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Musical Examples


1.1Strunk’s I, IV, and V Sets

1.2Strunk’s iv Set

1.3Strunk’s ♯ii o7 Set

1.4Lead Sheet to “Giant Steps”

2.1Lead Sheet to “El Toro”

2.2Harmonic Progression to “El Toro”

2.3Phrase Groupings in Shorter’s “Virgo” (mm. 1–20 = 4-bar groupings)

2.4Comparison of mm. 27–29 Harmonies of “Virgo” with Hypothetical 4-bar Harmonization

2.5Comparison of mm. 1–4 of “Penelope” and “El Gaucho” (“Penelope” transposed)

2.6Lead Sheet to “Penelope” (AABA Form)

2.7Picardy Effect from Descending m3 Motion

2.8Lead Sheet to “El Gaucho”

2.9Lead Sheet to “Pinocchio”

2.10M3 Axis Harmonies of “Pinocchio” (Large-scale Organization)

2.11Use of ii′ (Substituting for V′) in “Pinocchio,” mm. 2 and 10

2.12Substitution Techniques at m. 4

2.13Harmonies at mm. 14–15 Elaborate Vsus13/B to V13/B

2.14Recreation of Shorter’s Copyright Deposit Lead Sheet to “Pinocchio”

2.15Recreation of Shorter’s Score to “Face of the Deep”

2.16Lead Sheet Rendition of Shorter’s Score to “Face of the Deep”

2.17Recreation of Shorter’s Copyright Deposit Lead Sheet to Introduction of “Night Dreamer” (Chord Labels added to Shorter’s Original Lead Sheet)

3.1M3 Axis Progression (C-E) in“The Pleasure Is Mine,” mm. 1–4 (vocings played by trumpet, tenor saxophone, trumpet)

3.2Explanatory Diagram with Chords and Accompaniment to “King Cobra” (Melody Omitted)

3.3M3 Axis Organization in the A and A′ Sections of “King Cobra”

3.4Comparison of Direct M3 Axis Progressions with Hancock’s “King Cobra”

3.5Elaboration of Axis Progression in Phrases 1 and 2 of A′ Section, mm. 17–32

3.6Cadential Progression at mm. 31–32 Share Similar Upper Structure

3.7B section, m3 Axis in Melody and Bass

3.8B Section, Melody and Harmony to Phrase 3

3.9Explanatory Diagram for “Dolphin Dance”

3.10Stepwise Skeletal Melody and Key Regions in “Dolphin Dance,” mm. 1–17

3.11Harmony, Melody, and M3-related Harmonic Regions in mm. 1–9

3.12Harmony, Melody, and M3-related Harmonic Regions in mm. 9–17

3.13Comparison of Hancock’s mm. 18–19 Progression with More Conventional Progression

3.14Comparison of Hancock’s mm. 20–21 Progression with Hypothetical Progression

3.15G Major Tonal Orientation of mm. 24–26

3.16Explanatory Diagram for “Jessica” Showing P4 Axis Melody

3.17Comparison of Hancock’s Progression with Two Hypothetical P4 Axis Progressions

3.18Melodic Axis and Harmonic Progression of mm. 5–8

3.19Explanatory Diagram with Chords and Accompaniment to “Jessica” (Melody Omitted)

4.1Opening Progression to “Blue in Green” (Transposed)

4.2More Elaborated Version of P5 Harmonic Axis Progression

4.3Evans’s P5 Axis Progression to “34 Skidoo” (Transposed)

4.4Lead Sheet to “Windows”

4.5P5 Axis Pathways through “Windows”

4.6Relationship between Relative Major/Minor Harmonies

4.7E major as Substitute for C♯ minor

4.8Comparison of Hypothetical Progression (P5 Axis Continued) with Corea’s mm. 41–48 (Stage 4)

4.9Skeletal Melodic Pathways of “Windows”

4.10Comparison of mm. 33–48 Harmonies of Corea’s Lead Sheet and Recorded Performance to “Windows”

4.11Lead Sheet to “Inner Space”

4.12M3 Melodic Axis Pathway in “Inner Space” (Introduction and mm. 15–18)

4.13Hypothetical and Corea’s Harmonization for Introduction and mm. 15–18 of “Inner Space”

