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Abstract

The purpose of this study is to describe the uses of Middle Eastern and Andalusian musical style in the music of Gil Evans, Miles Davis and John Coltrane with special emphasis on their respective individual interpretations and places within the transition into modality.  The study will remain within the period of jazz developmentally following the bebop phase of Charlie Parker and will include artists after the 1970s only in reference to their positions as students of the previous developments and musical figures.

INTRODUCTION

Throughout its history jazz tradition held a position of a distinct American art form with a searching and intentionally exploratory nature: a character possible because of the surrounding culture.  From the genre’s inception it bathed in a multifaceted blend of histories and traditions.  

"I don't know where jazz is going. Maybe it's going to hell. You can't make anything go anywhere. It just happens."
  Theloneous Sphere Monk was explaining the changes occurring within the genre and how a group of artists could not define jazz’s nomadic nature.  This was not a new concept; jazz was ‘born’ from evolutionary beginnings back when Louis Armstrong and Bix Biederbeck extended the boundaries of improvisation.  They did not create, but instead developed jazz.  This itinerant style was also apparent within Charlie Parker’s blues: when compared to those of the “classic” Robert Johnson, they were significantly altered in melodic structure, purpose and even chordal vocabulary. While Johnson’s blues were typified as lamenting and spiritual, Parker’s were borne out of the competitive jam sessions that prevailed in the 1950s in New York City.  Improvisation, an element even more central to jazz itself, saw vital growth.

Performers, when limited by the confines of their current practice, began to reach to other musical traditions for inspiration.  South and Central America provided a vast array of rhythms and styles for Chick Corea, Dizzy Gillespie and others just as Africa had for Art Blakey.
  Corea’s Light as a Feather album includes, among other things, the composition “Spain,” a frequently performed piece that was integral in the development of the pianists compositional style.  After Blakey’s return from an inspirational voyage to Africa, his music became a reflection of the percussive nature of the continent.  His intricate drum kit style thickened as he continued to portray his cultural heritage in every work.

Indian music also influenced American musicians in a number of ways, ranging from the concrete to the abstract and philosophical.  John McLaughlin, the electric guitarist on Davis’s Bitches Brew, founded the Mahavishnu Orchestra in order to explore his interests in the music of the subcontinent.  After disputes separated the band, he continued pursuing the fusion of musics and teamed with Al DiMeola and the flamenco guitarist Paco de Lucia to form Shakti, another experiment in the combination of American fusion and Indian music.  Other bands followed after the tremendous influence of artists such as the sitarist Ravi Shankar.  Recently receiving recognition for contributions to the increasingly modern jazz sound are North Africa, the Middle East and Andalusia.  This continuation of previous exploratory trends proved significant, as the music of these Mediterranean areas found its way into the cannon of jazz improvisational style through, for example, Dave Brubeck’s rhythm, Miles Davis’s compositional simplicity, and John Coltrane’s improvisational complexity.

Arab culture and history saw the development of a unique style of music that possesses traits different from those of the Western classical tradition.  Melodic and textural differences range from a scalar assembly and heterophony separate from that of the Western classical tradition to a cultural expectation and potential for emotional output seen in popular music, ritual, and trance.
  The tonal structures used follow a system related to the scale called the maqām.  The Arab system provided a vast array of material imported by 20th Century jazz artists.

Those same intrinsic musical styles expanded, along with the historical Arab empires, into southern Spain.  The interaction of the cultures created another distinct region of musical development that is greatly indebted to the styles of North Africa and the Arabian Peninsula.  Flamenco, along with other popular genres, constitutes a visible and direct outgrowth of the Arab musical trends and demonstrates both an example of the musical development and another line from which jazz artists drew.  With each of these “exotic” regions the sounds themselves may be quite different, but the roots of development are linear.  Although the music may have been foreign to the American standards of the time, the intent for a connection with listeners remains as a shared characteristic.  A large parting of ideology between the traditions occurs within the improvisation itself, where the artist is allowed to utilize a personal interaction with the listener at the most apparent and basic level while achieving a depth due to the immediate nature of the act.  Actual content of improvisation arrives as a culmination of musical experience and personal expression.

When the specific question of improvisational origin is applied to this world music view, the aforementioned area provided tremendous direct and indirect inspiration to both individuals and to the whole.  Due to its isolated development, Arab music has retained a sound that is quite “foreign”, “exotic” and is rich in “non-traditional” colors and textures,
 elements that excited musicians from Miles Davis and John Coltrane to composers and arrangers Duke Ellington and Gil Evans.

Jazz soloists from the early swing bands and through the 1940s and 50s improvised inside of an existing set of changes with the goal of creating a melodic line.  The greatest performers, such as Count Basie, Lester Young and Stan Getz, remained within the progression, frequently arpeggiating the lower chord tones.  Charlie Parker began the shift that became common in the younger improvisers who came onto the scene introducing and developing new ways to play over a tune.  This led the next “generation” to write new charts that emphasized their progressive ideas instead of strict adherence to chord structure. 

This new urge for freedom of expression and phrasing changed the purpose of influential improvisers from the 60s and later.  Players such as Coltrane, Sun Ra, Ellington, Ornette Coleman and Dave Brubeck began looking beyond the simple modalities offered by Dorian or Lydian and the classic rhythmic combinations typical to common time.  While each of these artists, and many like them, looked inward for new inspirations they also began to search the depths of world music, and a handful were particularly struck by what they found in the Middle East.  Those who famously listened to the region’s sounds – Gill Evans, Dave Brubeck, or Duke Ellington, for example – passed what they heard onto other musicians via their compositions, newly inspired arrangements, improvisations, collaborations, and conversations.  Thus the transition (and transformation) of bebop moved through a number of intermediaries and stylistic remnants of the Arab-focused ideals in both musical content and improvisational purpose remain.

As the bebop era progressed from the dense and competitive sounds of Charlie Parker to the modal and melodically centered styles of Miles Davis’s Kind of Blue, the influx of this “eastern” and “oriental” music is demonstrated through a series of albums from Davis.  Modality became a central component after the influences from Gil Evans opened new doors to the artist.  In turn, the band members Davis hired were in a premier position to continue these trends through the next years.  Each musician identified with the morphing genre differently and each has his individual artistic representation of the ideas.

