Therefore，muSicians playlng  

classical，COmPOSedmusicneedtoreachapproprl－  

atelevels of technique and circumspection to re－  

spectfully reproduce the music of the composer；  

Whereasimprovisersneed theintuitiveapplication  

of technique to instinctively create music and 

transmute performanceerrorsintonovel，Creative  

musicalsounds．Onewriter andprominentprac→  

tising・1mPrOViserwrote：  

“．．．thereisnogeneralorwidelyacceptedtheory   

ofimprovisation andIwould have thoughtit   

self－eVidentthatimprovisationhasnoexistence   

outside ofits practice．．．‘the playerperforms   

notaccordingtothe“theoryofpractice”，butin－   

tuitively，aCCOrding・tOthe“practiceofpractice”，   

Wherein the dictates of traditionalprocedures   

areintegratedaccordingtohisimmediatemood   

andemotionalneeds．’”’ （Bailey1993，p．X）  

Thus，from proclaiming・thatimprovisationis as  

equally widely practised asitis misunderstood，  

Baileycontinuesthatitis，aPr乙Ori，beyondhuman  

COmPrehension；indeedeven to approachcompre－  

hension，eXPlanatorysuccess，threatensits death．  

It was comprehension of musicalpractice，Bailey  

argues，that killedimprovisationwithin Western  

classicalmusicii（amurderheattributesprimari－  

1ytotheapplicationofnotation，and，SeCOndly，tO  

theriseoftheconductor，tO thisMartin addsspe－  

Cialisation，and teleologicalrationalisation），a  

music which subsequently petrified everything  

thatit，Cameinto cont，aCt Wit，h：  
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tism，aS this too applies to audiences，may have  

purchase，Wholesale condemnation of European  

Classicalmusic does not；after allithas far from  

OSSifiedandnow，1nCOnSequenCe，facesanidentity  

problem．Theothersideofthecoinisthatimprov－  

isationisnotintrinsicallycreative，therearemany  

examplesofmusicmakingwithoutpre－COmPOSed  

music sheets that are not creative；furthermore  

Whileitis easy toindicate that much blues and  

rockimprovisationarefarfrombeing・Creative，the  

distinction betweenidiomatic and non＿idiomatic  

improvisation does not rescue creativity forim－  

provisation be restrictingitwhollyor completely  

to the non－idioma仁ic．   

While commonplace，SuCh a contrastisilト  

COnCeived，and foundedinlack of understanding  

Oftheprocessesofcomposition，1mPrOVisationand  

Creativity．Withcomposed musIC，nOtWOPerforN  

mancesofapleCeareentirelythesame，eitherpe  

formedbythesameordifferentindividuals；forby  

Circumstantialenvironmentalfactors，nOtationis  

Only a more orlessprecise guide forperformers  

tointerpre仁，SuCh willinevitably beinterpreted  

then modified when the performance，eSpeCially  

practice，affects sensibilities of aspects ofinto－  

nation，etC．Furthermore，amuSicperformanCeis  

aninterpretation ofa piece，theconductorand／or  

theperformer（s），dependingonthemusic，facethe  

necessity tointerpret according to，a）how也旦ヱ  

reason the composerintended thepleCe tOSOund，  

beperformed，andb）how也旦芝imagineitshould  

SOund，Or be performed；neither are timeless as  

bothvaryWithculturalsensibilities andindividu－  

al，Creative，initiatives to glVe the musiclife or  

meaning，OrWhateverelse，OVertime．  

Asforimprovisation，nOmuSicianeVerCOmplete－  

1y creates music on the spot；throughthe con－  

Siderable timeinvestedinlearnlng theirinstru－  

ment（s），they master the techniques，Phrasings，  

harmonic and rhythmic possibilities，etC．，Of the  

instrument（s），alongwiththetheoryofmusicand  

musicmaking；thesetheymemorise andbringto  

PerformanCe．Musicians who perform withlittle  

OrnOWrittenscorenecessarilyextensivelypractise  

and／orrehearseperformancesaloneorinagroup，  

prlOr tOPerforming appropriate to their ambition  

forperformance success．Acknowledgingsuch of  

improvisation，Bailey proposedidiomatic and  

non－idiomaticimprovisation；the former con－  

ducted within a style，e，g．，baroque orJaZZim－  

PrOVisation，and thelatter，free of such styles，  

“．‥is most usually foundin so－Called‘free’im－  

PrOVisationand，Whileitcanbehighlystylised，is  

not tied to representing anidiomaticidentity．”  

（1993，PP．Xi－Ⅹii）Nevertheless，thisdoesnothelp  

matters much，forby that stylisationis admitted  

intothedefinitionofnon－idiomaticimprovisation，  

implyingidiomatic contentif not form，the aト  

tempttoavoididiomisitselfidiomatic．iH  

Inrealityno actualmusicmakingaccordswith  

SuCh conceptions ofimprovisedorcomposed mu－  

SIC，mOreOVerWhilethesolutionmayappeartobe  

toconclude thatactualmusicmaking・1SCloser to  

OneOrOtheroftheseidealtypes，thisacknowledges  

rather than soIves the problem．Bydefininglm－  

provised music as music fabricatedin perfor－  

mance，itis expected thatimprovisationisfree of  

COnSCious and／or rationalconstraints，Creative．  

WithanyCOherentstyleofmusIC，itscoherentre－  

SOurCeS CannOt eaSily themselves explain the  

Style’sabandonmentortransformation．Nordoes  

ashiftfromproductiontoreceptionaestheticsof－  

fer a solution to this problem；a COherentexpla－  

nation of a style，at a minimum，implies a re－  

Ception element to accountforits success，eVenif  

thisisonlyofthemusic’spower，eXpreSSivecapac－  

ities，etC．；eXPeCtedeveniftheonlyaudienceisthe  

musician．Thedifficultiesimpedingacontinuum  

solution echo those encounteredin the socialsci－  

ences over the concepts of struCture and agency．  

Structuraltheory，1ikecompositionaltheory，high－  

1ights a coherence thatis causaland persistent  

OVertime；StruCtureCanbeunderstoodandapplied  

to predict outcomes，invol（ing・COnStraining，neC－  

essary factors as providing g・00d reason．Thus  

StruCture，aSCOmpOSitionaltheory，Shouldexplain  

theoccurrenceofsocial，muSical，forms，praCtices  

andresponses．Agency，1ikeimprovisation，high－   
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1ights human freedom，freedom entails choice，  