4.14Dual Interval Axis and P4 Swap between M7♯11

4.15Hypothetical and Corea’s Harmonization for mm. 1–9 of “Inner Space”

4.16Dual Interval Axis and Relation Between M7♯11, m9, and M7

4.17Comparison of Standard Turnaround Progression with Corea’s Progression, mm. 19–30

4.18Comparison of Melody from mm. 27–30 of “Inner Space” with Two Hypotheticals

4.19aIntroduction to “Song of the Wind”

4.19bLead Sheet to “Song of the Wind”

4.19cHarmonic Realization of “Song of the Wind”

4.20Transpositional Relationship between Gestures 1 and 2, Introduction

4.21Progression and Collections, mm. 1–4

4.22Comparison of Corea’s mm. 5–9 Progression with Standard Progression (Corea’s progression uses upper structures from the more-standard harmonies)

4.23Harmonies at mm. 9–16

4.24Large-Scale Melodic M3 Axis (and Nested P4 Axis), mm. 25 to end

4.25Hypothetical and Corea’s Harmonization for mm. 29–36 of “Song of the Wind”

4.26Dual Interval Axis and Relation Between sus9, M7♯11, sus13

4.27Comparison of Melodic Designs of “Windows” and “Song of the Wind”

5.1“Bee Vamp,” Form and Harmonic Progression

5.2Four-chord Vamp in B♭ Pedal Point Section of “Bee Vamp”

5.3Harmonic Progression to Improvisational Choruses of “We Speak”

5.4Hypothetical Progression to C Minor at End of “We Speak”

5.5Descending Third Progression in Close Relation Compared to Little’s Progression

5.6Head to Little’s “We Speak”

5.7Lead Sheet to “We Speak”

5.8Lead Sheet to “Punjab”

5.9Harmonic Progression during Improvisation, “Punjab,” mm. 11–18

5.10Annotated Lead Sheet to “Beyond All Limits”

6.1Progression to Hancock’s “One Finger Snap”

6.2Harmonic Progression to mm. 1–16 of Hancock’s “Speak Like a Child”

6.3Mm. 17–23 of Hancock’s “Speak Like a Child,” First Ending

6.4Mm. 17–23 of Hancock’s “Speak Like a Child,” Second Ending

6.5Harmonic Progression to Shorter’s “Nefertiti”

6.6Double-Axis Progression in mm. 17–24 of Henderson’s “Inner Urge”

6.7Double-Axis Progression in mm. 1–8 of Corea’s “Litha”

6.8Double-Axis Progression in mm. 17–22 of Corea’s “Litha”

6.9Double-Axis Progression in mm. 31–62 of “Litha”

6.10Double-axis Progression in Hancock’s “Tell Me a Bedtime Story”

6.11Double-Axis Progression in mm. 29–33 of Hancock’s “Tell Me a Bedtime Story”

6:12a1:1 Melodic Reduction, Showing Axis Motions (G-E♭-B-G and E-C) andStepwise Bass of mm. 29–36 of “Song of the Wind”

6.12bMm. 29–36 of Melody from Corea’s Lead Sheet; Mm. 29–32 in 2:1 Counterpoint with Bass (Downbeat M3 Axis Pitches Elaborated with M2 Axis in mm. 29–32)

6.12cMm. 29-36 Melody as Played on Corea Recordings, mm. 29–32 in 3:1 Counterpoint with Bass (Downbeat M3 Axis Pitches Elaborated with P4 Axis)

6.13Contrapuntal Relationship between Skeletal Melody and Bass in “Inner Space,” Introduction and mm. 15–18






Introduction and Acknowledgments

This book is dedicated to a repertory of jazz compositions from the 1960s, a repertory I describe as postbop. It features a number of compositions by Wayne Shorter, Herbie Hancock, and Chick Corea, along with those of Booker Little, Joe Henderson, and Woody Shaw. I suggest that these compositions depart from or transform some earlier principles of tonal jazz compositions, and require different analytical methods.