The 1960s witnessed an increase in appreciative American listeners prepared for such leaps in jazz vocabulary.  Dave Brubeck’s music was classified as “intellectual” and as a result, he appeared frequently both at college campuses and the famous jazz clubs such as the Blue Note in Chicago or the Village Vanguard in New York City.
  A generation of beatniks dug the music of Parker while hearing the new sounds of Coleman and Davis’s ever-changing styles.
  The opportunity existed for improvisers and performers to reach into foreign material and create something original for their evolving audience to hear and appreciate.  Brubeck’s rhythmic expirmentations was a direct result of his experiences in Turkey.  Davis’s modal simplicity, often using “Western” or Greek modes in a context vastly different from up-tempo bebop, expanded the melodic colors he learned from Evans’s flamenco-oriented arrangements.  And the improvisational “sheets of sound” flowing arhythmically from Coltrane’s soprano saxophone came from the spiritual purpose he found in the freedoms of an Arab-styled modal modulation set within his quartet’s post-bop drive.  Within the search for relationships between the music of the Arab world and jazz, important connections can be made about the bridges between these cultures. In order to truly comprehend the statements made within the artistic blend of influences, the source material and the content of the compositions and improvisations must be studied.

MIDDLE EASTERN MUSICAL CHARACTERISTICS:

THE MAQĀM AND HETEROPHONY

Providing tonal footing for a vast number of melodic-progressional possibilities, [tonicity] tends to induce and ecstatically charge the linear, or melodic drive.  In turn, linear motion, in other words the fleshed out intervallic-scalar track, embodies aspects of both tonicity and tonal variety.  If tonal fixation stands for the vertical grounding that gives the modal performance its resounding focus, movement represents the horizontal flow that grants the modal work its engaging kinetic energy.

The modality A. J. Racy describes above is the maqām (pl. maqāmāt) system and, despite its evolution over the past century with an influx of foreign influences, this “ecstatic substance” remains the defining component of the Arab musical sound.  It also continues to be a primary source of material, alongside the new timbres of textural heterophony, for “Western” artists including those from the jazz scene in America in the later half of the 20th Century.
  The transition of the maqām system in Egypt and elsewhere as described by Racy, and its subsequent “Westernization” through cultural exchange assisted the influx of the Middle Eastern music into American jazz.

The fundamental difference between this system and that of the Western classical and Greek modal practices lies within Racy’s description above.  By providing a “tonal footing for a vast number of melodic-progressional possibilities,” the maqām system of melodic “progression” creates what the phrase implies: melody is not working in conjunction with harmony, but instead it provides the general impetus for the music’s forward motion in lieu of a harmonic context.  The melodic and modal “movement represents the horizontal flow that grants the modal work its engaging kinetic energy.”  While Evans (and indirectly, Davis) utilized the colorful simplicity of orchestration, heterophony and other elements of the flamenco/Middle Eastern sound, Coltrane’s improvisational developments mimic the modal modulation that is more authentically typical of this system of musical theory, as will be explained further.

Within each region of the Middle East, the maqām system has distinct and colorful sounds.  The scales are different in individual countries, as is the language used to describe them, and local color heavily influences the final musical product.  Virginia Danielson refers to the Egyptian tendency for folk songs to be “simple,” using only a small interval within the maqām, an aspect that increases the approachability for the unfamiliar ear to such a distinct tonal system.  The songs can effectively communicate the character of the overall unit, but they do so with fewer notes and less modulation
 instead of fully expanding upon the variety and thorough nature of a classical Middle Eastern composition.  In order to succeed with the audience, the performer recognizes the level and appropriateness in accordance to the listener.

Maqām Evolution


The musical tradition within the Islamic world shares strong ties with the art of Qur’anic recitation. Since the Islamic Prophet Muhammad first heard the Qur’anic verses, marking the end of the pre-Islamic era in the Middle East lives have been spent studying and memorizing the religious doctrine and its pronunciation has become an art form.  The recitation developed according to a long set of technical details called tawjīd.  The fundamental basis of such concepts involved the phrase and its proper pause.
   As attention to phrase length and structure became a prime focus, tajwīd rules continued to become involved, incorporating specific lengths or durations for particular syllables or consonant combinations.
  Because many of the early musical performers shifted smoothly between “the world of recitation and religious song and that of urban stage and theater,” the two separate art forms were related in ways including those of the tajwīd concepts of vocal treatment.
  With the specifics of the tajwīd and the maqām, Arabic musical tradition moves away from the similarly rooted Greek past.  The tetrachordal links remain, forming the basis for the modulation systems utilized by ‘ud performers and Coltrane alike, but the characteristic intervals, rhythms, and ornamentations slowly evolve into something definitively Arab.

Exposure to Western and European trends altered the essential character of tajwīd and maqām traditions, both simplifying and making them increasingly attractive to non-Eastern listeners.  Over the course of the 20th Century, composers and performers (including Salāmah Hijāzī, Zakarīya Ahmad and Umm Kulthoum) developed the evolutionary changes that assisted in the external cultivation of the “Oriental” character.  These artists used western sounds, tonality and textures to increase the depth of their music while expanding their personal voices.  


Within the Islamic and Arab region of the world the maqām is now considered to be a relative of the scale, with an ordered collection of pitches.  However, the maqām system was previously thought to be inaccessible since Western listeners and theorists were challenged by its intricacies and complexities.  Each maqām was not a scale, but instead implied a collection of notes with particular characteristics.  When asked to play a “scale,” a musician would often instead perform a small fragment of melodic material that demonstrated the potential nuance and even typical modulatory tendencies of that particular maqām.
  In a number of older publications on musical theory, short thematic phrases were provided instead of the simple ascent or descent of a scalar passage.
  

This can be explained by the fact that every maqām is a combination of two of more ajnās (s. jins) which coincide in creating any number of potential modal collections.  Each individual jins may hint at a particular maqām,
 but it is when the two (or more) are placed together that the maqām’s proper characteristics in their most whole form can be exemplified (Example 1).  Each jins also contains its own typical components that are utilized as a contribution towards the resulting maqām.  The word jins itself is a cognate to the Greek genera, or tetrachord,
 a concept developed by the classical Greeks and used by both Europe and the Middle East in differing fashions to describe the theories that abound about the produced music.  

