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ABSTRACT
This exegesis is tied to the CD, ‘Portrait of New York’ – an assortment of inventive
musical compositions to explore diversity in electric jazz after 1970, and three multi-faceted
live performances focused on electric bass from that period.
It is an investigation that examines my journey, through the CD recording, three
performances, transcription, analysis and research, utilising some pivotal contemporary jazz
composers and electric bassists from the late twentieth century. The electric jazz period post1970 was an exploratory time when composers began merging other music styles and genres
with jazz in the search for new ideas and concepts. The CD recording represents the outcome
of a five-year research process and a musical and personal journey to New York City to
rehearse and record the CD with Omar Hakim, Mike Mainieri, Rachel Z and other wellknown jazz exponents.
To develop these broad considerations, I constructed a semi-autoethnographic
narrative that focuses on my creative practices, processes and discoveries as an electric
bassist. The narrative is grounded in my lived experiences and research. It reveals shifts
between explanation and action, discussion and personal reflection, and credits broader
considerations.
Integral to the performances and exegesis research was the audio examination phase
and the meticulous inspection of works and literature encompassing 1970 through to the
twenty-first century. This procedure was to gain archetypal works worthy of demonstration of
this period of jazz and the electric bass. This journey of intense audio investigation, practice,
transcription, associations and research alignment forms the most substantial portion of the
selection procedure and review. The personal findings of my journey determined the
direction of the CD compositions and consequently, the performed works.
The transcriptions, analysis and review culminated in a methodical list of varied
approaches, techniques, relationships and developments on electric bass connecting to
rhythm, counterpoint, improvisation, interpretation, phrasing and polyrhythm, all of which
are outlined in a glossary overview. This list was used and examined as a practical
application guide, a structure for personal exploration, including expansions of concepts that
are discussed throughout this exegesis. The facets of this journey led inevitably to its
conclusion, being the effects of my studies on the three performances and the CD release.
The pivotal points of this performance-based exegesis are where the discoveries of the
varied facets of research are applied, all of which stipulated the foundation of my research.
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CHAPTER 1
1.1 INTRODUCTION
"There's a music out there that combines the jazz rhythmic language and more intense
harmonic material that hasn't been explored yet" McNeely said. "And it's not just between
jazz and classical music; for me, it could be Charles Ives and James Brown."
- Jim McNeely 1

I was privileged to witness and be influenced by many of the changes in music in the
1970s to the turn of the century. I started as an observer, then I became a participant,
watching it continually develop from the earlier beginnings of electric jazz, well into the
twenty-first century. My youthful impression was that the newer jazz seemed to combine
other styles of music continually. This exegesis tells the story of my project and elements of
my personal journey in the last five years through the electric bassist’s changing roles in jazz
compositions from 1970-2000.
The purpose of this exegesis is to illustrate many of the steps taken towards the
achievement of the performances.2 The process of forming the thesis has been one of
deliberation, auditory analysis, and has exercised the written methodology of
autoethnography. The performances were the vital end result of my exploration and
experiences. The preparation, practice, methods and the investigation of jazz-fusion and jazzrock electric bassists in compositions from 1970-2000, held preliminary significance. These
are contained within the framework, methodology, review and a self-made repository, which
is abbreviated in the glossary.3 This introduction and following chapters, I often link to the
appendices for more meticulous detail, including the preparation and pre-production of
related topics in discussion. As an exegesis, it serves as a complement to the primary function
1

McNeely in Fred Sturm, Changes Over Time: The Evolution of Jazz Arranging (Honeoye Falls, New York: Advance
Music, 1995), 206.

2

I recommend that the CD should be heard prior to reading this autoethnographic journal and diary. This exegesis does
not suffice alone, because it functions as a support to the foremost focal points and research outcome. I do not consider
that the true measure of the musical catharsis and understanding can be fully encapsulated with only the descriptions
contained within this exegesis. Full USB contents can be found in Appendix 1.

3

For anyone reading this wishing to delve deeper into the music terminology, or if unsure of any specific meaning, I
have ease-tested by having the substantial glossary open separately, rather than necessitating moving from one part of
this document to another regularly.

1

and research outcome: the CD Portrait of New York, and the three live performances I gave
in Auckland, New Zealand as part of the project.
My research over five years does not intend to present a thesis to accompany the
performances and CD. This document is instead an exegesis that directs the audience to
understand the performances and the many constructs behind them.4 Jeri Kroll (2004), draws
a parallel between an exegesis and a preface or foreword to a novel, or a writer's diary, where
the writer explains the origins of their ideas and the research involved in shaping and refining
the plot.5
Through performance and analysis, I examined many of the relationships late
twentieth-century jazz compositions had on the development of electric bassists’ skills. The
primary aim of the research was also intended to inform and further align my performance
practices and practice choices. Subsequently, my understanding of what I investigated was of
equal importance, and an affirmation of the period I had lived through as a musician. As
such, Chapters 3, 4 and 5 include discussions of commitment to my pre-approved submission
performances and in Chapter 2, the CD performance(s). The conclusion intends to answer the
final framework question ‘How did the research impact the performances on the submission
recordings?’, utilising the explorations, research, techniques, performances and comparisons
documented throughout this exegesis.
Briefly, I draw attention to the depth of my research.6 Some work was relative but
either too detailed or not as essential to this project as other topics. However, the topics not
central to this exegesis have been noted or referenced and marked within this document to
4

As part of the reader’s journey through my explorations, I have occasionally made autoethnographic journal-diary
entries either in the footnotes or the main body. It is impossible to document every related personal choice and chance
meeting throughout the last forty years of my life here, but I have included some that are related to the core of my
exegesis and my motivation for this study, either in the main body or in the appendices. These relationships are journaled
in association to mentioned people, or places, or time-period, or a specifically related topic.

5

Jeri Kroll, “The Exegesis and the Gentle Reader/Writer,” in “Illuminating the Exegesis,” ed. Julie Fletcher and Allan
Mann, Special issue, TEXT 8, no. 1 (April 2004), https://dspace.flinders.edu.au/xmlui/handle/2328/14076 quoted in
Writing an Exegesis (Dunedin, New Zealand: University of Otago Student Learning Development, n.d.), accessed
February 2, 2017, https://www.otago.ac.nz/hedc/otago615372.pdf.

6

*NOTE – All attached scores and inserted transcriptions throughout this exegesis were transcribed and done by myself,
unless noted with an appropriate author citation in footnotes. The fonts in the images are from the scores.

2

demonstrate my understanding of what is related to this topic, and how extensive the
relationships are. Where I relate valuable secondary or tertiary connected instances, I have
created overviews that are available in the appendices and noted them in this exegesis
appropriately. Because of the necessity for associated detail and the significant areas related
to my studies that encompass the core of my performances, this chapter is extensive for an
exegesis.
During this study, a portion of my original intent was to utilise the performances to
isolate the myriad of specific skill-sets required to execute various styles. After extensive
collation of my core findings, I decided that delving deeply into describing a multitude of
bass-centric skills would extend outside the intended scope of this document.7
I investigated many electric bassists’ virtuosic and musical skills and a variety of
music. This consideration was to establish the degree of influence that late twentieth-century
jazz compositions may have had on the future development of bass performance techniques
and jazz-fused compositions. The research also included: compositions, improvisations,
performances, well-known musicians’ personal views, opinions and much more that is
interrelated. I found it was necessary to ascertain that virtuosos, jazz compositions, styles,
methods, techniques, and creativity were active contributions towards the evolution of
electric bassists using the compositions chosen from this researched period. This system
provided the catalyst for the theoretical framework.8

7

There are extensive amounts of training and method books available to more than adequately cover this broad area.
The information and differing techniques of varied electric bassists observed during this process were nevertheless
invaluable and used as a reference. as part of a repository, abbreviated in the glossary.

8

In the course of my investigations, I traced some jazz-rock and jazz-fusion history as a necessary backdrop. While
some of this has been included where pertinent, I found it better suited for a PhD dissertation primarily because in order
to do a work of this nature, it would need to be a lengthy pedagogical or historical work. The further I delved into what
appeared related, the more socio-economic, socio-political, demographic and sometimes sensitive cultural roots that I
discovered, were also tied into the history. These areas became outside of the scope of a performance-based exegesis.

3

1.2 Theoretical Framework
‘Everybody in a jazz ensemble has learned the basic framework of harmony and scales and
how they fit. They know the basic song structure of having the rhythm section—piano, bass,
and drums—playing together while the horns carry the melody. But apart from those basics,
jazz is incredibly broad. There are really uncountable ways of playing it.’
– Herbie Hancock 9

The prior deliberations are explored according to the study’s theoretical framework,
which is loosely based on the jazz musician and author Pat Metheny’s 10 observation of how
some jazz musicians develop throughout their careers: ‘To me, jazz has been expanding and
growing and broadening, stylistically and in terms of the materials it draws from as its
sources, since its inception’ (Metheny in Petersen, 2006, p. 319). As such, each of the
following performance-based chapters addresses the research questions according to the
following four categories, explained independently:
1.

Assessment, analysis and merit

2.

Incorporation of techniques and musical devices

3.

Exploration and discovery

4.

Outcomes on performances

1.2.1 Assessment, analysis and merit
A fundamental question drove this consideration: What combinations and/or devices
did the composers and electric bassists employ in their learning and development, that aided
in defining this electric jazz period in performance? This question was attached to one goal of
the research and performance, and began with the collation of data through audio appraisal
and transcriptions followed by an analysis of that data. After systematically analysing the
transcriptions of each composition and improvisation, the various devices relating to
improvisation, counterpoint, style assimilation, phrasing, syncopation and polyrhythms were

9

Herbie Hancock and Lisa Dickey, Possibilities (New York, NY: Viking Penguin, 2014), 92.

10

Pat Metheny is a globally respected improviser, composer, jazz educator, and well-versed in the roots of jazz. He came
into prominence in late twentieth century, in the period this exegesis focuses on, and maintains this status in the twentyfirst century.

4

uncovered and labelled. Some of these are already recognisable and documented in jazz
literature, and some are extensions of these ideas. Moreover, others are newer observations. I
observed many of these devices in works reviewed during this period.11
Initial impressions underpinned the primary contributors to performance, technique
and dexterity development in the electric jazz period. There were additional worthy
contributors to the electric bass developing from composition either directly or indirectly.
These included and were not limited to educational institutions, bass manufacture,
technological advances and much more. There is an outlined, multi-section overview in
Appendix 3 demonstrating areas that might be raised, which I reviewed or investigated. They
were only discarded because they were considered outside of the focus since this is an
autoethnographic performance-based work.12
I chose to additionally utilise the literature that focused on respected jazz musicians
that were also historically referenced. I would be using multiple interviews as a consistent
reference point as well as collaborating literature. This enabled me to map out the framework
of the performances and compositions in this exegesis, and thereby structure the
methodology.

11

After concluding the performances, recording and this research, I contacted one of the primary resource authors for my
harmonic structures and approaches, Andy Jaffe, who is also a well-known educator and college director. I took a chance
by asking him to listen to the CD and do the equivalent of a ‘blindfold test’, a term that I mention in this exegesis. This is
where I requested if he could identify whether I had absorbed his writings and implemented them in his professional
opinion, and who my influences are that he could hear. On the USB drive, I have enclosed as a PDF, his letter and his
personal review of ‘Portrait of New York’, in relation to his jazz harmony publications that I utilised extensively. His
letter also speaks of authenticity, influences and more.
12 For example:
1.
The advent of jazz schools towards the end of the twentieth century
2.
Experience as a guide in framework
3.
Brief bass manufacturing and some inventive technology.
4.
A brief overview on deeper manufacturing research
5.
Frequency Response based on playing position
6.
Glossary extension: Electric bass techniques transitioning into the twenty-first century
7.
Technological advancements in the late twentieth century
8.
Brief summary of analogue and digital effects
9.
Brief summary of electric basses and amplification
10. Studio advancements into the ‘DAW (Digital Audio Workstation)’.

5

In summary, I focused on consistent or repetitive themes and notes from varied
interviewed subjects. Armed with what I would appraise in audio and literature, with musical
devices, the journey moved to integration.

1.2.2 Incorporation of techniques and musical devices
Instantly, the question pointed to ways in which I could integrate techniques and
devices into my performances, without affecting the purpose, while demonstrating the variety
which also fulfilled a direction goal I had in methodology. As I anticipated, there is a
cornucopia of musical descriptions, techniques, approaches in nearly all facets of writing
music and analysis.13 I created a repository as a referral system, which the glossary represents
in an abbreviated format. I formed the structure of a comprehensive list of strategies and
research compiled through this ‘Assessment, analysis and merit’ process that ties in with the
methodology. This took shape under the title of Glossary of Musical Devices and Techniques,
with several subdivisions. I used the glossary as a basis for practical analysis and application.
I cannot stress the importance of this Glossary enough, because it became a pivotal repository
for verification in most areas of this exegesis.14
I ascertained that there were several styles in both popular music and ethnic music that
needed to be represented in the performance demonstrations, because they continued to show
their stylistic fusing into jazz compositions and performances.
These included, and are not limited to, the following music styles or methods:
13

The amount of resources required for definition in music at even fundamental level is extensive. As only a few
examples:
1.
In digital music scoring, the applications themselves such as Sibelius, Finale and Dorico, to mention a few, contain
help files that drill down into rhythm, staff styles and options (e.g. Ossia Staff, Double Staff), harmonic definitions,
tempos, odd signatures and much more.
2.
Books published by musicians before, during and after the inception of institutionalized jazz schools that cover
artists techniques and approaches specific to jazz, modes, scales and more such as: Ken Rattenbury, Duke Ellington :
Jazz Composer (Ann Arbor, Michigan: Yale University Press, 1990); Beth Denisch., Contemporary Counterpoint:
Theory and Application (Boston, Massachusetts: Berklee Press, 2017).
3.
Historical works, reference works and handbooks such as:
James Lincoln Collier, The Making of Jazz: A Comprehensive History (London: Macmillan, 1995); Kevin Whitehead,
Why Jazz? A Concise Guide (New York: Oxford University Press, 2011); Gary Giddins, Visions of Jazz: The First
Century (New York: Getty Center for Education/Oxford University Press. 2000).
14

6

All reference sources are credited in the glossary, with information on how the glossary was utilised.

1. Latin Music (Including Brazilian, Cuban | Afro-Cuban)
2. Rock
3. Funk | R&B
4. Odd-meter
5. Ethnic influences
6. Free improvised music
7. European influenced jazz
8. Blues
9. Conceptual composition and performance methodologies
The procedures that became evident for more in-depth research and analysis would
additionally form a substantial part of the methodology as well as the structure and
framework of the research. Additional relationships, for example, the jazz education system
of the period, would also need to be determined. Consequently, how many relationships
would be directly relevant to the scope of this exegesis, because the focus is the performance
outcome. To adequately exemplify the selected works for performances, each would need to
have the parts and composition and relevance analysed as a competent representation. I
envisaged this to include numerous musical devices where it represented advancement and
creative exploration occurring on the electric bass and also in the jazz compositions.
Any additional demands resulting from chosen performance material would become
more evident after extensive appraisal. After this step, the framework moved into the
evaluation requirement phase.

1.2.3 Exploration and discovery
To ensure the investigation’s evaluation beyond Pat Metheny’s earlier comment,15 I
considered it was essential to define the resulting questions:

15

‘…. jazz has been expanding and growing and broadening, stylistically and in terms of the materials it draws from as
its sources, since its inception.’ Lloyd Petersen, Music and the Creative Spirit : Innovators in jazz, improvisation, and
the avant garde (Lanham, Maryland, Toronto: The Scarecrow Press Inc. 2006), 319.
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1. Are there any ways in which the isolated techniques or devices from this period have
been advanced, or can be further developed?
2. Can these musical devices be used as a framework for personal exploration?
3. Is it possible to adequately represent this period in summary, in approximately three
hours of performances?
The ‘exploration’ phase aimed to expand upon the musical devices, using the
significantly augmented understanding gained through the previous steps, as a basis for
personal development.
I consciously avoided obscuring my focus with technicalities. The analysis of the
exploration effects would become more valuable after the performances because it was
anticipated to provide a satisfactory summation of the performances in the conclusion. The
sorting of data into a streamlined method for accurate cross-referencing was critical. The
order that each section would be researched and/or documented was dependent on the focus,
which is the performances and the CD. The order was simplified as follows:
1. Audio appraisal
2. The framework
3. The methodology
4. Selections for the CD and the performances
5. Match literature pre-gathered afterwards as the performances are the focus
6. Conclusion.

1.2.4 Desired outcomes on performances
As each musical relationship was discovered, it was documented and investigated
further. This also became a crucial part of the method. I needed to ensure that my
performances translated into an academic document in a manner where the creative intent
was not lost in this research, or in the presentation of the exegesis as I implemented my
framework into a methodology.16 The envisaged outcome required electric bass performance
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Jeri Kroll clearly indicates in her exegesis structure that ‘The exegesis can demonstrate extensive reading; it might
investigate how the creative work has been affected by and measures up to past and contemporary theory and practice.
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abilities that included and were not limited to, showing clear signs of being evolved or more
developed.
The investigated techniques, devices and advancements as criteria were:
1. syncopation and poly-rhythmic skills
2. counterpoint
3. phrasing
4. improvisation
5. technical requirements
6. interpretation skills
7. harmonic skills
8. melodic doubling or primary melodic instrumentation
9. interactive skills and requirements for extreme interpretation
10. adaptation to changed or changing time-signatures.
This base framework of required performance skills became a guide for determining
the suitability of each work. It became integral to the differentiation methodology, correlating
the advancement of the compositions and selections ahead. The subsequent mapping of ideas
became quintessential in both the literature research and methodology. This allowed the
forming of an arrangement of ideas and ensured that I became familiar with the fundamental
concepts of what I was researching. Thus, it provided a method of description, but not
necessarily the utilisation. The applying of the discoveries were remedied by classification
and placed into categories for myself.17

The success of the creative product will show its understanding in action’. Kroll, The Exegesis and the Gentle
Reader/Writer, 2.

17

I referred to Chris Hart’s comprehensive guide where he states that ‘By mapping you are structuring the knowledge on
a topic and gaining an understanding of how it has been used’. Chris Hart, Doing a Literature Review: Releasing the
Social Science Research Imagination (U.K Sage Publications Ltd. Thousand Oaks, California: Sage Publications Inc,
1996), 145.

9

1.3 Methodology
‘The innovative re-interpretation of established ideas’ (statutes) will be confirmed by the
exegesis, which focuses on how this process has been carried out in a unique literary work that
exists in a particular contemporary context’ – Jeri Kroll 18

A base project plan became evident early in the research process. My first step was a
lengthy process, wherein the audio investigated followed the framework. I estimated that this
process, designed to present a repertoire demonstrating the consistency of the compositional
requirements on electric bassists to be substantial, yet essential. Subsequently, I studied more
than one thousand works for suitability over approximately a three-and-a-half-year period.19
Composing the CD music after this process became the more natural transition, and
was done before any live performances. I had inadvertently absorbed enough sounds and
influence necessary to write a relative narrative that might represent the music from all the
listening I undertook. In the process, I had auditioned so many great composers, bassists and
their compositions and scored miniature transcriptions of sections of their works, while
attempting to remain impartial at a performer and raconteur level. 20 I found many fascinating
bass-lines, all worthy of inclusion with an equal number of excellent bassists and
compositions. I knew that every valid composition that I might wish to demonstrate would
regrettably, need to be culled to approximately one-quarter of the size.21

18

Kroll, 7.

19 Any academic work of this nature, even what may be considered a personal journal or diary of performances
(exegesis), is anticipated to have repetitive similarities in process even if the information differs. As such, one might
assume that listening to so many works might become tedious after a continuous period of time. I have been a
performing musician and tutor for over forty years and I have listened to lot of music in that time. Listening and
absorption became second-nature and an intrinsic part of teaching others to hear and learn music. I was nothing but
enthusiastic with the prospect of revisiting all the music that made up part of my history, subsequently a part of what
makes me the musician I am today.
20

'…the narrative mode of thinking, on the other hand, typically considered less important than the paradigmatic in the
academy, uses stories to understand the meaning of human actions and experiences, the changes and challenges of life
events, and the differences and complexity of people's actions. It strives to put events into the stories of experience in
order to locate the experience in time and place. It incorporates the feelings, goals, perceptions, and values of the people
whom we want to understand'. Jeong-Hee Kim, Understanding Narrative Inquiry - The Crafting and Analysis of Stories
as Research (Los Angeles, California: SAGE Publishing, 2006), 31.
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The second phase was a choice to either re-record many of the prominent works of
this period or to compose and arrange compositions of my making. I decided that the third
performance would mainly concentrate on demonstrating the recordings, where feasible, in a
live performance context.
In my appraisal of the music in order to demonstrate the role of the bassist in
compositions, three vital areas needed to be established:
1. A strong representation of the bassists from that period;
2. Varied compositions, each one representing a stylistic change or
representations of the electric jazz period developing;
3. The role of the bassist changing, or emerging complexity, or evolving, or a
form of virtuosity, equivocally if relevant in composition, in the performances.
My CD and performance creation methodology, preparation and process emerged. It
required a comprehensive breakdown that can be found in Appendix 2. I found an aspect of
this emergence, being the CD in its pressed form, could also be assumed to be a conclusion of
that creation process. Therefore, the CD gave the impression, at this early stage, that it served
multiple functions.
Immediately, the core question becomes prominent again, ‘What combinations and
devices did the composers and electric bassists employ in their learning and development that
aided in defining this electric jazz period in performance?’ To further the quality of research,
a practical approach became essential, with the performances and the CD always remaining
the primary focus. This was consciously generated by the theoretical framework, the
indispensable set of pre-methodology questions.
I approached the first of three previously raised questions ‘Are there any ways in
which the isolated devices or devices can be further developed?’. Spontaneously, my
assumption that it is the twenty-first century and with abundant technology, the Internet and
21

The consistently prominent electric bassists studied who performed or recorded with most of the well-known artists
from this period that were represented in performances include: Anthony Jackson, Richard Bona, Jeff Andrews, Lincoln
Goines, Jaco Pastorius, Victor Bailey, Marcus Miller, John Patitucci, Jonas Hellborg, Stanley Clarke, Charnett Moffett,
Brian Bromberg, Matt Garrison, Miroslav Vitous, Michael Manring, Lynley Marthe, Abraham Laboriel, Alphonso
Johnson, Mark Petersen, James Blood Ulmer, Steve Swallow, Dave Holland, Eberhardt Weber, Victor Wooten, Pino
Palladino, Will Lee, Tony Levin, Gary Willis, Jeff Berlin, Meshell Ndegeocello, Percy Jones, Christian McBride and
John Lee.
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jazz education online, as well as formal institutions becoming commonplace, this seemed
feasible.22 An audio investigation of all-electric and connected jazz artists and works became
a necessary criterion. Similarities and differences in not only bass techniques, but also, many
devices would need to be isolated and referenced in the glossary. This would be substantial
over several years. The final selections can be found at the rear of this document in the
discography. It was critical to remove anything outside the scope of the performances and
research that was either too complex to rehearse for a one-hour performance, or perhaps too
lengthy.
My next supportive assumption would be the CD creation process and completion. I
subsequently approached the question of whether these devices could be used as a framework
for personal exploration. Superficially, this might appear valid, because of the focus of the
CD, including my own understanding of what had historically occurred up to this point of
intersection in electric jazz. The procedure I decided on to ascertain this, would be to take all
information gathered and explore creatively by creating original compositions, allowing for
interaction and virtuosic performances. This process would involve extensive transcriptions
and the requirement to physically test (practice) the technical demands of the works
investigated with their accompanying electric bass requirements. The last step would be to
compose varied musical works to establish this and to also study the musical and
technological possibilities with the goal of fulfilling ‘discovery through exploration’.
The third question almost commands an answer, ‘Is it possible to adequately represent
an overview of this period in approximately three hours of performances?’ If the
performances demonstrating the period with all that could be analysed and then selected were
not attempted, then the object of this exegesis would remain unanswered. The accurate result
would not be fully realised until the entire processes were completed, and the project reached
its conclusion. I decided that this was a realistic analogy. With the performances as the main
focus, the prior three questions lead back again to the primary question and an overall
assumption, that the stylistic and musical combinations and devices aided in defining this
electric jazz period in performance.

22

Subsidiary secondary or tertiary areas that are related and not vital to the performances and this exegesis, including
jazz education, manufacturing and institutions, are discussed in overviews in Appendix 3.
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This exegesis had entered three distinct phases: Past, present and future, where the
future is the conclusion and only determined by the culminating completion of all three
performances and the CD. Until most relevant variables were accounted for, the three
approaches to my questions, while showing the structure and shape for analysis, could not
commence. The variables in any performance are not limited only to style, practice routines,
rehearsals, difficulty in the composition, or any other intrinsic expectations. Therefore, only
the variables and conditions directly about the performances, CD and this exegesis were included.
Literature that followed the goals and questions of this research was vital to this review and to
reiterate, with accompanying secondary research material outlined in Appendix 3.23

1.3.1 Data collection and analysis procedures: Parameters
'It is a highly disciplined piece of writing, its melody comprising a two-bar falling, and then
rising, germ; it can withstand the most rigorous structural analysis. It exemplifies a
fundamental lifelong characteristic: the application of logic to a creative musical process.
That approach was the backbone of the form and content of Evans's art.'
– Peter Pettinger on Bill Evans 24

In the period commencing approximately December 2014, I commenced making
‘sketchpad’ lists of every known jazz artist I had been exposed to. I then delved into
historical jazz literature to gain a more comprehensive list that ensured significant historical
figures in jazz from 1970-2000 were included. This process facilitated the visualisation of a
forthcoming decisive structure. The comprehensive research of related audio was broken

23

In Appendix 3 are the following overviews:
1.
The advent of jazz schools towards the end of the 20th Century
2.
Experience as a guide in framework
3.
An overview of bass Manufacture and some inventive technology.
4.
A brief overview on deeper manufacturing research
5.
Frequency Response based on playing position
6.
Glossary extension: Electric bass techniques transitioning into the twenty-first century
7.
The Synclavier, Roland GR-300/G-303 and Fairlight CMI overview
8.
Brief summary of analogue and digital effects
9.
Brief summary of electric basses and amplification
10. Studio advancements into the ‘DAW’
24

13

Peter Pettinger, Bill Evans: How my heart sings (New Haven, Long Island : Yale University Press, 1998), 7.

down into various tempos and styles, also into composition and improvisation techniques, as
well as different musical devices and durations.
The explanations I present here are to provide others with a facility to replicate my
methodology, even though I anticipate the results to be slightly different. In Appendix 4, I
detail the breakdown in smaller steps, where I utilised particular parameters to ensure some
relative objectivity when interpreting my findings, through utilising defined categories and
specifications.25
My chosen structure started with the artists that released an LP or CD, rather than define
by compositions that would be more numerous. The bassists were noted in albums that were
not released by themselves. Many electric bassists had solo releases, so cross-referencing
where they appeared on other artist’s music was implemented. Earlier in the methodology, I
listed the notable bassists that became the final selection because they were the bassists that
regularly surfaced as personnel throughout these audio examinations. The next stage of data
collection was to attempt separating the works into stylistic identifiers.
I chose thirteen benchmarks for selection or removal. For each track, if the bass-lines and the
required roles for the bass did not align to at least one benchmark listed, then the piece of
music being considered was discarded. For example:
1.
2.
3.
4.
5.
6.

The material shows marked differences in jazz from previous decades.
The bass syncopates differently to prior decades.
The bass plays melodies with other instruments.
The bass performs in counterpoint melodically.
The bass performs in an uncharacteristic melodic and/or rhythmic harmony role.
The bass performs in more than one multiple role and/or functions.
Another method of disposal as a necessary choice, was if it was too similar to other

works selected. However, if the newly auditioned piece demonstrated a better example than

25

Considering the devices that I itemised became a part of the glossary, this was not the only way. However, this method
I believe worked well in selecting analysis criteria and the resulting demonstrations. The categorisation concept could
hypothetically transfer to a different instrument and perhaps a different topic. Within one month of commencement, it
became evident that there may be other possibilities but I settled on this methodology in order to proceed. Attempting to
isolate worthy performance tunes from so many required a myriad of potential definitions that were complicated. I
decided that they needed to be drastically simplified from the initial conception of determinants. These parameters
gradually evolved into a more straightforward structure.
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another piece already chosen, it replaced that chosen work. This was shown to be the most
productive method over approximately thirty-six months.26
I moved to the next stage after a suitable listening period, after more than enough
works had been chosen. Once I had completed the analytical listening, similar periods were
removed and further pared down, as can be seen in the sample of only one composer of many
in Figure 1. The final selection phase was prearranged to the six months before the
performances. This required every LP or CD preselected to be relocated into another
directory to avoid confusion.
I decided to isolate notable points of difference in musical approach. During analysis,
a further difficulty presented itself in the form of similar or contrasting tempos by different
composers, varying key signatures, time signatures and rhythmic structures. The composers
appeared to place no limitations upon themselves in choice of a variety of musical devices
and techniques. In many tunes, the composers initially appeared to follow no standard set of
guidelines in selecting how the bassist would be expected to perform. The choice of
instrumentation also varied with new technologies creating a broader soundscape of
opportunity.27

26

At this interval it is important to note that I was also doing electric bass practice and composing in this period, to
channel my energies. Additionally, to take breaks from the relentless audio examination process. As a journal diary
entry, I find it humorous now, reflecting on when I was asked what I had been doing for three years: ‘Listening to music,
writing and practicing’. The process as demonstrated, is not a simple one sentence definition.
27
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See Technological advancements in the late twentieth-century, contained within Appendix 3 for an overview.

Figure 1- Sample hierarchical sorting

The selected musical works were now satisfactorily isolated and allocated into more
straightforward categories that were no longer by the artist alone. These categories were
labelled as follows:
1.
2.
3.
4.
5.
6.
7.
8.
9.
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Slow | Medium-slow
Medium | Medium-up
Fast | Very fast
High dexterity
Odd tempos | Complex multi-tempo
Melodic doubling
High counterpoint
Unique harmonic structures
Style variety linking to 1,2 and 3.

I decided that simplicity was the key to arranging the music into cohesive categories.
Initially, I had included other descriptors that were logical options but made any decisionrendering process far too complicated to navigate.28

I believe that my final choices were suitable ones. For example, in one discarded label
choice, ‘Time signatures’, I would need a large sub-directory for each separate time
signature. The other label of ‘Odd tempos | Complex multi-tempo’, placed any tune with a
non-standard tempo or rhythmic structure into one folder, removing the necessity for a
lengthy set of divisions. It also further limited the number of times the same piece might
appear in too many categories.

1.3.2 Selection Criteria
One of my more critical considerations in the selection process of the music for live
performances was the amount of rehearsing that would be required to execute any chosen
piece of music satisfactorily. Aside from choosing pieces that were a strong representation of
the electric bass development through composition, it was not feasible to have up to twenty
musicians on call at any time to match the instrumentation perfectly. Therefore, music
rearrangements became necessary. The selections were weighed against the availability of
any musician to rehearse more than three times for a single one-hour performance.
Additionally, I had to allow for their respective availability to practice the written parts
satisfactorily before rehearsals. A significant part of the selective removal process also
included discarding works where similar techniques and examples were represented
elsewhere, or lengthy works that nearly filled an entire CD by themselves.29

28 Some examples of discarded categories include: Ethnic influence, time signatures, shifting keys, multiple interludes
and non–standard structures.

29

Rather than discard what I considered a pivotal work combining ethnic, jazz and rock influences just because of its
length, I decided to compose a period piece in tribute of this for the third performance. This work was named ‘He that
shall remain silent’ and was co-written with Frank Gibson Jnr., who also performed on it. Some complicated, anthemic
works of well over fifteen minutes were dismissed due to time constraints. Of the pieces discarded, ’One Word ‘, by The
Mahavishnu Orchestra, was the most difficult to abandon. Walter Kolosky from “All About Jazz”, states that: ‘ONE
WORD’ is THE

17

There were several pivotal composers from whom to select without including the
electric bassists. Accordingly, the process was as I anticipated, quite involved with its own
unique set of complexities. I was not daunted by the volume of music as this had been sorted
out earlier when I designed the framework. I isolated that performing only snippets of every
bassist regarded as influential cut down into one-minute segments would not only be
insufficient, it was almost defeating my purpose.
One obstacle was the sheer volume of musical techniques and devices becoming
potential categories. I avoided this problem by creating and then referencing the glossary,
which is at the end of this document, as I stated earlier. This is reiterated because it not only
enables the reader to see the depth of musical research and musical categorisation undertaken,
it subsequently provided me with a workable reference system for recall and isolating
similarities versus differences.
The final selection of electric bass-lines in compositions that were representative of
this period became the common establishing factor. I settled on works from Chick Corea,
Bob Berg, Don Grolnick and Steps Ahead, Mike Mainieri, The Brecker Brothers, Pat
Metheny, Eddie Harris, Michel Camilo, Miles Davis/Marcus Miller, Joe Zawinul, and a
European electric jazz interpretation of ‘Naima’, by John Coltrane. When selecting from a
substantial amount of music from this period, this material for three hours of performance, I
believed provided a suitable representation. I realised the depth of the CD Discography as I
advanced to this decision point and just how difficult this selection had been as I progressed
towards the performances. I then broke down the performances into three distinctive
structures to demonstrate a set of significant examples from 1970-2000.
Each structure contained ‘electric bass in jazz’ examples, showing a moderately high
degree of performance and compositional difficulty from 1970-2000. The fundamental
overview of my live performance methodology was as follows:
1.

The bass also as a solo and harmony instrument on piccolo bass, with at least one
additional bassist playing the double bass. This was to demonstrate an intuitive semiacoustic approach from within this period with interaction, spontaneity, and a slice of
free jazz. I targeted demonstrating how the musicians were dependent on each other

WORD. On no other tune ever recorded by the Mahavishnu Orchestra does each member contribute so much.’ Walter
Kolosky, ‘Mahavishnu Orchestra: Birds of Fire’, All About Jazz, November 16, 2002, accessed February 15, 2016,
https://www.allaboutjazz.com/birds-of-fire-mahavishnu-orchestra-columbia-records-review-by-walter-kolosky.php/.
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2.

in communication as the core requirement in improvisation, impromptu composition
via creativity and dynamics. Finally, I intended to imply the influence of ethnic
instruments and approaches not entirely associated with jazz, with the electric bass
(piccolo) and the ensemble adapting accordingly.
The electric bassist will take the role typically associated with the double bass.
Additionally, the bassist will take at least one role as a soloist where no low
frequencies were in support. This performance was also to reflect the CD presented,
to demonstrate the viability of live performances of primarily challenging original
works with differing concepts from this period. The requirement for the electric bass
was to improvise and to respond to assorted jazz principles in non-traditional
instrumentation.

1.3.3 Research Goal
“A goal is a dream with a finish line.” - Duke Ellington 30

The expansion and broadening of jazz and the understanding of the devices involved
were taking shape and began pointing towards the conclusion, a demonstration. I questioned
if this was a process of gradual, or unconscious assimilation of ideas due to years of
exposure? I did this to remain objective, but simultaneously maintain concentration on the
nucleus of this project with a minimum of deviation.
It appeared at this point that my analysis procedures were suiting my research goals
well. My study of audio, techniques, devices and multiple interviews with respected jazz
musicians presented an emerging yet cohesive structure. This provided me with the
confidence that I could build a strong foundation, from which to build a good performance
demonstration.