Chapter 1 describes features of postbop composition of the 1960s. It illustrates how some principles of postbop compositions intersect those of with earlier compositions, and provides some broad methods for considering features and problems associated with tonal jazz and modal jazz. Chapter 2 regards the work of Wayne Shorter, emphasizing “Penelope,” “El Gaucho,” “Pinocchio,” and “Face of the Deep.” Chapter 3 is devoted to Herbie Hancock’s “King Cobra,” “Dolphin Dance,” and “Jessica.” Chapter 4 examines Chick Corea’s “Windows,” “Inner Space,” and “Song of the Wind.” Chapter 5 features other postbop compositions by trumpeter Booker Little, saxophonist Joe Henderson, and trumpeter Woody Shaw. Finally, chapter 6 offers some further analytical ideas and reflects on some larger questions of jazz’s evolution.

I selected the compositions for this book for different and, at times, conflicting reasons. Particularly with the Shorter, Hancock, and Corea chapters, I was interested in investigating compositions likely familiar to experienced jazz players and listeners (Shorter’s “El Gaucho,” Hancock’s “Dolphin Dance,” Corea’s “Windows”) as well as some compositions perhaps less familiar (Shorter’s “Face of the Deep,” Hancock’s “King Cobra,” and Corea’s “Song of the Wind”). Those perhaps less familiar compositions are also in many cases experimental or ambitious (or both), and offer unusual features of harmony, melody, or form. I also selected some compositions that offered writing for three or more horns (Shorter’s “Face of the Deep,” Hancock’s “King Cobra” and “Jessica,” Little’s “We Speak”) in order to exhibit some details of voicings and arranging in that format.

I do not wish to suggest that every 1960s composition by these composers invites the same analytical perspectives used here. In some cases I selected compositions and not others precisely because those perspectives seemed fruitful. Some readers might therefore find my argument circular: these are postbop compositions because they rely on the features that I described as postbop. But the intent here is to provide a location for a repertory, one that requires different views. There are likely other approaches and views, and many compositions unexamined here may require them.

Talking about jazz composition is problematic. Given the improvisational nature of jazz, lead sheet renditions of compositions are at best idealized versions of compositions that may differ markedly from performance to performance (and even within one performance).1 Even copyright deposits of lead sheets by the composers themselves (which I discuss throughout this book) may relate to recordings of those compositions in only tenuous ways. Unlike musical scores of Western European music, lead sheets offer plans, not scripts. Nevertheless, examining jazz compositions—even through an idealized lead sheet—casts light on aesthetic priorities. The compositions illustrate how composers refashioned harmonic syntax to evoke ambiguity or clarity. As bebop composers adopted a newer improvisational language into the melodies of their compositions, so too did postbop composers appropriate newer aspects of melodic vocabulary into their own compositions. Formal designs departed from AABA and ABAC song forms. But the use of notated music here is meant merely to complement, not replace, the experience of listening to the recordings.

In this book I rely on nomenclature for chord symbols familiar to jazz musicians. In many cases those symbols merely supply the chord quality and variety of seventh (for example, Dm7 or DM7) and I assume the reader’s broader knowledge of appropriate extensions for those harmonies. In some cases, I include extensions (or additional information) when they support the melodic structure or offer alternatives that may not necessarily be inferred by readers (such as DM7♯11 or D7alt). In some cases I use slash chords to indicate harmonies that shift above bass pedal points. There are multiple methods to indicate harmonies or harmonic classes, and many of the lead sheets created by these jazz composers show them grappling with appropriate symbols for a dynamically emerging harmonic language.

To indicate intervallic distances (for melodic or bass motion) I use M for major intervals, m for minor intervals, and A and d for augmented and diminished intervals, respectively. M3 is therefore equivalent to the distance of a major third, m3 to a minor third. For convenience, I use these symbols even in the case of enharmonic equivalence: for example, the pitches C-E-A♭ form a M3 succession, even though notationally E-A♭ forms a d4. Elsewhere, I have used interval-class sizes for these distances (i.e., using ic4 instead of M3 to represent four semitones), but specific/generic intervals (such as M3) will be familiar to more readers. In most cases, I use these intervals for ascending and descending motion (i.e., descending M3 rather than ascending m6). The single exception is P4 and P5: there I distinguish between ascending fourth and ascending fifth motion.2

Some readers might note that my discussion of skeletal melody bears some resemblance to the reductive techniques of Schenkerian analysis. My aims, however, are different. They do not make the same claims about tonal structure, structural levels, or organic coherence that Schenkerian analysis does. My intent is to show how melodic pathways sometimes express broader axis progressions or stepwise motion, creating an ongoing continuity.