Beyond the simple combination of tetrachords, each maqām possesses characteristics that give its individual nature.  These can include a lack of symmetry at the octave, additional tetrachords beyond those in the simplistic scalar presentation, accidentals and standard modulations.
 Maqām Sabā, previously shown in its basic single-octave form, demonstrates the concept of non-symmetry by utilizing a third disjunct tetrachord that alters the upper octave’s pitch content.  Maqām bayyātī shares this structural idiosyncrasy, but with the altered pitch content below the tonic D (Example 2).  The melodic modulations in the case of maqām bayyātī, as studied by Marcus, create a functional passage of modal intricacy in order to further melodic development.  The maqām begins with the two basic tetrachords mentioned above before the upper B-flat is altered into a B-half-flat through a common passage from C to A that goes through B-half-flat.  Shortly before the conclusion of the improvisation or composition, the Hijāz tetrachord on G accentuates the motion towards C, the subtonic
 (Example 3).  Common applications of this motion concerns to the concept of modulation, which generally takes place when the tonic note is recognized as changing entirely.  Frequently, this involves the substitution of a different lower tetrachord or the utilization of the upper half of a maqām as the base portion of a new one.


As Western influences in the Middle East grew with the introduction of the European major and minor scales during the late 19th and early 20th Centuries, the maqāmāt began a shift in purpose. A trend of simplification gained prominence as the scalar presentation seen and taught today developed.  An 1887 article on maqām performance and theory refers to melodic intervals, an uncommon approach, while two texts
 include scalar versions of the maqāmāt in introducing the basic concepts.
  Later, as these trends progressed, the word sullam (ladder or stairs) began to be used as a term for scale, a piece of vocabulary previously unneeded.
  Marcus states that theories on about maqāmāt evolved as well, with three separate periods, and

of the three, contemporary theory is the simplest in that the definition of a maqām is confined, for the most part, to a presentation of scales and an analysis in terms of tonic pitch (qurār or asās), melodic intervals, and tetrachordal structure.  This body of knowledge is taught to all who pursue conservatory- or institute-based training and is found in all recently published theory books.


Because of the integrated and organic nature of the musical genre, an aspect of maqām theory that found itself vastly changed after the inclusion of scalar ideas was that very idea of tonic and its purpose.  In order to appreciate these changes, the Arabic vocabulary must be examined.  The beginning of the modern period witnessed the use of the word qarār (the resting place), which was later replaced by asās (the fundamental or principal note).
  The difference between these two conceptualizations of tonic involves the argument between tonic as a final note, or resting place, or as a major portion of the maqām’s performance.  Qarār was also interchangeable with structurally related terms such as mustaqarr al-maqām or darajat al-istiqrār (the note of repose), implying this ‘ending of a phrase’ purpose for the tonic in lieu of its use as prominent melodic figure.
  Asās instead emphasizes the idea of a single note holding continued prominence throughout a piece.  Here the status as initial or final pitch does not solely create a state of tonicity.


In the recent past the tonic was recognized as necessary to firmly define a maqam, but what exactly it did or needed to do progressed with the development of these disparate theories. The opposing ideas truly clash when considering the characteristic nuance of a specific maqām.  A small set of maqāmāt that descends over the course of a composition or improvisation, frequently beginning on a note and moving downwards until the final pitch is heard, provides an example.  That final pitch is identified as the tonic because of its function as the qarār, but it is not heard at any point previous.  Therefore, there exists an argument that it is not a prominent note over the course of the entire melody.


Another related theory of tonic states that the lowest pitch in the central octave of a maqām is determined to be the tonic.
  Each maqām may expand to a range of over one octave and is not able to be transposed.  Therefore, there exists a central octave of melodic action that defines the tonic as well as an extended range of pitches that may or may not be identical to the main octave. The differences in these outer reaches of the maqam help to create and identify its individual character.


One example given by Marcus that demonstrates the difficulties in such a simplification in reference to the tonic is the comparison between three maqāmāt that end on the same pitch (E half-flat) and share the same scale and tonic note (Example 4).
  The three are older forms and are rarely used in the modern period because of the simplification of the nuance and have been combined into one scale.  Each separate maqām followed a carefully constructed path and the performance aspect was intrinsic within the ability of the improviser to recreate that path with artistry.  The tonic G plays a prominent role but is not the absolute beginning or ending of a composition, instead it satisfies a position as the point of repose.  As Marcus states, “In such cases the present-day understanding is best seen as a simplification for the sake of presenting a uniform music theory.”

Texture


Aside from the concepts of modality offered by the adaptation of the maqām system, jazz artists and the intermediary influences between the Middle East and New York City found inspiration within the “Oriental” textures of the region.  Harmonic direction and goal-oriented dominant tendencies are not the focus of the musical progression, but instead a genuine heterophony propels the melodies through their characteristic patterns towards the end of a composition.  This color within the combinations of instrumentation begins when the central vocal melody or improvisation is loosely doubled by another instrument.
  The spontaneous nature of the performance is a direct result of the evolution of the takht ensemble (a typical small group of instruments with the purpose of a more improvisatory musical output) and its inherent interaction between instruments and musicians.  The group’s makeup is “small enough to allow for its members to be heard and appreciated both as individuals and as a tightly knit musical group.”
  The simultaneous structured improvisation of multiple instruments unfamiliar to the foreign ear provides an overall timbre distinct from that of other cultures.

After the advent of the recording industry, the styles adopted by artists such as Um Kulthoum expanded takht ensemble to include a Western-styled string section in a larger group.  But even with the increase in instruments and sound, the heterophonic nature of Arabic music was held in place through the arrangements and compositions themselves.  These larger ensembles (firqah, plural firqāt) expanded the compositional options with the “modern” element of the string ensemble for a more complete orchestral sound.  The strings were simply added to the previous takht’s ‘ūd, nay, darabūkah, violin and qanūn and frequently played simple unison lines to punctuate improvised vocal or instrumental phrases.