Whereas struCture，1ikecomposition，entailsguid－  

ed choice．However：   

“NotheoryofactiondispenseswithstrLICtureaS   

a category，nOr Can theories of structure dis－   

PenSe With action，but each category occursin   

the other as a contradictory deficiency，eVenin   

thoseapproacheswhichinsistthatthecategories   

are mutually meaningfuland mutually necL   

essary．”（HolmwoodandStewart1991，p．89）  

Applying diametrically opposed categories of  

COmpOSitionandimprovisationlvtomusicmal（ing  

incursidenticaldifficulties．With structuralex＿  

planations，When actualbehaviours do not conL  

form agencylS eVOked to accountfor these，mak－  

ing ag・enCyincoherentandirrationalrespecting  

the struCturalaccounts；With action explanations  

themovementisconverse．Withbothapproaches，  

actionis thesourceofcreativityandchange，ren－  

deringthesethreecateg・Oriesmeaninglessinterms  

Of the proffered explanations．Similarly，With  

COmPOSition；COmPOSitional，diatonic，theory can  

explain music making which accords withit，nOt  

that creative and divergent fromit．Thus，itis  

impossibletocoherentlyaccountfortheformation  

and transformation of jazz，eXPeCially the very  

rapidand varied posト1940s transformation，With  

diatonic theory；manyfeaturesofpost－1940s jazz  

areroundlyforbiddenbydiatonicism．   

Martins，aPprOaChinglmPrOVisationfromasoci－  

0loglCalperspective，makes these difficultiesand  

the explanatory movement very apparenL At－  

tempting to show thatimprovisationis a feature  

Ofeverydaylife，aCknowledgingthatneitheritnor  

Creativity aresatisfactorily explicablein termsof  

individualgenius，Or the psychology thereof，he  

PrOperlywishestolocatebothfirmlywithinacon－  

textofmusicsocially，andthisiswheretheprob－  

1ems，Which have widespread currencywithin soq  

Cialtheory，are manifested：  

“．．．thereisanimportantelementofimprovisa－   

tionin allsocialaction…‥ the actions ofindi＿   

Vidualscannotbeexplainedsimplyasresponses   

to‘external’forces（such as social－StruCtural  

pressures）or‘internal’ones（such as psycho－   

logicalorbiologicaldrives）．Thepointisechoed   

intheworkofBourdieu：‘Toconsiderregularity，   

thatis，What occurs with a certain measurable   

frequency，aS the product of a consciously   

laid－down and consciously respected r・uling‥‖   

Or aS the product ofanunCOnSCious regulatmg   

by a mysterious cerebraland／or socialmecha－   

nism，1S tOSlipfrom the modelofreality tothe   

realityofthemodel．．．’Howeverthorough1yln－   

dividualsaresocialised，howeverwelltheyknow   

the‘r・ules of the game，Or however frequently I  

the‘same’behaviour occurs，SOCialactors al－   

WayS have the capacity to do something・diffe   

ent，and，mOreOVer，COnStantlyfacethepractical   

problemsofinterpreting・Situationssoas tofor－   

mulate appropriate responses．Such responses，   

too，muStbesuccessfullyenacted：thereisallthe   

differenceintheworldbetweenapuppetandan   

actor．SofromthispolntOfviewallconductis，  

inanimportantsense，1mPrOVised．”  

（Martins1996，p．6）  

Improvisation，1ike most socialbehaviour，CannOt  

be explainedin terms of crucialsocialprocesses  

（e．g．，muSicaltheory，peer preSSureS and ex－  

PeCtations，earlier modes of socialaction and re－  

production），thusimprovisation，aS SOCialaction，  

isfreeofthesesocialconstraints．ThesocialmodT  

elforexplainingthepracticeofimprovisation，aC－  

tion，doesnotfitactualpracticesfoundinreality，  

thus to consider that theydois toglVe the model  

a realityit does not havein actuality．Why，the  

question arises but is not seriously addressed by 

Mar仁ins，Seldomisitwithinsocialtheorygeneral－  

1y，1S theevidenceofsocialrealitynotbroug・htto  

bearagalnStthemodelsuchthatthemodelisap－  

PrOpriatelymodifiedtofittherealityitisintended  

toexplain，rather thanlocatingactualbehaviours  

in terms of their contravention of aflawed model？  

Indeed，tOSaythatallsocialactionisimprovised，  

is to say that allsocialaction contravenes social  

processes，andimprovisationisdeterminedascon－  

trary to competent andinformed music making・；  

improvisation becomes determined by one ofits   
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what was a仁the heart of Baileys account ofimN ■   

provisation．   

Furtherinsightcanbegainedfromthisparallel  

withagency；COnCeivinglmPrOVisation asfreeand  

creative，in contrast to knowledgeable compo～  

sition，COnfuses the distinction Weber made be－  

tween valuerationalactionandpurposiverational  

action，tO aCCOunt for behaviours contrary to ra－  

tional，StruCtural，eXPlanatory expectations，in  

turnmakirlgmuSicalexpressiontheexpressionof  

SOCially dislocated values．The ends of value ra－  

tionalaction arelocated outside socially rational  

structures，being chosen to values rather than to  

COnSequenCeS，thevalueshavetobedislocatedoth－  

erwise they wouldlose their value rationalaction  

identity；theyaremadesuperfluoustotherational  

structureof the socialorderotherwise theywould  

be ends of purposive rationalaction．Improvi－  

sationis advanced here，1ike value rationalaction  

is by Weber，tO aCCOunt for actors’behaviours，  

here of musicians and／or composers，that are  

non－rationalwithin a theore仁icalframework of  

COmPOSitional，Perhaps diatonic，theory，by as－  

Cribing themwithendsdeterminedbyvaluesout－  

with theory commensurate ends．Actors，muSi－  

cians，areSaidtochoosethevalueofimprovisation  

over composition to g・uide their practice，indeed  

arerequiredtodo，becauseofitscreative andex－  

pressivepotency．Thus，1mPrOVisation，andbyne－  

CeSSity creativity and expressiveness，become  

extra－theoreticalvalues due to theirhaving to be  

inexplicablebycategoriesmeaningfultothetheo－  

ry，COnSequentlytheyaremadetobe meaningless  

for musicalpractice．Unfortunately，matterS are  

notsoeasilydispensedwith；neitheracomposition  

noranimprovisedpiececansimplybeconstructed  

to a personal，dislocated，and，COnSequently，1n－  

corrigible，Value；amOng Other matters of slgnif－  

icance，thebehavioursandtheirproductsthatval－  

ue rational action is being asked to explain here 

aretheveryonesleadingtoandconstitutinganew  

SOCialorder，arleWOrderofmusiccreation．Co  

ceivingsuchastheresultofavaluerationalaction  

rendersnotonlyexplanation，butalsotheoutcome  

qualities；makingdo．  

Indeed，Martins takesuson amerry－gO－rOund  

Oftheinexplicablewhileassertingsubstantialsucv  

CeSSinclarifyinglmprOVisation：  

“Viewing musicalimprovisation as a special   

CaSe Of the ordinary collaborative pracもice   

through which social order is sustained goes 

somewaytowardsitsdemystification，andmay   

SerVetOShifもthefocusofcreativityofafewindi－   

viduals（althoug・h王am notdenying theimpor－   

tance ofthis）towards an understanding ofim－   

provisation as an activitywhichisembeddedin   

a particular nomative order and whichis re－   

alisedthroug・hinteractionalprocesses．”  