30

Eric Meyer, Matthew Mullenweg and Tantek Celic, “Great Quotes”, World Jazz Scene, 12 April, 2014, accessed
February 18, 2017, http://worldjazzscene.com/wordpress/great-quotes/.
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As I advanced towards realising the direction of my research goals, I also isolated
where each process fell in different and uncomplicated spectrums.31
I required confirmation that the performances as the main focus and desired result
were academically valid as a topic and therefore, in line with my goals. I located some
validating evidence that performance as a research outcome is valid. In her exegesis, ‘Cello
for Africa’, Heleen DuPlessis indicates this as a similar core result, though her topic is very
different and unrelated to mine, as is her approach.32 This validation was beneficial and
reassuring to me in relevance. I had forty years of experience in music, and this easily meets
her mentioned figures of ‘20,000 to 50,000 hours of listening’ as qualifying. Fortuitously, on
the same page, I sighted a second confirmation that my procedures, analysis and the goals of
my work were academically contributing to knowledge.33
I felt that I could now identify how my analysis would answer my research
questions. I could relate my methodology back to my original research questions, and offer
suggested results based on my analysis. Specifically, what my discoveries revealed about my
research questions were solid, but also raised other questions that may require further
investigation. The process of three performances, demonstrating the broadening of jazz
composition and the electric bassist in the late twentieth century, could hypothetically
generate a convoluted hierarchical timeline. This would comprise of too many historical
questions for a single exegesis that would require every possible facet involved with not only
jazz, but also of every possible technique in jazz. I decisively broke it down to the constructs
of what this exegesis now is. The glossary is indicative of the depth of detail that I
investigated, with Appendix 3 demonstrating other focal areas, and why they were not

31

These included and were not limited to: Audio listening , audio transcription, techniques and devices and interviews.

32
‘To support the notion that the performance itself is the outcome of a research process, Schippers (2007: 36) compares
the steps taken in the progression towards a musical performance to the processes traditional scientific researchers follow
in defining research questions, undertaking a literature review and adopting a methodology. These steps include defining
the idea, choosing repertoire, researching books, scores, reviews, biographies, historical sources, stories and myths about
music, conducting interviews, studying recordings, and finally interpreting music. Other sources include consulted and
remembered recordings and performances that ‘would typically consist of 20,000 to 50,000 hours of listening, learning
and playing’. (Schippers 2007: 73).’ Huib Schippers, “The Marriage of Art and Academia - Challenges and opportunities
for music research in practice-based environments,” Dutch journal for music theory, 12, no. 1 (2007):34-40, quoted in
Heleen DuPlessis, “Cello for Africa” (DMA Exegesis, University of Otago, 2015), 9, http://hdl.handle.net/10523/6001.

33
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For further discussion on this topic, see Heleen DuPlessis, ‘Cello for Africa’, 9-10.

included, though certainly investigated. I allude to some advancements and further research
in my conclusion.
‘Portrait of New York’ (Chapter 2 and Appendix 2), aims to demonstrate many
exploratory jazz musical environments. It was designed to show the interaction and
exploration allowed for each musician within each work. I also made allowances for
individual identity within the constraints of the music. This attitude raises a natural question
for me, being ‘Isn’t this the core of what Miles Davis started with ‘Bitches Brew?’34 In line
with this outlook, Miles Davis reaffirmed my decision in his autobiography and spoke of his
desire to continually explore new areas and to expand.35
If I was to over-generalise my entire concepts on the importance of the bass to jazz
evolution and exploration as a whole (involving composition and improvisation), I could
argue that Miles Davis might also agree, based on his pre-fusion explorations onwards.36
Therefore, by structuring and connecting the framework, methodology and adding to
the glossary as I investigated each related step, it assisted in substantiating the most relevant
literature to link with these, thereby supporting my core idea, my questions, and my goals of
exploration.

34

Paul Tingen, ‘Miles Davis and the Making of Bitches Brew’, JazzTimes, accessed July 13, 2016,
https://jazztimes.com/features/profiles/miles-davis-and-the-making-of-bitches-brew-sorcerers-brew/.
35

‘I’m trying to keep my artistic juices flowing. I would like to write a play someday, maybe a musical. I have even been
experimenting with some rap songs, because I think there are some heavy rhythms up in that music. I heard that Max
Roach said that he thought the next Charlie Parker might come from out of rap melodies and rhythms.’ Quincy Troupe
and Miles Davis, Miles the Autobiography (2nd. Edited by London MacMillan. New York, New York: Simon and
Schuster, 1989), 390.
36

‘I wanted to hear the bass line a little stronger. If you can hear a bass line, then any note in a sound you play can be
heard. So we changed the bass line on the tunes we played; we varied them. If I wrote a bass line, we could vary it so
that it would have a sound a little bit larger than a five-piece group. By using an electric piano and having Herbie
(Hancock) play the bass line and the chords with what the guitar plays, and with Ron (Carter) playing with him too, in
the same register, I felt the music would have a fresh and good sound. And it did. When I did these recordings with these
kinds of voicing, I was moving towards what the critics later would call ‘fusion’. I was just about trying a new, fresh
approach.’ Troupe and Davis, Miles the Autobiography, 279.
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1.4 Literature Review
‘The literature review has no single purpose. Its purpose will be largely dependent upon the
type of research that you intend to do’. – Chris Hart 37

The focus of this literature research is grounded in the period of electric jazz and the
electric bassist, but it covers several subdivisions. The following allocations are smaller
pieces of a grander puzzle. They contain applicable information that might be included as a
contributor or a catalyst to corroborate my questions and answers.38 The core of this review
has its foundation in performance with the notion that ‘…. jazz has been expanding and
growing and broadening, stylistically and in terms of the materials that it draws from as its
sources, since its inception’.39
This review is structured as a performance-based exegesis with an extensive, but
discerning variety of literature and publications considered in relation to my research project.
The review research also includes instructional and method books, referenced works, various
Masters research projects, journal publications, PhD dissertations, DMA projects, academic
articles, internet articles, audio and videos, blogs, and other periodicals. I reconstructed the

37

Chis Hart, Doing a Literature Review: Releasing the Social Science Research Imagination (Thousand Oaks,
California: Sage Publications Inc, 1998), 173.

38 I decided upon a research method that provided a path of better discovery in relationships. I adopted four simple steps
that expanded:

1.
The period of jazz-rock and jazz-fusion and what it entailed and whether it is relevant to delve deeply, or only
briefly as a foundation. I chose the latter.
2.
The base techniques in musical works, forms and approaches in this period – that is, the musical techniques,
musical devices and contributions where relevant to the performances where they matched and/or differed with the views
of the various authors.
3.
The bassists of this period- selections and demonstration of the prominent bassists from the electric jazz period of
1970-2000, and the comparisons of authors regarding their contributions.
4.
Gathering interviews and the opinions from the musicians of that time, who lived, worked and performed in this
genre in the 1970-2000 period. – The opinions from interviews of the innovators from the past and those still alive and in
the present, with similar questions from more than one interviewer and author being compared.
These categories are intended for inter-relation. Each was structured to qualify not only the answering of my primary and
secondary questions, and my ideology, but also to meet my research goal and confirm my findings. I anticipated it would
satisfactorily cross-reference my framework, methodology and glossary with this review.

39

Pat Metheny in Lloyd Petersen, Music and the Creative Spirit : Innovators in jazz, improvisation, and the avant-garde
(Lanham, Maryland, Toronto: The Scarecrow Press Inc, 2006), 319.
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review into the various analytical structures, which I used in my investigations to provide a
final broad synopsis. These utilised:
1.
2.
3.
4.
5.
6.
7.
8.

A structural influence overview
Instructional and/or method literature
Composition, harmony, theoretical and arranging analysis
Rhythmical aspects
Jazz-rock and jazz-fusion historical and/or pedagogical sources
The electric bass and prominent bassists
Documented interviews
Additionally, the free-jazz connectivity and anything that indicates a clear
desire or intent to explore and break boundaries within this period (also
potentially contained within all of these literature research areas).

The structural formulating of the research was aided by performance-based theses and
dissertations, such as Thomas Fiorini’s ‘The Life of a Bass Player in Motion’ (2005), Peter
Harold John Knights’ ‘The Intersection of Improvisation and Composition’ (2011), Quentin
Angus’ ‘Phrasing and Polyrhythm in Contemporary Jazz Guitar’ (2014), Teresa Hron’s
‘Composing idiomatically for specific performers: Collaboration in the creation of
electroacoustic music’ (2015), Mark Curtis Beverley’s ‘The bass as a melodic voice in jazz’
(2012) and Heleen DuPlessis ‘Cello for Africa’ (2015).40 While these assisted in layout and
design concepts, the central literature consulted involved documented discussions with the
musicians of the period, and the associated musical developments and playing. Studies of
particular relevance to this research project have been examined below, and a list of relevant
literature is included in the bibliography/reference list. In Appendix 5, Additional literary
investigations, I have placed research that was related but detracting from the purpose of this
review and manuscript.41

40

Thomas Fiorini, “Crossing Over: The Life of a Bass Player in Motion” (PhD dissertation, LUCA School of Arts,
2017); Peter Harold John Knight, “The Intersection of Improvisation and Composition: A Music Practice in Flux” (PhD
Dissertation, Griffith University, 2011); Quentin Angus, “Phrasing and Polyrhythm in Contemporary Jazz Guitar: A
Portfolio of Recorded Performances and Exegesis Volume One” (PhD dissertation, Elder Conservatorium of Music,
Faculty of Humanities and Social Sciences, The University of Adelaide, 2014); Teresa Hron, “Composing idiomatically
for specific performers: Collaboration in the creation of electroacoustic music” (Montreal: PhD Dissertation, Université
de Montréal, 2015); Mark Curtis Beverley, "The bass as a melodic voice in jazz: extended program notes for thesis
recital" (Florida International University, MA Thesis: FIU Electronic Theses and Dissertations, 2010),
http://digitalcommons.fiu.edu/etd/1631, DOI: 10.25148/etd.FI14051135; Heleen DuPlessis, “Cello for Africa” (DMA
Exegesis, University of Otago, 2015), http://hdl.handle.net/10523/6001.
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In particular, this manuscript brings together and encapsulates, where related, the
connections between primary and secondary research, analysis and choice, improvisation in
composition and innovators’ opinions. Maintaining the connection of ‘musician-toperformance’, I also believe to be important. Prominently, the connections characterise the
substance of my performance-based research and recordings, both at a personal and
disciplinary level. These investigations indicated a prototype for further development, with
particular reference to the musical devices, combining of styles, and the ever-changing face
of jazz concerning the electric bassist.
While many instructional books cover modern electric bass technique and harmony
approaches after 1970 including Sigi Busch’s ‘Jazz Bass Compendium’ (1984), Jon
Liebman’s ‘Bass Aerobics’ (2011), Anthony Vitti’s ‘The Finger Funk Workbook’ (1997),
John Goldsby’s ‘The Jazz Bass Book’ (2002) and Joe Di Bartolo’s ‘Serious Electric Bass’
(1997), how the bass as a performing virtuoso instrument can be used to create complete
compositions is a subject seldom discussed within jazz literature.42 In depth, this area is
outside the scope of this work, but the method books were critical to practice and analytical
aspects of the bass for my performances.43 See the glossary and Appendix 3 for an overview
of bass terms, techniques and methods.
Initially, I chose a comprehensive view of the electric bass and all connected to it in
the jazz-fusion period. This choice provided a vehicle to ascertain what might be too
exhaustive for the scope of this review. For composition and arranging dissection, works such
as Ron Miller’s ‘Modal Jazz Composition and Harmony’ Volumes 1 and 2, 44 Andy Jaffe’s

41

The final decision involved a logical linking to the compositions, performances, tune forms and comparisons,
techniques and opinions of well-known jazz exponents. The background history of jazz-fusion and jazz-rock is
convoluted and varied. It is only referenced from a background standpoint, with an overview in Appendix 5.
42

Sigi Busch, Jazz Bass Compendium. (Mainz: Advance Music, 1984); Jon Liebman, Bass Aerobics (Milwaukee,
Wisconsin: Hal Leonard Corporation, 2011); Anthony Vitti, The Finger Funk Workbook (Haverhill, Ma: DaaDoo
Music, 1997); John Goldsby, The Jazz Bass Book: Technique and Tradition (San Francisco, CA: Backbeat Books,
2013); Joel DiBartolo, Serious Electric Bass (Miami, FL: Warner Brothers, 1997).

43

Initially in the early stages of this exegesis, I noticed how the lines between improvisation and composition were
becoming blurred. There were occasional indicators that composers were using the evolving electric bass as a new
device for composition with each new advancement. There was an indicator that many new compositions also evolved
from the composers and subsequently had the reverse effect of influencing the bassist. The amount of information and
research to link the two together, and additionally show the blurring lines between composition and improvisation as a
direct result, I estimated would extend past the boundaries of this exegesis.
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‘Something Borrowed Something Blue: Principles of Jazz Composition’ (2011), Ted Pease’s
‘Jazz Composition: Theory and Practice’ (2003) aided the extensive formation of the data
collection, analysis and categorisation of the research.45 Several thorough clarifications of
technique, analysis and musical devices I located in works such Mark Levine’s ‘The Jazz
Theory Book’ (1995), Mike Rossi’s ‘Contrast and Continuity in Jazz Improvisation’ (2005),
Andy Jaffe’s ‘Jazz Harmony’ (1996) and Barry Kernfield’s ‘What to Listen for in Jazz’
(2011).46 These assisted in dissecting the performance aspects of the bassists and musicians
on each piece of music analysed as well as the harmonic aspects.47 Fundamentally, from a
global-music and theoretical standpoint, I referred to Beth Denisch’s ‘Contemporary
Counterpoint: Theory and Application’ (2017), John Collins’ ‘Counterpoint and how to use it
in your Music’ (2012), Bill Dobbins’ ‘Jazz Arranging and Composing: Linear approach’
(1986), and R.J. Miller’s ‘Contemporary Orchestration: A Practical Guide to Instruments,
Ensembles and Musicians (2015), to further define each audio performance as required, as
well as the musical devices utilised in each composition.48 During personal practice for New

44

Ron Miller, Modal Jazz Composition and Harmony Volume 1 (Edited by Lizette Reys Cain, vol. 1, 2 vols, Rottenburg
North: Advance Music, 1996); Ron Miller, Modal Jazz Composition and Harmony Volume 2. (Edited by Hans-Jorg
Rudiger. vol. 2, 2 vols, Rottenburg North: Advance Music, 1997).
45

Andy Jaffe, Something Borrowed Something Blue: Principles of Jazz composition (Essen, Ruhr: Advance Music,
2011); Ted Pease, Jazz Composition : Theory and Practice (Boston, Massachusetts: Berklee Press and Hal Leonard,
2003).
46

Mark Levine, The Jazz Theory Book (Petaluma, CA: Sher Music, 1995); Mike Rossi, Contrast and Continuity in Jazz
Improvisation: A diatonic and multi-colored approach (Essen, Ruhr: Advance Music, 2005); Andy Jaffe, Jazz Harmony
(Mainz: Advance Music, 1996); Barry Dean Kernfeld, What to Listen for in Jazz (Urbana: University of Illinois Pr.,
2011).
47

‘Performing a harmonic analysis of the selected work should always be the first step in creating an orchestration. Quite
simply, one cannot create a well-balanced, well-executed orchestration without intimate knowledge of the harmonic
content of the selection. Virtually every problem-solving decision an orchestrator must make is dependent upon the
harmonic content. A harmonic analysis provides the element necessary for competent decision-making. Failure to
perform a harmonic analysis will inevitably doom one’s orchestration to the realm of mediocrity (or worse)’. R. Miller,
Modal Jazz Composition and Harmony Volume 1, 439.

48 Beth Denisch, Contemporary Counterpoint: Theory and application (Boston, Massachusetts: Berklee Press, 2017);
John Collins, Counterpoint and how to use it in your music. (New York City, NY: Echo Pier Publishing, 2012); Bill
Dobbins,

Jazz Arranging and Composing: A linear approach. Edited by Hans Gruber. NY: Advance Music, 1986); R.J Miller,
Contemporary Orchestration: A Practical Guide to Instruments, Ensembles and Musicians (New York, NY: Routledge,
Taylor and Francis Group, 2015).
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York and the recitals, there were many scale and workout books for dexterity and technique
that were not necessarily bass-centric, but very useful and too numerous to list.49
Considering harmonic counterpoint only, I found it too restrictive. I deemed the
rhythmical aspects to be of equal importance. For complex rhythmic and additional harmonic
rhythm investigation, I utilised literature such as Jerry Bergonzi’s ‘Melodic Rhythms Vol.4’
(1998), Peter Magadini’s ‘Polyrhythms: The Musician's Guide’ (1993), Victor Lopez’s ‘The
Latin Rhythms: Mystery Unravelled (2005), Adam Rudolph’s ‘Pure Rhythm’ (2005), Ari
Hoenig and Johannes Weidenmuller’s ‘Metric Modulations: Contracting and Expanding
Time within Form (2012)’, and Simha Arom’s ‘African Polyphony and Polyrhythm: Musical
Structure and Methodology (1991)’.50
Initially, I believed it was important to understand the period from where I narrate my
information broadly. I inspected sources analysing related jazz and jazz-fusion through
historical periods of jazz. These included Robert Hodson’s ‘Interaction, Improvisation, and
Interplay in Jazz’ (2007), Kevin Fellezs’ ‘Birds of Fire: Jazz, Rock, Funk and the Creation of
Fusion’ (2011), Mike Baron’s ‘A Brief History of Jazz-Rock’ (2014) and Paul F. Berliner’s
‘Thinking in Jazz: The Infinite Art of Improvisation’ (1994). A formative work by Mervyn
Cooke, ‘Pat Metheny: The ECM Years 1975-1985’ (2017) is an extensive examination of
Metheny’s relationship with the changing face of electric and acoustic jazz and his

49

1.
2.
3.
4.
5.
6.
7.
8.
9.
50

Some examples of practice-based materials that were utilised include:
Pentatonic Scales for Jazz Improvisation (Ricker, 1976)
A Study in Fourths (Bishop Jr., 1976)
The True Cuban Bass (Del Puerto & Vergara, 1994)
J.S Bach for Electric Bass: Three duets and five solo pieces arranged for bass guitar (Gallway, 2002)
George Garzone’s Triadic Chromatic approach: principles and supplements (Garzone, 2000)
Essential Jazz Lines in the style of Bill Evans (Christiansen and Danielsson, 2002)
Chromatic Approach to Jazz Harmony and Melody (D. Liebman, 1991)
Nicolas Slonimsky - Thesaurus of Scales And Melodic Patterns (Slonimsky 1915, 1947 edition)
The Maqamat (Prendergast, 1915)

Jerry Bergonzi, Melodic Rhythms; For All Instruments; Med CD: Inside Improvisation Series; 4 (Advance Music,
1998); Peter Magadini, Polyrhythms: The Musician's Guide (San Francisco, California: Hal Leonard Publishing, 1993);
Victor Lopez, The Latin Rhythms: Mystery Unraveled (Chicago, Illinois: Alfred Publishing, 2005); Adam Rudolph Pure
Rhythm: Rhythm Cycles and Polymetric Patterns for Instrumentalists, Percussionists, Composers and Music Educators
(Rottenburg North: Advance Music, 2005); Ari Hoenig and Johannes Weidenmuller, Metric Modulations: Contracting
and Expanding Time within Form (Fenton, Missouri: MelBay Publications, 2012); Simha Arom, African Polyphony and
Polyrhythm: Musical Structure and Methodology (Paris: Maison des Sciences de l'Homme and Cambridge University
Press, 1991).
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experimentations, which are strongly tied to the forefront of this burgeoning period. 51 At this
juncture, it is critical to make note that due to the volume of data, historical research was
utilised only as a foundation to focus on the contributing people and performances of this
jazz-fusion period. I made a brief historical, literary comparison (Appendix 5) because I
indicated it to be outside of the scope of this work. Due to finding a few located
discrepancies, any extrapolation would have been on a different tangent to this review.
As another foundation, the historical aspects of the electric bass had to be considered,
even as an outline because, technologically, I needed to take into account that manufacturing
and features have developed considerably since 1970. Two example articles that were
investigated were Roger Newell’s ‘The History of the Electric Bass (Parts 1,2,3,4 & 5)’52 and
Jonathan Herrera’s ‘A Brief History of Bass Amplification’.53 Because of the breadth of this
historically-oriented type of investigation, I considered it outside of the scope of this work.
However, I have included short overviews of amplifiers, bass manufacture, effects pedals and
other indirectly related topics in Appendix 3.
The multi-tiered framework and methodology of my audio data assembly, analysis
procedures, an initial investigation into the jazz-fusion background and the bassists
contributing to this genre, required an equivocal multi-tiered research responsibility. Ben
Sidran’s works ‘Talking Jazz – An illustrated oral history’ (1996) in two volumes with a
supporting website, ‘The Talking Jazz Project’, 54 contains interviews from a considerable
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Robert Hodson, Interaction, Improvisation, and Interplay in Jazz (New York, New York: Routledge, Taylor & Francis
Group, 2007); Kevin Fellezs, Birds of Fire: Jazz, Rock, Funk and the Creation of Fusion (Durham and London,
England: Duke University Press, 2011); Mike Baron, A Brief History of Jazz Rock (Monument, Colorado: Kevin J.
Anderson & Rebecca Moesta Publishers, 2014); Paul F. Berliner, Thinking in Jazz: The Infinite Art of Improvisation
(Chicago, Illinois: The University of Chicago, 1994); Mervyn Cooke, Pat Metheny, The ECM Years, 1975-1984 (New
York, NY: Oxford University Press, 2017).
52

Roger Newell, “The History of the Electric Bass Part One: The Early Days”, MusicRadar, February 26, 2014,
accessed March 4, 2019, https://www.musicradar.com/news/bass/the-history-of-the-electric-bass-part-one-the-earlydays-507234/.
53

Jonathan Herrera, “A Brief History of Bass Amplification”, BassPlayer.com, July 9, 2014, accessed March 4, 2019,
https://www.bassplayer.com/gear/a-brief-history-of-bass-amplification.
54

Ben Sidran, “The Talking Jazz Project, Ben Sidran”, accessed March 28, 2018, http://bensidran.com/project/talkingjazz-project/.
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amount of the most well-known jazz musicians in jazz, jazz-fusion and jazz-rock.55 The two
books and website are like a compendium of multiple short stories in written and audio
formats. ‘Music and the Creative Spirit: Innovators in jazz, improvisation, and the AvantGarde’ by Lloyd Peterson (2006) and ‘Jazz-Rock, fusion - The people, the music’ by Julie
Coryell and Laura Friedman (1978), also through interviews, explore other opinion-based
aspects of this period.56
A dissertation containing a deep understanding of the many bassists that contributed
to the electric bass developing in the late twentieth century, ‘The evolving role of the electric
bass in jazz: History and pedagogy’, by Dave Schroeder 57 , is a comprehensive analogy of
most of the prominent bassists of this period. In the same vein, Massimo Cavalli’s ‘Double
Bass and ‘Electric Bass: The Case Study of John Patitucci’58 explores multiple bassists as
well as Patitucci from a perspective of bass technique.
I found, through my methodology of music analysis, that, by categorisation, this
eventually enabled me to determine a basic set of matching literary guidelines. It began with
the root style being jazz that then split into acoustic and electric jazz, and then in electric jazz
followed by what styles were mixed or fused with it.59 Subsequently, it moved into styleoriented sub-categories. Three small examples of several are jazz-rock, Latin-jazz and jazzfunk. These styles also link to the bassists, who were a prominent part of this period. From
these relationships, I found that I could delve deeper into the next tier of categories of
musical devices: syncopation, techniques rhythms, poly-rhythms, and much more. I needed to

55 Ben Sidran, Talking Jazz, Volume 1: An Illustrated Oral History (New York, New York: Pomegranate Artbooks,
1992); Ben Sidran, Talking Jazz, Volume 2: An Illustrated Oral History (NY, Brooklyn: Nardis Books, a division of
Unlimited Media Ltd., Brooklyn, NY, 1992).
56

Lloyd Petersen, Music and the Creative Spirit : Innovators in jazz, improvisation, and the avant garde (Lanham,
Maryland, Toronto: The Scarecrow Press Inc, 2006); Julie Coryell and Laura Friedman, Jazz-rock Fusion: The People,
the Music (New York, NY: Hal Leonard,1978).
57

Dave Schroeder, “The evolving role of the electric bass in jazz: History and pedagogy” (Miami, Florida:, PhD
Dissertation University of Miami, 2011).

58 Massimo Cavalli, “Double Bass and Electric Bass: The Case Study of John Patitucci” (Edited by Prof. Doutor
Eduardo José Tavares Lopes, Évora, Julho: PhD Dissertation, Universidade de Évora, 2016).
59

An intensive examination of the entire electric jazz genre and the historical and comprehensive technical details of all
devices discussed within this study, surpasses the capacity of the research documentation. Moreover, I discovered that
while
I found documentation of a wide variety on the jazz-fusion and jazz-rock era from 1970-2000, that other than some focus
upon individual bassists, that there were an insufficient number of books converging on every bassist from this period.

28

substantiate my core goal that the mechanisms, techniques, music and the electric bassist
evolved in this period.60
One of the essential secondary questions, ‘Are there any ways in which the isolated
techniques or devices from this period can be further developed, or have been developed?’,
required a prior foundation check. By comparing bass playing during the years from 1970 to
2000, an adequate note of changes and how they might be further developed could be
ascertained. The free-jazz period also evolved into usage with electric instrumentation into
the jazz-fusion period and works by Clare O’Neal ‘American Jazz - Ornette Coleman’, 61 and
I also referenced David Glen Such’s work ‘Avant-garde Jazz Musicians: Performing "Out
There"’, 62 for pertinent material.
This review intends to corroborate the performances and questions, to establish that
the similarities in approach for the period of jazz studied were consistent. I spent considerable
time investigating the historical aspects of jazz-fusion and jazz-rock. The sheer volume of
data available and differing opinions made this period of music history too complicated, and
it would have detracted from the purpose of my research.63
During the investigation of jazz-fusion and jazz-rock literary works, I discovered that
there is convincing evidence supporting the notion that a large proportion of jazz musicians
and bassists are also composers. I noticed that form structures in composition, improvisation
and performances varied, whether due to a musical ‘freedom’ allowed, a rearrangement, or
were actually written into the original composition in some works. This is an unresearched
issue and I investigated it briefly. To substantiate this from a comprehensive work on ‘Modal
Jazz Composition and Harmony, Volume 1’ the author, who in his appendix discussing the
tree of influential composers’ states ‘The keyword here is “influential” because most jazz
musicians are composers. Yet, there are composers who, because of the strength of their
60 Furthermore, the composers, musicians and bassists, were exploring new ideas correspondingly. The final step was to
gather as much written and recorded material in interview form from musicians that lived in this period and sort the

information. It necessitated literature resources that mainly focused on this 1970-2000 period.
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Claire O’Neal, American Jazz - Ornette Coleman (Hallandale, Florida: Mitchell Lane Publishers, 2013).

62

David Glen Such, Avant-garde Jazz Musicians: Performing "Out There" (Iowa City, Iowa: University of Iowa Press,
1993).
63

The motive of substantiating the historical roots as a foundation to trace development - I have demonstrated a part of
this side-research in Appendix 5.
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compositional skills, have inspired others to write in a similar style’.64
Dave Liebman in ‘A Chromatic Approach to Melody and Harmony’ approached it from a
different stance where melodic improvisation could generate the harmony, stating that ‘In
jazz improvisation the process works both ways. The harmony player may have to construct
chords from a given motif’.65
I utilised one literary resource of many to corroborate my data collection, analysis and
subsequent performances, Beth Denisch’s ‘Contemporary Counterpoint’66 as one of several
works to aid in the categorisation of the music and the musical devices. I referenced
Denisch’s book for identifying bass in counterpoint in the electric jazz works selected for all
performances. Bassist Miroslav Vitous approaches composition and performance by
indicating that counterpoint is strongly related to form.67 As an example, in the opening of
the first performance, ‘Nite Sprite’ by Chick Corea, I located a rhythmically syncopated
‘Invertible Counterpoint’ [see Glossary].68 A supporting example is below in Figure 2. I
arranged this work and additionally harmonised it in places. While I chose the bass role that I
believed was intended (which was to play a related but created bass-line), through exposure, I
subconsciously played the counterpoint written below at bars 20-21 in a verse in the
performance and on the attached recording.
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R. Miller, Modal Jazz Composition and Harmony Volume 1, 138.

65

Dave Liebman, A Chromatic Approach to Jazz Harmony and Melody (New York, NY: Advance Music, 1991) , 45.

66

Denisch, Contemporary Counterpoint: Theory and Application, 2017.
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‘I learned the harmony and counterpoint elements in Czechoslovakia. I think that all composition basically comes
from counterpoint, from three voices. But, as far as I can tell, my knowledge of composition is a natural thing. All of a
sudden I start hearing music in my head and I just put together the pieces based on my understanding of the form.’
Miroslav Vitous in Coryell and Friedman, Jazz-rock Fusion: The People, the Music, 28.
68
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Denisch, 117.

Figure 2- ‘Nite Sprite’ – Double Counterpoint

Forms in the jazz-fusion period were varied and of importance to the structure of a
work and how the bass approaches the form in groove, rhythm, note choice (if not written)
and the harmonic procedures. The first live performance contained seven diverse jazz-fusion
pieces that are structured to a duration, or ‘form’, some parts that were written and many that
were not. The second performance moved away from that ‘form’. Robert Hodson, in his work
‘Interaction, Improvisation, and Interplay in Jazz’ states:
By knowing and understanding a tune’s form, jazz musicians are able to coordinate
their group improvised performances. Because the form of a tune is what keeps each
musician in the right place at the right time, musicians place a strong emphasis on
“keeping the form,” that is, on making one’s improvisation consistently and
accurately conform to a tune’s harmonic progression and phrase structure.69

Fellez makes note that in jazz-fusion, the form structure was more based on a pulse or
‘groove’, stating that:
In fact, fusion musicians argued for a definition of virtuosity from the bebop standard
held in mainstream jazz. Mike Nock described the specific music aesthetic that the
fusion band the Fourth Way was interested in pursuing at the time: “Our idea was to
play free contemporary jazz over modal rock grooves”. Fourth Way’s ‘protoworld’

69
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Hodson, Interaction, Improvisation, and Interplay in Jazz, 91.

fusion blend of jazz, Asian and African traditions, rock and funk, and acoustic and
electric instrumentation, suggested the far-reaching possibilities of fusion.70

Jaffe in ‘Something Borrowed, Something Blue’, explores form, tonality, harmony, melody
and form extensively. He speaks of more advanced areas de-structuring ‘standardised forms’,
putting it that:
Another important category of composition might be referred to as throughcomposition. In its most widely accepted meaning, the term more or less suggest that
new music appears where formal repetition might be expected, and/or that the piece
does not include literal repetitions of entire sections of its form. In this sense it is the
opposite of strophic 32 bar song forms or other formal scenarios involving literal
recapitulation.71
Mervyn Cooke in his work ‘Pat Metheny: The ECM Years 1975-1984’, when quoting
Metheny, leans form towards a cultural music landscape that wished to defy convention,
stating:
Weather Report's repertoire (for example, the more ethnically coloured
pentatonic synthesizer melody of the title track in Black Market, released in
1978). The bare fifths animated by the ostinato's syncopated rhythms were a
direct reflection of the openness of American landscapes, Metheny further
commenting that the album was a conscious attempt to get away not only from
“the thick, dense sound of so many jazz chords” but also to explore extended
and unconventional forms.72
The exploratory nature in fusion of Fellezs’ statement, as well as Hodson’s
comparative roots regarding form, corroborate the method of choice in music I selected for
both the CD and the live performances. Jaffe’s prognosis mirrors the concept of ‘Africa
Suite’ because many of the sections and interludes are not literal repetitions, containing many
interludes or reharmonised repeats, or changed instrumentation underneath the melodic
structure. Cooke’s ingenuity in observation defines the boundaries as escaping convention,
70

Fellezs, Birds of Fire: Jazz, Rock, Funk and the Creation of Fusion, 83.
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Jaffe, Something Borrowed Something Blue: Principles of Jazz Composition, 212.
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Cooke, Pat Metheny, The ECM Years, 1975-1984, 144.

much like the nucleus principle of this work. Hodson extrapolates further on the diversity and
broadening of jazz, which is coincidently at the roots of my second performance by stating
that:
Another difference between the performances lies in the quality and nature of the
interaction and coordination between players. “Free jazz” places an emphasis on
melodic interaction. The musicians have “melodic conversations”, a kind of
“developing variation” in which the musicians spin out improvised lines based on
motives and phrases used by the other musicians.73

Cooke, however, alludes to the linking between the history of style, the form and the
musical devices. Cooke spent a great deal of time studying and analysing Pat Metheny and
his work from 1975-1984 and related his findings with many of Metheny’s peers in this era.
He establishes this by maintaining:
Another revelatory influence was jazz-rock guitarist Larry Coryell who, like Hall, had
played with Metheny’s soon-to-be mentor, [Gary] Burton. Metheny’s playing
occasionally echoes certain of Coryell’s licks, such as arpeggiated triads cutting
across the metre and the use of dyadic passages by way of climaxing a solo, both of
which devices can be heard in Coryell’s playing in the funky blues-based ‘June the
15, 1967’ on Burton’s album Lofty Fake Anagram (1967). The latter also featured
Steve Swallow on bass….74
Bill Dobbins has a straightforward approach towards balance in music forms that is
logical and easy to understand. He divides his work in each chapter into harmony, writing for
two to five horns and form development, and clearly explains each chapter. He summarises
by concisely pointing out the importance of understanding forms:
The motivic content of the theme, however, should be developed in ways which do
not seem too predictable or redundant. Balance is the most important consideration.
Too much predictability results in boredom, while too much unpredictability results in
chaos.75
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Cooke, 313.
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Dobbins, Jazz Arranging and Composing: A linear approach, 83.