This book includes and develops some material I have published elsewhere. The Hancock chapter further explores some ideas originally presented in an article entitled “Modes, Scales, Functional, and Non-functional Harmony in the Compositions of Herbie Hancock.” The article “ ‘Giant Steps’ and the ic4 Legacy” explores how major third transpositional schemes appear in Hancock’s “Dolphin Dance,” Shorter’s “El Toro,” and “Pinocchio.” A number of ideas related to modal jazz and circular tunes (as well as Shorter’s “Pinocchio”) appear in the book The Studio Recordings of the Miles Davis Quintet, 1965–68. Finally, the analyses from the Chick Corea chapter appear in “Chick Corea and Postbop Harmony.”3

I am unable to list all the individuals who helped me think through many of the ideas in this book. But I have profited immensely from informal conversations with Allan Chase, Marc Copland, Dave Hanson, Andy LaVerne, Brian Levy, and Dave Liebman. Clay Downham, Bruce Dudley, Tom Hojnacki, Henry Martin, Keith Salley, and Micheal Sebulsky read drafts of some chapters and provided excellent suggestions for improvement. In spring 2016 and again 2018, I taught a doctoral seminar on Postbop Jazz that made use of significant portions of this book, and I am deeply grateful to all the class members (in 2016: Ed Brazeale, Greg Harris, Otto Lee, Matt Michaud, Paulo Oliveira, Josh Reed, Rafael Rodriguez, Ben Sieben, Ryan van Scoyk, Heath Walton, and Paul Zaborec; in 2018: Brian Casey, Clay Downham, Sean Edwards, Hugh Ragin, Jonathan Saraga, David Smith, Charles Wofford) who worked through the analyses and offered numerous suggestions for clarification or correction.

I also would like to thank Larry Applebaum, senior librarian at the Library of Congress, for helping provide access to many of the copyright deposit lead sheets. I also owe a debt of gratitude to Lindsay Woppert of Hal Leonard and Luca Balbo of Music Sales for their work in helping me obtain reprint permissions for most of the lead sheets used in the text. I also thank Lauren Brockie of Gelfand, Rennert, and Feldman for her attempts to obtain copyright permissions for the Hancock compositions discussed. Since she was ultimately unsuccessful in those attempts, I have had to rely here on explanatory diagrams (rather than lead sheets) for the Hancock compositions in order to avoid any copyright infringements. Finally, I owe a special debt of gratitude to Henry Martin, Steven Strunk, and Steve Larson. From 1998 until the untimely deaths of Steve Larson in 2011 and Steven Strunk in 2012, the four of us performed, collaborated, and presented lectures together, maintaining a friendship that allowed frequent opportunities to discuss jazz, jazz harmony, and jazz improvisation. In Strunk and Larson we have lost too soon two very profound musical thinkers. It is our quartet—The Jazz Piano Collective—to whom this book is dedicated.



1. I repeat here what I wrote in the introduction to The Studio Recordings of the Miles Davis Quintet, 1965–68 (New York: Oxford University Press, 2011), xi: “I am aware of problems of ontology that arise from the idea of ‘the composition,’ that the notion of ‘the composition’ itself suggests a fixed and idealized entity at odds with the ways in which players freely and flexibly construct head statements. Rather than tend to those particular and interesting philosophical problems, I will use the term composition (or, as jazz musicians typically say, the head or tune) in the way that jazz musicians generally do—that the head relies on flexibly constructed statements of melody, harmony, bass, and rhythm, and subsequent statements preserve certain contours but may alter others.”

2. The discussion of Corea’s “Windows” (chapter 4) points to an ascending P5 sequence of minor harmonies.

3. Keith Waters, “Modes, Scales, Functional Harmony, and Non-Functional Harmony in the Compositions of Herbie Hancock,” Journal of Music Theory 49, no. 2 (2005): 333–57; “ ‘Giant Steps’ and the ic4 Legacy,” Intégral 24 (2010): 135–62; The Studio Recordings of the Miles Davis Quintet, 1965–68 (New York: Oxford University Press, 2011); “Chick Corea and Postbop Harmony,” Music Theory Spectrum 38, no. 1 (2016): 37–57.


A Note on Terminology

Some of the terms used in this book will be familiar to some readers. Others I have coined to call attention to specific techniques. The following terms are used throughout the book in order to clarify some of the postbop practices discussed.