（ibid．p7）  

Buthe has already definedimprovisation，indeed  

allsocialactionin terms oflack of fit with social  

practices，in what slgnificant way canit be said  

that either are made meaningful by embedding 

themin socialprocesses？Nowhereis this more  

apparent thanin dealing with the maJOrinno－  

vators，Who by definition must transcend current  

practices：   

“It should be said that this shift does not entai1   

a denialof the remarkable creativity of figures   

SuCh asBechetorArmstrong・，OrLesterYoung・，   

Charlie Parker，OrJohn Coltrane and the other   

acknowledgedmastersofthejazztradition．On   

the contrary whatis slgnificant．．．is that such   

massivelyinfluentialfigures aT・e generally   

recognisedasextraordinary，andthatmostim◆   

PrOVisationin thattraditionistaken asdisplay－  

ing・nOrmal and recognisable competence…”  

（叩＝寂．）  

Recognition of the‘extraordinary’achievements  

Of these playersis neitherexplanation norproper  

evaluation of them，eXPeCially when thatis set  

within widespread bafflement of what exactly is 

golng On Withimprovisation；indeed when such  

bafflementisarequirementforimprovisationand  

SOCialaction within the socialtheory purportedly  

explaining・them；intermsofthesocialtheorythey  

are rendered meaning・1ess as socialpractices．  

This socialtheorisation，Simply makes apparent  
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mearlingless，1ittlemorethanamatterofaccident．  Said to be the product of a marrlag・e Of African，  

especiailyvocal，muSicandEuropeanharmony，On  

jazz．（e．gリSchuller1986，Stearns，1956）However，  

itis morelikely that the blues emerg・ed con－  

temporaneously with jazz，and did not precede  

it．（c．f．，Tirro，1993，for example）Furthermore，  

PeCuliarlythebluesscaleonlyappearedintheUS，  

nowhere else where African and E;uropean music 

met，Inasimilarwaysyncopationwasattributed  

Lo払epolyrhy払msofAfricanmusic；SynCOpation，  

however，is a rather emaciated form of  

polyrhythm，tO Say theleast，andis not entirely  

unlque tOJaZZ．ManyoftheearlyJaZZmuSicians  

performed，Withoutdetailedscores，ahighlyenerM  

getic，ifless sophisticated than Baroque mani－  

festations of，COntraPuntalpolyphony；With a11  

musicians playing voicings of equalweight，With  

degreesofperformancedemocracyandcohesion．   

Where did theimpetus for change arisein this  

music？A numberofsources can be cited：First，  

】aZZ，anamalg・amOfdifferenttypesofmusIC，WaS  

bornofchangethroug・hpracticalexperimentation；  

SeCOnd，anumberofitsoriginators（someofwho  

Came tObe themajorinnovak）rS）experiencedex■  

treme，employment，discriminationoccludingca－  

reersin the maJOrClassicalorchestrasin theUS，  

despite their being classically，COnSerVatOire or  

Otherwise，trained and hig・hly skilled（Peretti，  

1992，Tirro1993），turned theiraspirations topro－  

ducing highly sophisticated musicin】aZZ；third，  

thesegroupsandmusiciansproudoftheirabilities  

andfacingcompetitionamongstthemselvespartic－  

ipatedin‘cuttingsessions’wheregroupsandmu－  

Sicians would compete to showwhowas the most  

Skilled，eXPreSSive and／orentertaining，impelling  

improvement；fourth，there was stress on unlque  

individualand group voice；eaCh musician and  

groupwasexpectedtofinditsownvoice，individu－  

alexpression，tO be recog・nised as truly profes－  

Sional，Which requires an element ofinnovation；  

fifth，diatonictheory，unlquetOtheEuropeanmu－  

SicaltraditioIl，WaS＝nOtCOmPletelyrlg・OrOuS，itsuf－  

feredrationalinconsistenciesandreliedonconven－  

tional，adhocsupplementationtosupportit，itsinr   

Pel－formanceJazz：Music as Pi－aCticalEx口  

perimen乞a最on  

“…honest efforts to discover tentativelaws of   

art…．are neCeSSary‥‥．Our noblestimpulse．   

Theimpulse toknowand understand，makesit   

Ourdutytosearch．Andeven afalse theory，if   

Onlyitwasfound汰roughgerlui】1eSearChing・，is   

for that rea80n SuPerior to the complacent cer－   

tainty of those who reJeC仁it because they pre－   

Sume tOknow，although they themselves have   

notsearched！”  （Sch6nberg1978p．8）   

Untilthelate19thcentury，the theoreticalstruc－  

tures that underpinned the composition and per－  

formance of Western European，eSpeCially classi－  

Cal，muSic，Were diatonlC，Which was said to be  

rooted by rationalconstraints basedin natural  

and／or splrituallaw．In creating the music of  

）aZZ，muSicians marglnally modified，but neverT  

theless made substantialuse of，diatonic harmo－  

ny；i．e．，a tOnally centred music that moves  

throughinessentialdissonallCeわharfnOnic res－  

01utionwithin the tempered，diatonic7notescale，  

this they supplemented bylimited use of exten－  

Sions，e．g．，7ths，and some microtones，flattened  

notes，a StrOng・driving rhythmic regularity most  

COmmOnly performedin a syncopated2／4time  

Slgnature．Early］aZZWaSharmonic，indeedpoly－  

phonic，1nCOnStruCtion，theorlglnOfwhichlayln  

thepredominanceofdiatonictheorywithinAmer㌧  

icanmusIC，bothsecularandreliglOuS，1nthemu－  

Sicians’musicaleducationbywhichtheyacquired  

the slくills to play theirinstrument，Y andin the  

types of music that the early bands，from which  

］aZZ bands evoIved，Were playlng；e．g．，marChes，  

Variousdancese．g．，WaItz，SChottischeandpolka，  

1ightclassicalmusIC，OPera，POPularmuSIC，min－  

Strelsy，Church music，e．g．，hymnals，gOSpels，  

ChoI、ales，etC．，ragtime，folk music，etCリ allof  

Whichwereharmonic，andmuchin2／4timeslgna－  

tures．The orlgin of theflattened notes was until  

recently atもributed to theinfluence ofblues，itself  
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ternalproblems provided a source ofins仁ability  