Basic sounds surfaced in jazz through the use of genuine instruments in performance and the use of these heterophonic textures over a drone or bed of percussion.  Ornette Coleman, John Coltrane and Dave Holland
 (among others) worked separately with Middle Eastern musicians during their careers and their use of textures and the rhythms that create those textures joined sounds of groups such as the Sun Ra Arkestra and the earlier compositions of men like Richard Rogers and Hoagie Carmichael
 to develop an overall acquaintance between the Western audience and the foreign sounds.

THE DEVELOPMENT OF MILES DAVIS’S MODALITY


The long relationship between Miles Davis and Gil Evans began in 1949, when Davis spoke to Gerry Mulligan about forming the nonet that later came to fruition with The Birth of the Cool.  Over the course of their friendship, Davis’s musical personality slowly evolved.  Once the youthful bebop sideman to Charlie Parker, he became, first the epitome of ‘cool’ and later, one of the foremost proponents of jazz-fusion.  Evans opened the trumpeter to musical traditions otherwise ill exploited and unappreciated until that point in jazz.  A vast component of this included the sounds of southern Spain (Andalusia), North Africa and the Middle East, which provided the catalyst and a majority of direct and indirect source material for Davis’s own developments into a modal composer and improviser.  Albums in the vein of Sketches of Spain demonstrate an early culmination of Evans’s and Davis’s direct use of color, melodies, and textures in new contexts.  The improvisational ideals presented in “Saeta,” for example, are the result of the collaborative work between the two.  It is within the groundbreaking The Birth of the Cool, Kind of Blue, and Bitches Brew that these intentionally simplified improvisational techniques fully integrate into Davis’s individual voice.


During the years immediately before the release of his innovative The Birth of the Cool, Davis’s sound was already stretching away from his bebop roots of the past years with Parker.  He spent the time honing his chops and learning the business of performing in New York City before his leap in a new direction with Evans and Mulligan.  The nonet included players of an uncommon variety, with cooler, smoother sounds more commonly attributed to the later West Coast movements (led by Mulligan in the 60s).  The “cool” Lee Konitz was chosen in lieu of the more bop-oriented Sonny Stitt
 and a French horn and tuba were included to round out a quasi-classical, rich tone.  The compositions from these sessions became jazz standards and the album is credited with creating early movements away from that previous era and its priorities of speed, aggression, and harmonic acrobatics.  The emphasis on the “smooth,” which persisted into the selection of musicians signaled this motion from the angular and competitive jam-session sound.


Davis continued to work within the circle of musicians associated with Parker’s influential lineage as the altoist’s increasing difficulty with drugs and other troubles diminished his reliability and effectiveness.  This caused the trumpeter to lead his own bands much more frequently and begin his impressive history of discovering budding sidemen of incredible potential. A resulting early band, the first Miles Davis Quintet, included John Coltrane (tenor sax), Red Garland (piano), Paul Chambers (bass) and Philly Joe Jones (drums).  Their output in 1955 and ‘56 included material from one single inspired session and was released as four albums: Cookin’, Walkin’, Relaxin’ and Steamin’.  The band and the album are demonstrative of the polarizing shift from Davis’s early career and the music he would begin to produce in the late 50s and 60s because he, as well as the young John Coltrane, were still musically indebted to the thick bebop sounds of the NYC jazz scene.


As the group progressed to commercial success, Davis’s working relationship with Gil Evans expanded with more ideas and potential.  They began work on Miles Ahead, an album with Davis and a small jazz orchestra in May of 1957.  On this album, Evans’s increasing interest in the music of Spain and the Mediterranean area can be seen in the titles alone.  The album includes “The Maids of Cadiz,” “Blue Rhumba” and “Blues for Pablo” along with the more melodically and harmonically bop oriented “My Ship” and “Springsville”.  Evans’s arrangements throughout make extensive use of unique orchestral sounds due to his original instrumentation and harmonization.  The opening lines of “The Maids of Cadiz” are a fine example of this, with the trumpet and woodwind figure over the brushed snare creating a unifying sound.  The effect punctuates other melodic solo phrases from Davis’s trumpet and provides a departure point for the orchestral bed.  Projects of this sort provided the arranger with fertile opportunities to discover unrecognized blends of jazz, ethnic and classical music and the continued relationship with Davis focused the transmission of these musical ideas from the abstract and composed nature of Evan’s work to the increasingly internalized improvisation of the trumpeter and his band members.

“Miles”


On the album Milestones Davis was able to direct an entire band into his more personal modal direction.  The session was April 2nd, 1958, year before the breakthrough Kind of Blue and almost a year after his last Gil Evans collaboration.  In reference to his own new musical diversion, Davis said:

What I had learned about the modal form is that when you play this way, go in this direction, you can go on forever.  You don’t have to worry about changes and shit like that.  You can do more with the musical line.  The challenge here, when you work in the modal way, is to see how inventive you can be melodically.  It’s not like when you base stuff on chords, and you know at the end of thirty-two bars that the chords have run out and there’s nothing to do but repeat what you’ve done with variations.  I was moving away from that and into more melodic ways of doing things.  And in the modal way I saw all kinds of possibilities.

His composition “Milestones”
 utilizes the modal playing through the slow harmonic changes.  The form involves 16 measures of G minor followed by 16 measures of A minor and a return to the original mode as a tag.  The transitional nature of the particular tune is apparent because of the integration of driving bebop rhythms and melodic figures with a slow harmonic rhythm and the longer lines that would become so critical to Davis’s later style.  As such, he does not break from bebop, but instead he develops a new form of the previous style with different values and purpose.  The modality is a tool for the creation of more interesting and challenging melodic material that is not, necessarily, dependent upon the constantly changing harmonic progression.  Instead melody is important as melody itself, the “game” of bebop changes, and another sort of musical maturity finds expression.


The composition begins with a simple and straightforward line of ascending and descending thirds.  This overall G minor melody becomes the band’s (modal) vamp underneath the coinciding key areas in the later solo sections.  Cohesiveness is thus preserved by a motivic connection that also carries color and motion through the potentially stagnant harmonies.  Not only does the character of the head change significantly between the two key areas, from bop to modal and back, but Davis’s solo does the same.  He stays grounded within the recent tradition for rhythmic and intervallic figures for the first 16 bars of the solo (in G minor) before departing into the stretched linear melodies of the A minor section (Example 5).