Regarding performance choices, it is significant to note that I chose, wrote and
arranged pieces from the fusion period featuring the electric bass that was consistent with
what is termed as the standard ‘AABA’ form, 76 which Jaffe clearly indicates is part of the
tradition. Jaffe (2011, p.104) states ‘The AABA 32 bar songform is arguably the most
common in American popular music.’ I drew from a range of the techniques as mentioned
earlier with no preference to form given. The form was chosen for the vision and design of
the musical work composed for the electric bass feature.
Rhythm was an essential consideration in all performances. I found at times that
counterpoint in both harmonic and rhythmic aspects were interconnected. The rhythmic and
harmonic freedom associated with free-jazz and the explorations of syncopated bass-lines and
drum polyrhythms were found in a multitude of diverse rhythmic and poly-rhythmic
structures in my audio investigations. The polyrhythmic aspects were explored mostly at an
analysis level due to bar-line restrictions, complicated scoring, and sufficient time for every
performer to execute complex polyrhythms successfully. 77 I opted for a diversity of tempos
and rhythmic structures. In my style collation and studies in preparation for the performances,
the ‘Maqamat’ was referenced and implied in ‘He that Shall Remain Silent’ in the third
performance. However, I delved further than this in relatable research.78
In his work, ‘Pure Rhythm’, 79 Adam Rudolph suggests that some rhythms cannot be
notated. In my second and third performances, which were more interaction–centric, I
selected musicians that had an understanding of what Rudolph terms as the ‘Universal
Mother Rhythm’. The pattern Rudolph states ‘…cannot be notated because the feel is in
between a triplet and quadruplet’.80 Rudolph utilises different ethnic dialects and phrases to
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As an example, in Hide ‘n Seek from ‘Portrait of New York’, you can observe the slight ‘twist’ in form that I wrote
into this tune as well as some reversed dynamics, by observing the score on the USB drive.
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‘It is possible, however, to add the information about the counter rhythm to the time signature. Admittedly, this would
force a return to the restrictions of the bar line. If, however, the bar line were used only at points where a meter change
occurred, it would, In effect, only stress those points where Basic Pulse and Counter Rhythm meet.’ Magadini,
Polyrhythms: The Musician's Guide, 64.
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With any new music tool that I intend to use or create with, I believe it is important to understand its roots. Also,
where it crosses over into other areas, like this study for example, which is investigating jazz fusing with other elements.
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Rudolph, Pure Rhythm: Rhythm Cycles and Polymetric Patterns for Instrumentalists, Percussionists, Composers and
Music Educators, 2005.
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Rudolph, 26.

indicate rhythm. My performed demonstrations implying the ‘Maqamat’ go much further
than only the scales and this is why a Djembe and ethnic percussion were explicitly requested
for the free jazz in the second performance. The ‘Maqamat’ is much more than a scale 81 and
the cultural associations are outside the scope of this work. It is interwoven with sacred
texts.82 However, the rhythmic and implied harmonic concepts were utilised in some works.
Rudolph reinforces a cultural similarity in rhythm with not only the melody by stating
‘Creative and cultural movements of humans are determinants of rhythmic phraseology.’
(p.IV). The approaches to rhythmic structure in the performances were contextually based.
Rudolph calls it ‘Cyclic Verticalism’, where he states it is ‘an additive concept of rhythm
whereby rhythm cells of twos and threes (even and odd) are added together to build rhythm
cycles of various lengths’ (p.III). In ‘Polyrhythms – The Musician’s Guide’(1993), Magadini
clearly delineates the core of polyrhythmic structures and origins.83 It is also in line with
‘Africa Suite’ from the CD and third performance and in ‘Silence is Golden’ where quarter-
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‘The Arabic Maqam (plural Maqamat) is a system of scales, habitual melodic phrases, modulation possibilities,
ornamentation techniques and aesthetic conventions that together form a rich melodic framework and artistic tradition.
The maqam's melodic course (in both composed or improvised music) within that framework is called sayr in Arabic.
Each maqam scale can be built by chaining together two (or in some cases, three) scale fragments or building blocks
called a jins (pl. ajnas). The maqam gets its intervals, melodic behavior and overall mood from these constituent ajnas.
The first jins always starts the maqam scale with its tonic at the 1st degree, and the second jins starts at the ghammaz
(modulation point) of the first jins (usually its last note). If a third jins is used, its tonic coincides with the second jins’
ghammaz, and so on. The note immediately below the tonic is called the leading tone.
Traditionally, each maqam is based on a scale. The first note in the scale is called the tonic. Maqam scales are usually
made of 7 notes that repeat at the octave, although a few maqam scales may extend beyond 8 notes. In addition, a few
maqam scales do not achieve octave equivalence at the 8th note. According to tradition, Maqamat are classified into
families based on sharing the same first (root) jins. The root jins plays the largest role in defining the maqam’s character.
The most common maqam in the branch usually shares its name with the root jins. Remaining Maqamat in the same
family are called branch Maqamat, and are based on the use of a different second (upper) jins.’
(Johnny Farraj, “The Arabic Maqam”, Arabic Maqam, accessed August 27, 2016,
https://www.maqamworld.com/en/maqam.php/.)

82

W.J Prendergast, “The Maqamat of al-Hamadhani: Introduction: IV”, originally published 1915 , accessed March 23,
2019, http://www.sacred-texts.com/isl/mhm/mhm07.htm/.

83 ‘Naturally there are great regional differences in the music of Africa, but some generalizations can nevertheless be
made. Basically, the music is polyrhythmic. One finds every degree of complexity from a simple 6-against-4 Chant to
extremely elaborate patterns of polymetric and polyrhythmic relationships between "voices." Frequently, more than two
rhythms sound simultaneously creating contrapuntal layers of different meters and cross rhythms. Each layer flows at its
own tempo and seems to be quite independent. The complex underlying structural organization is apparent when the
layers of rhythm meet precisely and perfectly at predetermined points in the music’. Magadini,. Polyrhythms: The
Musician's Guide, 20.
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note triplets commence on the second beat of 3/4 time from the CD, additionally, where the
polyrhythmic structure in the solo shifts to a ‘cross-time’ 6/8.
Miller points out the interweaving rhythmic relevance regarding my selection of tunes
with melody, rhythm and harmony in one area: ‘Substitution’.84 I chose Miller’s work
because he is very advanced in his reharmonisation knowledge. In Appendix 2 in ‘Love
Play’, from the ‘Portrait of New York’ CD, I display an example screenshot of the
arrangement. In that screenshot, I tried to demonstrate where, prior to the rehearsals and the
recording, I had reharmonised and substituted in several of the arrangements and
compositions. Miller best describes this process of implementing advanced harmony.85
The rhythmic pulse and its corresponding degree of difficulty for the bassist
determines the placement, execution, groove-change and many other possible
considerations. Jaffe speaks of rhythm as a means of recontextualization, stating ‘Just as
reharmonization changes the tonal context of an established melody, so a change in meter
or time-feel can do the same, personalizing the arranger’s mark indelibly on the piece’.86
The bass rhythmic approach, groove and time-feel changes in several pieces on the CD in
arrangements such as ‘Love Play’, ‘Trust the Universe’ and ‘Baille en el Aire’, exemplify
Jaffe’s motif. There are equivocal variations in the performances that further embody this
principle, such as ‘Pools’, ‘Not Yet’ and ‘Discombobulation for Beginners.’
Hodson seems to align or almost ‘glues’ Miller, Jaffe and Rudolph together by
referencing Barry Kernfeld in his work, where there is a melding of form, melody and
complex rhythm, alluding to unpredictability in any jazz tune.87 Hodson goes further to tie

84

R.Miller, Modal Jazz Composition and Harmony Volume 2, 51.

85

‘The prominent technique used is diatonic substitution. There is a short area of pedal point but mostly the
reharmonization follows the symmetrical harmonic rhythm of the original. The biggest difference is in the doubling of
the harmonic rhythm which allows both a more lyrical melody and an easier time-of-it during improvisation. Of note is a
series of reharmonized II-V-Is based on diatonic substitutions where the II is replaced by a V9sus4, the V by a iv
minor/major 7, and the I by a III minor or a III altered’. R. Miller, Modal Jazz Composition and Harmony Volume 1,.82.

86

87

Jaffe, Something Borrowed Something Blue: Principles of Jazz Composition, 134.

‘[There is] a lack of confidence between points of arrival—the cadence on the tonic chord, which falls 2 (sometimes 4)
bars before the end of a chorus, the strongest metric downbeat, which falls on the first bar of the next chorus. The result
is a formal instability that perpetually energizes a piece, pushing it toward a simultaneous resolution of harmony and
rhythm but never allowing it to reach that resolution.’ Barry Kernfeld in Hodson, Interaction, Improvisation, and
Interplay in Jazz, 78.
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in the rhythmic aspects.88 Hodson ties a foundation to the roots, Miller steps outside the
foundation of harmonic conformity, Jaffe extrapolates with meticulous detail, Rudolph
acknowledges the cyclic aspects of rhythm but using odd-rhythms, yet all four authors I
consider are valid and part of the documentation for this period of music.
Harmonically, Miller delves into its deeper categorical aspects, suggesting it may
possess a platform for creative expression.89 Jaffe goes further delving into a sonic identity
saying ‘Various music elements combine in the work of a mature musician to create his or
her signature sound.’ (2011, p.171). However, Mike Rossi, in his work ‘Contrast and
Continuity in Jazz Improvisation: A diatonic and multi-colored approach’, 90 suggests that:
In the jazz performance environment, the creative improviser routinely
converses and creates on different harmonic, melodic and rhythmic levels with
the accompanying chordal and/or rhythmic members of the group.91
Cooke on form and song analysis of every Metheny piece written about in his chosen
1975-1984 period takes another viewpoint. Cooke suggests that musicians of this period did
use forms and in many circumstances, they were used as a ‘signpost’ from one part of the
music to another.92 From a different perspective, Rudolph points out the importance of form
and the difficulties involved with mastering form and associated phrasing and rhythm as key

88 ‘By designating the process of accenting the end of formal units as ‘favored’, he seems to prescribe jazz performances
in which the musicians predictably and unambiguously sparse out the music in even four or eight measure chunks,
ignoring many individual performances and more general styles of jazz that value the blurring of formal boundaries’.
Hodson, 96.
89

‘Having fast asymmetric harmonic rhythm and free-form, this is the most complex and comprehensive harmonic
category. This kind of harmony offers the easiest means for creative expression but requires the most creative "effort" of
the composer. Wayne Shorter is the main source of inspiration for this category’. Rudolph, 9.

90

Mike Rossi, Contrast and Continuity in Jazz Improvisation: A diatonic and multi-colored approach, 2005.

91

Rossi, 12.

92

‘…the exposition is shaped by a familiar AABA song form pattern, with the bridge based on a strong ascending scale.
As suggested above, such scales are a Metheny-Mays signature, and they return as part of the process of ongoing
development in the final part of the piece: the device is a good example of the unpretentious kind of clear structural
signposting which helps music of this complexity appeal to both trained and untrained listeners.’ Cooke, 262.
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components.93 I do not disagree with any of the appraisals of the harmonic, rhythmic and
improvisation approaches in expression and form for any instrument by Miller, Jaffe, Cooke,
Rudolph and Rossi, even though each author approached it differently, and arguably, for
differing reasons.94
I discovered in my initial foundation research that I could further link this period of
music together. In a biographical work, ‘Improvising my life in Music’ by Larry Coryell 95, he
speaks clearly about the influences on many jazz and rock musicians, such as Jimi Hendrix
and Mitch Mitchell. In this period Coryell suggests they may all be more closely related in
the sources and in music appreciation than some people might consider.96 Airto Moreira
alternatively gives a cultural perspective discussing his musical career, speaking from an
artistic, influence and personal perspective how many Brazilian and Latin-American
musicians may have merged into jazz, including how he came to play with Miles Davis.97
Fellezs traverses an objective approach, appearing to have a selfless viewpoint,
where he tries to see this period for what it is and what it contains, rather than what other

93

‘For an improviser, form is one of the most difficult elements to master. In order to understand form, you must be able
to generate phrasing. In order to phrase you must have a grasp of rhythm. The great improvisers we know - from Bach to
Ornette Coleman and beyond - have been masters of rhythm’. Rudolph, Introduction, II.

94 I propose that based on their differing approaches and perspectives in each author’s respective views of forms, that
there are substantial considerations that appear to be situationally oriented. Therefore, based on this appraisal, the
approaches would have a requirement to adapt to each situation and preferred outcome accordingly. My personal
experiences in both the CD recording environment and the live performance scenarios, demonstrated that the interaction
and expressive harmonic and improvisation sections were different on every version of any given work, as were many
forms in any given performance. (See CD booklet, and Appendix 2 – where there were three takes on each recorded
piece, with each take being different).

95

Larry Coryell along with Miles Davis, is considered among the founders of the jazz-rock and jazz-fusion movements.

96 ‘Jimi [Hendrix]was very friendly and generous to my wife and me. Whenever he was in New York, he would invite us
over to where he was staying. Most often he'd hole up in the Drake Hotel-which I knew from my "Killer Joe" days-and
we would get high, listen to music, and hang out with his bandmates, Mitch Mitchell and Noel Redding. I felt a strong
kinship with Mitch because the way he played with Jimi was very jazzy-he even used brushes on some tunes-plus he
mentioned that Elvin Jones was a big influence on him’. Larry Coryell, Improvising: My Life in Music (New York, NY:
Backbeat Books, 2007), 63.
97

“Interview: Airto Moreira: The Brazilian Percussion Maestro Shares Formative Moments of His Celebrated Career.”,
‘Frost’, Red Bull Music Academy Daily, accessed August 20, 2019,
https://daily.redbullmusicacademy.com/2017/06/interview-airto-moreira/.
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people might say it is, nor does he delve too deeply into technicalities. Fellezs’ study is
about jazz-fusion, the musicians living and performing in this period and what else is
associated with it, which possibly explains his historical viewpoints. Even with a clear book
title indicating fusion, Fellezs quotes John McLaughlin stating ‘McLaughlin, however was
unconcerned about which genre Mahavishnu Orchestra’s music belonged to, ’I don’t care
what people call me, I don’t care what they call the music. We just get up there and play’.98
Fellezs dedicates his Chapter 5 calling it ‘Meeting of the Spirits / John McLaughlin’.99
Fellez goes one step further by linking Charles Mingus and Joni Mitchell with Jaco
Pastorius. Hypothetically, I could see three different genres if I were to place a label on
each. Charles Mingus came from the Parker/Gillespie period of BeBop into more
experimental mainstream, Joni Mitchell achieved acclaim during the late 1960s and was
associated with many of the counter-cultural performers of the period. Significantly,
however, she made albums with Tom Scott’s L. A. Express, an ensemble of jazz session
musicians, during the early to mid-1970s. Jaco Pastorius came to prominence through
Weather Report, Pat Metheny, and Herbie Hancock. Mingus, Mitchell and Pastorius were
therefore arguably associated with different styles. The apparent aim to remove boundaries
of style in composition and performance I suggest is evident, so I propose that ‘fusion’

might be appropriate agreeing with Cooke’s statements.100 Cooke however, suggests that
part of the merging of stylistic backgrounds for Joni Mitchell was at the urging of Jaco

98

Fellezs, Birds of Fire: Jazz, Rock, Funk and the Creation of Fusion, 130.

99

Fellezs, ch.5, pp.123-147.

In this exegesis, I mentioned on page 17 in the footnote, the importance of ‘One Word’ from the LP ‘Birds of Fire’.
The length of this piece being of an anthemic nature, precluded it from being performed, with instead, a tribute
acknowledging the importance to this period. The composed tribute as mentioned, ‘He that Shall Remain Silent’,
which was performed in the third performance, incorporated samples of Tibetan bells, Indian Tamboura, fast bebop
poly-rhythms, Arabic and altered scale structures, a free form improvising ‘question/answer’ scenario, a piccolo bass
with a distortion pedal (and sometimes without) as well as a saxophone encompassing much of what the four authors
speak of. It had no form within a form, even though this sounds like an oxymoron, encapsulating what the four authors
have mentioned of import. ‘Discombobulation for Beginners’, a four-part free jazz improvised composition in the
second performance, had the penultimate result, being no boundaries.
100

‘Mitchell included this composition, even though she began writing it before she met Mingus, because “the wolves
constituted his musical concept about cacophony. Someone found me an actual tape to use, of wolves singing away, and
it’s beyond dissonance – it transcends dissonance. Cacophony and dissonance frame the otherwise consonant music,
echoing Mingus’ own works, such as “Fables of Faubus”, where sections of free improvisation are framed by throughcomposed sections, musically demonstrating how human will deludes itself into thinking it has structured order from the
seeming chaos in which it finds itself’. Fellezs, 176.
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Pastorius.101 Because Fellezs’ work is a historical view of the jazz-fusion genre and the
people he suggested were the contributors, Cooke’s work gives a little more detail
regarding the musician’s interactions and choices. I suggest that this might explain why
Fellez listed Joni Mitchell as a contributor to the genre, because of her compositions which
gave her musicians a degree of performance freedom.102
Schroeder documents Jaco Pastorius and Stanley Clarke as two of the primary
contributors to the development of the electric bass and contributors to jazz-fusion.103
However, I suggest that there are many contributing electric bassists to the jazz-fusion and
jazz-rock period, each with an identity, who equally contributed to this genre. There are a
represented proportion who were demonstrated in my performances and mentioned earlier
in this chapter. During my literary investigations, the role of the electric bass in literature
seems to have multiple viewpoints. Alphonso Johnson relates the function of the electric
bass as being multi-faceted.104 Christian McBride relates the bass role more towards the
demands of the composition and a given situation.105 Schroeder ascertains a bassist’s

101

'A brief respite from punishing tour schedules presented itself to Metheny when he was invited to back Joni Mitchell
during her 'Shadows and Light' tour during the summer of 1979, in a group that also included Michael Brecker on
saxophone, Don Alias on drums, and Jaco Pastorius. The band had been hand-picked by Pastorius at Mitchell's request,
as a means of promoting three of her albums in which he had participated (Hejira, Don Juan's Reckless Daughter, and
Mingus).' Cooke, 164.

102
On the Mitchell LP ‘Mingus’, the studio version had Wayne Shorter on saxophones and Herbie Hancock on
keyboards. The sometimes unreliable ‘Wikipedia’ website, indicates that Mitchell had several experimental sessions
with other very well-known jazz musicians. The named musicians on this website are generally uncredited as being
among the original participants, such as Stanley Clarke, Tony Williams and John McLaughlin. “Mingus (Joni Mitchell
Album)”, Wikipedia, ‘Wikimedia Foundation’, March 23, 2019, accessed July 7, 2019,
https://en.wikipedia.org/wiki/Mingus_(Joni_Mitchell_album)/.
103

‘Jaco Pastorius and Stanley Clarke were key figures in the history of the electric bass, and were influenced by
traditional jazz music. In turn, they influenced the development of jazz and related styles such as fusion’. Dave
Schroeder, “The evolving role of the electric bass in jazz: History and pedagogy” (PhD Dissertation, Miami, Florida:
University of Miami, 2011), Abstract.

104

‘I’ve sort of prided myself as to the reason why my style differs from most players is because I do still maintain the
identity of keeping the bottom to the band as well as crossing the line and playing melodies and solos.’ Alphonso
Johnson in Coryell and Friedman, 12.

105

‘The bass is such an important instrument for the sound and the aura of the song. Depending on whom I am playing
with and depending on the situation, I can take certain liberties and give the music a little lift. I always felt great bass
players not only play the right bass notes within the composition also go the extra step to bring that little extra thing to
it.’ Christian McBride in Petersen, Music and the Creative Spirit: Innovators in jazz, improvisation, and the avant garde,
174.
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approach when speaking of the traditional double bass and its influence on electric bass. 106
These views consolidate my performances and CD. I illustrate this with the performances of
‘He that Shall Remain silent’, ‘Pools’, ‘Bullet Train’, ‘Friday Night at the Cadillac Club,
and ‘Trust the Universe’. Cavalli, focusing on John Patitucci, explains Patitucchi’s
approach to improvisation and melody, which is more harmonically-oriented.107 Marcus
Miller suggests that to be a good improviser on bass, every facet of music has to be
practiced.108 Of the many opinions and views of the jazz-fusion artists, I suggest that Will
Lee might have a realistic grasp of the jazz-fusion period as a bassist and the changing
environment.109 Lee’s reply was also in line with my realisation delving through
considerable audio works, being that one note choice can make a difference. I discovered
that Stanley Clarke possibly has one of the better explanations as a bassist regarding the
exploration role of the bass in this changing electric jazz period, which may have
influenced my chosen approach to the bass in performances as a multi-role instrument.110

106

‘It has gradually become more commonplace for bassists to play the melodies, often doubling other
instrumentalists. In the contemporary setting, in many instances only the bass will play the melody. The electric bass
has played a significant role in advancing the potential of the instrument in this regard. Bassists became more exposed
in their sound with the electric instrument.’ Schroeder, “The evolving role of the electric bass in jazz: History and
pedagogy”, 25.

107

‘As reported by Patitucci (2014): “When the improviser thinks like a composer, he uses the chords inversions as
“voice leading” to flow between chords connecting them smoothly, otherwise it doesn’t sound like “Trane” (John
Coltrane)”. Patitucci developed his improvisational skills using triad combining for long time; he wanted to sound as a
tenor player, and additionally playing triads did not let him use licks or others’ familiar patterns.’ Cavalli, “Double Bass
and Electric Bass: The Case Study of John Patitucci”, 215.

108

‘I do improvise, and make it up as I go along. But if you’re going to be the kind of musician who does that, you can’t
just practice ‘a piece’ like a classical musician; you’ve got to practice everything, because you never know what you’ll
want to do.’ Silvai Bluejay. Marcus Miller, “I've Always Hated Bass Solos; That's the One Point When the Music Isn't
Grooving Any More”, ‘MusicRadar’, November 1, 2018, accessed February 9, 2019,
https://www.musicradar.com/news/marcus-miller-ive-always-hated-bass-solos-thats-the-one-point-when-the-music-isntgrooving-any-more.
109

‘Right now, there is so much happening, you have to follow it and lead it at the same time. You can’t fight it. There
are always going to be areas in which to be creative, even if you allow yourself to play only one note on a song. I guess
that is what music boils down to – space. If you get past the basic groove itself, if you get past everything, even chord
changes, if you get down to one note, chances are that one ‘realized’ note might be played any one of a number of
players, which enables that one note to change the feel of the music by each individual player. So technically that one
note really has to be successful, that one note has to be identifiable – it has to be your note, your sound. In music you can
never be perfect. The more you learn, the further away you get from the end of the stretch that you can see at the time.
As you are playing you are learning and growing’. Will Lee in Coryell and Friedman, pp.20-21.

110

‘Years ago there was a fixed idea that bass players played background, and bass players have this particular theme –
kind of subdued, numb, almost looking numb, and just to make a long story short, I wasn’t going for any of that. It’s
really interesting; I never have really regarded myself as a bass player, I just play the bass. The way I view myself is:
number one, I’m me; number two: my name is Stanley; number three: I’m an artist; number four: I’m a musician; and
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I found Schroeder’s view along with Patitucci, Lee, Johnson, McBride, Miller and Clarke
when combined, to provide an account of much of the bass playing community’s diversity
from the electric fusion period. I propose Schroeder’s view also aligns in the music where I
demonstrated these differences.
Equally of importance, is the virtuosic and exploratory aspects of bass players from
this period and the role changing to a more featured perception of the electric bass and how
it may have been analogous with the music. Schroeder’s comprehensive work provided a
starting point of reference to compile many of the bass players from this period that I
should consider demonstrating.111 Nonetheless, as detailed as Schroeder’s work is, in my
performances, I included other bassists that he did not include, and excluded those who
were not prominent within the 1970-2000 period.
Exploration in the jazz-fusion / jazz-rock period was a motivator for composers and
improvisers to combine styles and instrumentation and in many cases, bring in concepts from
other music. Incorporating free-jazz in this period was not unusual. Many facets of jazz at
some point were imbued into the electric fusion style. Ornette Coleman arguably has been
called the father of free-jazz. Regardless of the accuracy of that statement, Coleman has
continued to push the boundaries of free-jazz instrumentation. This style definitely became a
part of jazz-fusion, and the bassist had an equal role as an improviser. Bassist Charnett
Moffett became a well-known contributor to Coleman’s electric-acoustic ventures in the late
twentieth century.112 In Claire O’Neal’s work ‘American Jazz: Ornette Coleman’, she points

number five, I’m a bass player. It’s in order of importance. You notice that the one I put at the top is that I’m me and I
could do anything. So, just having that sort of viewpoint about art, when I went out to play, I would play the way I
played, and the way I heard things. I was very aware when I was doing it that I was running into fixed ideas.’ Stanley
Clarke in Coryell and Friedman , 8.

111

Schroeder detailed the following bassists: Monk Montgomery, Steve Swallow, Bob Cranshaw, Jaco Pastorius,
Stanley Clarke, Marcus Miller, Steve Bailey, Victor Wooten, Richard Bona, Avishai Cohen, Christian McBride and John
Patitucci. (Schroeder, 45-72).

112

‘The energetic New York bass innovator Charnett Moffett worked with the siblings Wynton and Branford Marsalis in
the 1980s, on Ornette Coleman’s acclaimed 90s Sound Museum albums, and has recently embraced Middle Eastern and
Asian music, too (his dad, Charles Moffett, played drums for Coleman in the 60s)’. John Fordham, “Charnett Moffett:
Music from Our Soul Review – Dynamic Celebration of a Personal Journey”, The Guardian, Guardian News and Media,
July 27, 2017, accessed June 10, 2019, https://www.theguardian.com/music/2017/jul/27/charnett-moffett-music-fromour-soul-review-motema-jazz/.
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to the adaptive state of creative boundary-breaking by Coleman.113 In his work ‘Avant-garde
Jazz Musicians: Performing "Out There"’, David Glen Such attempts to differentiate between
a free jazz form and freedom of improvisation as a form-guiding force. In Chapter 4,
‘Discombobulation for Beginners’, a four-part free-jazz improvisation, my work was
conceptualised to follow a set of pictures randomly placed in front of each musician,
additionally requiring each musician to interact yet create the forms, improvisations and
interaction based on each individual’s interpretation of the image in front of them. This
followed similar guidelines to Such’s, being collective improvisation and improvisational
freedom. In the Eddie Harris work, ‘Freedom Jazz Dance’ (Chapter 4), it is a different form
of free-jazz, where the form dictates the improvisation, which is also clarified by Such.114
Such reinforces the role of the electric bassist in free jazz suggesting that ‘Rather than outline
the main notes of the chord, bass players may instead improvise melodic lines in order to
interact with lead section players’ (Such 1993, p.78). This observation underpins one of the
primary guidelines that I adopted in Chapter 4’s free-music works.
Finally, so I could substantiate what I had researched, categorised, transcribed, read
and finally put into action with performances, I sought affirmation from the opinions from the
exponents of jazz and of the jazz-fusion period and not only bassists, who lived and
performed during this period of escalating development.115 This development included the
entering into musical environments that were potentially new experiences, with Sidran asking
113

‘Perhaps inspired by Coleman's relentless pursuit of new sounds, jazz artists pursued a new movement known as jazz
fusion. Vibraphonist Gary Burton and guitarist Larry Coryell released albums in the late 1960s that married elements of
jazz with rock's electric guitar, bass, and keyboard. Fusion caught the jazz world by storm, in part because rock
audiences lured to the jazz world brought much-needed sales of albums and concert tickets. Soon many prominent
jazzmen, including trumpeter Miles Davis and pianist Herbie Hancock, recorded with their own fusion bands. The
possibilities of new electric
voices excited Coleman. His fusion band, Prime Time, recorded Dancing in Your Head in 1976. Ornette Coleman and
Prime Time took jazz fusion to a wild, almost modern- classical music level of performance with simultaneous
improvisations within the group’. O'Neal, American Jazz : Ornette Coleman, 33.

114

"Free" or "free-form jazz," for instance, suggests that few guidelines are established in the music to instruct the
musicians in what they will play during a performance. Each musician in the out group, however, varies in his or her
treatment of form and freedom in improvisation. Whereas some use improvisation to shape form, others prefer to have
form dictate improvisation. Other out performers adopt a different approach which imposes fewer restrictions on
improvisers. In situations when the musicians engage in collective improvisation, improvisational freedom may take
precedence over form. Such, Avant-garde Jazz Musicians: Performing "Out There", 41.

115

As a personal preference, I prefer to ask or reference someone that is considered an exponent or expert in order to get
an experience-based point of view. This is because they have gathered their skills not only from mastery of all the
rudiments and advanced techniques of music, their life experience in music, gives a unique perspective not regularly
found in the written word.
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Michael Brecker regarding his expanding of boundaries and other avenues, such as
performing with an orchestra under Claus Ogerman for the first time.116 Michael Brecker and
Ben Sidran continue by discussing this period of jazz-fusion and technological evolution that
arguably became synonymous with Brecker.117 Improvisation is a vital part of the jazz
performances contained within this performance-based work. While there are many
approaches to improvisation, Betty Carter speaks about her approach of being free to create
and being free of influence in improvising, 118 while Branford Marsalis takes a more analytical
approach to playing and also to a musician’s identity.119
The jazz-fusion period and the adaptation to it were briefly mentioned earlier. To fully
interconnect each facet, I found it imperative to acquire different perspectives. I could then
understand why some bass-lines, for example, showed more of a jazz tradition while
maintaining the ‘groove’ or ‘feel’ of that time-period of popular music. Joe Sample, who
came from strong jazz traditions, speaks about the differences in perception of playing in the
jazz-fusion period, living on the West Coast of the U.S.A.120 Sonny Rollins was also known
116

‘Ben: Is one of those earlier projects that sits well with you today the Claus Ogerman recording “CityScape,” that
Tommy LiPuma developed to get you out of hiding?
Michael: Definitely. It’s a shame that the record really didn’t get better distribution or something. It’s a collector’s item
now, because it was marketed more as an audiophile type of project. But Tommy and I had been talking about doing that
for a long time. And it was a very exciting experience for me. And kind of scary too, playing in front of a whole
orchestra. And Claus is just a brilliant writer. So, for me, the association was great. That’s one of my favorite albums that
I’ve ever done.’ (Sidran, vol. 2, 123-124).
117

‘Ben: Your solo records, however, use the EWI somewhat sparingly.
Michael: Yeah, I play mostly the acoustic saxophone, just capturing a real live feel, which I really think we succeeded
in doing. And not sacrificing the compositional aspects of the music, but also keeping it really open and spontaneous.
Ben: So the EWI is particularly valuable to you as a compositional tool?
Michael: Absolutely.’ (Sidran, vol. 2, 126).
118

‘You know, I don’t sit around listening to jazz or to horn players all day. And the reason for that is because I want to
be free of what they’re doing. I don’t want them to influence me.’ Betty Carter in Sidran, Talking Jazz, Volume 1: An
Illustrated Oral History, 51.

119

‘That’s the way I play. That’s why I stop…. I always stop when I’m playing. I’m always analysing things. I’m very
analytical. I think things out. My music is based on bebop’. Branford Marsalis in Sidran, Vol.1, 127.

44

to venture into the more popular styles of music and was criticised for it. David Sanborn (on
Sonny Rollins and his influences by playing other styles other than mainstream jazz),
supplies a justification in the form of being expressive while maintaining jazz roots and an
identity as a musician.121 Part of the fusing process was to delimit the boundaries of what
could be included in style or origin. Regarding influences and exploration outside of
opinionated boundaries, Bobby McFerrin states he has multiple influences and has no issues
in merging styles or extending past any suggested boundaries.122
To reiterate, a substantial portion of preparation focused on the harmonic and
rhythmic structures of the works selected for my performances. Paquito D’Rivera affirms this
when he speaks about his encounter with Clare Fischer on complex harmony, rhythm and
traditional bass-lines merged with jazz, into fused Latin-jazz, while maintaining the bass-line
and rhythm as a core component.123 I found each of these statements to be in line with my
presentations of music from the jazz-fusion and jazz-rock period from 1970-2000, both in the
performances and the CD. A few authors (Cavalli, Schroeder, Coryell and Friedman) indicate
the individualism and musician approach aspects, and I believe this is equally central to this
period of creative jazz, sometimes drilling down to choosing the right musicians for a
creative project or a designed composition.124 Many people like Stanley Clarke and Jaco
120

‘You know, what happened…It seemed like the major portion of the population then, they hated jazz, and so the
musicians would love it, and so you’d have to disguise jazz with backbeats and then that soulful sound of the day.’ Joe
Sample in Sidran, Vol.1,156.
121

‘But, I don’t know. I don’t think that Sonny’s, like, trying to pop star or anything. Or, I think he’s just making the
music that he hears, you know. I mean, I think the music that you make is your expression of the world around you and
what you see of the world around you. And we’re not living in, these are not bebop times. There are great elements from
bebop that endure, you know. I mean, the vocabulary that Charlie Parker and Bud Powell established, with bebop is
something that can’t be disputed.’ David Sanborn in Sidran, Vol.2, 267.

122

‘I don’t think I’m making any kind of a “statement” when I do a particular type of tune or something, but I’m just
drawing from all the music that I was digging when I was growing up. I was digging classical music, I was surrounded
by that. And then some of the jazz singers that I heard when I was growing up, my parents used to play Joe Williams and
Nat King Cole and Frank Sinatra and Tony Bennett and Dinah Washington and Etta Jones, Ella Fitzgerald, you know, all
the singers. Besides growing up in the ‘60’s with Jimmy Hendrix and Janis Joplin and The Beatles and Cream and Eric
Clapton. So all of that, and gospel music and church music and whatever, I synthesized all that when I was growing up.’
Bobby McFerrin in Sidran, Vol.2, 361.
123

‘Ben: He likes to alter the harmonies underneath the traditional melodies, a very modern approach, but he is always
faithful to the authentic Latin bass line.
Paquito: And the rhythm. He knows how to combine all that. I think his parents are German, something like that. But
his soul, his heart is Latin. That’s a very interesting man.’ (Paquito D’Rivera in Sidran, Vol.2, pp. 148-149).

124

I use the words ‘designed composition’ because it is not uncommon for a composer to create a work based on the
skill-sets of a specific instrumentalist in their ensemble.
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Pastorius I propose exemplify this creativity, as well as Miles Davis (who was said to be
fussy with every facet of his music and the players that he hired). 125
The ensemble factor is equally important. Some authors (O’Neal, Hodson and
Fellezs) have focused on the collective groups of this period which are historically
documented with Mahavishnu Orchestra, Larry Coryell’s Eleventh House and Weather
Report as but three examples found globally in jazz history works. The performances and CD
attempted the philosophies mentioned in this review, with the bass demonstrating every facet
and role possible. John McLaughlin, one of the better-known exploratory exponents of jazzrock-fusion and its aspects through The Mahavishnu Orchestra, with his incorporation of
counterpoint, polyrhythmic Indian music and trying different instrumentations, relates his
reasons for breaking boundaries and exploring new avenues as being a feeling not constricted
by expectation.126
My research aims to provide a prototype for bass improvisational and related
compositional development based on the jazz-fusion period, with noteworthy referencing to
counterpoint, form, polyrhythm, melodic bass voice leading, technique development, basses,
technology, musical devices in the glossary. These explorations, along with their application
to the resulting performances, are concluded in Chapter 6.
The CD recording in Chapter 2: ‘Portrait of New York’ and the three performances
contained in Chapter 2 to Chapter 5 are the main product of my research. The four chapters
that follow this review present the results of the research, through over three years of audio
inspection and analysis, categorisation, application, composition and arrangement of musical
works, practice and the exploration of the changing face of the electric bass in jazz from
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‘But rather than wait for two and three sessions for them to feel like it and learn the composition, to add to the
composition, rather than playing over it. Like a lot of guys do, they play too many f***king notes. Like Mike Stern. I tell
him all the time, I said, “Mike, you need to go to Notes Anonymous.” You know, like Alcoholics Anonymous? I mean,
it’s much easier now for me. Because, you know, a guy like George Duke, he writes a composition, it’s all there, all you
have to do is play on it, and respect that man’s composition. But you have to pick the people that you want.’(sic) Miles
Davis in Sidran, Vol.2, p.33.