WhichJaZZ muSiciansincreasingly explored  

（Sch6nberg1978，Weber，1958，Lakatos1980）；Vi  

Sixth，themusiciansheldconflictingaimstopro－  

duce the highestlevelof musicalvirtuosity that  

WaS eXpreSSively，rhythmically and harmonically  

SOphisticated duringensembleperformanCeWith－  

Outdetailed，COmPOSedmusicalscoresYil；SeVenth，   

a．social－eCOnOmic and artistic environmentwhich  

StreSSed experimentation，nOVelty and change；  

eighth，thenewlyemergedrecording・industrybe－  

gantotakeinterestinJaZZfrom1917Yiii，thisex－  

tendedthemarket，quickenedthespreadofknowl－  

edgeofinnovation，aCanOnOftunes，andofsupe－  

riorplayersrecog・nisedasthebestin】aZZi‡；and  

ninth，Creative developmentsin music other than  

）aZZStimulatedchang・e．Todealwithmanyofthe  

problems theyencountered，muSiciansspentcon－  

Siderable time preparing and practising as  

groups，Observed very closely what other g・rOuPS  

and musicianS Were doing，tO enSure that they  

Were aS up tOdatein theirskills，muSicalknowl－  

edgeandexpressivenessastheotherswere．Each  

factor contributed towards jazz becoming a dy－  

namicallychang・1ng，nOtStagnantmuSic．  

Initially，ChangeSinJaZZWereSimple；tO taCl（1e  

PrOblems of musicalachievement，eXPreSSion，  

groupconcordance，andvolume，Slowlythenum－  

ber of musiciansin the band and the use of no＿  

tationwereincreased，followedbymodificationin  

therhythmsection’sinstrumentation．Inthefront  

line，from one ofeach type，numbers slowly ex－  

Panded to3trumpets，3trombones，3／4saxo－  

phones，and beyond，the rhythm section was at  

firstpian00rbanJO，tuba，String・bass，anddrums，  

Subsequentlyban］Oandtubaweredropped．The  

alteredinstrumentation facilitated experト  

mentationwith richer，mOre multi－1ayered har－  

monics and tone colours（incorporationofmildly  

dissonant chords，e．g．，dominant7ths and domト  

nant9ths，maJOrandminortriadswith6thexten－  

Sions），basedonamoreelasticandag・ilerhythm  

SeCtion，andcalledformorenotationsheets toe  

Sure COhesion．Enhancedreliance on notated mu～  

Sic guaranteed concordance amongst musicianS，   

enabled refinement of the beat from a2／4to4／4  

timeslgnature，andanacceleratedharmonictem－  

PO，Wherebyratherthanremainwithasingle，COn－  

tinuous chord over8，120r16bars，pleCeS Were  

Carried throughshord charlgeS eVery Other bar．  

Thiscreatedthebigbandsoundofscoredensem－  

blechorusesinterspersedbypassag・eSOfensemble  

SuPpOrtedimprovisationbyfeaturedsoloists，fea，  

turedtoretainsomeoftheexcitementofthepreN  

Ceding・】aZZ．   

Eachbandhadacomposer／arranger（e．g．，Don  

Redman，Duke Ellington），and bythe mid－1930s  

these bands were regularly creatingImuSic with  

enhanced harmonics，reminiscent of，indeed they  

SOmetimesdrewon，theharmonicsofFrenchRo－  

mantic music．Duke Elling・tOn and other band  

leaders and composers aspired to play music of  

largerforms，forconcentratedlistening・tO，1nad－  

dition to music for dancing；titlesincluding・the  

WOrds concerto，fantasy，Suite，etC．，began to ap－  

Pear amOng・those theyperformed．Notnew，this  

trendechoedearlierasplrationsofmusicians that  

Went allthe way back toJoplin’s efforts at or－  

Chestralforms，（Tirro1993）and，integralto the  

experimentalleanings，WaS theorlgln Ofjazz be－  

COminganartmusic‡．Inthesolospotstherewere  

noted viotuosi such as saxophonists Coleman 

Hawkins，Johnny Hodg・eS，Ben Webster，Lester  

Young，trumPeterSLouisArmstrongandRoyEト  

dridge，for example．Theseinstrumentalistshad  

attained a high reputation among musicians and 

the public・However，tOretain that respect they  

COuldnotrestontheirlaurels，theywerealwaysin  

danger Of being eclipsed by other，perhaps next  

generation of，muSicians who displayed superior  

Skills andinventiveness．Thus，they stretched  

theirsolo’spotential，eXPerimenting・harmonically  

by sporadicallylnCOrPOrating9th，11th and13th  

harmonicextensions；theseextensionsfollowedthe  

loglC Ofdissonance，Ofdisruption，Of the orlglnal  

modificationsofdiatonicism；if7thsarldflattened  

notes which were prescribed as dissonant by diN  

atonicism，COuld be found to create specific exN   
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manymusiciansonthebandstandIil；tOPayplay－  

ers’salaries，tOuring costs，etC．，and audiences  

remainedwedded to mildlymodified diatonicism．  

Both aware of some of these difficulties and of the  

potential variety of expression that the resources 

Of the big ban afforded，1eaders such as Benny  

Goodman and Duke Ellington deployed sub－  

ensembles of the totalband to explore the ex－  

PreSSive capabilities of each．Nevertheless，Cre－  

ativedevelopmentandchang・eCamefrom，a）rad－  

ically confronting the contradictions，1imits，and  

PrOblemswithinbigbandmusic，andb）similarly  

furthertranscendingtheconfinesofdiatonicismin  

harmonyandrhythmicpatterns．   

From thelate1920s untilthe early1940s，big・  

bands dominated jazz music，howevertheirinno－  

Vations provided amusicalloglCSuggeStive offu－  

turedevelopments，atthesame timeas theycame  

tofeelinsufficientlyexpressiveandadventuresome  

to some musicians．IfanyもhingBebop musicians  

heralded not artin）aZZ but modern art，Which  

tookacuefromexperimentalscienceandwithall  

of its accelerated ethics of rebellion and constant 

Change：   

“There was the vision of modernism as an un－   

endingpermanentrevolutionagalnStthetotality   

of modern existence：itwas“a tradition ofoveI㌧   

throwing tradition’’．．．Thisobviously tellspart   

Of the truth，butitleaves…Out allthe affirma．   

tiveandlife－SuStaining・forcethatintheg・reateSt   

modernistsis alwaysinter－WOVen With assault   

and revolt... the triumphant last chorus of 

Coltrane’s A Love Supreme；Alyosha Karama－   

ZOV，in the mids仁OrChaos and anguish，kissing   

andembracingoftheearth；MollyBloombring－  

ingthearChetypalmodernistbooktoanendwith  

“yesIsaidyesIwillYes．”  