Intentional simplicity outlines the entire solo from the outset, with Davis using very basic scalar patterns within the lower half of the G-minor scale.  His choice of melodic and rhythmic figures aligns properly with the tradition and surrounding patterns earlier in the performance.  From such a start the expectation may be a flourishing B-section that extends the melodies heard in mm. 1-8 into virtuosic and multi-register shows of talent.  Davis, however, plays off of this anticipation and uses instead a slowly paced descent utilizing only an octave and delaying the rhythmic propulsion of the downbeats.  The alteration in style does not come without preparation: mm. 9-11 begin the rhythm’s fracturing and the following 4 bars extend note values, connecting a longer line that avoids the downbeat.


With the advent of the B-section in A-minor (m. 17) the length of Davis’s phrases match the modal opposition to the bebop head.  Fragmented melodies 2-5 measures long introduced G-minor and its stylistic vocabulary while the Evans-induced modality features only 2 distinct statements no shorter than 6 measures long.  They wind through the downward scale, accenting specific characteristics of A-minor in a way that is not standard (such as the use of the perfect 5th as a passing tone with preference given to the 5th of G-minor in m. 17, the pentatonic sound to the cadences in m. 23 and m. 29 and m. 25) and the scalar B-natural that distinguishes this scale from the A-section’s G-minor while eluding to a G-major tonality.  To increase the tension between the first and second phrases, Davis does not add more notes, but instead relies on syncopation and even longer note values while exercising extreme patience in an effort to avoid the temptation of his own experience’s hard, fast bop.


With the return of G-minor, Davis continues the flow of the previous section and re-incorporates the bebop style: its short notes, phrases and fragmentations.  This evolution from the years with Parker and Gillespie and the subsequent development as a fresh, new artist with a distinct sound and a set of influences in addition to the standards of the New York City scene permitted Davis, as a bandleader, to continue the pursuit of modality as a widely successful and sought after musician.  With that support he was able to produce a new sound based upon modality, the same technique he found while working with Evans in the studio for Miles Ahead and he moved from the simple use of such ideas to a more internalized version of improvisation based upon them.  The alteration between the two sections of this chart provides an attainable bop standard against a modality that creates tension by using simplicity of line and rhythm over a complex background.  Here bop and modality are not disparate techniques.  Davis succeeds in creating a unique and listenable voice through the combination of characteristics, while also using the stylistic differences to outline forms, increase tension in new ways, and play more freely with the possibilities of melody in both contexts.  Bop’s harmonic complexity and modality’s melodic simplicity thus conjoin as a fresh and dynamic product.  The support of peers and audiences earned from performances such as this subsequently promoted the future forays into the technique, including Kind of Blue.

“So What”


 On March 2nd, 1959 the group went back to the studio and recorded most of what would soon become Kind of Blue.  Bill Evans replaced Ray Garland on piano because of his simultaneous movement towards the “modal thing”
 and Jimmy Cobb was on set instead of Philly Joe Jones, although the band leader still preferred the sound of his earlier drummer. Wynton Kelly also played piano on a small number of the final cuts.


The concepts involved in the creation of this disc tied together the loose experimentation of the band’s previous records and created a previously unheard sound in jazz.  Davis’s famous solo on the opening chart, “So What,” demonstrates the simplicity of line and melody desired to compliment and fill Evans’s open and almost quartal piano harmonies.


The motivic and melodic depth shown within this short example of famous solo work (Example 6) provides the artistic climax of the work from the years immediately previous.  The trumpet player’s modal vocabulary is now the driving force behind his musical statements and the entire band is poised to support the novel ideas.  Nuances heard in “Milestones” as underdeveloped or incomplete arrive here at full fruition.


Davis’s harmonically ambiguous line begins with the dotted quarter note anacrusis on the tonic center D before dropping to the C natural, identifying the minor mode, but without yet giving away Dorian’s colorful 6th, and continuing to the stabilizing perfect fifth on the downbeat of measure one. Throughout the first eight bars of this solo, Davis emphasizes the structural significance of his descending perfect fifth as both melodic and cadential.  The pace of the solo is noticed early, due to the fact that instead of moving from that D, as one would if they were attempting to fill out typical dense harmonic motion, Davis chooses to stay for over four beats before he expands upon the perfect fifth motive.  M. 2 is, effectively, a tag or ornamentation added to the first downbeat’s gesture.


The contour is reversed in m. 4 as Davis proceeds to raise the line in a reach for the upper octave boundary. The F once again extends the original motivic idea and the G lower neighbor is more obviously connected to the first D and C when the relationship between the notes on the trumpet itself is considered.  Closing the first two valves and dropping a step from A or D creates both intervals to the open horn’s G or C depending on the partial.


The line departs from D in m. 5, moves up through repetition of previous material to A, the secondary pitch due to both the natural overtones and the dominant function, and finds the C before stalling and turning the contour back towards the starting D.  At the top of the figure, the lower neighbor is once again utilized, but this half step does not follow the previous pattern.  Instead it declares the Dorian line and refutes the alternative natural minor.  The relatively symmetrical phrase ends on the fourth beat of the seventh measure, and does not reach into the eighth as would be expected.  However, due to the rhythmic nature of jazz syncopation, the cadence’s arrival is not heard as out of place, but instead it anticipates the eighth downbeat and ends a balanced and cohesive melody – one that is built upon developed motive.


A declamation of the tonal center on D calls for the following eight bar segment of the solo and in m. 10 Davis extends the range up to F while maintaining the rise and fall of contour from the first melodic segments.  The unity is therefore preserved and developed (with the addition of that upper third as a motivic element).  The phrase immediately following is similar, feigning sequential, in an effort to move the tension forward into the key change.  By beginning on E and mimicking the structure of the previous two measures, the effect of a dominant function, or at least an upcoming transition, is attained.  The line ends on the D center and a lengthy silence separates concludes the first half of the form.


The E flat portion of this first chorus, like the “Milestones” A minor section above, is both more linear and more rhythmically free from common time.  The bop sounds continue, but the lines are no longer as disjunct and abrupt as they were in the original mode.  Long scalar patters predominate and notes are frequently tied over bar lines in order to orient themselves more openly with the notion of floating above the rest of the band modally.  By starting on A flat (what would be, in tonal harmony, the subdominant), Davis chooses to obscure his tonality and create more of a shape than a harmonic direction.  The arched contour remains, and this time the descent is delayed through an extension of notes, making use of the falling third, reminiscent of the stretch to F in bar 10.  The two bars following the line’s peak E flat extend the pattern of the ascent in 17 and 18 over the bar line, succeeding with the floating nature previously mentioned.