126

‘It's like you talk to a Cubist painter, and he is a Cubist for about five years; then suddenly he moves and they say,
"Why aren't you painting cubes anymore?" I mean he says "Why? I don't feel like it anymore." You just can't expect a
man to continue, a man has to paint what he feels, and it's just like that.’ John McLaughlin in Coryell and Friedman, 130.
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1970-2000. All of these enlightened and enriched my performances, writing skills, as well as
my organisational and analysis practices.
The analysis, techniques, musical devices, harmony, counterpoint, rhythms and
approaches that are revealed in the literature, relate back to the framework and methodology.
They are further deliberated within an autoethnographic-based structure that follows, that in a
cyclic fashion, revolves back to the heterogeneous literature and the desired outcome, being
the CD and performances.
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1.5 Chapter Structure
Chapter 1 provided an autoethnographical framework of the exegesis, including
methodology, a review of diverse connected literature and analyses of information related to
the choices in performances. The literature review relates existing literary works with my
finished demonstrations of the period and the methodology.
In chapter 2, I aim to demonstrate the exploration phase by a descriptive analysis of
each piece from the CD project. I attempt to explain how the comprehensive audio inspection
from the theoretical framework allowed for personal exploration in performance and
composition, which links to the CD booklet and Appendix 2. There is a brief background,
categorising, the decisions I made, the conceivable influences, an analytical musical
breakdown song-by-song and my approaches to performing, with some of my composition
and performance inspirations.
Chapter 3 discusses the first concert performance and aspects of electric jazz. The
works selected demonstrate a variety of jazz-fused works representative of the ‘structured
form’ in the electric jazz period. I also discuss my approaches to restructuring the music and
the performance, utilising musical devices and technique examples with referencing. These
link to the preparatory methods in Appendix 4, with a further linking to a prerequisite skill
table in Appendix 6. It also contains some version history, some personal performance and
bass practice approaches, some of my choices and some of my discoveries,
Chapter 4 provides an alternative semi-acoustic demonstration of the various
approaches taken by electric ‘free-jazz’ exponents and improvisers in a less structured form.
The facility to explore without constraint is demonstrated in this second performance. Further
to composing a few works used in this performance, there is a delineation from a moderate
form structure, to nearly no form structure by the final piece. I speak of some
experimentations, of setting roles, some conceptualising, some structural and music analysis,
my incorporations, my realisations and discoveries, my performance and personal approach,
with the interaction and mind-set I employed.
Chapter 5 presents a view of an electric bassists’ responsibilities in a varied-role
performance. This third concert explored works primarily from the ‘Portrait of New York’
CD, with a smaller four-piece ensemble. The CD works chosen for the final performance
were rearranged to suit the ensemble. This demonstrates the facility to extend the electric
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bass’ musical requirements, through a different approach. It also gives an example of:
European jazz-fusion, the concert and rehearsal complexities and interaction, my approaches
and decisions, analysis relating to the repertoire, rehearsal notes, ethnic-fusing stylistically
and its sources, with my concepts and influences.
Chapter 6 is where the culmination of my journeys of reconnaissance, questioning,
performances and experimentation drew to a close. A summation of the core purpose,
resultant questions and proposed achievements are concluded.
Finally, I supply more information referenced throughout the chapters on the deeper
association aspects in this exegesis. These include and are not limited to methods,
terminology, charts, recording, pre-production, analysis and information relating to the
performances and recording.
Appendix 1 has a guide to the contents of the USB drive. Appendix 2 contains some
detail on pre-production and post-production (relating directly to Chapter 2). Appendix 3
contains additional investigations with comparative overviews of indirectly related topics
referenced in this manuscript, but outside of the focus and scope of the main body. Appendix
4 contains more detailed preparation procedures related to in Chapters 3-5. Appendix 5
relates to the literature review. Appendix 6 is an overview of bass preparation and approach
skills, itemised song-by-song, connected with chapters 2 through 5. The glossary is an outline
of a self-made repository employed in my research, which cross-references many key areas of
techniques and musical devices utilised throughout.
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CHAPTER 2
Variety and mixed virtuosity in a single CD demonstration –
Performance and analysis: Using original compositions and arrangements as the
platform for ‘all things jazz’.

The CD Project
‘All creative endeavors, including jazz improvisation, occur within structure. To achieve a
creative outcome, a person makes choices within a set of given boundaries that lead to an
unexpected result. Structure is always inherently present when creative choices are made,
though it’s not always obvious. The structures that limit creative choices can vary widely.
Rules of nature, skill level, and one’s ability to consciously choose one course of action over
another all inherently create boundaries and limitations for creative activities.’
– Brian Kane 127

In the enclosed liner note and booklet scans from the Portrait of New York CD on the
USB thumb drive, I explain in at least a paragraph for each piece, the motives behind each. In
the pre-production in Appendix 2, I explain in more detail how it all came together to reach
the finished product. This detail is substantial. I could not do justice to this CD and
performance project if I excluded any of the information split between here, the booklet and
Appendix 2. To include it in full in this chapter would have exceeded the scope and size of
this document, and to exclude any would invalidate this CD topic.
This chapter links the CD framework and analysis, the musical approaches in each
composition, and the role of the bass player in conceptualisation and delivery. Along with
chapters 3-5, this section is a mix of narrative and post-performance analysis. The influences
I identified in each tune are mirrored in the song choices, aligned with the performances I
discuss in chapters 3-5. They are also written into the programmes, that were handed out at
each performance.128 I believe the recording environment discussed in this chapter is a more
‘controlled’ scenario, and the output results can arguably be more predictable.

127

Brian Kane, Constructing Melodic Jazz Improvisation (Carlisle, Massachusetts: Jazz Path Music Publishing, 2007),

5.
128
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In Adobe PDF’s on the associated USB drive.

I deemed the initial and pre-production processes were necessary from beginning to
end, but it was too comprehensive for the body of this chapter. More comprehensive CD
processes, including the details of pre-production and recording methods, can be found in
Appendix 2. In Appendix 2, I have additionally described some tune and score compiling
ideas, with concepts I explored and shared with my peers in rehearsals. I also discuss some
decisions with the original compositions presented to my peers. While this information is
undoubtedly important, I viewed this overall as a performance-based and related document,
not directly a composition-based document, nor an exhaustive pre-production and
technological one. Moreover, I have related and referenced where contextual, or where
needing mention and where used in my approaches.
Because jazz is now over one-hundred years old with so many varieties since its
inception, it is now arguably a recognised art form. Moreover, in this CD project with
original compositions, where traditional performance writing and the subsequent recorded
performances were intended, I chose upright bass for some tracks. This is because my
ensemble peers and I deemed it the best choice for a given piece. One of the common phrases
we all reinforced during the process was ‘It’s all about the music’. The end product was the
most important thing.
Omar Hakim, the drummer on the CD, told me that his father was a trombone player
who often performed with John Coltrane and that Coltrane had been over to his home many
times when Hakim was a small child. Additionally, he and Marcus Miller grew up playing
together as childhood friends. Furthermore, Mike Mainieri was Buddy Rich’s 129 vibraphonist
and the leader of Steps Ahead.130 I had many conversations with Mainieri over meals in NYC
about Michael Brecker and other well-respected jazz musicians he associates with. He related
what it was like growing up in jazz post-World War II, how he had come into electronics in
the electric jazz period, and many more of his experiences. If my focus was to interview
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Bernard “Buddy” Rich (September 30, 1917 – April 2, 1987) was an American jazz drummer and bandleader. He is
widely considered one of the most influential drummers of all time and was known for his virtuoso technique, power and
speed. Rich performed with many bandleaders, most notably Tommy Dorsey, Harry James and Count Basie, and later
led his own big band. Nathaniel Ortiz, “Buddy Complex - Buddy Rich – Netflix" (Edited by Williams Art books.
March, 2019), accessed July 27, 2019, http://silverscreenmaniac.williamsartbooks.com/tag/animation.html/.
130

Steps Ahead is a jazz fusion group formed by vibraphonist Mike Mainieri in the 1970s. The line-up consisted of
Mainieri, Michael Brecker, Don Grolnick, Eddie Gómez, and Steve Gadd and would change often over the years. Steps
Ahead fused elements of rock, funk, jazz, and rhythm and blues. MusicBrainz, Steps Ahead, (license, Creative Commons
BY-SA. 16 October, 2018), ed. 2018, accessed March 20, 2019, https://musicbrainz.org/artist/8d35cd27-0504-4bbebe87-f28ea200f7d3/.
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Mainieri, I believe it would make a musically-compelling book.
Therefore, I trusted their judgement and professional opinions implicitly.

2.1 CD Framework
‘Horace Silver introduced a crossover of soul jazz concepts, which was using rhythm and
blues beats in jazz, and there was evidence of that quite early on.’
– Dave Holland 131

This chapter illustrates an example at the core of my studies, ‘…most jazz musicians
are composers’ (R.Miller, p. 138). It additionally breaks down some of the techniques and
musical devices I used in composing and performing my role and the roles of others in each
piece.132
My composition technique mostly involves writing what I hear or envisage. A
musical technique or thought process when I compose for performance is generally only used
when what I hear is not translating to paper correctly. Therefore, I did not categorise the
works in the way that some people might consider deconstruction like I have done in this
exegesis with existing works.133 Instead, I objectively sought to ascertain if I had created a
varied and composite modern jazz CD, representative of jazz through to the turn of the
century and perhaps onwards. Additionally, I could determine if I had fulfilled the multiple
roles of a bassist that are explored in this project. I believe that this was achieved.
In this chapter, I decided to focus on what each tune represented at a performance
level in line with the other performances and structure of this exegesis.

131 Dave Holland in Petersen, Music and the Creative Spirit : Innovators in jazz, improvisation, and the avant garde,
133.
132

133

To reiterate, most of the mechanics of each process are in Appendix 2.

To reinforce my statement in parallel thought regarding the avoidance of over-thinking when composing music, or
improvising, or performing, David D. Busch relating to composition in photography, states ‘Legendary American
photographer Edward Weston once observed, “Consulting the rules of composition before taking a photograph is like
consulting the laws of gravity before going for a walk.” In other words, taking photos that are well-composed should be
a natural process, something that you can do without thinking.’ David D Busch, Nikon D40/D40x Digital Field Guide,
(Hoboken, NJ: Wiley Pub., 2007), 124.
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2.2 CD Analysis
‘In fifteen seconds the difference between composition and improvisation is that in
composition you have all the time you want to decide what to say in fifteen seconds, while in
improvisation you have fifteen seconds.’
- Steve Lacy 134

I encountered a two-pronged choice when writing the music for this CD. I could
either write cerebrally, perpetually referring to a batch of written notes that this exegesis is
based upon, or I could write what I hear. I chose the second for a reason I insinuated in
Categorising original works earlier in the CD framework, regarding fulfilling multiple roles.
I have repeated this as a necessity because this choice raised yet another question – what was
the point of doing over three-and-a-half years of moderately intense audio examination if
nothing I listened to had the slightest influence on me, and I had to refer to the words of
others? Part of my research end goal was to facilitate exploring further. I deduced that
another part of exploration on a personal level came into play. This was trust, more
accurately, ‘self-trust’, that I had done the work correctly and I needed to trust myself that
when I wrote at this point, that it would culminate my influences into my original thought,
composing, improvising and performance processes.135

I classified the CD music by ‘post-analysis’ synopsis. The base structure simplified
due to its immensity in Appendix 2 is:
1. The initial stages
2. The musicians

134
135

Meyer, Mullenweg and Celic, “Great Quotes”.

Depersonalising one’s own music by analysis was an interesting experience. For the purposes of correlation, I have
attempted to identify the influences more directly in this chapter. To reiterate, when I wrote the music, it was after
approximately forty-two months of 1970-2000 audio inspection of electric jazz-fusion and the bassists involved,
allowing no direct source as an influence. Identifying the potential influences after the recording and mixing period, it is
possibly less personal and more likely to be like a ‘blindfold test’. ‘“The DownBeat Blindfold Test” is a listening test
that challenges the featured artist to identify and discuss the music and musicians who perform on selected recordings’.
Dan Ouellette, “Downbeat Blindfold Test”, 23 September, 2018, accessed July 3, 2019,
https://montereyjazzfestival.org/artists/downbeat-blindfold-test.
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3. Preparing the music for CD
4. Complete pre-production break-down
5. The CD intricacies, decisions, interplay, interaction, communication, musical logging
and more
6. The CD final stages, mix-down and mastering

This chapter contains the performing approaches and aspects:
1. The CD tracks and base approach - with the conceivable influences
2. CD conclusion: Desired outcomes and future consideration(s)
The tracks and musical approach concerning the desired outcome were critical. The
anticipated final outcome in the CD project was to ensure that the interaction and freedom to
explore on any instrument was available for each musician outside of the set arrangements
that were the unchanging aspects of the composition. Because of the high skills of my
associates, there were further aspirations. I allowed the dynamic freedom of interpretation
and communication within the written unchanging aspects of each composition in
performance. The musical intention was to enable freedom of expression in both performance
and improvisation from all performers.
The entire concept of the CD, performances and exegesis is originated in the
development of the electric bass techniques and skills that were generated by composers,
creating bass-lines that extended the role of the bassist into roles associated with lead
instruments and improvisers. This is regardless of whether the influence came from any
individual bassist, though this is undoubtedly a crucial part of the investigation. Charlie
Parker, regarded as one of the finest Bebop exponents in jazz history, believed that jazz was
an art form and as such, had no boundaries. 136 In all areas of my CD, I focused on
maintaining this stratagem as the core foundation for all creativity. In the breakdown, I
present a brief overview of each CD track. The full score can be viewed to inspect the
composition and arrangement complexities of each track, and the CD booklet also links with
the following descriptions and analyses.

136

‘Music is your own experience, your thoughts, your wisdom. If you don’t live it, it won’t come out of your horn.
They teach you there’s a boundary line to music. But, man, there’s no boundary line to art.’ Carl Woideck, Charlie
Parker: His Music and Life (Ann Arbor: University of Michigan Press, 2005), vii.
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2.3 A breakdown of Compositions and Performances:
‘….to remain relevant, jazz needs to be dynamic and proactively experimental, and
consciously facilitate new ideas to be made accessible to an audience broader than the
innovators themselves.’ - Andrys Onsman and Robert Burke 137

‘Africa Suite’
I designed this composition to have an ‘earthy’ feel with which to open the CD.138
Pedro Martinez, the percussionist, is from Cuba. This piece aptly, if it is to be labelled, is
‘Afro-Cuban-modern jazz’. The introduction moves from a strongly syncopated 4/4 clave
percussion and voice into a 6/4 ‘Afro’ groove.
The bass part is syncopated but constant and drives the bed of the rhythm section with
the drums. The harmonic structure starts on a loosely ‘quartal’ based D minor pedal point,
and there are some spread brass voicings throughout. It has a complex interlude structure, and
the bass has a task of shifting to a walking 4/4 line across 6/4 in the complex brass soli139
section. The bass additionally interacts with shifting solos and the rhythm section in metric
modulation. There are several major dynamic points in this lengthy piece. It has elements of
an elision fugue 140 where the melody fragments and implies itself differently in re–
harmonised interludes. I did not think about these methods when I composed or performed
the piece because they came about naturally.141 This makes for an engaging analysis viewing

137

Andrys Onsman and Robert Burke, Experimentation in Improvised Jazz : chasing Ideas (New York, NY: Routledge,
2019), Introduction, 1.

138

My usage of ‘Earthy’ in this context, is the literal meaning – of the earth – soil, land, location, and in relation to this
piece, conjuring African imagery through music.
139

Soli in this capacity indicates ‘tutti’ for the brass/horn section. See the glossary for more detail.

140

This is a combination of two techniques. See the glossary, on pages 150 and 151 for individual definitions. In this
instance, it is a contrapuntal restatement of a primary theme in more than two voices that overlaps consecutive phrases so
that the end of one is potenitally the beginning of the next.

141

My musical sense of humour came into play here during this analysis. This entire process was a different
understanding for me, analysing my own work as if it were someone else’s. However, I appreciate that some composers
write theoretically, whereas I give myself the freedom to hear melodies and structures. Oddly, this method for me as a
journal diary entry, was similar to consulting the laws of gravity each time I went for a walk. Taking nothing away from
the necessary analysis, for documentation purposes it was invaluable and a fine learning experience.
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this piece afterwards, as I also noted that the entire base structure is also a ‘reversed hemiola’,
where instead, the 4/4 time is played over the triple time pulse.
The compositional influences drawn from are The Dizzy Gillespie United Nations
Ensemble, McCoy Tyner, Pat Metheny, Herbie Hancock, Flora Purim and Airto Moreira,
Wayne Shorter and Zawinul Syndicate. The tone and way the bass is performed (attempting
to be impersonal), contains influences extending from Charlie Haden to Steve Swallow, John
Lee to Alphonso Johnson and Ron Carter to John Patitucci.

‘Love Play’
This is a piece I completely re-arranged, and also wrote sections into the music with
permission from Mike Mainieri. The direct influence may seem obvious as I inspected this
piece by the composer, who happened to also perform on this. There are however, some
significant differences. These materialise with the way the tune not only intersects almost
anthemically; more noticeably that the main melody changes key three times and several
parts are entirely re–harmonised. Additionally, there is no big band brass soli in the original
version. In saying this, my influences in this extend past the composer. ‘Love Play’
additionally moves around three distinct time signatures: 4/4, 2/4 and 12/8. In several
sections, the bass shifts away from the ground beat. Furthermore, there are multiple stylistic
and rhythmic interludes. These interludes include: jazz-fusion, salsa and implied montuno,
interactive fused-Latin polymetric structures, samba, swing, a jazz-fugue going into 12/8, and
a drum solo over the ending while the ensemble keeps building an holding the time pulse
solidly.
The arranging influence in this stems from Steps Ahead, the Bob Mintzer Big Band,
‘WDR Big Band’, The Brecker Brothers Band, Billy Cobham and Dave Weckl. The feature
drum outro was influenced by the drummer on the CD, Omar Hakim. The bass influences are
several in this work. They include Victor Bailey, Jeff Andrews, Eberhardt Weber, Darryl
Jones, Richard Bona and Matt Garrison.
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‘Silence is Golden’
‘In terms of his personal artistic development, during the early years of Weather Report he
gradually assimilated into his musical language his impressions of other musical cultures
(Latin American, African, Middle Eastern, and so forth) and began building a creative world
that embraced the pan-global experience of improvisatory music.’
– Alan Cooper on Josef Zawinul 142

This is a slow jazz-fusion ballad with some subtle yet challenging rhythmic twists.
The fretless bass doubles the melody in many places and reverts back to a traditional bass
role occasionally. The soprano sax solo is underpinned by a ‘6/8 feel’, almost rhythmically
the polar opposite approach of the earlier ‘Africa Suite’, which went in 4/4 from 6/4. I played
this piece primarily as a principal melody instrument.
There is undoubtedly a ‘Weather Report’ influence in both the composing and
performances, especially in the bass. The vibraphone writing is more in the style of Gary
Burton and Chick Corea, with the marimba and occasional floating spaces having an ‘ECM’
flavour.143 Because of the nature of the composition, the bass influence might be primarily
associated with Jaco Pastorius, though it certainly has semblances in the approach that imply
Pino Palladino and Gary Willis.

‘Peak Hour’
This piece was experimental in many ways. I could have written this as a mainstream
‘straight-swinging’ piece.144 I chose instead to allow the pulse to be consistently there, but
everyone played freely over the time-pulse in the solo, instead of what may be anticipated, a
walking line. As but one of many different approaches, the piece is counted in and written at

142

Alan Cooper, “Making the weather in contemporary jazz: an appreciation of the musical art of Josef Zawinul” (MA
Thesis, Southampton, Hampshire: School of Humanities: Music: University of Southampton, 2012), 224.

143

‘But ECM’s sound is most striking of all. It could be defined as music intended for reflection; it’s often been
described as ruminative, melancholy, delicate and also cerebral, and has been perceived by some as the precursor to New
Age music.’
Charles Waring, “The Most Beautiful Sound: An Introduction to ECM Records”, uDiscover Music, April 2, 2019,
accessed May 5, 2019, https://www.udiscovermusic.com/stories/ecm-records-beginners-guide/.
144
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What I mean by ‘straight-swinging’, is a walking/swinging, four (quarter note/crotchet) beats to the bar bassline.

120bpm, but the drums and bass play the only swinging line in the ‘A Section’ at 240bpm
(double-time). A heavily syncopated and accented bridge follow, with the solo almost
seeming like the entire band stopped, then miraculously is back in time, then seems to go
somewhere else. The rhythm section knew where the time-pulse was, so it only needed a few
rehearsals working on the concept. The ensemble only stops the time-pulse once and that is
just before the out-take. The solo was written to be interactive with ‘C minor anything’ in
boxed- text as the guide. This piece has a purposeful ‘free-jazz’ approach in places. On
hearing this again, I can identify Rachel Z (on piano) and I through improvised interaction,
insinuate a well-known standard in places being ‘Softly as in a Morning Sunrise’.145 At all
times the rhythm section knew where the time-pulse was, even though in places it may not
appear to.
My compositional influence is quite different in this piece. It uses quartal harmony,
but it is superimposed in a stacked format.146 When all the parts are mixed together, it also
implies closer voicings, by inspecting the combined harmonic structure in the score. The
compositional influences here are a mix of the Wayne Shorter Electric Band, George
Garzone, Vince Mendoza, Larry Coryell and Tony Williams Lifetime Band, for all facets of
this piece. The bassists here are again both electric and acoustic bass in influence: Miroslav
Vitous, Jonas Hellborg, Eberhart Weber and Percy Jones.

‘Baille en el Aire (Dancing on Air)’
This piece is orchestrated with a woodwind section and a full brass section.
Strings were more common in the ‘Smooth Jazz’ style, but I did not envisage strings for
this piece. The percussion uses a 2:3 Clave primarily, with Pedro Martinez playing
pandeiro, hand percussion (guira/guiro), bongos and congas.147 An example of the 2:3
clave pattern suggested (and utilised) for this is below in Figure 3. Because this tune

145

Sigmund Romberg, Softly as in a Morning Sunrise, U.S.A, 1928 - written for the 1928 operetta ‘The New Moon’
with lyrics by Oscar Hammerstein II, 78rpm. [‘contrafact’ – see the Glossary of Musical Terminology]

146

The voicings on individual instruments have spread harmonisation. The overall harmony gives the illusion in places
that the harmony might contain closer voicings due to the combination of each instrument’s voicing.

147
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See the glossary in the Latin and Brazilian section for terminology used.

varies, it has been said that it was chosen to shift in particular sections.148 In notational
terms, I played a bassline that stated the fourth beat often, pre-empting the next chord one
beat early.149
Figure 3- 2:3 Clave pattern 150

There are definitive sections in this piece, some that came about naturally and
some that required more forethought. There are multiple styles of Latin infused jazz in
this single piece of music (I recommend inspecting the score as you listen to it).151 I also
play the first pass on the melody after the introduction with trombone and vibraphone.
Because it is mixed well and our phrasing together is very tight, it is difficult in places to
tell that there is an electric bass in its upper register. In the trombone solo interlude, I play
a semi-muted ‘slap and pluck’ pattern that is of my own spontaneous making, and it
works with the salsa pattern adding a new flavour to the tune, then running back into the
vibes solo. In the first half of the piano solo, I play a traditional salsa bass pattern over the
148

‘This seemingly innocuous 5 beat, 2-measure phrase has spawned hours of discussion and debate. Major artists have
recorded and released songs, only later to embarrassingly discover that the clave was backward, didn’t fit a certain break,
didn’t continue through a break, etc. Tito Puente claimed that Santana’s version of Puente’s ‘Para Los Rumberos’ was in
the wrong clave, but somehow it worked. Similar accusations have been hurled at some recorded versions of the Cuban
classic, ‘Peanut Vendor.’ Some major salsa bands are purported to have gone back in the studio after a recording has
come out to fix clave problems for future releases of the same recording’. Mark Towns with Eddie Palmieri, “Eddie
Palmieri on the Clave”, Mark Towns, October 12, 2017, accessed March 10, 2018, https://marktowns.com/eddiepalmieri-on-the-clave/.
149

Based on a traditional 2:3 salsa bass pattern of the upbeat of the second beat onto the fourth beat– see the PDF score
on the USB.

150

See the glossary for clave definition. This example is different from a 3:2 clave which is a reversed version of 2:3 and
shows how the same clave is written differently depending on time-signature.

151

Inspect the thumb drive (USB) for full scores of all music in Sibelius and PDF format, from the CD and
performances.

59

shifting chord changes, into a plucked samba pattern and then back into a double-time
salsa pattern. This piece requires a very confident rhythm section technique in the bass,
with versatility in rhythm, time sense, syncopated and polyrhythmic / counterpoint beat
placement, harmony and interaction.152
I maintain that my compositional influences are quite distinct in this piece, as are
the influential bassists. Culturally, the influences in this come from what I consider to be
three crucial areas: Cuban, Latin-American and Brazilian. It also has a leaning towards
jazz phrasing and harmony in places, with an attempt to inject a ‘seamless’ jazz edge to it.
This softer edge was created from how I felt at the time rather than as a default. Some of
the composition fusing influences would extend to George Duke, Tito Puente, the
Escovedo family, Hermeto Pascoal, Jeff Lorber, Rebeca Mauleon-Santana, Lenny
Tristano, Flora Purim, Airto Moreira, Eddie Palmieri and Michel Camilo. The influencing
bassists I ascertain to be Eddie Gomez, Anthony Jackson, Paul Jackson, Abraham
Laboriel, John Patitucci, Richard Bona, Will Lee, and definitely John Lee.

‘Hide ‘n Seek’
Hide ‘n seek commences in a broken pattern repetitively that makes the single bass
instrument appear to have no time pulse when a pulse does exist (Figure 4). On the CD
version, the bass purposely has more extended periods before being joined by the piano in the
next cycle, which was on cue. The procedure of leaving so much space between notes is in
direct reference to the title, indicating that the downbeats were not apparent, and that the
listener needed to look for them. On the live version, the third repeat was chosen, where the
drums and rhythm section plays this phrase together.
This work has a broken pattern for the A section that goes into medium modern
electric bop swing in the B section. It also has a strong counterpoint rhythm against the A
section melody that provides a ‘tension-release’ feeling in the B section (Figure 5). The
influence initially came from exposure to Keith Jarrett, Carla Bley, Dave Liebman and other

152

While the bass does not spend a lot of time on downbeats other than the fourth beat and is ‘on’ in solos, knowing
where the ‘1’ is at all times is critical, because many parts do not always phrase where the bass is.

60

exploratory American composers in Europe. The bass influences in approach were Steve
Swallow, Dave Holland, Ron Carter and Miroslav Vitous.

Figure 4– Hide ‘n Seek introduction

This piece exhibits the bassist’s necessary ability to shift from a broken and almost
disjointed line to maintain an accurate pulse leading the entire ensemble, then shift to a
moving up-tempo swing pattern and back again with minimal effort. I knew that this line
would be initially challenging to master because of the disjointed rhythm, which requires an
authoritative voice leading by the bassist. Precision was necessary because if an incorrect
count-in or set up by myself, or if I chose no count-in, would possibly affect the entire
composition and performance by (and for) everyone in an ensemble. An assertive time-sense
is critical.153

Figure 5 – Hide ‘n Seek middle eight pulse shift example

153

In the recording we rehearsed this with no count-in. While the count-in is important initially, it helped the group to be
rhythmically accurate and aware of the time pulse without it.
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‘Diaphanous Reflections’
In rehearsals, this piece did not work on electric bass and I decided to change to the
double bass.154 It is a ballad trio piece that commands a lot of space and ‘growl’ from the bass
role. The introduction and middle sections are interpretive ‘free-jazz’. They will not sound
the same in another performance. This has two different time signatures as its structure, with
a simple unison polyrhythmic phrase at the end of each ‘A section’ shown in Figure 6 (It
sounds more complicated than it was to play). The bass is both rhythm section and melodyoriented in this. This has a standard AABA form that to play does not ‘feel’ standard. I chose
to overdub the arco afterwards after recording it live. Both the arco and pizzicato basses can
be heard together on the final out-take of the melody.
Figure 6- Diaphanous - Simple poly-rhythmic turnaround

The composing of this work was inspired by an emotional source, so the
influences were slightly more difficult to identify initially. In some of the harmony, I can
identify Herbie Hancock. In the way I structured the rhythmic phrasing to shift with the
harmonic ideas, I can identify Lyle Mays. The bass playing was more challenging to
identify. I can hear shades of Christian McBride in his arco approach and, in the pizzicato
long-note approach, Paul Chambers, Ray Brown and Ron Carter. In the rhythmic
approach, I identify more of Alphonso Johnson and Stanley Clarke relating to how I
linked the bass rhythmic backing for improvisations.155

154
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Fretless electric bass was also tried, but it did not generate the right sound.

‘Trust the Universe’
I arranged this piece of music as a musical journey with twists and turns. In many
ways, this piece is difficult to play in the CD form you may have heard. It is the opposite of
the tune before, where this work has a floating and dynamic ‘groove’, but when viewing the
parts, it is not simple, because of changing time signatures. The introduction has a multi-part
counterpoint with the vibraphone, piano, drums, nylon guitar and electric bass (see Figure 7
and the score for all parts). The piece then moves into a polyrhythmic 7/4, where the bass and
drums move across the pulse as the marimbas play a counter-syncopation, then it seems to
fall comfortably into a pulse after building into 4/4.
Figure 7- Multi-part counterpoint sample

I orchestrated this with a full big band brass section and strings, with both marimbas
and vibraphone. The bass is highly featured and doubles with marimba (tutti). The saxophone
solo shifts back to 7/4 and re-enters into 4/4. The bass and drums backing behind the solo is
yet another example of something that sounds simple but is not simple to play. The out-takes
were harmonically substituted and are the most difficult to play smoothly. To add to this, they
are also rhythmically heavily syncopated, as can be seen in Figure 8. Moreover, ten horns are
playing melodically with this, with one more complication being that I wrote the drums to
solo over the entire final structure (which Omar Hakim did comfortably). Yet through this
convoluted structure, I believe it connects as a piece of music well.156

155

Every tune on the CD I approached like the nucleus of this project, with no limitations or boundaries and to change
and shift as required. This extended to techniques, instrument type, style or approach.
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Figure 8 - Complex rhythmic and harmonic substitution

There are a few influences I decided not to use in this piece. I asked Rachel Z if I
could rearrange this and she permitted me to do so. The original composer definitely is an
influence because I liked the simplistic nature of her melodic writing. In terms of the
arrangement, there are influences of Gil Evans, Akiyoshi-Tabackin, George Russell and
Vince Mendoza. Regarding playing the bass, my influences are Victor Bailey and Richard
Bona in my approach to this work. In all of these tunes, I was influenced by the methods and
audio I researched because it aided the direction of my creative aspirations.157

‘New York Subway’
While in New York City, all my travelling, other than to and from the airport, was
done by the subway. The bass-line if sung or played by itself in time, has a train-like motion
to it (Figure 9).

156

On reflection, which is not in Appendix 2, the horn section took a little longer and required a later tempo track in
order to play the parts with Omar Hakim’s drum solo and the rhythmic syncopation occurring simultaneously.
157

This piece of music has an American west-coast jazz flavour played by east-coast jazz musicians, so it is a little
different.
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Figure 9- Train-like motion - repetitive bass pattern (swing phrasing)

There are brief mentions throughout this exegesis regarding differences, indicating
that notes, or rhythms, or feels, are deviating with a personnel change regarding
interpretations. This version is no exception and is very different from the live version
(Chapter 5). The solo section in this tune is based on ‘free-jazz’ and in the recording, every
player knew exactly where ‘1’ in each bar was at all times. It is deceptive because it does not
sound like that was the case. It is different yet again in the live performance because there is
no bass solo in the CD version, but in the live version, I did a ‘stop-bass-solo’, very much in
the style of Charnett Moffett (chapter 5).
My influences are far-reaching in this piece. I was inspired by the New York subway
conceptually, but as a composer and arranger, I approached it like a late Coltrane style with
an Ornette Coleman infusion. As a bassist, I definitely approached it like Charnett Moffet,
Charlie Haden, Mark Petersen and Ron Carter, where I put my creative aspirations to the test.
There are certainly influences in harmonic approach from Richie Bierach and Dave Liebman.

‘Betrayal’
This improvised piece is a solo composition played on fretless electric bass. There
were only two takes done, both recorded live without overdub. The second take was
technically more ‘accurate’ in delivery and demonstrated more dexterity with different
harmonic and rhythmic structures. However, the second take lacked the emotive aspects I
was trying to achieve, with the first repeating the improvised melody on the second pass,
whereas the second take failed to do this.
Harmonically, the first take, which is the CD version, has an unusual asymmetrical
movement. Assessing the harmonic structure, it moves from a F#maj7 to a Bbmaj13#11. On
the second pass where I repeat the melodic idea, I then moved to D major and an implied Eb;
the piece then naturally feels like it is harmonically resolving to G major, by moving from an
Abmaj7#11 up a half step. I suggest that there is an almost seamless resolution, where on
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analysis it might seem untenable, because it finishes a half step from where the tune started,
almost naturally.158
In terms of composition, the influence was difficult to ascertain. The work was freely
improvised, so it is what I would loosely term ‘composition on the spot.’ The inspiration can
be related to free jazz exponents Cecil Taylor, Ornette Coleman and Murray McNabb, 159
though ‘Betrayal’ is nothing like their music. The performance influence is more akin to
Michael Manring, Christian McBride and Gary Willis. The method of virtuosic approach was
attributed to Jaco Pastorius, being a fretless bass.

‘Pariah’
There is no doubt from where my influences for this piece came. It is almost
evident by the way the harmonic and rhythmic bass patterns sound and are played and
how they are placed in the bar. Part of my audio appraisal involved over twenty CDs of
Weather Report and an equivalent amount featuring Jaco Pastorius, including all of his
solo albums. However, parts are approached very differently in counterpoint and textures
in places. The solo section as an example has the soprano saxophone and the trombone
soloing (panned left and right) in a ‘Dixieland jazz’ style from the 1920s, on a work that
is far removed from this style. I could suggest it is another form of fusion, but one of
approach rather than a merging of genres. The bassline is indicative of Pastorius’
influence on bassists, with substantial leaps on the neck playing the tri-tone of the
dominant seventh chord (Figure 10). When the recording occurred, I improvised on this
pattern a little differently, but it was still the foundation.

158

Inspect the many varied cadence types defined in the glossary

159 '......McNabb’s contributions to jazz in both his own and other groups. This disc includes collaborations between
1980s jazz supergroup Space Case with the equally awesome Auckland Neophonic Orchestra (which raises the question
– why were these tracks never released?), and work from the groups Dr Tree, Modern Times, Hard Jazz, McNabb’s trio
and sextet from the 1970s and 1990s. The second LP features his more experimental work, primarily on solo piano or
keyboards/synthesisers and in the realm of electronic music with only one group track from Salon Kingsadore.'
Gianmarco Ligori and Richard Thorne,”Murray McNabb: The Way In Is The Way Out”, Edited by Richard Thorne, 2nd
August, 2019, accessed August 26, 2019, https://nzmusician.co.nz/music/murray-mcnabb-way-way/.
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Figure 10- Tritone bass harmony jumps

The bass solo falls over an almost Gospel chord progression which starts in C major,
moves to a similar pattern a minor third higher and repeats. As I mentioned the influences in
writing and performing are clearly indicated, but the bass solo was more in the style of Jeff
Andrews and Victor Wooten (fingerstyle).

‘Dear Departed’
Much of the background of this work exists in the booklet that comes with the CD.
Without duplication, I will instead describe this from a completely different perspective, that
being what my experience as a musician for forty years taught me. This piece, if I were to
aim to categorise it, had its final modus operandi as the removal of hubris. I do not believe
this piece would be in this released form had I written or recorded it twenty years ago. Mike
Mainieri sent this back to me as a solo vibraphone piece to demonstrate it. He did two takes
with his interpretation, and I also had a complete arrangement. I suggest that many composers
and arrangers do not intend to throw their arrangements away, but that is precisely what I did.
This was about the music, not me, or anyone else on the CD. This was written about my
arranging mentor for over thirty years, Russell Garcia (12 April 1916 – 19 November 2011).
Mainieri captured the feeling better than my arrangement did, so the result is what you hear.

67

CD conclusion: Desired outcomes and future consideration
This compositional and performance approach became a core part of the study during
my DMA, utilising the similar ideologies of the composers and bassists investigated as a
methodology for creating, performing and recording my own works from 2013 to 2017.
While my approaches to this study can be replicated, I feel confident that they will produce
different, yet parallel, results and I believe the live performances, which were replicating
some of these tunes, did that (see chapter 5).
Introspectively, I anticipated another composer replicating my decisions would write
differently, but like me, attempt to maintain the musical period from which their musical style
and influence come. Through the absorption of audio and the subsequent transcriptions, I
argue that in my intent of composing works of a similar nature and with a diversity of jazz
styles and fusing, that I was successful.160
The next chapter is the beginning of the break down into smaller demonstrable
components. The CD is a culmination of multiple aspects into a single work. The first
performance phase now began with all-electric jazz-fusion representations that were
structured, but showing signs of moving in new directions.