（Berman1982，pp．30－31）   

Again，thefuturewascreatedoutofdealingwith  

the problemsinherentin thelimitations and con－  

tradictions，and built on the resources andlog▲1C，  

Ofthepast．Experimentation，andconsiderableef－  

forts by musicians such as Charlie Parker alto  

SaXOphone；Dizzy Gillesple trumpet；Thelonious   

pressive patterns，the question followed as to how  

・a9thwouldsoundinthesameorsimilarposition，  

next anllth，then a13th．The problem that then  

producesistofindwhatisnecessarytoensurethat  

thereisnotcompletederangementoftheharmonic  

foundation that the solorisesfrom．Reachingfor  

new harmonic patternS WaS true for both comr  

posersandfeaturedsoloists；itwasnotsomething  

unlque tOimprovising musicians，nOr WaSit the  

COnSequenCe Oferror；it was firmly rooted within  

the confines of acceptable harmonic theory of the  

time，eVenaSitoversteppedthattheory，tentatively  

at first．   

Simultaneously，SOmeOtherinstrumentalistsex－  

Perimented；bassistJimmy Blanton began to ex－  

Plore the effectof periodicall，playlng nOteS Other  

than the roots of the harmonies，adding non－  

harmonicpassingnotestosupplementthewalking  

bassline techniqueXiand take the bassinto the  

area of creating・SOlolines，and the drummerJo  

Jones occasionally shifted the maintenanCe Of the  

Pulsefromthebassdrumtothehigh－hatallowing  

faster，Subtlerrhythmicsupportofsoloists．These  

Changesin the rhythm section，the more refined  

divisionofthebar，thepredominant4／4timeslg－  

nature，with subtleanticIPation of the beat and  

SynCOpation brought considerable forward mo－  

mentum，furthermore，glVen the experimental，  

ambitiousinclinationsofthemusiciansinJaZZ，all  

POlnted onwards to a more virtuosi，dissonant，  

harmonically complex and polyrhythmic）aZZ．  

Whilethebigbandshadgreatlycontributedtoen－  

riching themusicalresourcesavailable toJaZZ，tO  

furtherdevelopmentinthemusicalknowledgeand  

Skills of musicians，and had created a coherent  

musIC，With opulent，tenSe tOne－COlourings and  

harmonic enhanCementS，aS Adorno polnted out，  

dissonanCe SprlngS from consonance and big  

bandsdependedontheapparentconsonanceofdi－  

atonicharmonyfortheeffectivenessoftheirmild－  

1y oroccasionally greater dissonantintervals，for  

the efficacy of their enriched harmonies and for  

theoverallintegrationofthemusicians．Moreover  

theyrequired substantialaudiences tosupport so  
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Monk，Bud Powell，AIHaig，and Tadd Dameron  

PlanO；Charlie Christian guitar；Oscar Pettiford  

and Slam Stewart bass；Kenny Clarl（and Max  

Roach drumS，tO Cite a few，Created Bebop：What  

makes these musicians geniusesis that theywere  

unwillingtosimplyaccepttheproblems，1nCOnSis～  

tencies and expressivelimitationsinherentwithin  

the music they encountered；their g・enius derives  

fromtheirconfronting・andovercoming・them．The  

musicevoIvedoveranextendedperiod，beglnning  

attheendofthe1930s，CryStallisinglntOatentative  

StruCturebetween1940to1944，Whenthefirstclear－  

1y novelrecordingIS aPpeared．Here，Iwillfocus  

on the logic of the music played to explain the 

emergence of Bebop and the visions ofnewlands  

thatitlaid before musicians who followed，SOme  

Of which appeared filled with dang・erOuS and un－  

Certain terrain．A solo recording・by the planist  

Thelonious Monk of his pleCe 署ound Midnig  

reveals the steady，trialand error of an experi－  

mentalapproachinthesixtakespreceding・thefin－  

ished one，21minutes，Of Monksearching・Outthe  

apposite rhythmic and harmonic structure of the  

pleCe・Ⅹi＝  Thema】OrinnovationsofBebopwere，  

first，harmonic；SeCOnd，rhythmic；third，Virtu－  

osIC；‡iv andfourth，enSemblesize．   

The experiments with theloglCinherentin the  

initialjazz musician歪’modifications to diatonic  

harmonies（the addition of7th extensions，flat－  

tened notes，etC．），Were Carried further than the  

occasionaladditions of more distantharmonicex＿  

tensions of big band composers and adventurous  

SOloists． Once observed as possible，in their  

search to expand the musical resources available 

to jazz to make it a more flexible and expressive 

musIC，SOmemuSiciansperceivedtheloglCandef－  

fect of making use of distantintervals more fun－  

damentaltojazz．Withbig・bandjazz，theseexten－  

Sionsoccasionallyemployed，repreSentedintermit－  

tent grey cloudsin a blue sky，and remained anr  

Chored within diatonic harmony，eVen While they  

Were pulling away fromit；With Bebop their ap－  

PearanCe mOre regular，the sky became more  

Cloudyandtumultuous，andthepretenceandconr  

tradictionofadheringcloselytoasupposedlynat－  

uraldiatonic scale and harmony abandoned．‡  

From being dissonant pepperings within an es－  

Sentially diatonicJaZZ，9th，11th and13th exten－  

Sions becameintegratedinto theloglC Of disso－  

nanceandjazzchromaticism．Throughchromati－  

Cismmusiciansexperimentedwith；tOnalambig・u－  

ity（sometimesexployingthe ambiguityofenhaト  

monics‡Yito achieve that effect）；SOmetimes  

abandonlnganyhintofatonalcentrewhatsoever；  

the use ofodd，for diatonic theory，1nterVals such  

as2nds and paralle16ths tocreate motifs ofhaト  

mony and dissonarlCe；introduced chords far re－  

moved from those prevailing；made suddenleaps  

Of registerin solo passages，for example．The  

quickening of harmonic tempoin big band jazz，  

accelerated even faster to the point where two or  

more chords toasing・1e barwere notuncommon．  

The overall effect of these harmonic changes was 

amagnificentlyenhanCedexpressiverangeandpo－  

tential，but expecially for those embedded within  

the hearing experience of diatonic theory and big  

band jazz，the effect was of a g・reatly heightened  

dissonance‡Yil，indeed some contended that this  

WaSnOtjazzmusIC，Simplynotmusic．   

Theinitialchangesin therhythmicpatternand  

thefunctionsofdifferentinstrumentsfoundinbig・  

bandjazzabovewereextendedbytheBebopmusi－  

Cians to create the first truly polyrhythmicJaZZ；  

While mostlyin4／4time signatures，SynCOpation  

COuld begln On thelst and3rd beat，the soloist  

shiftemphasis‡Ylii tothe2ndand4th，beforere－  

turningit to the orlglnalpattern；Or，alternately  

allnotesinthebarcouldreceiveequalweight；in－  

Strumentalists experimented with varylng aCCentS  

Onbeatsoutwiththeunderlylngpatterninanap－  

Parentlyirreg・ular manner；SOmetimes thein－  

Strumentalistwouldplayslightlybeforeorbehind  

the fundamentalbeat；the planist would play on  

and off－beatcomplngPatternS，and thedrummer  

shifted time lreeping away from the bass drum 

COmPletelytothehig・hhat，uSingthebassandothN  

er drums toin）eCt disruptive beatsエi‡，allof thi－s  

WaS aCCOmpanied by accelerated temposXX．Pre－   
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viouslyresponsibilityforrhythmicunityfelltothe  