M. 22 holds the apparent climax of the first chorus with its long scale up to the seventh and the large leap (an expansion of the previous thirds) to A flat, making that note both the lower and upper extremes of the four bar section.  This holds importance because melodically, the A flat is a tritone away from the central D, and without a tense harmonic progression, Davis must used melodic cues such as this to create the required forward motion.  The last eight bars of D Dorian simplify the motivic movement with a reference back to the perfect fifth of the first eight measures in 26-27 and the upper third of m. 10 in m. 30.  Even the beginning of the second chorus, in 32, hails back to bar 14’s linear zenith.

“Saeta”


The complete cycle from the beginning of Gil Evans’s influence upon Davis can be heard in the album just following Kind of Blue in which the two come together to record Rodrigo’s well-known “Concierto de Aranjuez.”  The resulting album, Sketches of Spain, contained heavily Spanish cuts acquired from various sources and arranged by Evans for the backing orchestra.  

One such piece is “Saeta”, a setting of a Samena Santa (Holy Week) procession march in which Davis’s improvisation reflects a vocalist lamenting the death of Jesus and the joy of his subsequent resurrection.  The march continues in the background just as it would on the streets of Seville or anywhere throughout Andalusia.  The Evans-arranged background setting is very much a direct transcription of a folk song as performed during the actual procession.  His detailed capture of the moments in Spain is the key to the work and pervades the melody itself as well as the accompanimental instrumental parts and percussion patterns.

With the improvised line that floats, seemingly unconnected, over the top of the marching band and castanet background, Davis flourishes into his melodic zenith (Example 7).  His modal line utilizes a movement from a central note to a secondary “tonic” while ornamenting with characteristic rhythmic and melodic figures based upon triplets, grace notes and short melodic patterns into and out of longer held tones.  As the line remains free from Western dominant/tonic tendency, the strong forward motion built on contour and form leads the direction and tension to definite cadential closure.

The Phrygian solo opens with a very obvious statement of D.  Four bars contain nothing but the central note while the next three are only ornamentations around it.  The triplets in 5, 6 and 7 move between the half-step above and the whole-step below, surrounding D repetitively, although the slight break of the pattern on the third beat of measure 6 allows for a bit of a melodic direction change because of the addition of the F and the creation of linear motion in one direction for more than three notes.

Mm. 8 and 9 employ a motive that will play a strong role in the construction of the solo.  With the syncopated start on B flat, Davis ascends and slides into E flat before ornamenting around D in a way that a diminutives and fills in the leap from the previous D-E flat-C figure.  This E flat-D-C-D figuration is rhythmically altered and repeated six times in the next phrase alone.  That particular melodic statement begins in m. 11 with an identical pickup before expanding on the motive, breaking it into smaller sections and altering the pitch content by replacing the low C with a B flat in m. 15.  The result is a line of improvised rhythm that captures the flavor of the Spanish flamenco style and therefore of the Arab character so prevalent in that region’s music.

M. 17 includes Davis reaching for the next prominent note, G, but failing to make it to the secondary pitch.  The strength of that perfect fourth is heard in the power with which it holds a melody together.  Before that pitch each line required a return to D for stability, however notes after measure 22 have a new destination, but the exhaustion from staying within that secondary area (and therefore far from the most stable D) causes the eventual return to the center.  The arches in contour that result are identical in purpose to the ones in “So What” and even in the muezzin’s call to prayer.  The lack of harmonic motion requires this departure and return in order to create melodic tension.

In m. 25 the next reach begins toward the fourth scale degree with an anacrusis and the color of the G is altered this time.  The note is sustained in pitch, but the trumpet ghosts some of the notes within the rhythmic content.  Using similar ornamentation as before, Davis comes down to the F and then finally rests on the original D after over a measure of rest.  The remainder of the solo continues the motivic repetition and expansion through the melodic material.  Phrases are continuously free of harmonic direction and lengths are quite variable.  These characteristics take advantage of the flamenco stylizations and utilize the same basic concepts of melodic contour and progression as the previously mentioned Arabic music, both in an intentionally simpler form as seen in Kind of Blue as well as within the florid modally complex figures used by John Coltrane, discussed below.

In this solo and others on Sketches of Spain Davis demonstrates the conclusion of the early stages of the internalization of the “exotic” and foreign modality introduced to him by Gil Evans.  The simultaneous progression of his music while playing the arranger’s works and that of his own personal modal vocabulary coincides with the changes in harmonic purpose (the primary transition from Parker’s bebop to his own modality).  Kind of Blue recognized the potential within slow and simple chordal structures and the emotional power inherent within melody-driven improvisations.  The conceptual basis for the use of these characteristics is directly related via Gil Evans’s world music to the structure and purpose of Middle Eastern improvisation, melody and texture.  The emotive tendencies of Davis as an artist moved away from those typical of bebop’s competitive nature and instead flowed into a more musically ecstatic, and popularly listenable, aesthetic that utilizes the melodic prominence of those “non-Western” musics he heard in Evans’s apartment.  The immense sales of Kind of Blue over the years strongly point towards the affective and emotionally communicative strength of Davis’s new directions – directions that would prove immensely influential in jazz thereafter.

JOHN COLTRANE’S DEVELOPMENT OF MODAL USAGE

As one of jazz’s most influential improvisers, composers and saxophone players, John Coltrane drew from many sources for both his performance material and purpose.  Early in his career, Coltrane was involved with the drug scene that so effectively consumed much of jazz in the 1950s, but later, after breaking away from Miles Davis’s quintet and eventually beginning his own quartet with McCoy Tyner, Elvin Jones and Jimmy Garrison, he began to be influenced by world music in a search for new ways to play.  In 1959, with Giant Steps, he created his own harmonic language based primarily on third and forth relationships while as soon as 1960, he was pushing the melodic language as well.  It was that year that saw the release of his immensely popular My Favorite Things and ironically enough, it is his interpretation of the classic title track that provided the vehicle for his advancements to reach the eagerly awaiting ears of the jazz sammī’ah.