Aeolian progression: The use of a first inversion M7 harmony (or second inversion m7 harmony) in a progression of two or more chords with the same bass note (pedal point). That first inversion M7 harmony may be heard as an Aeolian harmony or a subset of an Aeolian collection (for example, CM7/E from E Aeolian). Most often the Aeolian harmony is the second chord in the progression, as in mm. 31–32 of Hancock’s “Dolphin Dance” (Esus13-CM7/E).

Axis movement (Axis motion, Axis progression): Sequential harmonic, melodic, or bass motion by a single interval (m2, M2, m3, M3, etc.). Coltrane’s “Giant Steps” uses the M3 harmonic axis throughout (tonicized by intervening V or ii-V progressions), and most consistently uses the M3 melodic axis in mm. 8–15. In mm. 8–15 of “Giant Steps” (and in other cases, as in the Introduction to Corea’s “Inner Space”) a M3 melodic axis is elaborated by other pitches. In most cases, axis harmonic progressions preserve the same chord type (such as M7) when moving through the axis.

A double-axis progression arises through pairs of chords transposed systematically. For example, mm. 21–24 of Woody Shaw’s “Moontrane” creates a broader m3 axis progression with the chords Gm7-Fm7-B♭m7-A♭m7-C♯m7-Bm7. That double-axis progression is indicated in this book as m3 (−M2, +P4): m3 indicates the motion across two harmonies, and the figures in parentheses indicate direction (+ for up, − for down) and distance for the consecutive harmonies within the pair.


Hexatonic (augmented) collection (Hexatonic scale): A symmetrical collection that consistently alternates half steps and minor thirds (or their enharmonic equivalents). There are only four distinct collections relative to the members of a completed six-note scale: one that contains C/C♯, one that contains C♯/D, one that contains D/E♭, and one that contains D♯/E. All other completed scalar versions duplicate the pitches of those four.


Octatonic (diminished) collection (Octatonic scale): A symmetrical collection that consistently alternates half steps and whole steps (or their enharmonic equivalents). There are only three distinct collections relative to the members of a completed eight-note scale: one that contains C/C♯, one that contains C♯/D, and one that contains D/E♭. All other completed scalar versions duplicate the pitches of those three.


Pentatonic encircling: A group of three pitches belonging to the same pentatonic collection (such as C-D-F), the first two of which create a gap (such as C-F) filled in by the third pitch (D). This is related to the idea of chromatic encircling (E♭-C♯-D), but occurs instead in a pentatonic environment.


Skeletal melody: An underlying pattern of melodic pitches, usually at metrical downbeats and at changes in harmony. In some cases, the skeletal melody creates axis motion (Hancock’s “Jessica,” Introduction and mm. 15–18 of Corea’s “Inner Space,” mm. 24–36 of Corea’s “Song of the Wind”). In some cases, the skeletal melody creates stepwise motion (mm. 1–9 of Hancock’s “Dolphin Dance,” mm. 17–24 of Corea’s “Windows”).


Upper-structure progression: A harmonic progression in which movement in the chords’ upper voices imply harmonic progressions not reflected by the bass. For example, the progression to the bridge of Jobim’s “Dindi” moves Dm7-B♭m6-Dm7. The B♭m6 chord is contained in the upper structure of an A7alt chord. Thus the upper structure suggests a conventional (i-V-i) pathway while the bass (B♭ instead of A) does not. A different upper-structure progression occurs in the bridge to Shorter’s “Penelope” (see chapter 2). Its melodic progression moves through a m3 axis (A-F♯-D♯) while the harmony moves B♭M7-GM7-F♯sus13. The upper structure of F♯sus13 is related to EM7, so that upper structure pathway moves through the m3 axis (B♭M7-GM7-EM7) while the F♯ bass of the final chord does not.


V′, ii′-V′: The use of the prime symbol (′) refers to a tritone substitution harmony. For example, while ii7-V7 of C major refers to Dm7-G7, ii′7-V′7 in C major refers to A♭m7-D♭7.