ensemble playlngOfplanO，bass and drums，With  

the freeing・Of the planO and the drums from that  

duty，rhythmically，reSPOnSibility for holding ev－  

erythingtogetherfelltothebassist，Whotendedto  

Playwalkingbasslinesmaintaining■amOreregu－  

1arpulsethananyoftheothermusicians．   

The rapidly played，POlyrhythmically shifting，  

Chromaもiclines，built on an underlying chord  

StruCture，a Chord structure which even when de－  

rived from welluknown popularsongsof the time  

wasembellishedwith distantextensions and char－  

acterisedbyanacceleratedharmonictempo（noth－  

ingoftheextremelyslowchordmovementofearly  

JaZZ，eVen the chordalchang・eS Of big・band jazz  

SuppOrted by detailed arrang・ementS Were Simple  

by comparison），Of Bebop demanded extremely  

highlevelsofmusicianship．Inplaylng・Bebop，at  

mosthastilyscribbledleadsheetswithlittlemore  

than the underlying・Chord structure，Often the  

Chord struCture Of a popular or some other tune，  

Were PrOVided；What was required was an exten－  

Sive knowledge of jazz and other musicaltra－  

ditions，a deepknowledge of harmonics，a hig・h  

levelofmusicianship，andanabilitytoempathise  

With andanticlpate theothermusicians actions．   

Overall，the tone of the music was more highly  

dissonant to the ears than any）aZZ preCedingit，  

intentionally so；however，thereis no dissonance  

wi払outconsonance，and vice versa：  

“Harmony presents something as actually recL   

OnCiledwhichisnot．Insodoingitviolates the   

POStulateofappearingessencewhichtheidealof   

harmony aims at．The historicalemancIPation   

from harmony as anidealhas been animpor－   

tant aspect of the developments of art’s truth   

COntent．”  （Adorno，1984p．161）  

AllofthesechangesinthemusicimmediatelypreL  

Ceded，andcontinuedintothefirstfewyearsof，the  

SeCOnd world way，a Period fraught with racial  

tensionintheUS．Itmaybesug・geStedthatasocir  

etyatwarwithothernationsandwithitselfisun－  

1ikely toproduce talesofharmonylnitsartS，but  

frequently though such an explanationis adq  

vanced，Seldomisitreadwithfullconviction．Di－  

atonicharmonycarrieswithittheillusionofcom－  

pleteness，Ofawholeness，thatcanbeperceivedas  

a）Ourneybeganin serch，taken through a tale of  

finding tothepointwhere the treasureis brought  

homein the resolution of dissonance at the end．  

Jazz，aharmOnic music of the nether world from  

the outset，teaSeditsway througlh the underlying  

pretenceofdiatonicharmonytoproduceaharmo－  

ny of dissonance and consonance；a muSic of fa－  

miliari七y and shock．However，it should be well  

known that jazzdid notunlquely mal（e thisJOurb  

ney；20th century European classicalmusic fol－  

lowedapathsimilarofexperimentation．   

Of course，the returntO muSic making・Without  

detailedscores，atmOStlittlemorethanthechord  

patternscribbleddownonaleadsheet，SaWreduc－  

tionsin the averag・e enSemble size；quintets and  

quartetsbecamethenorm；quintetsofsaxophone，  

trumPet，PlanO，bass and drums；quartetS With  

One Of either horninstrument．The jazz group  

provides mutual support for musicians playing 

similar music，Whichis especiallylmpOrtant for  

those breakingintonovel，Challenglng muSic that  

is met by hostile response．Similar to thein－  

terdependenceoffishingcrews，Whoventureforth  

into the dangerous waters of the open sea with a  

democratic equality ofrespect，intention，reSPOn－  

Sibili仁y and reward existing amongst them，thes  

groupsventuredforthintoimag・inedbutincharted  

musicalwaters，Where thewinds ofsuccess could  

carrythemforwardorthestormsoffailurecould  

sink them as musiciansforlife．‡‡iThisis pre－  

CiselywhatAdornospokeofwhenhecomparedthe  

ismsin modern，20th century，arttOtheoldcraft  

workshopsofthemasters；theismsinmodernart  

he described as secularised schools that provided 

individualartistswiththesocialsupportandmu－  

tualrespectnecessaryforthemtoventureforthto  

continue to create face of public，aeSthetic，hos－  

tility to their work．X‡】i（Adorno，1984pp．37－38）  

While there were notable attempts to creaもe big・  

band BebopJaZZ，eXPeCially by Dizzy Gillesplein  

thelate1940s，Withvarylngdeg・reeSOfsuccess，the  
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polyrhythmic pattern of Bebop，the way thatit  