Earlier in his career, Coltrane began as a sideman with Miles Davis’s first quintet.  It was here that he was introduced to aspects of his playing that would take a firm hold as he grew into a mature bandleader.  Davis was the first to introduce the tenor player to the soprano saxophone, supposedly nonchalantly in a hotel room during a tour,
 and he was also a guide for the powerful young sideman throughout the search for a new sound while allowing Coltrane to continue to develop his own personal voice within the context of the band.

Kind of Blue

Along with the elder and more established “Cannonball” Adderly, Coltrane traded solos with Davis and others in a set of spring 1959 sessions that turned out some of the most well recognized modal phrases in the jazz canon.  The new focus on melodic statements instead of harmonic acrobatics did not keep the sidemen from utilizing and reworking their bebop vocabulary. The Charlie Parker influenced virtuosity was much more apparent in the solos performed by others besides Davis, and these men provided the coherency that held Kind of Blue within a semblance of linear development from the past decade.  Otherwise, it would seem to exist purely as a reaction against its predecessors.

Within his two choruses on “So What” (Example 8), Coltrane combines his blossoming saxophone technique with his past influence and the new directions of Davis, Bill Evans and the rest of the group.  Angular bebop lines lie alongside significant melodies and the two potential opposites fuse together in a solo that contributes much to the future development of the tenor player. When asked in a radio interview about his freedom with Davis’s group, he responded that “it has led me into most of the things I’m doing now,” and, “Well I’ve been free, I’ve been so free here, that almost everything I want to try, I’m welcome to do it.”

With the freedom, Coltrane does just that.  His performances on this chart and on the rest of the album document the earliest stages of his departure from the sound of his predecessors.  While in the First Quintet, he is directly influenced by the maturing changes in the trumpeter’s playing and he is offered the opportunity to listen to this new style of playing and its alternate focus while simultaneously enjoying the sheer freedom to begin his own personal manipulation of the same ideas.  On Kind of Blue, Coltrane and Davis are in very different points of their careers and maturities, but the same development seen in Davis’s “Milestones” is seen here in the tenor saxophone: innovation in techniques for treating past vocabulary and the slow development of the desire for a new improvisational style.  The previous collaboration between Davis and Gil Evans shows its influence here in a different player, who will take these same concepts in a different direction and later return to recognize those influences more directly.

Coltrane builds his solo in a way that breaks away from the ending of the Davis’s and continues through a slow increase in tension and content.  The overall shape, therefore, contains the natural dramatic contour common in both bop and the newly beginning cool jazz movements.  His use of motive, although relatively scant when compared to some other performers, is also somewhat commonplace.  What makes this solo different than something played over a jazz standard is the slow harmonic progression that forces Coltrane to expand his previous vocabulary and prevents chordal motion from being any sort of melodic device.

The very opening of the solo contains a fragment that could easily be found within Davis’s portion of the chart.  Coltrane simply moves from the root (D) to the third and fifth while holding the fourth of the Dorian mode in order to take advantage of the chart’s modal opportunities.  Within two measures he has already proven that the natural descending tendencies held within the fourth scale degree may not apply here.  Also, D minor is now outlined and the tonic triad is quite apparent.  The following two measures are similar, in many respects, to the last phrase before the harmonic change in Davis’s solo as well.  The use of notes that would typically be dominant within the key (here G and E) as a color within the mode matches the top of the bandleader’s melodic ascent.

Coltrane does not leap directly into his “sheets of sound” style after this modal opening.  He instead expands the line slowly through rhythm.  In the third and fourth measures a rhythmic motive is introduced, one that will help create a sense of return in the end of the solo.  The offset three notes in both m. 5 and m. 6 are the beginnings of this idea.  It is varied with the repetition, but the outcome in sound is the same stationary idea with an added rhythmic motion.  These two bars are also a basic ornamentation upon the first two, just as mm. 7-8 offset and rhythmically develop mm. 3-4.

As the second group of eight D minor measures passes, Coltrane expands his motive upwards while embellishing his lines with the notes available in the pentatonic scale.  Each passing fragment reaches, first to C, then to the octave D and with every ornamented repetition, the amount of time spent in those upper areas of the scale increases with added emphasis.  His lowest pitch, D, becomes both a departure point and a return while the rest of the scale actually contains the majority of the direction.

From these and other sessions with Davis, Coltrane began to explore the modality promoted by his bandleader, Gil Evans and Bill Evans.  Through his use of contour here, the expansion into pentatonic scales and other melodic devices, the tenor player began to move away from the styles of other men like Sonny Stitt or his early influence, Dexter Gordon.
  The remainder of this solo proceeds to combine these modal instances and techniques with his advanced technical ability; a pairing that will come to flourish with his own group on My Favorite Things and Giant Steps.

My Favorite Things

Within his famous solo over “My Favorite Things” many phrases and techniques show Coltrane’s growing interest in world, and specifically Arab, music.  The tenor player donned the soprano saxophone for the title track and experimented with unique scalar flourishes utilizing a different sort of chord/scale relationship, and frequently expressed a disregard for the chordal structure of a tune for the sake of his melodic and modal intentions.  Throughout the solo he continues to expand upon his “sheets of sound” character and the soprano saxophone does much to assist in this end.  There are numerous measures in which metering the phrases seems to lack purpose, and the results of such an exercise give measures with 7, 9 or 11 notes within two beats and points at which 11, 13, 14, 15, 16, 17 or 20 notes fit evenly within a full measure.  This inundation of sound is created using a limitless vocabulary of both bop and modal ideas.  

After the original statement of the classic Rodgers and Hammerstein head, Coltrane repeats the melody with his own embellishments (Example 9).  The sound created by Elvin Jones on the drum set and McCoy Tyner on piano expand the feel of the original Sound of Music song into something distinctly jazz.  The soprano saxophone fits here within that tone in a way that recollects the Arabian double reed instruments such as the mizmar and the fluidity of the following scalar passages retain characterizations and elements from Middle Eastern classical and folk music.  Also, the attention is given to one pitch center, a point of repose or return, despite the melodic and rhythmic fluctuations occurring elsewhere in the line or the band.