160

Since ‘Portrait of New York’, a full big band arrangement was done of ‘Africa Suite’, in conjunction with Greg Heath
the co-author, to be performed in the United Kingdom. This is now the main score from which all versions are written or
rearranged.
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CHAPTER 3
Multiple varied usages of the electric bass in fused jazz compositions
from 1970-2000: Performance and analysis:
161

Changing and advancing electric jazz basslines, increased syncopation and more
creative and demanding uses for the bassist.
‘Integrating counterpoint into musical compositions requires skill and inspiration’
– Beth Denisch 162

In the methodology, all the reviewed music was classified into a workable category.
The personal preparation, practice routines, and concerns relating to this chapter have been
placed in Appendix 4 163 to maintain the concentration on the performances in the exegesis.
Each performance chapter is concerned with the pieces of music and the usage of the
framework, methodology and review in practice and analysis as appropriate.164 In this
chapter, through to chapter 4, I present each live performance. With every piece of music, I
briefly looked to the devices and techniques used with the core of this exegesis question.
Furthermore, I narrate accordingly how each piece shows a different and/or explorative
approach where appropriate.
To relate this chapter both visually and audibly, for the reader’s convenience, videos
containing the three recitals in approved excerpt format, have been included as attachments
on the accompanying USB drive with all PDF scores in A3 format, as well as the
performance programmes. I additionally specify the bar numbers on the scores with video

161

Fused jazz or Jazz-fusion was arguably developed in the later 1960s, by combining jazz improvisation, harmony and
composition techniques with rock, Latin, funk and other styles of music.
162

Denisch, Contemporary Counterpoint: Theory and application , 148.

163 Appendix 4 - Preparation for the performances: Implementing the methodology of prior analysis, data collection and
some personal approaches.
164

As a journal side-note, because of the professional commitments of many ensemble musicians, all three performances
in chapters 3,4 and 5, were consequently coordinated within a three month period between September, October and
November, 2017. Each ensemble had different musicians to coordinate with the exception of Craig Walters who was
present in the first and third performances. Under normal circumstances, I would have spread the performances out over
a two year period. This is not an experience I would willingly replicate again, due to placing a demand on myself to play
every tune by rote for professional presentation purposes. Summarily and superficially, this meant I learned three
repertoires in a short space of time. Surprisingly, I only required glancing at some parts in the final third performance,
mostly for cueing purposes.
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‘starting-place’ information in the footnotes for each piece, should anyone wish to watch the
video and observe the score(s) simultaneously.
Restating, I mentioned earlier that the techniques and methods examined were
substantial. Concerning topic relationships to this exegesis, I did not wish to bypass anything
that might be directly related to each performance and each individual tune. In Appendix 6, I
decided to additionally include an overview table of numbered skills for each individual
piece, primarily because it is a summary of skills used in each performance that reinforces the
work completed, rather than being critical to the body of this work.
This chapter, and the two that follow, exemplify jazz works that have mostly been rearranged for a much smaller ensemble.165 This practice, as part of my arranging process,
followed R. J. Miller’s advice of ‘Not everyone needs to play all the Time’.166
The electric jazz selections finalised for this first performance were:
1.
2.
3.
4.
5.

‘Nite Sprite’ – composed by Chick Corea
‘Pools’ – composed by Don Grolnick
‘Friday Night at the Cadillac Club’ – composed by Bob Berg
‘Cannonball’ – composed by Joe Zawinul
‘Bullet Train’ – composed by Mike Mainieri
a. Introduction addition - ‘Some Skunk Funk’ – composed by Randy Brecker
6. ‘Tutu’ – composed by Marcus Miller
7. ‘Not Yet’ – composed by Michel Camilo

165

Notes on arrangements have been made for each tune where applicable, because they were rearranged to suit a
smaller ensemble and mostly, a different instrumentation. Regularly, I rearranged, reharmonised and restructured each
tune. All of my bass influences that I credit for each tune in all three recitals, are written into the attached recital
programmes on the USB drive (in PDF format).

166 ‘The natural tendency when scoring for small ensembles is to use all of the instruments all of the time. Often the original
composition is written in four-part harmony. When translating this type of composition to a quartet of instruments (i.e.
string quartet) it would seem logical to assign one instrument to each of the four existing parts. However, in practice this
results in a static-sounding orchestration with little interest and no variance of overall timbre. By using the overtone series
to determine the appropriate chord members to be deleted from a given chord, one can usually reduce each chord to as
little as two or three notes. Doing so results in the opportunity to rest certain parts, pass the melody from instrument to
instrument, or trade melody or harmony between instruments of different timbre, thereby adding significant interest and
variety to the orchestration.’ R.J. Miller, Modal Jazz Composition and Harmony Volume 1, 442.
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3.1 A breakdown of Compositions and Performances:
‘Nite Sprite’ – composed by Chick Corea
167

168

‘For Corea, an ostinato is a compositional building block used to emphasize a pitch center.
While it is possible to have several pitches involved, a single pitch class is often stressed due
to metric placement and/or sheer repetition’. - Jordan Michael Lynch 169

After a composite analysis of the preparation, rehearsal, performance and review of
all the pieces chosen for all three performances, this work embodies how a composition can
create a level of technical advancement. This technical advancement not only requires a high
level of competence by an electric bassist in a support role but also, from my personal
method studies and practice, this piece additionally requires a very advanced technique,
strong harmonic knowledge with a facility to play intricate unison and rhythmic lines with the
entire ensemble.
I transcribed the original bass-line which can be found in full in the appendices. This
transcription excerpt seen below in Figure 11 is an example of a bass-line that never repeats
itself precisely in any consistent groove or pattern. During the period in which this piece was
written, this is the only bass-line in this performance that had no repetition in its main
melodic sections (other than in the ensemble unison sections) or in the improvised sections. I
also noted that even though some of the downbeat phrasing used by bassist Anthony Jackson
in the improvised sections had rhythmical consistency, he sometimes changed the approach
and placement of his notes.

167

VIDEO NOTES – Starts at Bar 32 on the score until the end – demonstrates all major parts of the work:
Instrumentation, rhythm, syncopation, melody, improvisation, tutti lines and interaction.

168

169

Chick Corea, The Leprechaun, Polydor PD–6062, 1976, vinyl LP.

Jordan Michael Lynch, “Where have I known this before? An exploration of harmony and voice leading in the
compositions of Chick Corea” (Ohio: MA thesis, Graduate College of Bowling Green State University, 2012), 64.
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Figure 11- Nite Sprite – bass-line excerpt from the ‘A’ section

One month before the first rehearsal, after attempting to memorise the ever-varying
bass-line, I was directed to a live version of ‘Nite Sprite’ performed by drummer, Vinnie
Colaiuta.170 After listening to this version many times, I considered whether the original
Anthony Jackson bass-line might have been improvised in the melodic section, because the
bassist on the Colaiuta version, Jimmy Johnson, played different lines to those played by
Jackson other than the written unison parts. Rather than assume this was true, I searched for
another version.171
It seems that the bass-line does not repeat itself and is designed to be spontaneous,
which theoretically makes the composer’s intended bass-line more complicated because it has
to be improvised.
I transcribed this challenging partly improvised bass part in its entirety, and it can be
seen in the attached PDF bass chart (on the USB thumb drive). I played all the critical written
parts and some of the transcribed improvised verse sections by rote in the performance
nonetheless. In its own way, the composition, through my performance of this section, placed
me in a position where it advanced the level of technical skills I was required to provide, even
if inadvertently, yet it further reinforces my notion of advancement through technical
demands. The bass-line excerpt in Figure 12 is difficult primarily because the minimum

170

“Vinnie Colaiuta: Nite Sprite | Drummerworld”, YouTube video, 5:04, “Bernhard Castiglioni”, 12 April, 2014,
accessed July 2017, https://www.youtube.com/watch?v=0zNjJcth1Xg.

171

In late 2017, after my recitals, Chick Corea went on tour, performing all of his tunes throughout his career and I
managed to source a further video recording of ‘Nite Sprite’. I located a version with a twenty-first-century bassist,
Carlitos Del Puertoon, who plays the melody section contrarily to both previously analysed versions, and also plays
nothing in the difficult triplet section at all.
[The video location and credit to:] “The Chick Corea / Steve Gadd Band: ‘Nite Sprite’”, YouTube video, 10:59,
“Djjdevos”, October 06, 2017, accessed November 2017, https://www.youtube.com/watch?v=uRz2VCIhBB0.
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tempo for this work, to accurately represent Corea’s intent, is approximately 125bpm with a
maximum tempo of 140bpm.
I rearranged this piece with a guitar that doubled the saxophone line, and I
additionally reharmonised several passages to play occasional subtle two-part harmony that
was not written in the original.

Figure 12– Complex unison example in ‘Nite Sprite’ by Chick Corea

‘Pools’172 – composed by Don Grolnick 173
‘…something I’m always interested in…a relaxed feel, with intensity.’ – Don Grolnick 174

This piece has had several incarnations over a twenty-year period and was thus a
useful choice in the representation of a work that translated from its initial acoustic setting to
an electric setting repetitively in multiple versions. The first release I found had Eddie Gomez
playing the double bass. I found several versions, with different bassists including Victor
Bailey, Jeff Andrews and Richard Bona, played within the twenty years.
Each version of ‘Pools’ that I evaluated supplied an example of the parts within the
composition that required consistency in the bassist, as well as the parts that required

172

VIDEO – Starts at bar 1 on the score– demonstrates all major parts of the work: Instrumentation, rhythm, melody
leading and doubling, dynamics and interaction. Fades at the end of the bass solo, because what has come before
continues.

173

174

Steps Ahead, Steps Ahead, Elektra 960168-1, 1983, vinyl LP.

Louis Gerrits, “Don Grolnick / Brecker Brothers Interview”, (06:50), YouTube video, 10:52, accessed August 26,
2019, https://www.youtube.com/watch?v=hCO2zHnodDE&feature=share.
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personal interpretation. The Bona version emulated, is the most relevant demonstration of the
evolution of a composition through different versions. Grolnick’s composition required the
bassist to play the melody in unison with the tenor saxophone. Then the bassist reverts to the
role of playing counter-rhythms with tonal roots and extensions and then eventually requiring
a solo from the bassist after the guitar solo.
The role shift for a bassist is seen below in Figure 13. The addition of an octave
above the register of the electric bass doubled with the source bass register in Bona’s solo,
made it stand out as making sure that the bass solo was clearly heard. In another version,
Bona uses a bass synthesiser instead of octave doubling.175 I selected this version for this
evolution in the approach to composition. I could not obtain the exact Roland bass
synthesiser, but I worked diligently with an automatic Roland pitch transposer, emulating this
effect by doubling in my solo an octave higher.

Figure 13- Pools – Moving from melody to rhythmic requirement

The dynamics in the ensemble that I discovered are critical to performing this work
successfully. The piece must be moderately soft in the melodic sections with tenor saxophone
and bass and then dramatically shift to loud where the bass takes a more traditional role. The
solo section is also divided into two minor-key sections, one tone apart, with a dominant
175

“Steps Ahead: Pools.” YouTube video, 12:50. “Mixokids”, June 12, 2013,
https://www.youtube.com/watch?v=3pBJGbZOAEM.
[Richard Bona is playing a Roland VB-99 bass synthesiser].
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altered chord redirecting back to the key centre as seen below in Figure 14. This allows for a
free interpretation approach for the improviser within the constraints of the form, which I
discussed with the musicians in rehearsals. I listened to several bassists improvising to
internalise a concept of what the song required, but I based the modern approach in my solo
on Bona.
Figure 14– Pools Improvisation section

‘Friday Night at the Cadillac Club’176 – composed by Bob Berg

177

‘Parker had specific components in his art: Midwestern root music; the Kansas City blues;
and a fleet-footed conception of melodic virtuosity, absolute technical clarity; and a way of
playing the shuffle rhythm in a manner distinct from Lester Young. Bird was a great musician
and he had a different mind for music, but the bottom line on the vocabulary and the
objectives was clear. That’s why so much of Charlie Parker’s early material is the blues, the
American popular song, and originals that have that song form.’ – Wynton Marsalis 178

This piece had several versions that were recorded prior to the death of Bob Berg in
2002. The original roots of jazz are in blues, which made this an almost necessary work to
176

VIDEO – Starts at Bar 27 on the score and ventures into the saxophone solo, which then fades. This demonstrates all
major parts of the work: melody doubling on bass with a part that does not sit naturally on bass, quickly switching from
that role to rhythm section melody support, rhythm section solo support and interaction.

177

“Bob Berg & Mike Stern - Friday Night at The Cadillac Club.”, YouTube video, 05:39, “fusion07MP4”, December
24, 2010, accessed November 24, 2016, https://www.youtube.com/watch?v=YFEMMoKdkss. (Newport Jazz Festival)

178

Wynton Marsalis, “Chapter 1”, In To A Young Jazz Musician: Letters From The Road (New York, NY: Random
House, 2004), 144.
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include for the period.179 Each version inspected was played at different tempos. I selected
one of the earlier versions on ‘Short Stories’.180 To fully understand Berg’s approach,
influences and roots, I also transcribed his tenor saxophone solo on this version for personal
study. I also rewrote it into bass clef and used it on the bass during private practice.181
Berg’s recordings with Lincoln Goines and Jeff Andrews did not have the melody
played by the bassist in any of the located recordings, but I chose to rearrange it in line with
this period nonetheless. The melody is demanding on bass because of the string jumps and
the speed the melody is played (200bpm), which can be seen below in Figure 15. This is
interesting as a blues, because the harmony changes, shifting tri-tonally at times, and
providing greater difficulty harmonically in improvisation in comparison to a standard 12-bar
blues. I rearranged Berg’s piece to demonstrate how performance and technique can be
increased by meeting the demands of the composition itself and the musicians in an
ensemble.

179

James Lincoln Collier, The Making of Jazz: A Comprehensive History (London: Macmillan, 1995), 35.

180

Bob Berg, Short Stories, Denon 33CY-1768, 1987, compact disc.

181

At this juncture, I suggest that this improved and advanced my technical capacity, because many of the lines
definitely do not sit comfortably on any bass, electric or acoustic. This transcription into bass clef is in PDF format on
the accompanying USB drive.

76

Figure 15- Friday Night at the Cadillac Club string jumps on electric bass (200bpm)

‘Cannonball’ – composed by Joe Zawinul
182

183

‘And like Herbie Hancock, Zawinul is associated with a variety of jazz contexts: contributing
to Cannonball Adderley’s group as a hard bop pianist during the early 1960s; developing
new approaches as a keyboard player and composer for Adderley’s group during the soul
jazz period (mid-1960s onwards); making important contributions to Miles Davis’s jazz-rock
fusion experiments during the late 1960s and early 1970s.’ - Alan Cooper 184

This piece was released by Weather Report on their LP, ‘Black Market’ on 11th
March, 1976. 185 It is a part of jazz and electric bass history. It is significant because it was a
transition where the band’s bassist, Alphonso Johnson was also on the LP but had left the
band to be replaced by the then-unknown Jaco Pastorius. While the more well‐known piece,
‘A Remark You Made’ is the ballad bassline for which Pastorius became possibly more
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VIDEO – Starts at Bar 35 taking the 2nd time bar and demonstrates all major parts of the work: Melody (tutti)
doubling on bass, quickly switching from that role to rhythm section solo support in guitar and saxophone solos,
dynamics, louder melodic structure and interaction.

183

Weather Report, Black Market, Columbia PC 64099, 1976, compact disc.

184

Alan Cooper, “Making the weather in contemporary jazz: an appreciation of the musical art of Josef Zawinul” (MA
Thesis, Southampton, Hampshire: School of Humanities: Music: University of Southampton, 2012), 40.

185
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Weather Report, Black Market, 1976, compact disc.

famous, ‘Cannonball’ the composition that arguably made people notice him worldwide.186 I
chose the fretless bass to mirror and showcase Pastorius’ voice-leading, double-stop and
melodic skills in this randomly odd‐metered piece.
Through rehearsals and practice consistency, I found that the 3/2 and 5/4 bars are not
directly noticeable and have a far higher degree of difficulty than is evident to the listener
compared to slower Weather Report pieces that followed. An example can be seen in Figure
16. One of the additional difficulties in this piece is not only that the time signature shifts,
but also the approaches to bass playing change from melodic to rhythmic and often
syncopated.
This piece was dedicated to Cannonball Adderley, Josef Zawinul’s long‐term collaborator
before Weather Report.

Figure 16- Shifting time signatures

During the subsequent rehearsals and performance of this piece, I became more aware
of the composition and performance ingenuity of Zawinul and Pastorius. The potential for
varying dynamics and the necessity of the other musicians to be aware of who is playing what
is critical. It is a highly interactive piece of music, and I believe more difficult than other

186
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Weather Report, Heavy Weather, Columbia PC 34418, 1977, vinyl LP.

Weather Report ballads I have performed during my career because of this. I realised that this
piece would not function at its best without intuitive interaction from every musician.

‘Bullet Train’ – composed by Mike Mainieri
187

188

‘Some Skunk Funk’ is an excerpt introduction by ‘The Brecker Brothers, composed
by Randy Brecker. 189 This was incorporated as an introduction to ‘Bullet Train’.
‘Mainieri was able to offer musical refuge to some of New York's most talented-though still
unknown studio players, among them the Brecker brothers, Steve Gadd, Tony Levin, Barry
Rogers, Warren Bernhardt, Joe Beck, and others.’ – Julie Coryell and Laura Friedman 190

The version of ‘Bullet Train’ was taken from a live ‘Steps Ahead’ concert in Europe
with bassist Victor Bailey playing the melody with the saxophone. The saxophonist was
Michael Brecker. The melody was written for saxophone and vibraphone and did not fall
naturally on the bass in many of the lines, making it very difficult in several places. While it
is additionally unusual for a bass solo to appear in this piece, I rearranged this so there is one,
even though the form structure is unusual. The form does not contain the usual anticipated
rhythmic-pulse resolution of even four-bar phrases, it instead resolves in groups of six.
There were several notable composers in the period directly related to this piece that
could not be discounted in their contributions. The Brecker Brothers, as one of many
composers, were additionally an essential part of the composition changes in modern electric
jazz most notably when they released their self‐titled CD containing a piece entitled: ‘Some
Skunk Funk’.191 I arranged this so the 16th horn and rhythm part with a 7/8 bar introduction
pays homage to the increased compositional standards demanding a higher performance level

187

VIDEO – Starts at Bar 1– demonstrates all major parts of the diminished introduction of ‘Some Skunk Funk’:
Melody (tutti) doubling on bass as well as melody doubling on ‘Bullet Train’, which is not on every version or the
original, dynamics in section shifting, samba bass rhythm and has an arranged bass solo where the band drops out and
plays rhythmic hits so the solo is not swamped and drowned by the instrumentation. It fades as the bass enters the final
bridge out-take, preparing for re-entry into the melody.

188

Mike Mainieri, Wanderlust, Warner Bros. Records P-11066W, 1981, compact disc.

189

The Brecker Brothers, The Brecker Brothers, Arista AB 4037, 1975, vinyl LP.

190

Coryell and Friedman, Jazz-rock Fusion: The People, the Music, 257

191

The Brecker Brothers, The Brecker Brothers, 1975.
[Their choice of horn harmonisation was very centric to their sound]
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of this period. I determined in my analysis prior to arranging this for this ensemble, that the
introduction contains a minor third and diminished scale pattern in the arrangement, which is
similar in approach, though slightly varied in pattern choice, through to parts of the melodic
structure of ‘Bullet Train’ that can be seen in Figure 17 and Figure 18. Both inclusions
presented a necessity for dexterity on electric bass at the tempos that the composers had
written them. In personal preparation, they demanded substantial practice on my part to
execute them successfully.
Figure 17- Some Skunk Funk - The introduction example

Figure 18– Bullet Train bass melody excerpt using a diminished pattern

‘TUTU’ – composed by Miles Davis and Marcus Miller
192

‘Marcus Miller came to prominence in the jazz community playing with Miles
Davis in the latter part of the trumpeter’s career. Miller is a gifted multi-instrumentalist
(he plays bass clarinet, synthesizer and electric bass on the SMV Thunder release). As a
bassist, Miller is known for his presence and tone, as well as his funk-oriented slapping
skills. His influence on electric bassists has been significant.’ - Dave Schroeder 193

192

VIDEO – Starts at Bar 1– demonstrates all critical dynamics and their interaction –- lots of space in my arrangement
similar to the original to capture the feeling of the original concept. This goes all the way through into the bass solo,
which commences not with anticipated finger or slap but muted thumb and palm muting melodic constructs. Because I
spent considerable time listening to various versions, I subliminally quote both Miles Davis and Kenny Garret in places,
before it goes into the slap and pop (see Glossary) section where it fades out, due to repeating everything that has come
before.

193
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Schroeder, p.47.

I selected this version from the Marcus Miller CD ‘Live and More’,194 and it was
recorded prior to Miles Davis’ death. It is possible that Miller was among the longest-serving
bassists in Davis’ musical career. This is one of the pieces that epitomised the style Miles
went to in his later years before his death. Marcus Miller was the primary composer of
‘TUTU’, and he uses a ‘muted plucking’ in places, which produced a quieter, more muffled
sound. He also used the slap and pluck (see Glossary) technique in places, as well as counter
melodic and rhythmic lines. I emulated these in this performance.
There is a bass solo in this piece as well, which I also improvised. One of the ‘standout’ skills in this piece is the ability to shift volumes dramatically, sometimes from barely
audible to extremely loud and back again within the same bar. Another crucial requirement is
being able to spontaneously adapt with the intensity, softly and loudly as required. While
dynamics are certainly a part of every music style, this piece exemplifies a high standard of
musicianship in understanding, rather than only technical skills, to convey the original intent
of the composer. Because of this requirement, it will never sound the same in any
performance because of interpretation variances if the ensemble musicians vary.
I emulated the fills Miller used in this version in part to maintain context. As can be
seen in the pentatonic fill that Miller plays in Figure 19, they appear to be sporadic and of an
improvised nature. They audibly appear in different metric placements, with variations at
other locations, and in other versions of TUTU. I noticed one minor difference from the
original version in one note during the soft build-up for each solo. In another version of
TUTU, the notes used were a tone apart. In yet another version of TUTU, the notes were a
semi-tone apart giving the impression of a blues-like pattern leading back to the key centre.
As shown in Figure 20, when one listens to the corresponding video example, this score
excerpt was the bass part in the muted section that I chose to arrange into this demonstration
that I also performed on bass (See the Glossary regarding palm-muting and Appendix 6 for
the Table of skills, song-by-song).

194
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Marcus Miller, Live and More, Dreyfus Records, FDM 36585-2, 1997, compact disc.

Figure 19- TUTU bass fill example

Figure 20-TUTU muted bass bluesy example

‘Not Yet’

195

– composed by Michel Camilo

196

‘With his left hand pounding out awesome clusters of chords and his right racing up and
down the keyboard to produce machine-gun flurries, Camilo has an unstoppable one-two
punch.’ – Los Angeles Times 197

This very demanding piece was recorded on six-string bass. I played it on a fivestring, so it has intense fretboard jumps requiring fast reflexes in places of extreme difficulty,
making it potentially problematic, but achievable, with the intent of demonstrating my
adaptation and dexterity. An example can be seen in Figure 21. There are several versions of
this piece, both live and in the studio performed by both Anthony Jackson and John Patitucci.
Anthony Jackson recorded this piece initially and then again with the Camilo Big Band over
twenty years later.198 In between touring, Camilo also used John Patitucci and recorded with
him on several CDs. This version follows more of the Patitucci style and approach from the
mid-1990s while maintaining the written lines by Camilo that Jackson originally played.

195

VIDEO – Starts at Bar 40 where the band comes in without the long piano introduction– The lines repeat themselves
that do not appear from where it starts, because this is the first time through the repeat – This demonstrates all critical
dynamics and their interaction moderately well –- My arrangement reharmonizes in places and has guitar which was not
in the original version (nor any other by Camilo I could locate to this date). This supports and emulates like Camilo’s
versions, the piano solo, saxophone solo, the fast 6-string Anthony Jackson lines the piano and bass tutti lines and multifaceted Latin-jazz infusion.

196

Michel Camilo, Why Not, Electric Bird K28P 6371, 1985, compact disc.

197

‘Jazz Review: High-Powered Jazz by Pianist Michel Camilo’, Los Angeles Times. Los Angeles Times, September
28, 1990, accessed May 3 2016, https://www.latimes.com/archives/la-xpm-1990-09-28-ca-1179-story.html.
198
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Michel Camilo Big Band, Caribe, Calle 54 Records 8869753972, 2009, compact disc.

It is up-tempo, and with the way the piece is written, there is little margin for error as
all my ensemble musicians discovered both in rehearsal and performance.
I observed, when I selected this and analysed all parts and versions, that the
improvisation on each recording is very different, with the big band version containing
written lines primarily for brass instruments. This is the smaller band version, with no bass
solo found performed on this tune to date in any of Camilo’s repertoire. This is likely due to
the bassist requiring a total focus on the constructs of this challenging piece.
Camilo originally composed this work for alto saxophone which was in my initial
transcription, but I altered it to suit the soprano saxophone. The re-arrangement and re–
harmonisation with the changes can be seen in Figure 22.

Figure 21- Not Yet - bass string jump section at 260bpm
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Figure 22– Re–harmonisation example and instrument change

3.2 Instrumentation credits
1.
2.
3.
4.
5.

Andy Atwill - Fretless bass guitar, 4-string, electric bass and 5-string electric bass
Craig Walters - Soprano and tenor saxophones
Benjamin Fernandez - Electric keyboards and piano
Michael Howell - Electric guitar
Greg Tell - Drums

3.3 Performance synopsis
This performance represented a good cross-section of the electric bass in electric jazzfusion through selected compositions from 1970-2000, demonstrating many of the bassists
involved (also see the programme).199 The varied complexities contained syncopation,
diverse time-signatures, different tempos and grooves, difficult string jumps, 6-string bass
part in ‘Not Yet’ being played on a 5-string bass, high dynamic sense requirements for
199

Anthony Jackson, Richard Bona, Jeff Andrews / Lincoln Goines, Jaco Pastorius, Victor Bailey, Marcus Miller and
John Patitucci.
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‘TUTU’, ‘Cannonball’ and ‘Not Yet’. There are also additional requirements for a myriad of
electric bass techniques, devices and skills (see glossary). Adding to this, the fast saxophone
melody doubling on bass and multiple cue requirements, organisation, transcriptions and
rearrangements, made this into a challenging, but meaningful performance and preparation
procedure.
Many new techniques were learned due to the variety of bassists who had their own
unique approaches to bass-lines that differed from how I was taught, both in technique and
execution. Learning these skills, I believe that I furthered my own development and potential
for further exploration.
This chapter I believe demonstrated the signs of electric jazz ‘delimiting’ itself
stylistically, by incorporating many techniques and often, many styles. The next exploratory
step was further freedom.

85

CHAPTER 4
The semi-acoustic aspects of jazz composition and free jazz in
performance in the late 20th Century.
Performance and analysis: Where the electric bass is a ‘lead’ instrument and equal
improviser. Piccolo fretted and piccolo fretless bass are featured.200
‘It created a lot of space and a lot of tension, because everybody had to be incredibly alert and trust
their ears. And I think that’s maybe why I loved that music as much as I did, because it seemed very
alert and very sensual and very unwritten’. - Joni Mitchell 201

The semi-acoustic electric ‘unplugged’202 jazz selections finalised for this second
performance were:
1.
2.
3.
4.

‘Freedom Jazz Dance – composed by Eddie Harris
‘How can I forget you? What’s your name again?’ – composed by Andy Atwill
‘Minuano’ – composed by Pat Metheny and Lyle Mays
‘Discombobulation for Beginners Part I, II, III & IV’ – composition conception by Andy
Atwill. Composition credit to Andy Atwill, Ron Samsom, Nigel Gavin and Olivier Holland.

4.1 Background and objectives
In the later twentieth century composers were establishing, through their works, that
the bass player is no different from any other instrument when they wrote parts that were
either intuitive or complicated. The electric bass role was changing, not only through
individual creativity, but also its role enabled composers to conceptualise pieces with more
than one bassist in an ensemble with one as the rhythm section bass and the other as a lead
bass melody and solo instrument. 203

200

An instrument capable of being a ‘solo’ voice.

201

Fellezs, Birds of Fire: Jazz, Rock, Funk and the Creation of Fusion, 155.

202

Concerts that are played with acoustic (and usually minimal) instruments are called unplugged concerts. In this recital
scenario, there is a strong jazz freedom and improvised theme, so it is very applicable in all meanings, other than there
was preparation.

203

This facility traversed genres. R&B artist, James Brown, was reputed to have two bass players and two drummers
simultaneously in some concerts in this late twentieth-century period.
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In this performance, I used creative concepts of the two-bass compositions, utilising
double bass with piccolo electric bass as the principal instrument. The performance
included styles ranging from modern Latin-jazz, to jazz-rock-fusion and the free-jazz
concepts originating with Ornette Coleman and Cecil Taylor. Furthermore, some of the
concepts that were becoming more prevalent known as ‘quartal harmony’ and other
exploratory modal and scale areas were being used, which I demonstrated in this
performance. Ornette Coleman was known to use up to three basses at a time. This could be
in the form of double bass and two electric basses or two double basses and one electric
bass. James Blood Ulmer had simultaneously used two electric basses in many live
performances, with Miles Davis replacing the guitarist with a second bassist on piccolo
bass for much of his last two world tours prior to his death.
In preparation, I experimented with basses of varied tunings, piccolo bass strings,
multiple analogue effects units and the advent of digital effects entering the market,
because, during this period, bass players’ performances became more adventurous. This
opened new realms of exploration for the electric bassist, as well as anyone composing that
placed the bass in the forefront of an ensemble.

In the second performance, I centred on the three following areas:
1. The electric piccolo bass is taking a lead instrument role.
2. The ensemble environment being of a raw acoustic nature, primarily where freedom
of expression and interaction within the composition was the focus.
3. Percussion instead of a drum kit, to create an ensemble sound of ‘openness’. Also,
with the entire notion of improvisation and composition being directly responsible in
part or in full for the creation of the other, from a variety of styles representing the
1970-2000 electric jazz period.
I set a clear role for each bass in this performance. The double bass’ role, was the
primary timekeeper and root note instrument, with the piccolo bass taking the equivalent of
the horn part and doubling in harmonic support like a guitar.204 Both basses shared an
improvisation role at times in this performance.

204

The technological advances increased new options for the bassist, along with ongoing advances in sound technology.
These advances opened a further avenue of exploration for creative jazz composers with the introduction of electric

87

4.2 A breakdown of Compositions and Performances:
‘Freedom Jazz Dance’205 – composed by Eddie Harris

206

‘Right, it’s controlled, but free. That’s right.’
- Roscoe Mitchell 207

This work was a fitting opener because it allowed all the following pieces to move in
any direction and also provided the freedom to explore experimental possibilities within the
composition. This piece has been recorded by both electric and acoustic jazz ensembles since
its original release in 1965.208 This version was conceptually an arrangement of my own,
designed for an open semi-acoustic environment.
The supporting rhythmic role was rearranged to an implied swing pattern without
directly stating it, maintaining a hard edge in the melody with the use of a distortion effect
pedal, commonly used in this period on electric stringed instruments. The congas were given
a free swing pattern with the guitar harmony supplying only the major third and minor
seventh, as seen in Figure 23. Eddie Harris created a melodic structure with this piece, that
implied movements in perfect fourths in rows or in ‘quartal’ form(planing),209 sometimes
chromatically, sometimes tonally, and sometimes asymmetrically. Harris decided to use a

piccolo bass strings. These strings allowed the 4-string bass to sound, as the title suggests, one-octave higher, making it a
perfect composer’s tool in a melodic capacity. The range of the piccolo electric bass now extended with the range
extending from E2 as high as G4 depending on the scale length manufacture of the bass. This enabled the bass to play
effectively in the baritone and tenor range. Adaptation to the role of a lead instrument was relegated to the arrangement
process. With the use of analogue and digital effects, the piccolo bass could have its range extended further with an
octave doubler (higher), as desired.
205

VIDEO – Starts at Bar 1 – Acoustic guitar plays tri-tone and piccolo bass counters with alternative voicings Then
piccolo takes over with the melody, the second time with distortion. There is a lot of improvisation and this video fades
to the piccolo bass solo, after demonstrating the piccolo bass in a harmonic role and supporting comping role.
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206

Eddie Harris, Freedom Jazz Dance, Venus Records, recorded 1967, TKJV 19047, 1997, compact disc.

207

Roscoe Mitchell in Sidran, Talking Jazz, Volume 1: An Illustrated Oral History, 222.

208

Eddie Harris, The In Sound, Atlantic 1448, 1965, vinyl LP.

209

See ‘planing’ in the glossary, p155.

pedal point, which has been attributed as part of the ‘Cool Jazz’ modal period.210 I chose to
incorporate the James ‘Blood’ Ulmer 211 distortion usage, except used on a piccolo bass as the
principal instrument. Additionally, it can be heard in one part of my improvisation. I am
unconsciously implying George Garzone’s ‘Triadic Chromatic Approach’212, an inventive
improvisation approach formulated by Garzone over twenty-five years, at approximately
03:55 on the enclosed video.
Samples of implied harmonic structures for the piccolo electric bass and the free form
without constraint in improvisation within a composed context can be seen in Figure 24.

Figure 23- Freedom Jazz Dance pattern, harmony, rhythm and quartal

Analysing this afterwards, I can hear my use of quartal patterns, modes and triadic
chromatic approaches. I suggest I absorbed what I studied and practiced. The interaction
between the musicians was overall relaxed within a comfortable tempo.

210

‘BeBop, Cool Jazz, and Hard Bop’, Jazz in America, accessed August 18, 2017,
http://www.jazzinamerica.org/LessonPlan/8/6/210/.

211

212

James ‘Blood’ Ulmer was a free jazz-funk guitarist from the USA.

‘This method is a new innovative approach to jazz improvisation developed and created by George Garzone over the
last 25 years of teaching and playing. It teaches you how to generate non permutative lines. That means lines that aren’t
predictable or repetitive and sound totally fresh. It will allow you to play over chord changes without fear’. George
Garzone, “The Music of George Garzone & The Triadic Chromatic Approach”, JodyJazz, JodyJazz Inc., July 8, 2015,
accessed March 2017, https://jodyjazz.com/dvd-triadic-chromatic-approach/.
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Figure 24– Piccolo bass harmonic support example and solo form

‘How can I forget you, what’s your name again? 213
– composed by Andy Atwill 214
‘I started thinking, “How can I get the guitar to work in a context like that?” That was my
challenge. I don't think I ever got it together as well as Sonny Sharrock did, but I made moves
into a more abstract way of improvising’ – Larry Coryell 215

The form of this piece emerges as being simple in concept and is the only veritable
‘constricted form’ piece in the performance.216 However, creating something to match or fit
the structure is more harmonically involved than it seems. This piece was rearranged as a
Latin-jazz Bossa Nova, based on the fused styles more from the west coast of the USA in the
1980s to 1990s. This piece provided a contrast to the prior piece, ‘Freedom Jazz Dance’,
showing the differences in approach of the east coast of the USA in comparison to the west

213 VIDEO NOTES – This commences at the end of the guitar solo which is approximately bar 10 on the sign… I am
playing supporting harmony then moves into the piccolo bass solo doing two choruses. Because I play the melody
immediately afterwards, this excerpt did not start there... This tune is the ‘straight-ahead-feel’ piece in this performance
in an AABA format. This piece in the solos and melody moves through seven key centres.
214
215

216

Andy Atwill., 3 Sides of the same coin, ODE 9421025 873782, 2010, compact disc.
Coryell, Improvising: My Life in Music, 52

‘Constricted form’ simply means that the performers are constrained and restricted to the form unlike the majority of
this chapter’s performances which are more free-jazz oriented (also in the glossary).
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coast of the USA. This style of performance in jazz has been sometimes labelled as ‘smooth
jazz’’.217
As can be seen in the bridge chord changes in Figure 25, when I wrote this, I was
unaware that they resemble a structure similar to shifting tonal centres like the bridge in
standards like ‘Have you met Miss Jones’ and even ‘Giant Steps’ in symmetrical shifts,
placing a challenge on the improviser to play through the harmonic shifts. They are not the
same changes, but nonetheless, the years of playing many jazz standards had its influence. I
also naturally harmonised my own melody on the final out-take in key-relative two-part
harmony.218
Figure 25- Shifting tonal centres in the bridge

‘Minuano’ 219 – composed by Pat Metheny and Lyle Mays

220

‘Those moments can happen in a variety of ways. It can be a melodic thing, it can be the way
certain chords move from one to the next, it can be a sound thing, it can be the way the music

217

‘Smooth Jazz is an outgrowth of fusion, one that emphasizes its polished side. Generally, smooth jazz relies on
rhythms and grooves instead of improvisation. There are layers of synthesizers, light-funk rhythms, light-funk bass,
electric guitars, and either trumpets, alto, or soprano saxophones. The music isn't cerebral, like hard bop, nor is it gritty
and funky like soul-jazz or groove -- it is unobtrusive, slick, and highly polished, where the overall sound matters more
than the individual parts. ‘Smooth Jazz Music Genre Overview’, AllMusic, accessed September 10, 2017,
https://www.allmusic.com/subgenre/smooth-jazz-ma0000002860/.