Postbop Jazz in the 1960s


Chapter 1

Postbop

In 2010 I was asked to contribute the “Postbop” entry to the Grove Dictionary of American Music. The task seemed challenging in several ways. On one hand, postbop is a term that has only recently moved to a more central position in jazz scholarship.1 On the other hand, postbop has resisted an agreed-upon definition with a fixed set of principles. In that way it resembles other terms such as modal jazz or free jazz: many jazz listeners have acquired a sense of what they mean, but they frequently mean very different things to different listeners. So to define postbop in 400 words—or less—was daunting.

In the end, the definition focused upon the improvisational techniques of artists of the late 1950s and 1960s. It began:


Postbop. Term that loosely refers to a body of music that emerged in the late 1950s and 60s that combined principles of bop, hard bop, modal jazz, and free jazz. Much of this music maintained standard bop and hard bop elements, including a “head—solos—head” format and accompanimental textures such as walking bass. But the music also departed from earlier traditions in the following ways: a slower harmonic rhythm characteristic of modal jazz, techniques for playing “inside” and “outside” the underlying harmonic structure, an interactive (or conversational) approach to rhythm section accompaniment, unusual harmonic progressions, use of harmonic or metric superimposition, unusual underlying formal designs for head statements and chorus structure improvisation, or the abandonment entirely of underlying chorus structure beneath improvisation. The recordings of the Ornette Coleman Quartet (The Shape of Jazz to Come, 1959), Miles Davis Sextet (Kind of Blue, 1959), Bill Evans Trio (Portrait in Jazz, 1959), the John Coltrane Quartet (Live at the Village Vanguard, 1961), and Eric Dolphy (Far Cry, 1961) are significant in that they maintain some inherited conventions of small group improvisation while enriching those conventions by establishing a degree of contact with the emerging free jazz movement. For many of these artists the notion of openness became a significant aesthetic principle.



Following a discussion of Miles Davis’s Second Classic Quintet (1963–68), the definition concluded:


All of this suggests that distinctions between free and more traditional jazz idioms are frequently not particularly crisp, and that both approaches influenced compositional and improvisational solutions. Many of the innovations forged by these players remain fundamental to small group improvisation today.2



My use of the term postbop differs in this book. It stresses ideas implicit but not fleshed out in the above definition. My concern here is not so much improvisational techniques as it is on particular jazz compositions of the 1960s. My thesis is that during this decade many principles of jazz composition changed. There arose an important body of small-group postbop compositions that revised and rethought traditional harmonic progressions, formal structures, and melodic designs. Their composers frequently abandoned 32-bar AABA and ABAC song forms housing cadential patterns toward the end of 8-bar sections. And often they did so in compositions whose harmonic rhythm was consistent and faster than the slower-moving or static harmonic progressions often regarded as modal. So my use of the term postbop here, referring to jazz composition, is more restrictive and exclusive than the one stated above, which attends more to improvisational techniques at the intersections of hard bop, modal, and free jazz practices.

The point of the book is to examine significant postbop compositions and composers whose contributions were wide-ranging and influential. The emphasis is on Wayne Shorter, Herbie Hancock, and Chick Corea, but I also regard others, such as Booker Little, Joe Henderson, and Woody Shaw. All these composers helped shape an emerging aesthetic that often highlighted ambiguity of tonality, form, and/or melody. It would be misleading to describe them as a “school” of composers. Instead, my intention is to locate points of contact, overlapping solutions, and aesthetic principles. The result, I hope, will highlight their accomplishments, provide some methods for analysis, and suggest that many of their compositional principles were absorbed into jazz compositions after 1960. Many of the compositions under discussion remain standard jazz compositions.

Rather than a single fixed definition of postbop composition, the above implies a series of family resemblances that include expanded forms, enhanced options for harmonic progression, and phrase groupings that depart from conventional 4- and 8-bar frameworks. Like most artistic trends, these ideas arose from forces that were evolutionary in a dynamic manner. So, even if transformative, postbop compositions nevertheless maintained connections with earlier styles and practices. This is especially true with harmony and tonality. For example, these composers imported newer harmonic resources into their vocabulary, but they also made use of conventional harmonies (appearing with a generally regular harmonic rhythm) that progressed in unconventional manners. In contrast to “tonal jazz” through the 1950s (referring both to the American popular songs favored by jazz artists, as well as compositions written by jazz performers),3 postbop composers also at times used traditional progressions in ways that undermined a sense of an overall single key. Thus, while continuity prevailed in some dimensions, alterations and transformations occurred in others. The following summarizes some of the techniques of postbop composition:


1)Axis progressions (sequential harmonic, melodic, or bass progressions by single interval such as M3 or m3);

2)a) Harmonies that progress in locally functional ways, but within compositions in which a single tonic is uncertain, or


b)Absence or suppression of functional harmonic progressions (such as V-I or ii-V-I) and/or use of alternative cadential progressions;



3)Common structure progressions, sometimes using stepwise motion in the bass (for example, BM7♯11-CM7♯11-DM7♯11);

4)Bass pedal points beneath shifting harmonies;

5)Characteristic harmonies, such as sus chords and slash chords, along with harmonies characteristic of earlier styles (major, minor, dominant, half-diminished); and

6)Harmonic rhythm with chord changes every half-measure, measure, or every two measures (occasionally alternating with sections of slower harmonic rhythm).



Many of the above characteristics are also common to the seminal works of Miles Davis and the John Coltrane Quartet often described as “modal” jazz (absence or suppression of functional progressions, bass pedal points over shifting harmonies, and characteristic harmonies such as sus chords and slash chords). But the final characteristic in the list above—the principle of generally regular harmonic rhythm—distinguishes postbop compositions from the so-called modal jazz compositions of Davis and Coltrane, which involve slower harmonic rhythm. Instead, postbop compositions maintained the regular harmonic rhythm of earlier song form, bebop, and hard bop compositions. But they did so without always maintaining the same conventions of cadence, form, and tonality.

The above point suggests degrees of continuity and discontinuity with tonal jazz traditions. Those who prefer to highlight elements of continuity may think a label such as postbop to be unnecessary. My position here is that the procedures of these postbop composers departed from those continuities in meaningful ways. This aligns this book with the work of writers such as Ron Miller and Wayne Naus, who emphasize significant and deep breaks with tradition in the hands of jazz composers after 1960.4 But on the other hand, I should stress that some aspects of postbop harmony (and harmonic progression) might be thought of as transforming, rather than abandoning, earlier conventions. For example, some of the analyses in this book will use principles of harmonic substitution to show how unusual progressions transform more typical ones. Some analyses will show how one dimension of the music (such as melody) may take a familiar pathway while another dimension (such as harmony) does not. This helps explain, if only partially, something of the magic of this repertory: it often sounds inevitable or familiar, but defies predictability and cliché.

Precedents

It is tempting to point to the many innovations of 1959 as an important catalyst for developments in 1960s postbop composition. Many writers have identified 1959 as a pivotal watershed year, in light of significant recordings such as John Coltrane’s Giant Steps and Miles Davis’s Kind of Blue.5 Coltrane’s composition “Giant Steps,” in addition to some of his other compositions and arrangements during the late 1950s, explored transposition by M3 in systematic ways. Such axis progressions (that is, melodic or harmonic transposition by consistent interval) provided postbop composers with particular organizational methods, ones that sometimes bypassed more conventional tonal designs. The use of shifting harmonies above static bass pedal points, heard in Coltrane’s “Naima” (also from Giant Steps), resonated for emerging postbop composers and tapped into an expanding vocabulary of pedal point chords (sometimes referred to as “slash” chords to describe their nomenclature: upper structure separated from bass pitch by a slash). Davis’s Kind of Blue (along with his collaborations with Gil Evans) and Coltrane’s 1960s recordings emphasized harmonic techniques that, while not new, would provide emerging postbop composers with significant points of departure. The use of fourth chords (including the so-called “So What” chord, consisting of perfect fourths with a M3 as the top interval), as well as sus chords (suspended fourth chords), provided more open and potentially more ambiguous sonorities than third-based chords.