shifted thebeatandaccentsaround thenoteswithr  

in the bar，at timeslgnOring the4／4，OrWhatever  

Slgnature，OPened theloglCalpossibility of music  

Creating rhythmic patterns thatig、nOred the conM  

ventionaltonalcentre，harmonic movements，and  

barlines．One of the earliest examples of this，  

preceding・thefreejazzmovementbyag・00dmany  

years，Can be foundin the music of Lennie Tris－  

tano，WithtitlesITttⅦ寂on・andDtgressLon′，reCOrded  

in1949，and the appropriately titled Descentinto  

theMaelstroTn，ⅩEiil recordedin1953；herethebar  

lines are frequentlylgnOred，eXtended use of the  

Chromatic scale，and，eSPeCially with thelast，a  

headylackofclearunderlyingharmonicloglC，1n－  

deed a very apparent strong・dissonanceis em－  

ployed．The underlyinglogtlC Ofit owes much to  

thefreedomwrestedfrommusictheoryfor］aZZby  

Bebop musicians，and many of the other）aZZeX－  

PlorationsalsoowedasimilardebttoBebop，how－  

ever，investigation ofthesewillneed to beleftfor  

later．  

economicsofjazznolongersustainedsuchopera－  

tions．   

Bebopunleashed，aSdidtheunderminingofdi－  

atonictheoryinEuropeanclassicalmusic，araPid  

waveofmusicalexperimentation resultingln fur－  

ther musicalexplorations，eaCh one taking・facets  

of Bebop，eXploring theloglC COnSequenCeS Offo－  

cusing on these often to great effect．Asin Eu－  

roplanClassicalmusicandmanyotherartsinthe  

20thcentury，therewasanunprecedentedseriesof  

waves of ever chang・1ng Creativity that heralded  

new procedures of making and assessing・art，SO  

tooin）aZZ after the1940s．These，1n］aZ2：，Were  

manifestedasCooIJazz，HardBop，ThirdStream，  

ModalJazz，FreeJazz，ExperimentalJazz，Fusion  

Jaz2；，andnumerousothers．While，tOanyOneap－  

proaching many of these for the first time，they  

wouldseemfrightening・1yunconnectedwithearlier  

music，1et alone precedingJaZZ muSic，itis very  

possible tofollow an underlyingloglC，in positive  

and neg・ative aspects of preceding music，1eading  

tothesestyles．Anexampleofthewaythatsome  

OfthesederivedcanbeprovidedbyfreeJaZZ，eXPe－  

Cially apt as on the surfaceitis apparently the  

leastsubjecttologlCalexplanation，glVenthegen－  

eralviewoftherebeingandinherentcontradiction  

between freedom and rationalloglC，andits sup－  

POSeddefianceofconventionmusicalpractices．   

The explanation of the connection between free  

jazz and Bebop can be found in a number of 

Strands，SOmeinherently musicalothers social，  

hereIwillsketch someofthe musicalconnections．  

For］a2；Z，Bebop represented the dethronement of  

diatonicism，Withits tonal1y centred and conven－  

tionalist harmonlC，melodic and rhythmicloglC、  

The possibility of creating music without a clear 

tonalcentre，either by making the tonalanchor  

ambiguous orby doingwithoutitcompletely and  

thepreferenceforchromaticism，impliedthatjazz  

music could be produced successfully free of  

tonalcentreand withoutreg・ard toharmonicpro－  

gressions，eSpeCially those ofinessentialdissoM  

nanceanditsresolution；freeJaZZinfactmostfre－  

quently attempts to avoid these． Second，the  

Conclusion  

This paperchalleng・ed the commonlyheld view  

thatcompositionandimprovisationaredisparate，  

mutually antagonistic，prOCedures for creating  

music where the former is considered accounted 

for theoretically，and thelatter only possiblein  

practice．Furthermore，itwas arg・ued thisironi－  

Cally conceives the failure of composition as en－  

Sulng from competenc8，nOtincompetence，and  

thatsuchisdeterminlng・anddestructiveformusic  

makinglngeneral，andforcreativitylnparticular．  

Itwasarguedthatwhilecreativity，byitsveryna－  

ture，requires transcendence of current to novel  

CircumstanCeS，understandings，andpractices，the  

Very realdifficulties thispresents，nO matterhow  

intractable they mayseem，muStnOt be assumed  

utterlylmPOSSible tosolve．Thesamefollowsfor  

improvisation，anydescriptionofimprovisationas  

music making by practice thatisimpossible to  

understandfullywithoutdestroyingitintheproc－  
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iiwritingthis，heisconvertingpracticalnecessity  

intonecessaryprocedure．  

1＝Justrelates thefollowinganecdotein thisre－  

SpeCtinhisstudyoffree）aZZ：“‘Asaxophonistwas  

askedtotakepartina‘free’JaZZSeSSion．．‥hewas  

told to feelfree to express himself．．．he played‘I  

do Like to be Beside the Seaside’throughout the  

entire session．Apparently，his associates were  

extremely angry about this and told him not to  

COmeback．’”（1974p．8）Playingfreejazzdoesnot  

admitfreeplaylngbymusicians．  

iYInrespectoftheconfiningcharacterofcompo－  

Sition，1n the realm ofEuropean classicalcompo－  

Sitionaltheorythecriticismisentailedbythemu－  

Sicaltheory of thelikes of Sch6nberg，Boulez，  

Messiaen，Feldman，Cage，Stockhausen，etC．，and  

is expecially trenchantly arguedin aleatory com－  

positionalprocedures，aS We11asin written）uS－  

tifications of them．A succinct discussion of these  

matterscanbefoundinGriffiths，1994．  

VIn the early days of jazz，muSicaleducation  

Came from schooIs，Churches，PrOfessional，  

Semi－and non－prOfessionalmusicians who gave  

lessons，Students and teachers at musicalconser－  

VatOiressupplementingtheirincomesbyteaching，  

COnSerVatOiretrainingitself，1isteningtoandcopy－  

ing・Other musicians，neW yOung members of  

bandlearning from older musicians，and from  

COPylng Stylesand solos heard on recordings，a  

method thatincreasedinimportance as recorded  

music did．Charlie Parkerrelated thathelearned  

bycopylng・thesolosofLesterYoungfromrecords  

andbytransposing・theseintoallofthekeysonthe  

SCale；I）ean Benedettiattempted tolearn from  

Charlie Parker by recording himinlive perfor－  

manCe，afterwardscopyingandanalysingwhathe  

recorded on his saxophone．（Most of these have  

beenissued by Mosaic records as，ne Complete  

刀eα花 月e71e（ブe£££ 月ecor（ブi托gざ，Mosaic MD7－129  

7CD．）  

Viwebermostclearlydetailstherationalinconsis－  

tencies within the theory and howit evoIved ove  

time to patch over some of these；Sch6nberg  

through teaching diatonic harmonyis equally   

ess，andin terms offreedom，eSpeCiallyln Order  

to rescue creativitywithin music，eithergenerally  

Orin specific manifestations of music simply be－  

CauSeitis difficulttoapprehend，areWhollymis－  

taken．The oppositionalcontrast described，Or  

prescribed，between composition andimprovisa－  

tion，WaSilluminated by drawing comparisons  

With the structureand agency dualism foundin  

SOCialtheory．Thecomparisonshowedthatthere－  

sort to improvisation to search for answers to 

questionsofchang・eandcreativity，Ontheassump－  

tionthatimprovisationisfreeoftheconstraintap－  

parentin compositionisillusory．It does this by  

detailinglnCOnSistenciesinthisoppositionofcom－  

POSition andimprovisation，Which shows that the  

latterisnolessdependentonprecedingformsand  

practices of music making than the former，and  

thatbothhaveequalpotentialtofacilitatecreative  

music mal【ing．Itis arg・ued thatcreativitylS the  

productofloglCallyandrationallyconfrontingthe  

PrOblems，loglCalcontradictions and 年pparent  

misunderstandingsencounteredin any socialand  

naturalcircumstances，nOtinherently from spe－  

Cific procedures．The paper traced aspects ofthe  

earlystructure ofjazz，detailed some of thelimi－  

tations and contradict，ions encountered wit，hin the  

rationality of that structure，and the ways that  

musician strove to dealwith these and，in con－  

SequenCe，Created new musicalresources forJaZZ  

musicianstoexperimentwithandexplore．Musi－  

Cians，by g・radually andloglCally teasing out the  

meanstotackletheseproblemscreated，first，Big  

Bandjazzfromthemid－1920s，Whereuponsimilar  

processesbrougIhtthecreationofBeboplntheear－  

1y1940s；at eaCh point awareness of thelimi－  

tations，COntradictions and problems encountered  

inmusicmal｛ingandawillingnesstotacklethese  

SquareOnled to the expansion ofexpressive mu－  

Sicalcapacitiesandresourcesin】aZZ  

yooもnotes   

iThisisalsotrueofmusicg・enerally，aSJaZZin．  

fluencedcomposersandmusiciansoutsideitself．  
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polntedinhiscritique．Oneinterestingpointisin  