218

Additionally, this piece uses a ‘tried-and-true’ form of composition, where the melody continues to fragment into the
bridge, using similar rhythmic phrasing transitioning into the key changes, maintaining a related melodic pattern which
aids in making the key changes audibly ‘seamless’. This is present in many jazz standards and other music genres.

219

VIDEO – Starts in the rubato (in glossary) section at bar 1 with the improvised introduction then fades into just
before the ensemble is cued in at bar 9 on the score. I go into the melody then the video plays through all solos,
interactions, cues, rhythmic and harmonic support until the end of the piccolo solo of two choruses.

220
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Pat Metheny, Still Life (Talkin’), Geffen Records GHS 24145, 1987, compact disc.

changes or breaks or shifts from one meter to the next ... I try to include as many of those
things as possibly reoccurring or developing devices as I can.’ – Pat Metheny 221

This work by Pat Metheny is an odd-metre 222 piece noticeably transcribed in different
formats of either 3|4 time or 6|8 time. Because of the convoluted variances 223 and multiple
themes contained within the entire composition, translating a work down to only four
acoustic instruments was a longer process than other works in this performance.
When I arranged this, the primary theme and improvised sections were of the most
importance. There is a leading voice melody by Brazilian percussionist and vocalist,
Armando de Souza Marçal. This was not feasible, and neither was the substantial
orchestration behind the introduction that leads up to the main melody, or the big band and
synthesiser brass. At a virtuosic level, the entire introduction preceding the main melody,
including insinuations of the middle interludes performed by two marimbas, brass section and
strings, were reduced to improvised piccolo bass introduction on four strings freely, as seen
in Figure 26. I approached this as a dynamic, harmonised and improvised composition.224

221

Metheny in Cooke, Pat Metheny, The ECM Years: 1975-1984, 282.

222

An odd-metre (‘meter’ American spelling), at its core is a timing meter which contains both simple and compound
beats and has a pulse that is generally not 4/4. It is however possible to play multiple time-signatures simultaneously
based on a single count, which indirectly, is another form of polyrhythm, which conversely, could theoretically also be
called an odd-metre.
223

224

In this scenario while polyrhytmic, it is also a hemiola (see the glossary).

‘In longer pieces, the static nature of Reichian ostinati-based passages, which often remained rooted in pentatonic or
diatonic scales for very long periods, could be effectively offset by contrasting moments of dynamic harmonic
progression completely alien to the Reich style. An excellent example occurs in the piece 'Minuano (Six-Eight)' on Still
Life (Talking), in which a substantial syncopated interlude for marimba (an instrument favoured by Reich) throbs along
for many bars in minimalist style, sticking to limited modal regions based on A and seemingly poised either to go on
forever or fade out without resolution; but neither of these outcomes is allowed to happen, because a sudden and
spectacularly chromatic harmonic surge for synthesizers breaks the hypnotic spell abruptly and steers the music
inexorably back into an exuberant recapitulation of the main theme. Moments of compositional control such as these, in
which the timing of events is crucial to their effectiveness, are typical of the experience gained by both Metheny and
Mays in their work.’ Cooke, 256-257.
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Figure 26- Minuano introduction

This piece has a European jazz flavour to it mixed with a definitive USA electric jazz
and Brazilian 6/8 percussive approach. What made Minuano a challenge for me is that, on the
original, Pat Metheny played the phrasing slightly differently to other versions investigated,
before I chose to rearrange it. I attempted to embody the most recognised facets of each
version. Metheny also extrapolates occasionally on the melody and in its rhythmic execution
in different versions, so this freedom of rhythmic expression I suggest was occasionally
captured.
Emulating Metheny’s guitar part on bass took some work. Some parts were simple
and others took a lot of thought to translate to 4-string piccolo bass. I also added part of
myself into this version, where I naturally played a polyrhythmic ‘4 across 3’ (4:3) briefly
and continue this theme in the same place each time, quite naturally. The melody does this by
default in other sections (e.g. Figure 28 – ‘A’ section, next page), so perhaps this was a
natural transition. I transcribed the slightly different melodic interpretation I inserted from the
video in order to identify it correctly as shown below, and how the same phrase would look in
3/4 and 6/8. (Figure 27).

Figure 27- Polyrhythmic melody interpretation 225

225

4:3 in a 3/4 bar is common in jazz. It can be written similarly to the 6/8 bar though often written this way to indicate
the different signatures.
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Playing the piccolo bass placed me in three different environments in this performance, and I
had to shift the role at a moment’s notice, often spontaneously, as follows:
1. Be a leading melodic instrument.
2. Supply as required, behind a soloist, backing rhythmic and chordal harmony facilities.
3. As required, demonstrate improvisation, interaction and dynamic skills.
In Figure 28 below, I demonstrate the necessity in my performance to shift between
techniques immediately as required on piccolo bass. Figure 28 additionally shows where the
earlier-mentioned octave higher effect would be needed, additionally requiring this to be
triggered on the repeat at bar 27.

Figure 28- Vamping and melody-switching example.
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In short summary, the interaction and dynamics within the ensemble in this piece I
believe were intuitive, even though the arrangement was cut down substantially to suit the
ensemble. I felt Ron Samsom interpreted the percussion rhythms very well as the only
percussionist, giving the other contributors and myself a strong foundation to build from.

‘Discombobulation for Beginners’- Parts I, II, III and IV 226
– composed by Andy Atwill, Ron Samsom, Nigel Gavin and Olivier Holland
‘Each night, the same songs sounded wild and different in the hands of Coleman and Cherry,
where Coleman's carefully crafted melodies only served as a springboard for improvisations
that ranged from quiet, passionate pleading to atonal shrieks.’ - Claire O’Neal 227

This improvised jazz work I based upon the ‘Electric-Free-Jazz’ from Ornette
Coleman, James ‘Blood’ Ulmer and other free-improvisation-centric composers and
musicians. I drew influence in composition from free-jazz concepts in varying time-periods
in the late 1980s onwards, based on requiring the musicians to use their own spontaneous
creative skills from a picture placed in front of them. This approach continues in varied forms
today in the twenty-first century in any genre where improvised music is a part of it.
My ideology in this piece demonstrates the necessity for every musician to be of equal
skill in improvisation, interaction, rhythm, harmony, dynamics and supporting skills implied
in the improvised compositions. The title is a cryptic play on words, but truthfully it is
indicative of the musical requirements (it is not meant to be denigrating). The title was
penned to indicate, that in order to perform this composition at the level intended on
inception, it would hypothetically dictate a high level of abilities from all the musicians
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VIDEO NOTES – The majority of this free-jazz-fusion, four-part improvisation is included – each section I, II, III &
IV fade into each other as per the score in order. The score clearly indicates there is no set bar number so it is not written
here either. As a personal note, viewing this much later there is an almost humorous section early in this work, though
the musicians maintained their professionalism with it. One of the images given to Ron Samsom to musically translate
was of earthquakes, tornadoes, volcanic eruptions and other natural disasters. Samsom proceeded to throw cymbals on
the ground and kick over his conga to relay his musical expression and interpretation. On video inspection, audibly, it
has a shock-invoking sound. Viewing the faces of some of the ensemble, briefly the surprise can be detected, from which
they quickly recover.
227
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O'Neal, American Jazz - Ornette Coleman, 22.

attempting it. I propose that if it were performed below this level, it would render the
conception as nothing less than discombobulating, incapable of direction and therefore, not
allow the work to reach its intended collaborative goal.
To illustrate this essential part of the jazz spectrum, I chose to create a piece rather
than borrow directly from any specific jazz source and, instead, borrow concepts
encompassing multiple free improvisation styles. The unique aspect of this work is that it
relies on one aspect that cannot be measured, which is writing a block of text above the music
with supplied random imagery (a musical form of interactive narrative writing).
Consequently, when I conceived this work, the intended result is the individual interpretation
of each musician musically from specific written text and imagery.
I deliberately composed this free-model to explore the individual interpretations
defining this piece so they will never sound the same in any future performance of this work.
Ornette Coleman, arguably considered one of the founders of free-jazz, believed this music
style was a conversation between all members of an ensemble with independent thought
contributing to the whole.228 This is the thought process I utilised in its early stages.
I discovered that the differences in rehearsal and performance of this work were
extraordinary. I suggest that I inadvertently generated an additional requirement of a
continual standard in improvised performance through imagery, interaction and execution.
Without it, the composition would not succeed. Equally, I had created a composition where
all of the music in the composition was entirely free, other than a guide part. Ideally, only
guidelines and no boundaries are placed upon the musician’s creativity other than individual
visual interpretation to be translated into music.
Each musician, in both rehearsal and performance, attempted to relay their emotions
generated from each image, turning it into music. Each performance, as anticipated, was
unique because of the nature of the composition randomly generating a different set of
musical output in each performance and a high skill-set of collective improvisation.

228

‘Free Jazz represented Coleman's songs at their purest —creating a mood where each member of the band can express
themselves in the moment through their instrument. He encouraged each band member to think for himself, saying, "I
would prefer it if musicians would play my tunes with different changes as they take a new chorus, so there'd be all the
more variety in the performance. “Where sax legends Charlie Parker and John Coltrane had a band that backed them up,
each member of Coleman's quartet played like an equal partner in a four-way conversation.’ O’Neal, 27.
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The consistent factor remains, being the level of musicianship needed to perform and
improvise on the piece at a high standard and therefore interpret the wishes of the composer
correctly. An example indicating the degree of the interpretive musical competence required
is in Figure 29 below. This performance unsurprisingly generated a dodecaphonic (see
Glossary) approach with ensemble interaction.
Figure 29- Discombobulation for Beginner’s guidelines snapshot

It is not unusual for a work of this nature to be an entire performance in its own right.
My methodology behind the structure and form of this work encompassing all four sections
was found to have almost no limits. In rehearsals, I decided that there would be
approximately thirty minutes to perform this four-part work and that it would likely be cut
short, potentially before each section could reach its highest peaks and successively finish
naturally.
Each musician being randomly presented with either an image, a photograph or a
rough drawing and being required to play the emotion that the picture in front of them made
each musician translate it for their instrument. They then created music while remaining
aware of the musicians around them and also requiring skill and experience. The fact that
97

each musician must receive a different image randomly through different periods of this work
additionally commands the ability to hear the harmony, rhythm and creativity of each
musician’s peers surrounding them, these prerequisites being towards the top of their skillsets.
In any given performance, the images will prospectively not repeat themselves with
the same musician. This is pure improvisation being generated from a composition concept,
arguably among the higher forms of improvisation.229 To illustrate some of the imagery each
musician was given and required to perform from, a sample below is in Figure 30.

Figure 30- Sample Graphic music performance examples

4.3 Instrumentation credits
1. Andy Atwill - 4-string electric piccolo bass and fretless piccolo bass guitar
2. Nigel Gavin - Nylon guitar, acoustic guitar and glissantar
3. Ron Samsom - Djembe, congas, bongos, cajon, hand percussion and percussion
effects
4. Olivier Holland - Upright bass

229

Andy Jaffe states that: ‘Aurally obvious thematic manipulation is not the only means employed by jazz composers in
structuring extended compositions however. Sometimes, other non-musical organizational factors can work to structure
the piece.’ Jaffe, Something Borrowed Something Blue: Principles of Jazz composition, 218.
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4.4 Performance synopsis
‘There’s no such thing as wrong music’. - Miles Davis 230

This performance demonstrated the expansion of ideas after the jazz-fusion period
had begun to become established. The incorporation of other instrumentation and exploration
of genre and techniques, merging with freer improvisation approaches, surfaced. I propose
this was revealed in the tunes selected, along with a representation of notable bassists from
the period (also see the programme).231
I believe that removing anyone’s ‘comfort zone’ 232 can arguably place them in a
position of insecurity. The majority of this performance was designed to do that. Several
tunes were completely cue oriented. Many times, the music revolved around the musicians’
abilities to interact and spontaneously improvise the music melodically, rhythmically and
harmonically. I envisaged that the musicians involved would overcome the removal of a
defined musical zone, shifted into a zone that had no delineation or boundary. The final
graphical themed improvisation, ‘Discombobulation for Beginners’ epitomised the
unpredictability theme, and is an exploratory work that will never sound the same twice, due
to random imagery. The differences in rehearsal and performance of this work were
extraordinary because both were of a professional standard, but completely different.
In my formulation of notes as a bassist, the right-hand finger technique is slightly
different for the electric piccolo bass. This is because the strings are much thinner.233 This
could be compared in some ways to changing from electric to double bass. The main
difference in this comparison is that the stamina and finger position requirements are not
different on the electric basses, but they are on upright bass. In other words, the interpretation
and approach are not identical. I also found that the mindset needs to change. The piccolo

230

George Cole, The Last Miles 1980-1991, (London, U.K: Equinox Publishing, 2005), 232.

231

Jonas Hellborg, Stanley Clarke, Charnett Moffett, Brian Bromberg, Matt Garrison, Miroslav Vitous, Michael
Manring, Lynley Marthe, Abraham Laboriel, Alphonso Johnson and Mark Petersen (bassist for James ‘Blood’ Ulmer).

232

233

A situation where one feels safe or at ease.

In my own post-exegesis review of this, another future research project based on piccolo bass and its role is more than
feasible and in-line with the exploration facets of my investigations, research questions, and conclusions.

99

bass places the bassist primarily in a melodic and harmonic role, with another emphasis on
facilitating chordal structures, thereby mostly removing the bassist from the rhythm section.
The structure of the final performance was becoming more apparent. I would perform
pieces as electric jazz works which could also be performed as acoustic jazz. The music
would also culminate all facets previously demonstrated in the two performances and CD in a
slightly different setting, utilising all the electric basses demonstrated to this point.
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CHAPTER 5
Fusion and mainstream merging – Performance and analysis:
The electric bass in place of double bass, with the electric bass stretching out
into a variety of roles.
‘Fusion as a genre, however, has long ceased to matter in the big stakes imaginarium of the
music industry, and its failure to realize itself as a genre speaks to both its commercial
irrelevance as well as its aesthetic ubiquity’. -Kevin Fellezs 234

The basis for this performance primarily contained original material from the CD,
‘Portrait of New York’. Selecting a practical selection of works from the CD that could be
rehearsed and performed successfully within the time allotted was the priority. I allocated
pieces to represent the concept in this exegesis that embodied the facility to extend the
electric bass’ technical requirements and be rehearsed adequately. Pieces that would take
more time than allotted were dismissed.235
The electric jazz selections finalised for this final performance were:
1.
2.
3.
4.

‘Africa suite’ – composed by Andy Atwill and Greg Heath
‘Hide ‘n Seek’– composed by Andy Atwill and Omar Hakim
‘He That Shall Remain Silent’ – composed by Andy Atwill and Frank Gibson
‘NAIMA’ – composed by John Coltrane (European Mike Manieri/Northern Lights
influenced arrangement)
5. ‘New York Subway’ – composed by Andy Atwill
6. ‘Peak Hour’ – composed by Andy Atwill and Rachel Z

The CD additionally showed the fretless electric bass facility to play melodies,
doubled or in counterpoint, as well as being a ground part of the rhythm section. The piece,
‘Silence is Golden’ is an integral part of the CD. It was important to me personally as the
enclosed CD booklet backstory reveals (see USB drive), but it required more rehearsal time
234

235

Fellezs, Birds of Fire: Jazz, Rock, Funk and the Creation of Fusion, 224.

I carefully examined the CD in order to establish how it would adapt to a quartet in a performance environment.
Additionally, I considered which tunes would best demonstrate the purpose of the exegesis in performance within a onehour recital. During the recording process in New York, some tunes were reduced in improvisation length within three
takes and the most appropriate versions would eventually be in the final mix. Specific tunes intended for the third recital
had similarities to pieces performed in the prior two recitals and I subsequently dismissed these as being superfluous.
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than that available. A ballad, or slower tempo work in the middle of the repertoire, was
necessary to come between the more complex tunes.236 I wanted to maintain the direction in
context to the CD. To make it applicable and in context on fretless bass, I arranged it in a
similar ‘floating’ manner, where the time and feel around the pulse is not stated precisely and
gives the impression it is played almost freely with no apparent pulse initially present. To
recreate a similar approach, I decided that a fretless bass arrangement of the John Coltrane
piece ‘Naima’ would be performed as a suitable replacement, slightly re-arranged. I
assembled ‘Naima’ with a 6/8 and 6/4 approach but with a defined ‘3 feel’, allowing the
ensemble to play any rhythmic counterpoint desired in improvisation as long as the musicians
understood where the underlying pulse was, similar to the slow ballad approach in the
execution of ‘Silence is Golden.’
In ‘Silence is Golden’, I wrote the introduction so it ‘floated’ in a very slow 4/4 metre,
with the middle section being a triplet pattern and implied 6/8 feel that also gave the
impression of a different time-pulse. Additionally, it contained two counterpoint patterns that
would require more instrumentation than what was available. I arranged ‘Naima’ in a similar
way, but in a form without the problematic counterpoint. The only difference was that I chose
to add rubato sections into the arrangement so the saxophone and bass could interact
simultaneously in a live environment, adding to the feeling of ‘floating’ even when the piece
went into a constant pulse.
‘Betrayal’ was an original solo bass piece from the CD that did not fit even though it
was applicable because it was a free improvisation. It did not demonstrate any final
performance relevance, because both recorded takes were utterly different, and I believed it
would shift the momentum and dynamics of the performance too drastically to include it.
Some pieces such as ‘Baille en el Aire’ were more arranged, with brass, winds and
percussion–oriented sections, and would not work as intended in a small ensemble. Pieces
such as ‘Love Play’ and ‘Trust the Universe’ had skills that had been already demonstrated in
other concerts. The pieces that were not selected were arranged specifically for that recording
line-up, or they contained complex time-signature variants and instrumentation that could not
be rehearsed or duplicated adequately in the time allocated prior to this recital.

236

‘Diaphanous Reflections’ proved inappropriate for electric bass, because the melody was written for arco double bass
as Chapter 1 indicates in the song description. I certainly could have rearranged it, but the mood and intent of the
composition I felt may have been lost in the process with this instrumentation.
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5.1 The repertoire and the ensemble
“Comparisons and contrasts will be made between the acoustic bass roles, as described by jazz
history sources, and the roles that the electric bass has played in the jazz genre. The addition of
the instrument to jazz ensembles in the early 1950’s was received with skepticism by many, but
not all jazz musicians and aficionados. As is the case with innovations in other fields, the appeal
of such innovations can be considerable for some and limited for others.’ - Dave Schroeder 237

I believed the pieces would show diversity and be different to prior performances, and
they were selected for several reasons. Most importantly because, as the composer,
orchestrator and performing bassist on the pieces on ‘Portrait of New York’, I chose some
double bass pieces in order to demonstrate the facility to make the pieces sound as intended
on the electric bass.
In performance, reducing a larger ensemble to a quartet is often considered a difficult
task. The most challenging part is to maintain the concept of the composer’s original aim and
retain all the prominent components of the composition in the transition to the performance.
The performance is the essential part of this transition, and the selection of the performers
was critical before attempting this, which is why I chose specific pieces that could be
rearranged to best suit the line-up.238

237

238

Schroeder, “The evolving role of the electric bass in jazz: History and pedagogy”, 28.

In principle, the players were all professionals, so theoretically, any work was valid, but I believe it was logical to
avoid major time-consuming arranging adjustments. Notably because there were similar pieces that demonstrated the
same concept without complete readjustment.
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5.2 A breakdown of Compositions and Performances:
‘Africa Suite’239 – composed by Andy Atwill and Greg Heath
This, as one of my joint compositions from the CD, was selected because it embodied
the transitional combining of roots that McCoy Tyner started exploring after he left John
Coltrane’s band, and it is coupled with a harmonic base of quartal implications and AfroCuban rhythms. This involved dexterity that requires rapid bass string crossing for each note,
when using sequences of perfect fourths.240
‘Africa’ is based around a 6/4 Afro-Cuban bass pattern. The original recording
contained a large brass section, woodwinds and rhythm section. This piece was written with
the intention of it not becoming dated. Because of this compositional intention, I chose to
perform this piece on electric bass as a means to demonstrate that the electric bass can be
used on pieces that might initially be considered for double bass.
‘Africa’ was selected not only for its applicable difficulty, but also because what
appears to be one of the more straightforward passages where it goes to a more relaxed
feeling of an implied 4/4 swing (4:6 polyrhythm). It is one of the more challenging parts of
the piece to execute successfully, when returning to the 6/4 pattern in order to transition
smoothly. The primary reason why the 4/4 swing is more difficult in this work is that the 6/4
time never disappears. Any ensemble required to correctly play a swing groove authentically
with a dotted crotchet equalling a crotchet remains aware of where the 6/4 pulse is while
written in 4/4 (Figure 31). A click track was used in the original recording, all in 6/4, which
made this process more comfortable, but it was not used in the live performance or
rehearsals, thereby making a smooth return to the starting 6/4 Afro-Cuban feel from the 4/4
pulse more difficult when the swing pulse was on the second and fourth beat in 4/4 time,

239

VIDEO NOTES: - related to the score, this fades in during the piano solo in the ‘A’ section. It goes through to the
end where the melody is played and the bridge. All primary constructs are included – soloing, supporting role, melodic
support, important lines.
240

Put simply, the bass is tuned in perfect fourths, so a musical passage involving all perfect fourth intervals, means that
there is one note per string.
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241

while maintaining a consciousness of the 6/4 Afro-Cuban pulse (dotted quarter note =

quarter note, then back).242
Figure 31- AFRICA, Bars 32-34

When deciding on a bass solo approach, I practiced the saxophone and piano melodies on the
electric bass as a root foundation on which to build any potential fragmentation ideas.

There are several differences between the CD version and the live version in this
performance.243 I did an electric bass solo in this version, whereas the CD version has many
orchestrated interludes precluding this. Additionally, I also arranged the bass in a more
constructed supporting capacity on the CD. For this performance and 4-piece ensemble, I
notated this as a ‘looser’ version, which focuses more on interaction and improvisation.

‘Hide ‘n Seek’244 – composed by Andy Atwill and Omar Hakim
I composed and arranged Hide ‘n Seek so it commences with a broken pattern
repetitively, that makes the single bass instrument appear to have no time pulse when a pulse
does exist (Figure 32). On the CD version, the bass purposely has more extended periods
before being joined by the piano in the next cycle, which was on cue. My procedure of
241

Theoretically, this means the 210bpm decreases to exactly 140bpm then back to 210bpm. For this tune to work well,
it must swing while at 140bpm, which means the pulse is strongly on the 2+4 of a 4/4 while at 140bpm, which has the
2+4 in a different place to the 6/4, while theoretically being at a different tempo (210bpm).

242 *NOTE: The fonts used in some imagery, such as Figure 31, are screen captures from the original score and
unchanged. For example, this is the ‘jazz’ font in the Sibelius music scoring application. The complete score is available
as an A3 PDF attachment to this document.
243

Other than a mildly annoying lower octave through the desk where this was recorded, that nobody seems to know of
its origin, but it was ignored.
244

VIDEO NOTES: - related to the score, this starts from bar 1. The solos were quite lengthy in this piece– the bass
solo fades in after the saxophone and fades out.
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leaving so much space between notes is in direct reference to the title, indicating that the
downbeats were hidden and that the listener needed to theoretically ‘look for them’. On the
live version, the third cycle was chosen to commence where the drums and rhythm section
perform this phrase together.
This work has a steady counterpoint rhythm against the A section melody that
provides a ‘tension-release’ feeling in the B section (Figure 33). The influence initially came
from exposure to Carla Bley, Dave Liebman and other American composers in Europe.
A facet nearly included for this performance was the removal of the first downbeat
(see Figure 31). This proved to be disadvantageous because it would be difficult for others
joining in without a count-in and to determine the first downbeat. The calibre of the
musicians in this performance meant that they adapted to this broken pulse well in rehearsal
and performance. Nonetheless, I chose to do a clear count-in.

Figure 32– Hide ‘n Seek introduction

There is a mandatory shift from a broken and almost disjointed line to maintain an
accurate pulse leading the entire ensemble, then shift to a moving up-tempo swing pattern
and back again with minimal effort. Maintaining the form is best served through the
conviction of the bass in this piece, which I focused upon and executed accordingly. This line
is initially tricky to master, that is, ensuring everyone places it identically. The disjointed
rhythm is a contributor to this concern, and it required authoritative voice leading by me as
the bassist and leader on both the CD and in concert. This is because an incorrect count or set
up will affect the entire composition, as well as the performance for everyone in an ensemble.
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Figure 33– Hide ‘n Seek middle eight pulse shift example

There were some minor rehearsal issues understandably, with the sole tenor playing
the melodic line in a quartet over a broken rhythm because, in the recorded version, the tenor
line was doubled in harmony with vibraphone (Figure 34). The difficulties did not affect how
the piece functioned as a four-piece ensemble, or how the ensemble or any player performed
it.

Figure 34– Tenor and vibraphone doubling
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‘He that shall remain silent’

245

- composed by Andy Atwill and Frank Gibson Jnr.

‘…. In a similar way to his music, which drew inspiration from a variety of sources, including
Spanish flamenco, Hindustani classical music, and African and American blues and jazz….’
- Kevin Fellezs (on John McLaughlin and The Mahavishnu Orchestra) 246

My inspiration for this piece originated from the ethnic influences that became fused
within jazz since John Coltrane and are still being fused and composed and improvised upon
in the twenty-first century. This piece needed to be included in the repertoire because of other
different sources of ethnic infused jazz from this period. This chapter is a mix of analysis and
retrospection.
Frank Gibson Jnr. and I did some concerts in the NZ jazz-rock outfit, ‘Dr. Tree’ with
Murray McNabb, an ensemble that performed, as I have previously mentioned, ‘One Word’,
by The Mahavishnu Orchestra. The ensemble drew influence from Tony Williams, the
Mahavishnu Orchestra, and almost anything that comprised freedom of interpretation in
electric jazz. This is my performance and compositional acknowledgement of the importance
of that work.
In the composition and performance approach, I decided that, in order to represent a
multi-faceted composition style that has been composed and performed by many renowned
jazz composers and improvisers, I had to encompass as many fused styles using ethnic music
influence as possible in this piece without losing context or over-extending.
In the process of my own practice and composition, I investigated the ‘Maqamat’, a set of
Arabic scales tied inextricably to Arab culture. This provided a reference point in the
preliminary parts of the composition and approach to performing and opening interaction
(Figure 35).247 The use of Indian ragas and unusual instruments in ethnic jazz was becoming
more commonplace in the latter part of the twentieth century, and because of this, I deemed it
an essential inclusion. The successful manipulation of the jazz and ethnic concepts requires a

245

VIDEO NOTES: - related to the score, this commences at bar 1 – the free ethnic-jazz-fusion improvisations with
drums, bass and soprano sax. We both change instruments while the samples and drums continue…. It goes through to
the end of my solo which is where it fades. All melodic and improvisation sections critical to the composition are
contained within.

246

247

Fellezs, 131.

‘What Are the Maqamat?’, ReciteinTunecom RSS, accessed November 30, 2017, http://reciteintune.com/what-arethe-maqamat/.
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fusion of both, with a strong focus on improvisation, which is at the core of Indian music as
well. A series of samples of an Indian instrument, the tambura, Tibetan gamelan bells and
Arabic chants in the background were selected and triggered as samples as a backdrop to
facilitate this fusion of ethnic music and jazz (Figure 36).
A composition of this nature, where the bassist switches from an ethnic backdrop then
mid-music switches to piccolo bass as a solo instrument (emulating the John McLaughlin
approach of improvisation without bottom end frequencies), would seem empty in the bass
section of the frequency spectrum. In the aforementioned Dr. Tree reference, McNabb would
typically play a supporting role bass-line behind my piccolo bass solo.
Gibson and I decided that nobody could or would replace McNabb. In this
composition, I remained faithful to this intent, which did not affect the function of the music
other than some occasional missing lower bass frequencies.
Figure 35– The Maqamat – Arabic scales (From ‘The Best of Habibi” website)

248

248

[This image is from:] “Violin - The Best of Habibi - Frequently used Maqamat”, n.d. , accessed March 21, 2016,
http://thebestofhabibi.com/vol-16-no-1-winter-1997/violin/.
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The primary melodic construct, when the piece leaves the three-way introductory
improvisation, then moves in time from a count-in with a counterpoint between tenor
saxophone and piccolo bass at a hard Bebop style 249 tempo of 260bpm or higher. The
previously mentioned Arabic scales (Maqamat), were adopted and fused with what I had
learned in jazz harmony. This demonstrates the capacity for a bassist to perform a dual role
simultaneously on more than one bass. This responsibility is uniform in its purpose as a
support instrument and as a principal instrument.
Also, in this piece, all three instrumentalists perform simultaneously as virtuosos and
equally as individuals, interacting without detracting from the compositional intent. Listening
to this much later, I can hear in the solo that my influences are in all facets of jazz. Towards
the end of the solo, I hear that I am implying ‘rhythm changes’ in my improvised solo in
places and I quote a part of a Charlie Parker solo, a remnant from decades ago when I had
studied his solos on bass in the ‘Omnibook’.250
Figure 36– Scoring sample triggers musically and simply

249

‘Bebop took the harmonies of the old jazz and superimposed on them additional “substituted” chords. It also broke up
the metronomic regularity of the drummer’s rhythmic pulse and produced solos played in double time with several bars
packed with 16th notes. The result was complicated improvisation. The movement originated during the early 1940s in
the playing of trumpeter Dizzy Gillespie, guitarist Charlie Christian, pianist Thelonious Monk, drummer Kenny Clarke,
and the most richly endowed of all, alto saxophonist Charlie “Bird” Parker.’
Britannica, The Editors of Encyclopaedia, “Bebop”, Encyclopædia Britannica Inc, accessed May 23, 2019,
https://www.britannica.com/art/bebop.
250
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Michael H. Goldsen, Charlie Parker Omnibook for Bass Clef (Kansas City: Atlantic Music Corporation, 1978).

In the tradition of text indicators on a jazz score, this musical work referenced a jazz
tradition of ‘improvisation until cue’. This piece might have been substantially longer and
would differ in each performance if it was not in an environment dictated by time constraints
(Figure 37).
Figure 37– Open solo and free improvisation section ‘on cue’ example

‘NAIMA’251 – composed by John Coltrane
‘You must respect the silence to respect the sound’ – Don Cherry 252

This piece in the performance was originally to be the third track from the project CD
‘Silence is Golden.’. I chose ‘Naima’ as a replacement because the same stylistic approach
and concepts could be rehearsed in the time-frame allocated for rehearsals. Demonstrated in
Figure 38 below, is the aforementioned degree of difficulty and the ‘time-floating’ 253
introduction of ‘Silence is Golden’, along with multiple areas of melodic and rhythmic
counterpoint presented a potential for failure in a short rehearsing period. Some of the

251

VIDEO NOTES: - This piece fades in with? the saxophone solo in section ‘C’ around bar 35. Then the piano solo
which demonstrates the floating with some competent intuitive improvisation and support, also with good dynamics. The
melody was not included in this excerpt because the feel, approach and mood is the important part, demonstrating a
European fusion approach, with the melody already being arguably well-known among the jazz community.

252

Don Cherry in Rudolph, Pure Rhythm: Rhythm Cycles and Polymetric Patterns for Instrumentalists, Percussionists,
Composers and Music Educators, XVIII.

253

‘Time-floating’ - in this instance of composition, it is where the music is in time, but the only objective is to create
the listening perception that there is either no fixed time, or rubato, or even no time pulse as being present.
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melodic and rhythmic passages demanded a flawless performance of quarter-note triplets
starting on the second beat among several series of similarly enmeshed rhythms (Figure 38).
The dynamics and interaction in the ensemble were effective, which can be heard on the
video.
Figure 38– Silence is Golden example

‘Naima’ was harmonically and rhythmically rearranged similarly to ‘Silence is
Golden’, but many of the more complex rhythmic structures were replaced by simpler crossrhythms that could naturally become more complicated in interpretation rather than written.
The introduction of F minor to Db major was not in the original version of ‘Naima’ and
provided an identical pattern as the introduction going into time, and is similar to the E minor
to C major pattern in the solo of ‘Silence is Golden’. This piece was included and
purposefully designed to demonstrate one of many European approaches to electric jazz,
being loosely based on the Mike Mainieri, ‘Northern Lights’ version,254 which has a similar

254

"Mike Mainieri, Northern Lights - Naima (By John Coltrane)", Youtube video, 06: 00, "iporazmadze", February 19,
2011, accessed 20 July 2018, https://www.youtube.com/watch?v=5sB6A43441w.
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introduction represented in Figure 39.255 Because of the similarities, I would argue that my
CD composition ‘Silence is Golden’ was influenced by this harmonic structure. However, it
is only relatable or pertinent in the ‘Silence is Golden’ improvised section, which is entirely
dissimilar in approach, and is not in the introduction and turnarounds, where they exist in
‘Naima’. The chords, while alike but in different keys, as well as both pieces having a
parallel degree of freedom, is where any similarity ends.256
The requirement of the fretless bass was necessary to this piece to gain the effect of
sliding between notes with microtones in-between, which the fretted bass with even
temperament cannot do. This occurred in the performance and on replay, and to simulate the
European approach, approximating the bass instrumentation.

Figure 39– NAIMA fretless bass note sliding example

‘New York Subway’257 – composed by Andy Atwill
This piece has a repetitive bass-line starting on the up-beat of ‘one’, that if played
correctly, defines the pulse. I wrote this piece from the bass, where the bass starts the line
dynamically building in volume and intensity, with the rhythm section joining in, then it
dynamically drops slightly when the melody commences (Figure 40). It commands an ability
of how to interpret ‘swing phrasing’ when the eighth notes are not written in a triplet-swing
format.

255 Many American jazz artists moved to Europe in 1970s-2000 period. Some, like Billy Cobham, remained there and
still reside there. While the ensemble ‘Northern Lights’ is largely attributed to Mike Mainieri due to his production and
musical abilities, it is much more than the sum of one person. The ensemble has a very European influenced jazz flavour.
It was often a moderately large ensemble with members who differed slightly in each incarnation. It is interesting that
Bendik Hofseth on Saxophones, was also in a few ‘Steps Ahead’ touring incarnations as well.
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As a harmonic structure being used as an introduction, this is not an uncommonly used set of chord changes.

VIDEO / CHART NOTES: comes in on the second A section (melody repetition) and continues into the saxophone
solo then piano then a creative stop bass solo and it then fades.
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Figure 40– New York Subway

The bass player has a robust, off-the-beat supporting role, which shifts to downbeat
pulses in a reversed dynamic in the bridge, and then reverses again in the last two bars of the
bridge reverting back to the offbeat (Figure 41).