From the standpoint of form, the Davis and Coltrane recordings were likely influential. “Giant Steps” was a single-section 16-bar composition without the repeated internal sections (such as AABA or ABAC) of song forms. Many of the compositions discussed in this book are single-section, and many of them expanded far beyond 16-bar designs, allowing a larger canvas and ongoing narrative without the internal repetition of constituent 8-bar sections heard in song forms. In addition, circular tunes, such as “Blue in Green” (Kind of Blue) offered ways to heighten formal ambiguity by masking the returns to the top of the form, either through harmonic, melodic, or metrical groupings.6

But it would be misleading to suggest the 1959 recordings of Davis and Coltrane as the sole precedents for postbop composition. Tonal jazz compositions (American popular songs, as well as those written by jazz artists) typically exhibited an overall key within a song form, even when the first harmony differed from the closing harmony.7 (For example, Irving Berlin’s “Blue Skies” begins on the relative minor of the closing tonic harmony; George Gershwin’s “Nice Work If You Can Get It” begins with a chain of dominant seventh chords, with the unambiguous tonic arriving only toward the end of the A section.) B sections offered interior modulations to closely or distantly related keys, but they operated within a global tonality, confirmed by cadences (often a half cadence on V or a full cadence on I) at the end of an 8-bar section.

There were early challenges to this single-key tradition. If the first four (or five) bars of Jerome Kern’s “All the Things You Are” (1939) imply A♭ major (through vi-ii-V-I), that key is quickly challenged as the end of the first A section moves to C major (mm. 6–8). The second A (A′) section transposes mm. 1–8 up by fifth, ending on G major (mm. 14–16), and the B section corroborates G major before moving to E major. A linking harmony (m. 24) returns to the opening four bars, and only here in the final A″ section does the continuation unequivocally state A♭ major. Thus a clear section-ending cadence within A♭ appears only in the final bars of this composition. It is notable that the harmonic pathway—twisting and inconsistently supporting the final A♭ key at the ends of the interior A and B sections—occurs in a framework that challenges the usual 8-bar regularity of most song forms: the final A section is twelve, rather than eight bars.8

David Raksin’s “Laura” (written for the 1944 film Laura) is a 32-bar ABAC composition. The first half of the composition implies G major as its key, but does so surreptitiously. A series of stepwise downward ii-V-I sequences in G, F, and E♭ initially support the opening chromatic melody. Measures 13–16 imply G major through Am7 D7 Bm7(♭5) E7, linking back to the opening A minor harmony at the return to the second half. It includes the same stepwise sequence to E♭ before the second ending unequivocally moves to C major. The overall composition implies two keys (G and C major) rather than one, offering further challenges to the single-key tradition of American popular song.

By the late 1940s and early 1950s, bebop jazz composers were writing works whose harmonies frequently progressed conventionally (and in a manner that often suggested individual keys), yet the sense of an overall tonic was unclear. Thelonious Monk’s “Ruby My Dear” (recorded initially in 1947) arguably implies a key of E♭ major, but the key is never confirmed by end-of-section cadences. The melodic/harmonic sequences of the A section are locally tonal (i.e., provide ii-V or ii-V-I progressions in different keys), but they do not collectively support a single underlying key. The A sections to Dizzy Gillespie’s “Con Alma” (1954) likewise rely on melodic and harmonic sequences that are locally tonal: they tonicize E, E♭, D♭, and C. The idea of a single overarching tonic can only be determined on a first chord or last chord determination, rather than on any key-defining characteristics within the entire progression.

Other features heard in some postbop compositions had precedents earlier than 1959. Even within compositions whose overall tonality is generally clear, sequences of common-structure harmonies can undermine, if temporarily, a sense of key. For example, Bud Powell’s “Un Poco Loco” (1951) includes a passage that uses a series of a common-structure harmonies: in mm. 9–16, the progression E♭M7♭5 D♭M7♭5 G♭M7♭5 CM7♭5 appears in parallel motion to the melody.

Some of Powell’s compositions also offered an expanded harmonic vocabulary. “Un Poco Loco” (1951) tonicizes a major seventh harmony, with both raised eleventh and lowered ninth (at mm. 7–8 and 21–24). Powell’s harmonic vocabulary is enhanced, but to a degree: some non-standard harmonies use standard upper structures with unconventional pitches in the bass.9

In addition, there are any number of precedents for phrase groupings outside the conventional practice of 4- and 8-bar sections, beyond extensions at the ends of song forms (“I Got Rhythm” includes a 2-bar tag; “All the Things You Are” includes an additional four bars in its final A section). Even Charles Trenet’s 1946 French chanson “La Mer” (imported into English as “Beyond the Sea”) rendered consistent 6-bar phrases in a manner scarcely noticeable.

My point here is not to claim in all cases a direct one-to-one correspondence between postbop compositions of the 1960s and earlier ones.
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