Here, just as in his solo on “So What”, Coltrane utilizes the modal aspects of the harmonic motion, especially in regards to the characteristic raised 6th degree (Example 9).  While most of the emphasis lies upon the more typical chord tones, especially during the pseudo-cadential extension in mm. 15-19, the first fully improvised phrase ends, significantly, on D-sharp in F-sharp major.  Also important within these first few moments of the lengthy solo is the fact that Coltrane avoids the tonic note (F-sharp) throughout the last four bar cadential phrase and further, using instead the 7th and 9th scale degrees when possible.

During the first true solo section (Example 10), the line starts out by altering the melodic material once again.  Coltrane follows the original melody closely before opening himself up to flourishes of sound that are much more progressive in nature, partially due to their relationship with these other musical styles mentioned.  Mm. 11-12 hold an example of an Arab-style modal modulation as earlier described by Marcus.  The measures are over B-major and A-major harmonies, but the scale Coltrane plays above that base is E-flat Lydian.  Using a subtle common tone (A natural), the scale shifts to D harmonic minor.  The half-step rise from C-natural to C-sharp creates the leading tone and is the catalyst to the new tonal sound.  The following measure moves down the G Lydian scale until the repose on the third of the next chord’s harmony which in turn quotes the head.

After a piano solo, Coltrane returns for a second segment of improvisation.  Here he continues previous ideas, including the motivic material from the first few bars, while also introducing new techniques such as pentatonic scales.  The previously mentioned Arab style modulations continue here, but with more growth and intensity (Example 11).  M. 6, for example, contains a smooth motion from F-sharp Dorian to a pentatonic G via the descent on the last third of the first beat from D-sharp (Dorian sixth of F-sharp) to D-natural (fifth of G major).  The remainder of the passage moves quickly between keys related by common tones or half steps similarly.  Each also rests upon G-sharp before departing and then returning.  M. 5’s F-sharp is a pickup into the phrase beginning on the following downbeat and rising away from the initial G-sharp and while it may fall below that resting place, it proceeds back up through sinewy lines and lands upon the G-sharp in m. 9.

Each maqām has a few typical modulations that base themselves off of a pivotal note and the shifts themselves are generally smooth, but noticeable in an effort to increase ecstatic response.  Most frequently these shifts are a result of a changing lower tetrachord.  Like the “Western” minor scale, the upper notes within the tonality shift in order to create direction and color in the melodies.  The lower tetrachord, however, typically remains stationary.  When an improviser is maneuvering through this fluid upper portion and returns to a different lower tetrachord, a modulation to another maqām occurs (return to Example 3 for an illustration).  The other method for modulation involves the use of the lower tetrachord of one maqām as the upper tetrachord for the next.  Coltrane here makes a series of similar tonal shifts, none of which refer to tonal harmony, but on a much quicker scale.  The use of common tones and nuance to seamlessly transfer from one mode to the next is characteristic of Arab modality, a technique he heard through Davis.  

The saxophonist in a more direct fashion recognized these indirect influences later in his career.  Less than one year later, on his Live at the Village Vanguard album, Coltrane further pursues newer sounds and textures, adding an ‘ūd to his band, played by the Sudanese upright bassist Ahmed Abdul-Malik.  Albums such as Afro Blue demonstrate his continued interest in African music and charts such as “India” (which included the use of an oboe and bass clarinet)
 earned him increased respect among the world music oriented jazz community.  His new sounds fell upon a fertile New York City audience and young players continue the trends and will proceed to do so because of the natural requirement for exploration inherent within jazz itself.  The great improviser never satisfied his search for new sources of purpose and content, and later in his career he began to look towards his own spirituality.  It is because of John Coltrane’s personal drive both outwards and inwards that albums as classic and influential as A Love Supreme could be produced and enjoyed by both jazz performers and listeners from that point on.

CONCLUSION


Modality from this period in jazz history found a number of outlets as the tradition moved forward through hard bop and into the more recent trends.  With the musical influence from these earlier leaders, the form shifted from the virtuosic and competitive nature of the jam session to a primary focus in melodic expression.  Miles Davis’s emotional output captured more listeners and influenced younger players in ways that contemporary virtuosic players could not.  The emphasized melodies created memorable solos such as Davis’s performance over “So What” – lines revered for their eloquent simplicity and subtlety.


These artists pulled the conceptual idea of modality from the music of the Middle East and occasionally did so directly.  The previously mentioned work of Gil Evans and the successful experimentation of others, such as Duke Ellington
 and Chick Corea,
 brought the sound over the ocean where it was enthusiastically internalized, manipulated, and embedded into the historic tradition.  While Davis and Coltrane maintained their own significant styles in the same breath as their predecessors, they provided the impetus for the next generation, who continued to integrate these sounds and recognize their originating cultures.


The “exotic” music continues to be a prominent source of inspiration for the musicians in the jazz realm, as well as elsewhere, through the present time.  Since the discoveries of the regions colorful sound in the 1950s and 60s, many other composers and performers incorporated elements into their output.  Ornette Coleman, the creator of Free Jazz, later released an album using traditional instruments and musicians from Morocco while bandleader Sun Ra made similar efforts, even going into the “exoticism” of an Egyptian/Outer Space black counter-reality.  He attempted to maintain that the Middle East is the true heritage of civilization while promoting a message of anti-racism in a musical ideology that expanded beyond the performative aspects of his ensemble. Bassist and bandleader Dave Holland collaborated with the Tunisian ‘ūd player Anuar Brahmen for an album of the North African’s compositions while John Zorn’s Masada is currently carrying on with a successful career of acid klezmer jazz.  They lack a chordal instrument (trumpet, saxophone, bass and drums make up the group) and perform in a style that weaves seamlessly between hard bop and the traditional Hebrew genre.


This constant use of the “Eastern” and “Oriental” in America demonstrates that these effects are not passing, but are becoming increasingly infused as integral to jazz.  They show themselves differently for each performer, both directly and hidden within the music, but that result is a pure example of the individuality cultivated and appreciated in the development of an improviser or composer.  The changes occurring in those waning years of bebop proper did so as a reaction, but those changes remained due to their sheer effectiveness within the context of jazz music.
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