Figure 41– New York Subway middle eight pulse shift example

I improvise a ‘stop’ bass solo in this. In the recorded version, there was no bass solo.
A ‘stop’ bass solo, where the entire ensemble ceases playing and the bass can play
improvised either in time or out of time was written into the arrangement (Figure 42). This
again validates the stipulation of having a high skill set to cue audibly without visual
confirmation when the solo is coming back into time. Therefore, the composition commands
a high level of experience and ability. Because the musicians were experienced, I chose to let
what I played in my solo cue them, rather than wave my hands or another visual gesture.

Figure 42– Stop bass solo example

114

I enjoyed this incarnation of my composition. At 23:43 on the video, Frank Gibson
and I swing ‘hard’ together behind Jonathan Crayford’s solo, which I suggest indicates that
regardless of an electric bass or a double bass, a bassist might be arguably considered as ‘they
swing, or they do not.’ I suggest that the dynamics in this performance and concert as a whole
would satisfy many jazz ensembles.

‘Peak Hour’ – composed by Andy Atwill and Rachel Nicolazzo
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I composed ‘Peak Hour’ based on the concept of the ‘rush hour’ traffic period in New
York City and Los Angeles as one of the primary concepts for the creation of this piece. It
draws influence in electric bass (and acoustic) approach from Dave Holland and Eberhardt
Weber. The compositional influences are typically 1990s from Terje Rypdal and Michael
Manieri. The CD recording started with recorded traffic noise from New York City in ‘rushhour’ and samples of NYC traffic were used in the introduction and exit of this piece in
performance, as well that I triggered by a footswitch.259
There is an ‘all-at-once’ improvised section designed to create the cacophony of peak
hour traffic before the final melodic structure, which the ensemble adapted to well.
Purposefully, I structured the chord changes for uninhibited improvisation, so they do
not shift as expected from being forced to follow any inflexible harmonic pattern, although it
may appear so. It does follow a type of dominant seventh pattern but allows freedom for the
improvisers to expand with minimal hindrance.260 Nobody had any issues with this because
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VIDEO NOTES: - This commences at the beginning of a very creative and inspiring free-jazz piano solo where the
rhythm section interacts in places performing a very fast ‘hard bop’ electric jazz swing. This was always designed to be
freely improvised. It contains traffic sound effects and interplay similar to the cacophony middle section on the CD. The
focus in this track is the interaction and free-improvisation approach prevalent on the CD. For my own personal
journaling, I am not deprecating my own choice of excerpts or composition skills when I say the melody and structure is
less important here than the improvisation and interaction. The form was composed as a platform from which the players
can launch their own musical expression. The melody is in full and demonstrated on the CD so I do not believe it was as
important to repeat it, other than the ending of the final out-take to indicate that we played it competently.
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As a performance note, I am always surprised by the differences in sound-checks and live performances. This is also
because the energy is also different with musicians between the two. I have discussed this over decades with my peers.
When the ensemble rehearsed this piece and the other works that required us to hear the triggered sound sample effects
onstage and front of stage, they were at a good level. During performances and after hearing all tunes after the
performances, they were substantially lower than what was requested and present in sound-check.
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as experienced players, the facility for the alteration of harmony was available and neither
cluttered nor stagnated by anything fixed.
This work is counted in at half-time and the bass plays a double-time bebop walking
bass pattern. Depending on the count-in, this piece can work successfully up to 200bpm,
which would make the bass-line downbeat technically at 400bpm. This requires a very high
level of stamina to maintain and the composition commands this level of dexterity (Figure
43). This tells the bassist to walk ‘double-time’ using the harmony from the chord supplied.
Figure 43– Peak Hour introduction double time example (note the tempo and text how to play it)

The bridge appears to change dramatically, which is only a perception because it
provides a tension and release mechanism shifting into common time. The rhythmic phrasing
is required by all members, with the tenor saxophone highlighting specific regions in the
bridge and has a high level of difficulty (Figure 44) before it returns to double time.
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I recently viewed the video of the instructional Herbie Hancock Masterclass. Hancock’s statement on improvisation
indicated that at 72 years of age, Hancock had a much broader and developed view on music and life. Regarding ‘Peak
Hour’, in many ways, and taking into account the human aspects of composing this communicative and improvisationcentric piece, his comments are applicable. Hancock states, ‘We improvise all the time..... When we walk from one
place to the next, do we tell ourselves which foot goes first? No, we don't....we just walk. Improvisation is what we do
when we have a conversation with someone. It's based off responding to whatever is happening in the moment.’ Herbie
Hancock, “Herbie Hancock Teaches Jazz MasterClass”, September 20, 2017, accessed May 20, 2019,
https://www.masterclass.com/classes/herbie-hancock-teachesjazz?utm_source=Paid&utm_medium=AdWords&utm_campaign=HH&utm_content=Brand-{keyword}G2_BM&utm_term=AqProspecting&gclid=CjwKCAjwnrjrBRAMEiwAXsCc4w1vTxUw5Km4e16E9h_l_4KwUNFGS6ErG9x4nwBBA9Y8A
RMm3xE7mxoChBAQAvD_BwE.
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Figure 44– Peak Hour middle counterpoint & common time shift example

5.3 Instrumentation credits
1. Andy Atwill - Fretless piccolo bass guitar, 4-string electric piccolo bass and 5-string
electric bass
2. Craig Walters - Soprano and tenor saxophones
3. Jonathan Crayford Grand piano
4. Frank Gibson Jr. - Drums

5.4 Performance synopsis
Regarding the energy in this performance, a member of the audience said that it was
at times ‘electric’. From my perspective as a participant of the ensemble and leader, many of
these works could have continued for much longer, if allowed. The performance by each
member was concentrated on making the primarily original works musically interweave, with
the listening to each other’s input being a focus. The purpose was to display the electric bass
taking the role of the double bass at some tunes. Additionally, I aimed to encompass a
majority of jazz-fusion bassists as if a summary. Many of the features of the jazz-fusion
period in composition and performance were also showcased along with the bassists
associated with these styles and their respective approaches.
As previously stated, these tunes were live versions of many tunes from ‘Portrait of
New York’, which I suggest were represented well with this ensemble. Jonathan Crayford’s
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ability to adapt to any situation, as well as Frank Gibson’s capacity to hear any rhythmic
change at a moment’s notice, made this concert a memorable experience. As a composer, I
enjoy counterpoint and polyrhythmic writing, which is a large part of this period being
evaluated.
Craig Walters (saxophone), after hearing the original recordings where often his lines
were supported by either a unison or harmony instrument, often found himself alone with
syncopated rhythms and melodies. The conceptualised ideas did not necessarily define a
similar metric placement where his lines begun and ended. Walters approached all tunes
confidently and undaunted. In my own situation, with the original versions, I often had
trombones or a baritone saxophone doubling my lines on the recording. In the concert, I had
many different areas to cover where I had become used to hearing these tunes differently.
Many tunes on the CD were significantly orchestrated and syncopated, which were later cut
down to only four instruments, thereby only keeping what was critical to the core concept of
each work. Considering the abilities of these musicians I gratefully had with me, my only
regret is that we could not spend more time playing together.

Even after this final performance, I was reluctant to generalise that I had fulfilled the
requirements for the ‘resulting performances.’ I have used inverted commas here because the
performances by themselves are only part of the project. I felt confident that the
performances were a respectable result within myself, but until I put everything I had
gathered together, completion was yet to be fully determined. I consequently required
satisfaction that I had achieved all the tasks and questions I had set for myself, so I
commenced a summation of this entire process.

118

CHAPTER 6 - CONCLUSION
‘Jazz is like a very generous family with a big house that has lots of guests from all over.
Every so often, a visitor is particularly illuminating and affects the viewpoint of jazz
permanently, leaving something behind in the house that will stay there forever’
– Brad Meldau 261

To facilitate concluding my recording, performances and investigations, I asked
myself final questions as I set about condensing my results because the projects seemed to
have reached their intended ends:
1. Was the audio analysis completed?
2. Was the data collected?
3. Did I find any supporting literature and respected opinions to support my work?
4. Did I make decisions on the music for the performances and CD?
5. Were the performances and players organised for the concerts and recording?
6. Could I foresee future explorations with combining music from any style or origin?

A member of the audience approached me after the third New Zealand performance
and said ‘You must be glad it is all over.’ This provided a brief sociological perspective of
how other people might view a project reaching its logical conclusion. I believe that nothing
compares with living the experience, though the process of documenting is undoubtedly an
experience. This five-year journey has been a great mix of both. Knowledge debatably
becomes wisdom only when it is used.
For me to make a satisfactory conclusion from nearly five years of investigation and
research, I further divided my findings into more precise categories:
1.
2.
3.
4.
5.
6.

261
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What I aimed to achieve
What I have done
What worked and what did not work
What the overall outcome was
The contribution to further explorations in electric jazz
The movement into the twenty-first century.

Brad Meldau in Petersen, Music and the Creative Spirit : Innovators in jazz, improvisation, and the avant garde, 180.

Therefore, the question arises, did this affect my performances? The most
straightforward answer is also the most correct. I had to make decisions for each performance
and the CD. The multitude of appraised music generated a necessity to shorten thousands of
hours of evolving electric jazz into a little over three hours and a CD. In the theoretical
framework, my principal aim of the analysis was intended to inform and also further align my
performance methods and practice choices.
In my phase of data interpretation, I reflected if I had made what was present and
familiar into a viable degree of unfamiliarity and possibly a unique approach. As a
reassurance, I extended my research briefly into how I might justify an original work as I
began finalising the project. Pat Thomson discusses this at length in her article ‘what is an
“original contribution”?'.262 I had carried the work out independently. My approach and data
methods would prospectively produce different results if done by someone else, according to
how Thompson states informally. I had additionally provided a glossary that functioned as a
repository, that another person could recreate for themselves in a larger project. The
reassurance and cataloguing of data also increased my capacity to recognise obstacles when
encountered, thereby acting upon them more efficiently and systematically.
I suggest that my findings can be both transferred and generalised. I could speak of
my work in conjunction with this as well as the work of others. Part of my musical approach
is to place no musical limitation or boundary upon my creative processes. Honing this
mindset into a strict period required a certain amount of discipline with which I do not
usually associate myself because it is counterproductive to having a mindset of no
boundaries. In parallel with the initial research base of Metheny’s phrase (Petersen, p.319), I
felt my creative process was befitting, thereby following the principles of my original intent. I
often found throughout my investigations, that not only were the musicians of the period
exploring ideas, but also in my own writing, I was shadowing a similar path while retaining
my individual approach.
The documented interviews I read by jazz exponents further verified my beliefs and
supported my questions about jazz expanding and growing. Jazz appeared to be broadening
by their points of view and was continually changing. The positioning of the electric bassist
262

Pat Thompson, 2015, What is an ‘original contribution’? Nottingham, Nottinghamshire: The University of
Nottingham, accessed July 2019, https://patthomson.net/2015/05/11/what-is-an-original-contribution/.
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appeared to have diversified, and my performances aimed to indicate this. How the isolated
musical devices from this period were developed were represented in my glossary and
performances. It has supporting evidence from the process of physically and audibly
transcribing and then notating. One question that arose, ‘Can these devices be used as a
framework for a personal exploration?’, is demonstrated not only on the ‘Portrait of New
York’ CD but also differently on two ambient ‘World Music’ CD’s I have done since this
project.263 I suggest that the fact that I went exploring in a different direction with a dissimilar
thematic and distinctive performance approach indicates that the question above may also be
answered. 264 On the attached USB thumb drive, I have included five files matching the
online links to audio examples in the footnotes that contain a brief sentence on each. These
provide audio evidence of a diverse musical path taken after my DMA work.265
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Atwill, Andrew and Greg Heath, L'ambiance, February 09, 2019, accessed July 13, 2019,
https://andyatwill.bandcamp.com/album/lambiance/; Atwill, Andrew, In the Company of Friends, February 08, 2019,
accessed July 13, 2019, https://andyatwill.bandcamp.com/album/in-the-company-of-friends/.
264

Each CD mixes nearly every musical instrument in the world: ethnic, western and other in the compositions. It was
composed without writing one single chart as an exploration into new ideas. The only charts were where I needed other
players, so this was almost like a ‘déjà vu’ relating back to this project. I had to transcribe the parts I wanted to have
doubled, except the parts were my own. There are many genres, styles and definitely solid jazz indicators. If I was to
label it, it would be ‘Composition on an idea or situation’. As an example: There is an exceptionally difficult Indian
Konnokol with Manjunath B.C where I played the instrumentation after the vocal. I then thought about harmonic
structures against something that was not harmonically based. The mentioned tunes below, are also included in audio
files on the USB drive.

265 ‘Konnokol with BC Manjunath’. BC Manjunath and Andy Atwill - This is a poly-rhythmic vocal scat that
1.
moved originally between 5/8, 9/8, 7/8, 3/8, 4/4 and 7/4. I translated this and added pitches and harmony to it.
https://soundcloud.com/andrew-atwill/konnokol-with-bc-manjunath

2.
‘Akhmed the kid’. - Andy Atwill - I developed more on the ‘Maqamat’ with jazz and funk/fusion phrasing. It
doubles with unusual combinations of synthesisers, banjo, djembe, xylophone and sheharzaad (Turkish clarinet). A soli
double with the bass and sheharzaad in difficult harmonic and poly-rhythmic variations. https://soundcloud.com/andrewatwill/akhmed-the-kid
3.
‘Pure lights within’ Andy Atwill/Greg Heath - An ambient bell and synthesiser pad with fretless bass, moving into
a modern 3/4 big band jazz waltz at high tempo with a soli and solo. https://soundcloud.com/andrew-atwill/pure-lightswitihin
4.
‘Circusworld Wasteland’. Andy Atwill - This is based on the lack of circuses today, versus my youth. These
combine grooves, styles and instruments often disassociated with each other. A high-speed Coltrane tenor solo, a Frank
Zappa style Tuba and Japanese Shukachi, also with Nelson Riddle brass, mixed with Garcia brass, mixed with Basie,
mixed with African Balafons and circus sounds...The concept being, what was, moving to all around us which is. The
out-take ending with the introductory circus chromatics sounding like they are going down a drain.
https://soundcloud.com/andrew-atwill/circusworld-wasteland
5.
‘Jarre in a Jar’. Andy Atwill/Greg Heath - Based on a love of the Jarre/Vangelis period brought into a modern
twenty-first century context. The solo includes 'question and answering'. All improvised other than the main beds and a
loose Celtic melody as an opening and ending platform.
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Therefore, based on not only my witnessing of many transformations, (‘Experience as
a guide to framework’ in Appendix 3), but also from my mentors and peers, and the research
of academia in this period, the incorporation of techniques and musical devices became more
defined as a result. This work is performance-based, and as such, the ingrained practical and
evolutionary performance, mechanical, approach and execution aspects took precedence, and
I suggest, additionally enabled the CD and performances to be successful. The academic
relevance I briefly researched, ‘The advent of jazz schools towards the end of the 20th
Century’ (outlined in Appendix 3), became confined to musical devices, terms and techniques
only, rather than specifically an institutionalised teaching system of jazz instruction.
It was not practicable to expand upon all the technical details of the recording,
scoring, composition, rearrangement, rehearsals, organisation, preparation, or the mixing and
mastering of the CD in the main body of this text, given the word limit. I noted and included
any connected information in the respective appendices for each performance and the
recording. I chose each piece of music from many I was either investigating or composing
because each presented a unique opportunity to be recreated or rearranged in a specific
fashion. Any of them could, in principle, have been reproduced and restructured within very
different prototypes.
There were two criteria for the completion of this exegesis. The first was to perform
and organise, to a professional standard, the equivalent of three full recitals and record a
high-quality jazz CD. There were specific conditions with regards to the type of music I was
to perform and release on the CD, and it required linking with the exegesis and performances. I
chose the projects for the reasons given earlier. Each would fit a specific style, or criteria, or
multiplicity. Equally, each performance employed people with whom I wanted to perform
and each presented challenges and aspirations that I considered to be worth investigation as
a performing musician.
I explored changes to the structure of artistic license concerning the electric
bassist’s role in the compositions explored via arrangements and delivery. The
mechanisms by which the roles and jobs of the bassist shifted during each investigated
work can be linked to the broader environments when the recordings of the original
performances and compositions were made. I suggest that these environments start with the
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musician and the composer, and widen to encompass the technical, interpretation,
performance and delivery aspects of each piece of music.
In any musical discipline that involves the advancement of an instrument, not all of
the development of a genre can be attributed only to the individual achievement of any single
person. Because of the outstanding achievements of several innovative bassists, I believe, as I
have aimed to demonstrate, that composers further extrapolated on ideas for bass roles.
Arguably, these ideas were either influenced by innovators of the time, or from being
exposed to bass explorations in performances. These experiences, I suggest subsequently
created more advanced melodic lines and concepts aside from the initial ideas in composition.
I propose this was demonstrated in the three performances and the CD.
For the purposes of this exegesis, I chose to establish this argument by applying
rhythm, counterpoint, harmony, melody, role, substitution, variation, fusing of context via the
performance demonstrations, and the use of the abridged glossary. A majority of these
descriptors were substantially applied in practice.
I argue that many compositions that subsequently followed for bass players, while
containing influences from other bassists, were unique bass-line ideas by the composers
themselves, with composers continuing to extend the boundaries, not just from the
advancement of the electric bass technique, but by the creativity that these performance
advancements provided for the composers.
Each project required a creative vision that ultimately drove the process forward. The
CD project was based upon accomplishing a musical and artistic vision of interaction at the
highest performance level, both dynamically and intuitively, while maintaining the
mandatory structure dictated by the arrangement and composition. The vision, relying upon
artistic input from others in rehearsals, combined performance, composition and arranging
with my own concepts, instincts and wishes, as well as my visualisation of the final
production.
Though the philosophies of each project differed, all subscribed to some common
ideas and methodologies. I chose each specifically to be included in this study because it
represented a unique opportunity to be presented in a distinctive but identifiable fashion. As
documented, I believe each of the four projects to be a short, but useful representation of
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how electric bass playing had diversified from 1970 to 2000 through its parallel role in
compositions.
To authenticate the context of my research, I drew upon texts from multiple
academic and popular sources. This information covered a variety of subjects and areas. Its
inclusion here was necessary in order to show diversity in thought and methods. The
isolation of the diversity of electric jazz bass in performed compositions was the crucial
research, with the boundaries heading towards none, at its core (Metheny in Petersen,
p.319). Many factors contribute to the influence that performance and composition have on
each other. The bibliography and reference list are comprehensive with each work or link
listed having been reviewed for relevance to this work, with each work read in full or in
part.
In Chapter 2 and Chapter 5, I highlighted the CD, ‘Portrait of New York’, a multifaceted representation of electric jazz and jazz in the late twentieth century. In Chapter 3, I
included electric jazz works that showed a different set of varying degrees of technical
execution. These works from Chapters 2 and Chapter 3 aimed to exhibit a stable connection
to the technical complexity of the demonstrated compositions. The subsequent performance
of those compositions was aimed to be equivocally representative of the electric jazz period
from 1970-2000.
In Chapters 3 and 4, the performance choices included two original works of
improvised compositions. These works aligned well with the harmonic concepts of R.Miller
(1996), Jaffe (2011), Rossi (2005), the rhythmic aspects of Magadini (1993) and Rudolph
(2005), the counterpoint of Denisch (2017) and Collins (2012), the historical relevance of
Cooke (2017), Fellezs (2011) and Baron (2014), and the opinions of the exponents
performing in this period of electric jazz fusion. They embodied the unification of
composition and improvisation in the same time and space, where free jazz improvisation
arguably became the same as composition.
Through direct performances documented in Chapters 2,3,4 and 5, I suggest that
improvisation can also be a form of spontaneous composition or contain any degree of
spontaneity, however large or small. This spontaneity is suggested whether arranged jazz,
free jazz, or for that matter any form of improvised music. Billy Taylor, while being
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interviewed as he prepared for the ‘Healdsburg Jazz Festival’ in 2018, stated that
‘Improvisation is spontaneous composition… based on the sense of form, content and
language of the song.’266 The interviewer, Christian Kallen, reinforces this analogy on the
same ‘Healdsburg Jazz Festival’ website.267
In the CD recording, as well as some works chosen for live performance, I also
aimed to demonstrate the virtuosic nature and associations, which are opportunely
concentrated upon in Schroeder’s publication (see chapters 4-7, pp.25-93). 268 The
highlighted virtuosic nature on the electric bass in each performance was generated by my
original intent, through rehearsal and practice of those compositions, with the performances
being guided by the music from the chosen period. The difference between my researched
work and Schroeder’s is that the compositions I selected for performances dictated my
regimen, not only the bass player.
The main factors in selecting the depth of documentation came down to what the
performances might have and subsequently, what they did have. I could have created a
timeline, which by its absence, may possibly seem to be a limitation for tracking
advancement. There were two options, clarifying this statement. Firstly, the timeline might
show a clear set of transitions in the electric bass from 1970-2000. Secondly and
hypothetically, the timeline might limit the information as being fact and potentially not
allowing for undiscovered material. I chose the second option.
I reflected on my process patterns in the construction of this exegesis, as a result of
researched inter-relationships. I questioned my own discourse, and that of the authors
examined, of the jazz-fusion period studied, and also of the diverse topics I investigated. It
seemed that the deeper I delved into an area that appeared to be a different perspective, the
more often a relationship would appear in a ‘cyclic’ fashion. This 360° relationship cycle was
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Christian Kallen,’Jazz Is... Improvisation.’ Healdsburg Jazz. November 10, 2010, accessed May 02, 2018,
http://www.healdsburgjazzfestival.org/jazz-is-improvisation/.
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‘We’ve all had the experience – a jazz band is playing one of our favorites, “I Got Rhythm” or “My Favourite
Things” or even “Moondance” – and halfway through the song we say, “Wait – what song is this again?” It’s taken off in
an entirely new direction, and suddenly sounds nothing like Gershwin, or Van Morrison for that matter.’ Kallen, ’Jazz
Is... Improvisation.’.

268

125

Schroeder, “The evolving role of the electric bass in jazz: History and pedagogy”.

consistently appearing, demonstrating the intertwining with other areas inspected, either in
reference or association, or in some aspect. Yet remarkably, this cycle was simultaneously
evolving forwards in what appeared to be both individual and collective, each arguably
having an effect on the other. Regularly, the areas not seeming directly related were still
connected, even if not centric to the concept. Evidence would often surface either directly or
in the insinuation of the techniques being attached to the methods, or to the roots of jazz, or to
the period of exploration and much more. This linking might then involve the styles, the topic
(e.g. the bassist), or the development, the compositions, improvisations, rhythms and as
mentioned, doing so in one way or another. All were associated while independent in unique
definition and contribution, like separate cogs in a giant wheel, from the most straightforward
overview to the most minute detail. Here and now, writing the summation of my five-year
journey, I realised I have subconsciously attempted to mirror this same ‘cyclic relationships’
approach, not only with this document but with every facet of my journey and performances.
This study needs to be continued not only because it may be useful, but for many
reasons that I believe my research has unearthed.269 The potential for a multitude of works
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In the course of this work, I located several areas that inspire more research, perhaps in journal format, PhD
dissertation form, non-fiction books, or even expanded into becoming a pedagogical or historical anthology, that could
be extrapolated upon, as well as my own discoveries. Here are some examples:
1.
Education – A complete history of inter-related jazz education.
2.
The manufacture and advancement of the electric bass (Including shape, design, action, speed/dexterity
adjustments, string types, multiple string versions (too much in this topic to list). A complete certified history of all,
perhaps a florilegium.
3.
Effects pedals and technology– a historical overview or if a deeper work, an anthology that covered every effects
pedal and rack from analogue into digital into the twenty-first century.
4.
Composition and performance in jazz- how it may have been affected by the recording studio changes, historically.
5.
M.I.D.I (Musical Instrument Digital Interface) – The use of MIDI and its effects on electric bass performance and
composition, with more than only the sequencing aspects. It could delve historically into the platform differences and
advance, the initial problems with MIDI on PC with 16550 UART versus MacIntosh and ATARI 1024STE and much
more.
6.
The advance of digital scoring programs like Sibelius and Finale and the effects on musicians from the line’s
composers write as musicology research documentation. How they advanced to where they are now(pedagogy).
7.
My research which required time-centric dates of occurrences, inspired me to see that there is much more than
what is currently documented. For example, Larry Coryell and the significance of his contributions could be more
comprehensive as it deserves. His first jazz-fusion LP, ‘Out of sight and Sound’ (1966) preceded Miles Davis and
‘Bitches Brew (1970).’ This discrepancy would need a thorough investigation prior to proposal, because it conflicts with
many written works (see the next point [8]). These discrepancies are very convoluted and would need to be connected
correctly.
8.
In Appendix 5, I demonstrate how Kevin Fellezs in his work Birds of Fire: Jazz, Rock, Funk and the Creation of
Fusion, insinuates that jazz-fusion possibly started with the Dizzy Gillespie and Chano Pozo performances and
recordings, where Latin was merged with traditional jazz. Therefore, this places jazz-fusion in a timeline of nearly thirty
years before the supposed date of inception, perhaps further? (Fellezs p.45). There is an avenue of significant historical
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are envisaged and could lead to developing further research on bass guitar manufacturing,
effects pedals, educational timelines and more, that are in the appendices in an overview
format. Each one of these areas could create a research project to tie in with this work, or as
an individual work of its own. This also illustrates the core of this work, being part of a
beginning nucleus of continually expanding and pointing to the future of composition and
improvisation, which could also extend its focus to electric bassists in the twenty-first
century.270
In closing, I argue that I answered the questions I sought resolutions for based on the
core nucleus of boundaries being explored and transcended from this period,271 were done
through compositions, the combined styles and on the electric bass. I propose that the
musical devices and techniques were developed both during the period researched and
since. I suggest that I demonstrated through my assessments, in my research and my
performances, that I discovered new avenues and unearthed new questions to examine both
during and after the completion of the performances and composing. Moreover, after I
completed collating the data from a comprehensive audio analysis, I reviewed a supporting
variety of related literature, made firm decisions, and I was organised in order to
demonstrate my findings, which implies that I may have been successful. Therefore, as a
resulting set of performances, I defend that my research and findings did directly impact my
performances and choices. Concluding, I additionally argue that with an allocation slot of
three hours to demonstrate thirty years of evolving and emerging electric jazz, considering
the substantial volume of audio selected from; that the performances present a credible
timelines and/or pedagogical research required here to ascertain the true nature of jazz-fusion’s beginnings and
connections.
9.
The potential for new creations based on the works of Magadini and Rudolph transferring to all facets of jazz
harmonically, not only rhythmically, whether in performance and free improvisation ensembles, or larger ensembles like
a Big Band or Orchestra are substantial.
10. More detail in the form of in-depth band-leader approaches to the music of the jazz-fusion period are another facet
that could have a greater exploration, as well as linking the socio-political and socio-economic aspects as a full
pedagogical work. Some band-leaders were also arrangers but not all. Many leaders hired arrangers to produce a work in
a specific way. This would need to be investigated for its effects collectively or only independently. This leads to
industry and sociological perceptions and the industry as well, so it would be a hefty research process.
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There are some excellent twenty-first century bassists, playing 6-string and even 13-string basses, with exceptional
skills. As a few examples – Mohini Dey, Anton Daviyants, Yves Carbonne, Hadrian Ferraud, Federico Malaman. These
are only some of the new breed of electric bassists.
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See the Pat Metheny statement in the theoretical framework regarding the core of my explorations in this exegesis.
(Metheny in Petersen, 2006, p. 319).
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representation of the diversity in 1970-2000 electric jazz, electric bass and compositions in
this period.
Finally, this research has reinforced some of my views about how compositions aided
the evolution of the electric bassist, and of those bassists that followed in general. It is this
focused sense of purpose and assertion by the performer and composer alike that gives
meaning to ascertaining the influence they had on each other, and the potential for unlimited
development.
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GLOSSARY OF MUSICAL REFERENCING
This glossary is a broad (summarised) overview of my repository of resources used in
a five-year period, in a centralised structure of more abbreviated referencing. It is additionally
provided as a guideline to assist any researcher that may wish to replicate my findings and
processes, not just to demonstrate the lengths I went to in order to define my procedures. The
following ‘sub-glossaries’ includes most of the musical devices, musical terms, approaches
and techniques and more, that I used as an audio and analysis reference in this exegesis. This
concept of a delineated repository can hypothetically be adapted to many research areas.
These resources were regularly consulted to aid in cross-checking and assisted in bringing
about the end results. The end results presented in this exegesis being the performances and
CD. This glossary is closely interwoven with the framework, methodology and literature. In
its full form, being the sources, this glossary was the reference repository utilised for threeand-a-half years of musical analysis, terminology and data collation.272 While every musical
term is not used inside the body of text, nor is every possible term listed here; the full unlisted
encyclopaedia of terms was used for in-depth for categorisation of audio, and any subsequent
identification mentioned throughout.
To some readers, much of this is part of their daily musical life. To other people, there
may be several terms that are not. I have not gone too far into depth because I have shortened
the explanations, though perhaps it might seem like it is comprehensive as a sum-total. This
is an indication of the broad referencing approach I undertook in order to ensure I could refer
to anything at a moment’s notice. I have not included most standard notation and
fundamentals (e.g. standard terms - ossia staff, 1/4 note = crotchet etc..). However, in saying
this, a ‘pedal-point’ in jazz is not the same as pedal markings or a ‘pedal’ for a piano or harp.

272

My referencing due to the constant referral for literature, terminology, technique and method connectivity, meant that
I knew where each association was located and in which source book, through regularity, if deeper detail was required.
It was impractical to perpetually place the author and masses of existing detail next to hundreds of glossary terms that
were used as a daily cross-reference, when a glance sufficed. The same author would have appeared multiple times in
different places. I believe this would be unnecessarily confusing when a more global acknowledgement for each author’s
contribution sufficed. There was an alternative, being the creation of a referencing database, which is certainly feasible,
but not for my needs. While not previously mentioned in any glossary redirection, the time needed to create then
perpetually update and manage a database, I believe would have instigated more of a distraction rather than being an
assistant. For a pedagogical or historical work, a comprehensive database would certainly be considered as a logical and
worthwhile inclusion.
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Some of the literature sources are often mentioned throughout this document and in
the review. The knowledgeable sources providing a comprehensive repository for these
summaries here are listed in the footnotes.273 The glossary sub-sections are categorised as
follows:
1.
2.
3.
4.
5.

Glossary of musical devices and techniques
Glossary of some ethnic terms used in analysing polyrhythm
Glossary of some basic utilised terms in jazz (musical)
Glossary of Latin, Brazilian and Cuban Terms
Glossary of electric bass techniques and the electric bass (construction).
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Glossary of musical devices and techniques

274

4-part block writing - harmonisation of a line in concerted structures with the 4 parts grouped
within an octave (open or close position voicings).
adaptation - reuse of an extant form or musical idea in a new form context (see also
‘recontextualisation’)
aggregate rhythm - rhythm produced by the combination of discrete individual parts.
alapana - introductory section of a Raga.
altered (alt.) - an abbreviation for a dominant 7th chord type that includes both
lowered and raised 5ths and 9ths. The C altered scale is comprised of the
notes in the C7alt. chord (C , D, E, F, F#, G#, B, C).
altered scale - seventh mode of the melodic minor scale.
antecedent - first, as in an antecedent phrase, an opening or ‘calling’ phrase.
anticipated cadence - the V chord moves to a chord which includes at least the third and root
of the I chord as well as other notes before fully resolving to a purer I chord.
anticipation - a nonharmonic tone that forecasts and rhythmically precedes a harmonic
change. Also, the process of advancing a melody note and/or its associated harmony
rhythmically.
antiphonal - a form of alternating musical responses from two or more groups or parts.
appoggiatura - a dissonance or nonharmonic tone that is approached by a leap and resolved
by step in the opposite direction - a note which embellishes the intended melody
pitch.
appropriation - borrowing of musical materials, generally thematic (see
‘recontextualisation’), and as distinguished from ‘borrowed chords’, as in ‘modal
interchange’.
arch form - formal design of an extended composition in which odd-numbered discrete
sections mirror one another's musical content as they move farther from a unique
central movement. For example, in a five-section arch form, the second and fourth,
and first and last sections would share material.
arpeggio - the sounding of the notes of a chord in succession as opposed to sounding the
notes simultaneously.
asymmetry(ic) - formal property of a piece or phrase in which individual sections are not the
same length.
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All terms throughout the glossaries are listed in lower-case other those which are mandatory. These include and are
not limited to countries, ethnicity, states, cities and names.
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atonal - without a discernible key centre.
augmentation - (1) Increase in length, often by doubling and (2) {of a chord} - when
speaking of adding a #5 to a chord instead of the perfect fifth.
aural tradition - tradition based on learning by listening.
backbeat - a 4/4 beat with a heavy accent on 2 and 4, and/or the second or fourth beats in
such a rhythm.
backcycling - process of moving backwards through the cycle of fifths and/or chromatically
from a given target chord to find an alternative starting point for the harmonic phrase.
baiao - Brazilian rhythm featuring 3+3+2 subdivision over a quarter note pulse (in 2/4). Also,
the popular style of music in Northeast Brazil of the same name.
baser - exhortative, rhythmically independent improvised bass part in Gospel music.
basic ensemble voicing - a part-writing technique in which individual parts move
independently of the melody to provide strong lines and complete vertical sonorities.
bitonal - a harmony with more than one self-contained chord within it (see also ‘extended’
chords).
bitonal - the simultaneous appearance of two different keys or tonalities - or two keys at the
same time.
block chords or block voicings - chord structures that move in concerted rhythms with the
melody or lead line.
blue notes - flatted 3rd, 5th, and 7th degrees.
blue notes - the lowered 3rds, 5ths, and 7ths of major scales.
blues-based harmony - chord(s) containing Blue Notes.
break - a short segment (typically 2 to 4 bars) between musical sections in which rhythm
instruments stop and an individual or concerted group is featured.
bridge - the third segment (B) of the AABA song form.
cadence - either (or both) a harmonic and melodic configuration that creates a sense of
resolution.
call and response - a musical form in which one instrument or group presents a phrase that is
answered by another instrument or group – likened to a person-to-person conversation
with a question and answer.
canon - simply put, it means rule or law and in music, at least two voices, being generally a
leader and a follower.
canonic - a musical technique in which subsequent entries imitate a first part or line.
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canons of rhythm – proportional rhythmic augmentation or diminution using the same
melody line in two or more voices, with each voice moving at its own pace. The
relationship is proportional.
cell (a cell) - an intervallic structural unit of constant tones.
chord colour (quality} - the family of scale which a chord belongs to/major, minor,
augmented, diminished or dominant.
chromatic planing - a form of exact parallelism that occurs in concerted voicings when the
lower voices move in the same direction and exactly the same interval as the lead
voice.
close position - harmony (generally in 4 voices) wherein no interval is larger than a third.
close position voicing - vertical structures with tight intervallic spacings of 2nds, 3rds, or 4ths
between voices (one note extension from close position),
clusters -vertical intervallic structures grouped in 2nds.
colour tones - 9ths, 11ths, and 13ths (see also ‘extensions’ and ‘tensions’).
common practice - the musical customs and habits of a particular period or style
comp(comping) - an abbreviated jazz term meaning ‘to accompany’; chordal accompaniment
behind a soloist typically supplied by guitar, piano, or vibes - chordal accompaniment
behind a soloist; the one who does this is the comper.
complementary - used most commonly to refer to multiple and mutually exclusive sets of
pitches that combine to yield all 12 tones.
composite scales - (also called add-on scales) - scales which can include altered tones along
with the normal pitches; they may skip notes and include more than seven tones
ranging beyond an octave.
compound cadence - cadence involving more than one chord (generally two), moving from
the subdominant or one of its substitutes to the dominant or one of its substitutes, then
to the tonic.
compound form - form in which smaller discrete forms are subsumed (aka ‘form within a
form’).
concerted ensemble - a passage in which all instruments play in identical rhythms.
conjunct - stepwise (as opposed to arpeggiated).
consequent - answering phrase (generally complements or responds to an ‘antecedent’
phrase).
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consilient(ce) - property of shared characteristics that have been arrived at independently (as
opposed to through influence).
consonance and dissonance - refer to greater and lesser degrees of relaxation and decreases
and increases in tension, respectively. However, different styles of music through the
ages have redefined this stability.
consonant melodies - a smooth melodic contour; usually consisting of smaller intervals
consonnant - at a point of rest within the harmony (opposite of ‘dissonant’).
constricted form - performers are constrained and restricted to the form.
contour - the shape and flow of a melodic line; can be graphically realised
contrafact - (in jazz parlance) a new melody composed on an extant set of commonly known
chord changes.
contrapuntal context -initiated when applying motive manipulations of a single melodic line
to multiple lines.
contrary motion - when two or more voices move in opposing directions.
corrowed chords - harmonies from parallel modal systems (see also ‘modal interchange’).
counterpoint – is two or more musical lines working together to create music - the
simultaneous appearance of two or more independent musical lines.
counterpoint line – an extra voice is added as a counter-point to a pre-existing melody.
crab counterpoint – derived from the ‘Crab canon’, which was the manipulation of motives
and phrases in two-voice textures, upside-down, inside-out and backwards. This has
been expanded to this term to cover multiple voices and approaches, whether vocal or
instrumental.275
cross-rhythm - the coexistence of two or more rhythmic patterns or groupings - uneven
rhythmic groupings within a given metrical scheme.
deceptive cadence - the V chord moves to a chord closely related to the I.
delayed cadence - the V chord moves to an unrelated key before finally resolving to the I
density - the level or degree of sound thickness produced by the quantity of different tones
within a given interval.
diatonic lyricism - clearly outlines tonal melody; familiar intervallic relationships which
provide release from ongoing tension.
diatonic planning - a form of scalar (stepwise) parallelism that occurs in concerted voicings
275
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One of the earliest revered examples of a crab canon, is Bach’s ‘The Musical Offering’ written in 1747.