thetritonewhichcametobeseenastheworstpos山  

Sible dissonanCe，also called diabolusin TnuSica：  

Benne比speculates，“As a melodicintervalitis  

Very difficult to singln tune，and was therefore  

banned by medievaltheorists．”（1995p．84）（Pre－  

Sumably，SuCh couldhave beeninterpretedas the  

manifestation ofGodin music aseasily as of the  

devil．）  

Y＝ To avoid clashes the rhythmic andharmonic  

progressiorlOf the music was slowed to a snail’s  

paceandthenumberofmusiciansinthebandcur－  

tailed；COnStraints such as theseundermined their  

musicalambitions；the honest attempts to over－  

COme themlead to further musicaldevelopment  

WithinJaZZ．  

V＝i ThefirstjazzrecordingwasofTheOriglnal  

Dixielandjazzband，thiscanbeheardonCD：77Le  

Or£gよ托α～刀£∬£eJα柁d血zz月α托dJタプアーJタ2J．Time－  

1ess CBCl－009．Other examples of early］aZZ  

Styles are：エ0乙‘よぎ Arms虻ro7もgJタお－ノタ3J．Jazz  

ClassicsinDig・italStereoRPCD618；andKingOl－  

わer Voヱ㍑me O托eJタgβ£oJβgタ．Jaz2；Classicsin  

Digi七alStereoRPCD607，  

i‡Peretti（1992），SPeaks of players categorising  

eachotheraccording・tOSkillsinplaylng・andread－  

ingabilities，Callingthebestmusiciansprofessor，  

andappropriatesub－CategOries．  

IThisis the true source，nOt the radicaltrans－  

formationsof the Bebop musicians，aS SOme COn－  

tend，ifnotcharge，Gendronargued：“Thehistor－  

icaltransformationofjazzfromanentertainment  

musictoanartmusIC，1nitiatedbytheBeboprev－  

01utioninthemid－1940s，rePreSentSarguablyone  

Ofthemostslgnifican仁culturalshiftsofthiscentu－  

ry・”（Gendron，1995，p．31）Gendron’sviewissup－  

portive，Others are more hostile，Sugg・eSting that  

Bebopkilledjazz，referencestosomeofthesecan  

be foundin Gendron’s ar・ticle．  

‡i‘‘Walking bass A purposefullymovingbass－  

1ine（e．g．，Pizzicato on doublebass），preSSing・for－  

Ward steadily and continuously，Oftenin notes of  

equalvalue（e．g．，CrOChets）．”（Bennett1995，p．  

376）Of course，the developments foundin big  

band jazz of playing passing notes continued in 

Bebop，withastrongunderlylngPulse．  

X＝Thisaudiencerequirementbecamemoreacute  

Withthelabourshortagesofthewarraisingmusi－  

Cian’s salaries andlimiting the mobilityofbands  

due to fueland other shortages．（De Veaux1997，  

pp．240－47）  

‡iil orin Keepnews，the session producer，nOted  

thatMonkwas aperfectionistconcerninghismu－  

SIC，andthatthepreceding6takesrevealedMonk’s  

COmmOnprOCedureforcreating・aPleCe．Otherac－  

COuntSOfMonk’sapproachcanbefoundinPonzio  

＆Postif1995，Gourse1997．Theserecordingscan  

be found on meわnわ㍑S 凡才or血 me Comp～e£e  

Riuerside Recordings，Riverside CD，VICJ－  

60110－60124．  

Xi▼The bestrecordings tohearthesechang・eSin  

jazzare，forexample：CharlieParheronDialVol．  

1－Vol．4，ToshibarEMITOCJ－620ト6204；me  

血morfαZ Cたαr～よe j〕αrたer，Savoy SV OlO2；7Ⅵe  

ααr～よe j〕αrゐer5£orツ，Savoy SV OlO5；me（わm－  

pgeとe月～㍑e肋亡eα托d月00S£月ecor（ブ£れgSげ月㍑dクouノー  

e～～，Blue Note CDP724383008322；乃eわ托わus  

凡才0打たme Co〝叩～eとe月～はeⅣ0£e月eco′1dよ托gぶ，Blue  

Note CDP724383036325．  

‡YItispossible totrackthegradualexperimental  

development of the music by listening to the way 

thattunesevoIvedfromone recording・tOanOther，  

either as different takes within the same session，  

OraSSeparatePerformancesofthesamepleCeOVer  

anumberofyears；aClassicexampleofthisisthe  

evolution of the popular song Cheroheeintowhat  

became Parker’s pieceKoho（the earliestrecord－  

ingsofCたerohee，OnereCOrdedataJamSeSSionin  

a Harlem club early1942，the next recordedin  

September of1942can be heard on Young Bird，  

Volumes Oneand蝕ノ0，MastersofJazz，Media7，  

MJCD78／79，France，andthefirstofKohoon The  

Co〝Tpge£e仇αr～よej〕αrゐero托段‡Uり′yeαrS，Nippon  

Culumbia COCY－7579／8，Where the first take re－  

Veals the orlglnin Cherohee，and the subsequent  

tal｛eSareWhollydirferent．  

‡YiEnharmorlics malくeuSeOfthefactthat theflat  

OforlenOteis also thesharpoftheonebeneathit；   
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inharmonicterms，Playlngthesemi－tOnebetween  

two notes implies both notes and can be used to 

easethemusicawayfromtheoneinitiallylmplied  

asthe tonalcentretoanother，1mplied asapossi～  

ble new仁onaice‡1tre．  

ZV＝Thecarefulexperimental，thoughtfulnessthat  

Wentintofollowingthelog、1C，queStioning・eXisting  

log，1C，Can beheardon Thelonious Morlk’srecord－  

ingofⅥoundMidnight for the Riversidelabelin  

themid－1950s；hereunknowntohimhiscarefully  

teaslng Out Of the harmonics of the pleCe under－  

taken before recording・the finished version were  

beingrecorded：署oundMidnight叫inprogress，is  

On disc 3 0r 7Ⅵego托わ㍑S 〟0托ゐ，7翫（わ叩ge£e  

月わersfde月ecordi托gぶ，ⅤICJ－60110－601124．  

＝＝i Emphasiswasvariedeitherbyincreasingor  

decreasing thevolumeofanote，thenoteslength，  

theamountofvibratoitreceived，the timbre，etC．  

Xix sodisruptivewerethebeatsonthebassdrum，  

thatwhenfirstemployedbyKennyClark，1nabig  

bandsetting・，theybecameknownas‘bombs．’  

”OneversionParkerplayedofhispleCeKoho，he  

Playedatametronomemarl（ing・Of355；amarking  

Of120gives120beatsperminute，tWOPerSeCOnd；  

at355，this representsJuSもunder6notes per sec－  

Ond！This can be heard onBirds砂es，theLast  

UわよぎSαed Vo～．ノア，Philology CD W847．2．Lat¢で，  

7November，1955，nearhisdeathinacaraccident，  

the trumpeter Clifford Brown played the same  

pleCe at a tempO Of410；Or One nOte eVery6．8sec－  

Onds．ThiswasaprlVatereCOrding，nOtCOmmer－  

Cia11yavailable atpresent，althoughatonetimeit  

WaSissuedbyColumbia，Catalog・uenumber，35965．  

‖iFor morein depth discussion of the fishing  

crew as a successful social and economic unit due 

to their adventurousness derived from their sharM  

ing responsibilities，reWards，and democratic de－  

Cision making・，etC．，SeeSutherland，1993．  

‡Ⅹii “Itisbynomeanstruethatismshaveshack－  

1edtheproductivityoftheindividual．Onthecon～  

trary，they have aug・mentedit，nOt theleast  

throughcollectiveco－OPeration．”（Adorn0，1984p．  

38）  
ⅩXiii ThepleCeSIntuitionandDigression，Can be  

found on CapitoIJazz CDP724385277122，De－  

SCentintotheMaelstroTnhaslongbeenoutofprint  

but wasissued on West Wind8040．  
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