when the lower voices move stepwise in the associated scale in the same direction as
the lead voice.
diminished scale - synthetic scale constructed of alternating half-and whole-steps (see also
‘octatonic scale’).
diminution - rhythmic variation by means of shrinking rhythmic values (opposite of
‘augmentation’).
diminution - the condensation of a phrase or section into a smaller number of beats.
disjunct - leaping, or non-scale motion (opposite of’ ‘conjunct’).
displacement - repetition of a melodic idea beginning on a different or unexpected part of the
measure or beat.
dissonant melodies - angular melodic contour characterised by quick, wide leaps.
dodecaphonic - synonymous with ‘twelve-tone’, meaning the use of all twelve chromatic
tones as a compositional device (see also ‘Twelve Tone’).
double canon - a canon with a minimum of four voices.
double counterpoint - also called ‘invertible counterpoint’, immediately exchanges the music
of each of the voices, in their appropriate registers, after the initial statement.
double lead - harmony or voicing in which the melody is doubled an octave lower, with the
remaining chord tones sandwiched between.
double or invertible counterpoint – this occurs when the two voices are exchanged: the bass
becomes the treble, and/or the treble becomes the bass. The harmonic intervals are
generally restricted to octaves, thirds, sixths and unisons.
double-time - doubling the speed of the meter, for example changing the pulse from quarter
notes to eighth notes.
double-time feel - creating the illusion of real double time by making the eighth note feel like
a quarter note.
dropped voice - in an ‘open position’ harmony, the voice or voices that have been displaced
downward by an octave from the original closed position chord.
elision - overlapping of consecutive phrases so that the end of one is also the beginning of the
next.
elongation - similar to augmentation.
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emancipation of the dissonance- a characterization of the consequences of Arnold
Schoenberg's twelve-tone theory which challenged the established definitions of what
was considered dissonant.
embellishment - to ornament or adorn with the addition of melodic, harmonic or rhythmic
detail.
energy playing - identifies a style of free jazz especially from the 1960s, characterised by
intense, often loud and fast polyphony.
escape tone - a non-harmonic tone that is approached by step and resolved by leading in the
opposite direction.
even harmonic rhythm - in a four-beat measure, two chords last for two beats a piece.
exact parallelism - chromatic planing; all lower voices move in the same direction and
exactly the same interval as the lead voice.
exposition - initial thematic statement in its entirety.
expressionism - compositional style based on the transformation of abstract intellectual
concepts into musical material.
extended dominants - series of dominant seventh chords moving through the cycle of fifths.
extensions - the tones above the 7th of a chord.
false cadence - the V chord resolves to an unrelated key.
figured bass - any member of the chord is allocated to the bass, also called ‘bass positioning’.
fragmentation - breaking a melodic or improvisation idea down into smaller units that are
then developed separately. Also, it can be a thematic improvisation development of
the original melodic or rhythmic idea.
fugue - formal structure based on the contrapuntal restatement of a primary theme in more
than two voices.
habanera - Iberian 4/4 rhythm based on two dotted quarters followed by a quarter note (see
also ‘clave’).
harmonic cadence - a minimum of two chords that conclude a section, a phrase, or a piece of
music.
harmonic rhythm - the duration of beats assigned to given chords in a specified meter - the
rate of speed (beats) that chords receive in a metrical cycle.
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harmonicist - the chordal player, usually guitar or piano.
head arrangement - an ensemble rendition collectively improvised or aurally prefabricated;
transmitted by ear in contrast to the use of musical notation.
hemiola - specific polyrhythm superimposing triple meter over 4/4 time.
heptatonic - containing seven notes.
hexatonic scale - six-note scale constructed of alternating half-steps and minor thirds.
homophonic - music in which a single line is accompanied by secondary harmony parts.
hook - characteristic and readily identifiable melodic motif of a composition.
hybrid chord - Chord created by superimposing a chord over an unrelated bass note.
idiomatic - conforming to or pertaining to the nature of a specific instrument or musical style.
impressionism - style of composition (originally used to describe the parallel movement in
Art) in which the evocation of a specific scene or its associated mood is of primary
concern (ex. Ellington's ‘Dusk’).
incomplete voicing - the omission of inside notes of a voicing leaving the outside shell.
interpolation - process of inserting additional chords between existing ones.
intervallic cell development - improvising based on a specific interval or set of intervals; a
serial approach.
intervallic denial - the melodic or harmonic use of a surprise, unexpected tone, closely
related to the accustomed one
intervallic structures Ulehla: - refers to combinations of notes not nameable by root and
chord symbols; ‘Contemporary Harmony’ (Collier, MacMillan, London; 1966)
- vertical formations or sonorities that cannot be defined as standard chord structures.
inversion - the adjustment or re-ordering of chord tones without changing the nature of the
voicing.
layered ostinato - complementary rhythm created by the addition of a succession of a series
of ostinati.
leitmotif - recurrent motto theme of a piece (e.g. the opening minor third of Ellington's
‘Harlem’, which states the title of the composition musically).
linear approach or linear solution - a harmonisation technique emphasising the contour and
interest of the individual lines; the lower voices often move in contours independent
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from the lead voice.
linear counterpoint - the musical interchange or dialogue between two or more independent
lines.
linear counterpoint - the dialogue between two or more separate melodic lines.
linear tonality- a term coined by Ludmilla Ulehla in Contemporary Harmony Collier,
MacMillan, London (1966), refers to a pull of a key centre as a result of melodic
movement, not necessarily dependent on harmonic conglomerates.
melodic - a subjective term describing a lyrical, memorable motif or passage
melodic inversion – moves from note to note in the opposite direction.
melodic inversion in double counterpoint - treble into bass voice and vice-versa with octave
adjustments, with the melodically inverted lines in double counterpoint.
melodicist - the line or melody player, usually a horn, although a harmonicist such as the
piano player also becomes a melodicist when soloing.
mirror chords - a term coined by Vincent Persichetti in Twentieth-Century Harmony (Norton
and Co., NY; (1961), refers to chords comprised of symmetrical intervals- for
example, all minor thirds.
mirror writing - concurrent use of an idea and its inversion.
mirroring - reflection or imitation of a musical line in reversed contours.
modal - music in which melodies, harmonies, and improvisational materials are based upon
specific modes or tonal fields instead of chord progressions.
modal - referring to a mode as a basis for harmony and melodic lines.
modal cadence - reiterative cadence produced by alternation of the tonic chord with one of its
stepwise neighbours in the given mode (for example in Dorian, i - followed by either
bVII or ii-), often in the presence of an ostinato or pedal tone.
modal harmony - harmony diatonic to a given mode or modes.
modal interchange - process of borrowing harmonies from one parallel mode for use in
another (generally from parallel minor forms, especially aeolian, into the parallel
major). See also ‘borrowed chords’.
motif – a small musical idea used to create larger segments of music. Also called a ‘motive’.
It can be timbral, harmonic, melodic, and/or rhythmic - Main melodic cell of a
composition (can also be of an improvisation).
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motivic - pertaining to a thematic fragment or short rhythmic statement.
motivic development - unfolding of the music by means of the compositional process of
exploiting the rhythm and shape of a given motif, sometimes independently,
sometimes inter-dependently, through a variety of techniques of recontextualization.
motivic identity - characteristics of a given motif, usually its distinctive combination of shape
and rhythm.
motivic transformation - metamorphosis of a given motif from its initial form via various
developmental techniques.
musical phrase - a melodic gesture with a beginning, middle and an end. Phrases can be
graceful angular, irregular, short, long, quick, slow and anything in-between.
narrative writing - in music, this is describing one’s musical decisions, which are often
insightful in ways not previously considered.
neighbouring tone - lying usually a half step above or below a melody pitch - a note situated
a step above or below a given chord tone.
non-chord tone - any note that does not belong to the chord.
non-harmonic tones - pitches not contained in the harmony of a given moment.
non-tonal chromaticism - no key centres are given priority.
oblique motion - static melody over moving harmonic or contrapuntal accompaniment.
octatonic - containing eight notes, and specifically, the eight-note scale produced by the
alternation of 1/2 and whole-steps (see also ‘diminished scale’).
open position - chord structure in which one or more of the voices in the related closed
position structure has been displaced by an octave (see also ‘closed position’ chords).
open position voicing - a chord structure that has been spread to include two or more
intervals of a 4th or larger.
ostinato – can be thought of as another form of imitation that does not change. Its impact
comes from being repeated - repeating bass and/or rhythmic figure, frequently
employed to structure introductions and codas and especially common in modal
compositions and arrangements.
out chorus - the climactic full ensemble segment that concludes a jazz arrangement or
composition.
pan-tonalism - melodically or harmonically, all twelve keys are inherently equal and
available for use.
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parallel chords - same as mirror chords.
parallel motion - when two or more voices are moving in the same direction by the same
interval.
parallel structures - vertical sonorities in which all voices move in the same direction as
the lead line.
passing tone - a nonharmonic tone that moves stepwise from one chord to another- falling
between two melody pitches.
pedal point - a sustained or continuing bass note that occurs beneath a series of changing
harmonies (related or unrelated to the pedal) - one root centre not necessarily
related to a specific scale or chord which serves as the harmonic underpinning for
the music.
pentatonic - a scale or mode that consists of 5 notes.
pivot chord(s) - in a modulation, chord(s) common to both the old and new keys.
planing - parallel harmonic movement, most often diatonic (see also ‘constant structure’) parallel structures in which each lower voice moves in the same direction as the
melody (see chromatic planing and diatonic planing).
polychord(al) - harmony containing more than one discrete harmony.
polyrhythm - a rhythmic motif which is in opposition to the ongoing metric scheme, but with
enough repetition will eventually become aligned with the regular cycle - (ic) Rhythm comprised of more than one discrete concurrent subdivision.
polytriad - a triad over a bass note or triad.
pyramid - a build-up of separate sustained entries
quartal structures - chords or vertical sonorities built-in predominant 4th intervals.
raga - system of modes and rhythms employed in Indian Classical Music.
recapitulation - return to the primary melodic statement.
recomposition - extensive rewriting of an extant piece.
recontextualisation - reuse of extant melodic material in a totally new context.
reharmonise(ation) - changing the harmony that supports a given melodic phrase.
repeated pitch - one or several pitches reoccurring several times in a line; repetition might
cause a sense of temporary key centre.
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repetition - a temporal manipulation by repeating a phrase, a motive, or section in order to
extend or reinstate the music.
retrograde - going backwards so the last note becomes the first, so on and so forth until the
first note becomes the last.
retrograde in double counterpoint - the retrograded lines switch voice to create their own
double counterpoint – backwards.
retrograde inversion - either going back to the inverted lines and stating them from first note
to last note in reverse order, or, going back to the retrograded lines and moving each
note by the intervallic distance, but in the opposite direction - Upside down and
backwards.
retrograde inversion in double counterpoint - switches the treble and bass voices of the
retrograde inversion for retrograde inversion in double counterpoint.
rhythmic augmentation - is the augmentation of a motive using rhythmic permutations.
rhythmic hook - a repeated rhythmic idea which unifies the music.
riff - repetitive, simple idea, improvised in character, and often used as background and/or as
motivic material.
rondo – ‘European Classical’ form based on the notion of inter-dispersing a repeating an idea
between contrasting themes or sections.
rubato - free in tempo; without steady rhythmic pulse - technically, a feeling of give and take
rhythmically; but has become an all-inclusive expression meaning without steady
pulse
running a division - where added notes sound like ornamentations of the melody, as if
someone is improvising around the ‘head’, what jazz musicians use in reference to a
melody.276
scale colour (quality) - similar to chord colour; referring to which family of scale.
scale melodies - lines that are connected by close intervals and follow the basic ascending or
descending shape of scales.
secondary dominant - a dominant-type chord with a root situated a perfect 4th below any
transient (momentary) tonic.
secondary ii minor 7 or ii minor 7b5 - the minor 7th chord or half-diminished 7th chord with
a root situated a perfect 4th below the secondary dominant chord to which it resolves;

276
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This term is also called ‘divisions over a ground’ and/or ‘breaking a ground’.

typically appears as a substitute chord that in turn prepares a substitute dominant
chord.
sequence - repetition of an idea at regular intervals, either rhythmic and/or harmonic – when
a motive is repeated but begins at a different pitch. Sometimes called a ‘new
sequence’.
serialism - composition or improvisation based on some mathematical or sequential format
shout chorus - a rhythmically concerted full-ensemble passage that typically occurs at the
climax of a jazz composition or arrangement.
side slipping - a term coined by Jerry Coker referring to half step up or down movement
away from what is given melodically or harmonically.
sideslipping - interpolation of cadences a half-step above and directly prior to the primary
cadence of a given phrase.
similar motion - when two or more voices are moving in the same direction but by different
intervals.
slack theory - pertaining to the elements of music (melody, harmony, rhythm, colour and
form); when one is emphasised, another may be de-emphasised
soli - an ensemble sectional feature in concerted formations. It can also be a written solo with
two or more instruments.
species counterpoint – identification of the voices’ rhythmic relationships to each other.
stop-time - an ensemble effect in which the accompaniment creates rhythmic gaps for a
soloist within the framework of a constant tempo.
stretto - overlapping in quick succession of statements of the subject of a Fugue, usually near
the end, to create a Coda.
stroll - slang meaning the chordal player lays out (the same meaning as Tacet).
strophic form - the repeated chorus form in which an initial theme is stated and each
subsequent section (chorus) repeats the same basic form.
substitute chords - chords that replace or decorate a given set of chord changes.
substitute dominant - dominant seventh chord sharing the same third and seventh (‘tritone’)
as the dominant whose root is a tritone (augmented fourth or diminished fifth) away.
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substitution - the replacement of one musical element by another.
superimposition - placing specific element over a given one to be played simultaneously
synthetic scale- comprised of two to three notes alternating in sequence between two
or more keys target pitch - the goal or result of a line's direction; may often be of
longer duration than other accompanying pitches - the process in which a specific
musical element is placed over or occurs concurrently with another musical element.
supersax voicings - a block harmonization technique in which the 4 upper voices are
assigned close position 4-part structures, and the 5th voice is doubled one octave
below the lead. More modern concepts spread and use varieties of voicings.
suspension - an unresolved dissonance; in jazz terminology, a suspension represents the
substitution of the 4th in a chord for the 3rd (no 3rd is present); theoretically, if the
3rd is present, the 4th must be spelled as the chord 11th.
swing - rhythmic feel created by the coexistence of duple and triple meters.
synthetic harmony - vertical structures that cannot be identified as idiomatic jazz chords;
such formations are typically the result of strong independent voice movement.
tag or tag ending - a musical expression indicating a segment that is drawn from the final
part of apiece and ‘tagged on’ as an ending device.
target chord - the harmonic goal or a rhythmically emphasised structure in a given phrase.
terminal vibrato - a speed up or slowdown of the rate of vibrato at the end of a note.
tertian - harmony based on intervals of thirds.
tertian structures - chords or vertical sonorities built-in predominant 3rd intervals.
texture - is used to describe the relative ‘thickness’ or ‘thinness’ of musical sound.
The Lydian Chromatic Concept of Tonal Organization - is a 1953 jazz music theory book
written by George Russell. The book is the founding text of the Lydian
Chromatic Concept (LCC), or Lydian Chromatic Theory (LCT). Russell's work
postulates that all music is based on the tonal gravity of the Lydian mode.
thickened line - a block harmonization technique in which the lower parts move in the same
direction as the lead voice (not necessarily in perfect parallel structures).
third stream - term invented in the 19S0's to describe the musical process of deliberate
synthesis of elements of European Classical forms and instrumentation with those of
jazz improvisation.
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three-tonic system - harmonic system based on key centres whose roots outline an augmented
triad (frequently employed by composer and improviser John Coltrane).
through-composed - not having literally repeated large formal sections.
timbre - the acoustical properties of tonal colour that distinguish one instrument or group of
instruments from another.
time feel - the rhythmic idiom used (jazz, Latin, funk, etc.); also refers to the anticipation and
delay aspects of pulse placement.
time, no changes - a style of playing with steady time, but no root centre or chord changes
(can be a score marking written in text).
tonal - in a given key or tonality (i.e. major or minor). The opposite of ‘modal’.
tonal anchor - due to a variety of possible musical events, the pull of a tonal centre in a line
can be heard.
tonal chromaticism - though there are underlying key centres, the melodies (and harmonies
supporting them) are free to move far afield from their pull.
tone row - a collection of pitches to be used as the basis for a composition or improvisation,
harmonies or melodies.
tonic - the first degree of the scale, the triad built upon the first degree of the scale, and the
key identified with the tonality of the scale.
tonicisation - the harmonic process of treating any chord (except diminished 7th chords) at
any point in a musical phrase as a transient, temporary tonic chord that substitute
chords may cadence toward.
transitional modulation - modulation in which sequential and/or cadential harmonies are
employed, resulting in a period of tonal ambiguity prior to the establishment of the
new key.
tritone substitution or b5/V7 chord - a dominant chord type with a root situated a tritone
away from the normal V7 chord in a V7-I resolution.
turnaround - Simple repeating progression in the form of I -VI - II - V or any of many
variants and substitutions.
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turnaround or turnback - a short progression of chords that occurs at the end of a repeating
formal section to signal a return to the tonic or starting chord.
tutti - an Italian term that indicates participation by the full ensemble (can also be in soli
format).
twelve-tone - music based on the notion of giving equal weight to each of the twelve
chromatic notes (see also ‘dodecaphonic’).
upper chromatic dominant (bll7) - a dominant chord type that resolves from a half-step
above to the tonic or transient tonic that follows.
upper chromatic substitute chord - a major 7th type chord that resolves from a half-step
above to the tonic or transient tonic that follows.
vamp- a short progression of chords that are sequentially repeated numerous times.
voice-crossing - process of creating independent contours for instruments in a soli or tutti
context by changing the hierarchy of voices between adjacent rhythmic attacks.
voice-leading - harmonic motion resulting from the most linear possible movement between
parallel voices in adjacent harmonies, characteristic of the cycle of fifths
(fourths)/tonal harmonic movement.
voicing(s) - in jazz terminology, the term that refers to the vertical spacing of the tones in a
chord.
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Glossary of ethnic terms used in analysing polyrhythm
bata - a family of sacred, double-headed drums from the Yoruba culture in present-day
Nigeria and Dahomey. Bata drums were brought to Cuba and are now also played in
the U.S. and elsewhere. Iya is the mother or lead drum, Itotele the middle drum and
Okonkolo is the smallest in the set.
decitala - 120 rhythms of India listed by Sharngadeva in the 13th century in his treatise
Sangitaratnakara.
houwara - a type of music originating from a group of people from the village of Houwara in
the south of Morocco.
maqamat 1.

2.

Arabic maqam is the system of melodic modes used in traditional Arabic
music. There are seventy-two heptatonic tone rows or scales of maqamat.
These are constructed from major, neutral, and minor seconds.
Maqāmah (ﻣﻘﺎﻣﺔ, pl. maqāmāt, ﻣﻘﺎﻣﺎﺕ, literally ‘assemblies’) are an (originally)
Arabic prosimetric literary genre which alternates the Arabic rhymed prose
known as Saj' with intervals of poetry in which rhetorical extravagance is
conspicuous.

qaraqaba - or qaraqeb - pair of large metal castanets, which play the foundation rhythm in
Gnawa music.
tabla - a pair of single-headed drums used in North Indian music, consisting of the right-hand
drum (tabla) and the left-hand drum (banyan).
tala - or tal- ‘time measurement’; the rhythmic/metric system of North and South Indian
music.
tehai - from North Indian music: A musical phrase consisting of three identical phrases
separated by equal pauses; usually each sub phrase ends in a stressed stoke, with the
final stress falling on ‘one’ (called ‘sam’, pronounced like the English word sum) or
downbeat.
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Glossary of some basic terms utilised in jazz
While some of the terms included in this glossary section also appear in the Glossary
of Musical Terms main area, the meanings in jazz often vary. Some have identical meanings,
yet a large part of jazz was also sociological and echoed the language and ‘jazz hipster’
dialect associated with jazz musicians. Some terms while used frequently, were often jargon.
This is important because while there are repetitions, in Classical and other music, a specific
term will have one meaning, and possibly have a different way of saying a term or indicating
a term. In jazz, a term can also have multiple meanings, depending on the situation the term is
used in. Most of this work has been gathered from three areas for referencing, D.C.
Dowdell’s ‘Jazz Terminology, Definitions of Commonly Used Terms & Phrases from the
Perspective of the Jazz Musician’,277 John Goldsby’s ‘The Jazz Bass Book: Technique and
Tradition’,278 and Ben Sidran’s ‘Talking Jazz Project’ webpage, which has many well-known
musicians in audio interviews (recommended listening).279
I have taken care (more for myself), to remove most social jargon because this
glossary was designed for performance and literary referencing, not anthropology. It also
enables the reader when viewing quotes in the main body that were spoken as they
verbalised, to have a better overview of the period where the wording or terms came from,
should they wish to look deeper for themselves.

A Section - the first section of a tune, typically 8 bars; the main theme.
AABA - the most common form in pop music. Typical of songs by Gershwin, Cole Porter,
Harold Arlen, etc. See ‘song form’. Very often it is 16 bars (AA), 8 bars(B), 8
bars(A), where the last A is a repeat of the first section with a resolving final note
(and chord). See ‘turnaround’ for more connectivity.
alteration - the raising or lowering of a tone by a half-step, from its diatonic value in a chord.
In Jazz usage, the fifth and ninth may be raised (augmented) or lowered (diminished);
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the fourth (or eleventh) may be augmented; the thirteenth may be diminished. The
expression 'diminished seventh' is used solely as the name of a chord. Of course, in
general music theory, any interval may be augmented or diminished.
altered scale - the dominant 7th scale with a lowered 9th, raised 9th, raised 11th, no fifth, and
lowered 13th, along with the usual root, 3rd and 7th. So-called because every possible
alteration has been made.
augmented - raised by a half-step. See 'alteration’. - 7th (+7): A dominant 7th chord with a
raised 5th added. The name is misleading because it is not the 7th that is augmented.
B section - same as ‘bridge’.
back-beat - beats 2 and 4 in 4/4 time, particularly when they are strongly accented. It can also
indicate the ability of a musician to evenly place the beat equidistant, a fraction of a
beat behind the pulse.
ballad - a slow tune. Ballad playing is replete with its own idiomatic devices.
bebop - the style of Jazz developed by young players in the early 40s, particularly Parker,
Gillespie, Kenny Clarke, Charlie Christian and Bud Powell. Small groups were
favoured, and simple standard tunes or just their chord progressions were used as
springboards for rapid, many-noted improvisations using long, irregular, syncopated
phrasing. Improv was based on chordal harmony rather than the tune. The 'higher
intervals' of the chords (9th, 11th and 13th) were emphasised in improv and in piano
chord voicings, and alterations were used more freely than before, especially the
flatted 5th & augmented 11th. The ground beat was moved from the bass drum to the
ride cymbal and the string bass, and the rhythmic feel is more flowing and subtler
than before. Instrumental virtuosity was stressed, while tone quality became more
restrained, less obviously 'expressive'.
block chords - originally, a style of piano playing, developed by Milt Buckner and George
Shearing, with both hands 'locked' together, playing chords in parallel with the
melody, usually in fairly close position. It is a technical procedure requiring much
practice and can sound dated if the harmonies are not advanced enough. Also called
locked hands. It is also referred to in arranging for horn ensembles (see ‘close
voicings’).
blowing changes - the chords of a tune, particularly those intended specifically for
improvising which may vary somewhat from the changes of the head. Sometimes
written on a separate page.
blues - (1) A form normally consisting of 12 bars, staying in one key and moving to IV at bar
5.
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(2) A melodic style, with typical associated harmonies, using certain 'blues scales',
riffs and grace notes.
(3) A musical genre, ancestral to Jazz and part of it.
(4) A feeling that is said to inform all of Jazz.
boogie (boogie-woogie) - a style of piano playing very popular in the thirties. Blues, with
continuous repeated eighth-note patterns in the left hand and exciting but often
stereotyped blues riffs and figures in the right hand.
break - a transitional passage in which a soloist plays unaccompanied.
bridge - the contrasting middle section of a tune, especially the 'B' section of an AABA song
form. Traditionally, the bridge goes into a different key, often a remote key.
Thelonious Monk once remarked that the function of a bridge is 'to make the outside
sound good'.
broken time - a way of playing in which the beat is not stated explicitly. Irregular, improvised
syncopation. Especially applied to bass and drum playing.
C.E.S.H: ‘Contrapuntal Elaboration of Static Harmony’, a term used in some jazz textbooks.
The use of moving inner voices to give propulsion to a chord that lasts for a while.
changes:
(1) The chords of a tune. ‘Playing’ or ‘running’ the changes means using
suitable scales, etc., over each given chord of the tune. Determining the exact
changes to use is a big part of preparing a tune for performance.
(2) ‘Rhythm Changes’ (relating to Gershwin’s chord changes in ‘I Got Rhythm’) for
short.
channel: an older term for the bridge.
chase - two soloists, such as the trumpet and sax, taking alternating 4-bar phrases (or 8, or 2).
See ‘trading 4’s’.
chart - (1) Any musical score.
(2) A special type of score, used by Jazz musicians. Only the melody line, words (if
any) and chord symbols are given. Clef, key signature and meter are given
once only, at the beginning. The standards of musical notation and calligraphy
are low. Details are often scanty or inaccurate, which encourages the musician
to amend and elaborate the chart for his own purposes. Every Jazz musician
has his own book of miscellaneous charts. Also see ‘lead sheet’.
close voicing - one in which the chord tones are bunched together, generally within an octave
range.
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cool - the style of the early 50s, taken up by many musicians and popular on college
campuses. The basis was bebop, but the fastest tempos were not used and the sound
was quiet and understated. Miles Davis was one of the main originators. Also
associated with Miles Davis (and Gil Evans) - ‘The Birth of the Cool.’
counting off - giving the tempo and meter by counting aloud.
cross-rhythm - a passage in which a different meter is temporarily expressed or implied,
while the prevailing meter continues underneath (see meter). Not particularly a Jazz
term, but cross-rhythms are universal in Jazz performance. In ballad playing, for
example, there is commonly a triplet-quarter-note rhythm that implicitly continues
through the 4/4 meter and is ‘tapped-into’ from time to time.
crush - on the piano, a half-step played simultaneously.
diminished seventh (º7) - chord composed of 4 notes, stacked in minor thirds. The symbol is
a small raised circle. Since an additional minor third on top will be the octave of the
bottom note, inversions of a º7 will have the same interval structure in other words,
they will also be diminished 7th chords in their own right. The extensions of a º7 are a
ninth (or whole step) above each chord tone. Effective modern voicing requires using
at least one extension. If the chord tones and extensions are put together within an
octave, the diminished scale results. Often called just 'diminished' with '7th' being
implied.
diminished scale - a scale of 8 notes to the octave in alternating whole-steps and half-steps.
There are just three different diminished scales. Quite a complicated system of
voicings and motivic patterns for diminished has been developed by modern players.
dot time - a cross-rhythm based on dotted quarter notes, extending through a passage.
double-time - a tempo twice as fast, with the time feel, bar lines and chords moving at twice
the speed. Also double-time feel - a time feel twice as fast, so that written eighth
notes now sound like quarter notes, while the chords continue at the same speed as
before.
eight to the bar - continuous eighth-note rhythm, as in boogie-woogie left-hand patterns.
extensions - the ninth, eleventh and thirteenth of a chord. Sometimes applied to upper
extensions that are ‘altered’ such as #9, #11 and b13.
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free - without rules. Especially, improvising without regard to the chord changes, or without
any chord changes. Usually, there is an implied restriction in 'free' playing preventing
one from sounding as if chord changes are being used.
free-jazz - a style of the early and middle sixties, involving 'free' playing and a vehement
effect. It was originally associated with black cultural nationalism. Sometimes two
drummers and/or two bass players were used. Some free Jazz was not very good, and
some who played it later denounced it, but the style became an ingredient in future
styles.
fusion - a style reputedly developed in the late 1960s by Larry Coryell, Miles Davis, John
McLaughlin, Wayne Shorter, Herbie Hancock, Chick Corea and many others, partly
as a reaction to the eclipse of jazz on the music scene by rock music.
front - 'In front' means before the top, as an intro. It can as be used as opposed to ‘back-beat’,
where the music is played ahead of the pulse (‘in front of the beat’).
front line - the horn players in a combo, those who are not in the rhythm section.
groove - this can be termed as an infectious feeling of correctness in the rhythm, of being
perfectly centred. This is a difficult term to define. Another definition indicates that
each member of the ensemble is placing the time pulse and ‘feeling it’ in exactly the
same place.
ground beat - the basic metric beat, most often in quarter-notes, whether explicitly stated or
not.
half-diminished ( Ø ) - the chord with a minor third, a lowered (diminished) fifth, and a minor
seventh. Formally called 'minor 7 flat 5'. This chord probably evolved from the IV
minor 6th chord, which was common in the swing period; if its sixth is taken to be the
root, a half-diminished chord results. The symbol is a small O with a diagonal slash. It
is most often the harmony of the ii in a ii-V-I progression in a minor key. The more
universal terminology in plain English is ‘a minor seventh with a flattened
fifth.’(m7b5).
half-time feel - a time feel half as fast, while the chords go by in the same amount of time.
harmonic rhythm - the structural organisation of chord progressions in time; the rate at
which the chords pass by. Since this may not be related to the rhythms of the actual
notes, it is an abstract concept.
head - the first (and last) chorus of a tune, in which the song or melody is stated without
improvisation or with minimal improvisation.
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horns - this indicates wind and brass instruments. In jazz slang, it is not uncommon to hear
someone ask ‘…. did you bring your horn?’. This question is even more complicated
and relates to ‘axe’ (see above), being that they are asking if the person brought their
instrument with them.
inner voice - a melodic line, no matter how fragmented, lying between the bass and the
melody.
interlude - an additional section in a tune, especially one between one person's solo and
another's. The Dizzy Gillespie standard ‘A Night In Tunisia’ has a famous interlude.
Modern jazz works can have many interludes.
jump - a very fast 4/4, usually in a dance-band context. It can also be a term. For example,
‘Jump to G’ onstage, would indicate to the musician(s) to go to section ‘G’ (they
could use a bar number as well).
lay out - do not play, the same as ‘tacet’ – sometimes written on a jazz chart/score.
left-hand rootless voicing ('LHRV') - a close-position voicing without a root, played mainly
in the octave of middle C. In a style perfected by Bill Evans, these left-hand chords
are sprinkled in irregular syncopations under the right-hand melody. The absence of
roots both frees the bass player and allows a richer harmony in the voicing.
line - this can be many things:
(1) A melody of successive, single notes (even a ‘hook’ or ‘riff’)
(2) A composed melody over predetermined chord changes, such as 'a line on Cherokee'.
(3) One of the different voices, such as the bass or the melody.
line-up - the personnel of a band.
long-meter - a chart in 4/4 time is said to be written in ‘long meter’ when a written eighthnote feels like a quarter-note, and a written half-measure feels like a whole measure.
In this way, for example, a 64-bar tune can be written as if it were a 32-bar tune,
which may make it easier to read. The term, though useful, is little-known.
lydian - a major scale or chord with a raised 4th; the mode of the major scale built on 4.
Regarded as the most fundamental Jazz scale by influential theorist George Russell.
lydian dominant - a dominant 7th scale with a raised 4th (11th). One of the fundamental
forms of the dominant chord; also, sometimes called 'Lydo-mixian'.
The scale/chord most appropriate for non-V dominants, such as II7 or bVII7.
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mainstream - the style of Jazz regarded by the average player as the acoustic swing period, as
opposed to fusion, rock, avant-garde, free-jazz, Latin-jazz and anything that is not
within what seems to be a varied definition of non-electric jazz from 1935-1960.
melodic minor - in jazz, a scale with a minor 3rd but a major 6th and 7th (both up and down).
This scale and its modes (Altered, Half-diminished and Lydian Dominant are the
familiar ones) make up a realm called melodic minor harmony. Also called 'tonic
minor'.
meter(metre) - it is the organisation of the beats of time (or ground beat), moving at a certain
rate (the tempo), into groupings which are hierarchical, that is, there is a unit of a
stated number of beats (the bar) which includes strong and weak beats in an organised
pattern. All this is implied by a 'meter' of 4/4, 3/4, 7/8 etc.
modal - (1) Said of a section, or a whole tune, having static harmony (using one chord) and
using scales from a particular mode, most typically the Dorian.
(2) Having a key feeling derived not from dynamic chord progressions (like circle-offifths) but rather from repetition, monotony, and weight.
(3) Loosely, a harmonic style that is diatonic and makes use of quartal harmony.
mode - an incarnation of a scale in which a certain note is taken as the root. Thus, each scale
has as many different modes as it has different tones. The modes of the major scale
have names (Ionian, Dorian, Phrygian, Lydian, Mixolydian, Aeolian, and Locrian);
these names were applied in the Renaissance and have no relationship to the Greek
originals. Some of the melodic minor scale's modes have names in today's theory:
mode 3, the augmented-major 7th; mode 4, the Lydian Dominant; mode 6, the halfdiminished; mode 7, the altered or Super Locrian.
modulation - the establishment of a new key. This is mainly a matter of harmonic
progression, but expectation, emphasis and phrasing also enter into determining
whether a new key has really been established.
moving inner voice - a momentarily prominent line played by a voice in between the melody
and the bass.
neo-bop - the conservative Bebop style of several successful players in the 90s, like Roy
Hargrove.
open voicing - one in which the chord tones are spread out over a greater range.
out - the last chorus of a tune, when the head is played for the last time. On the stand, the
gesture of a raised clenched fist or a finger pointing to the head indicates that the out
chorus is coming up. Additionally, this term can indicate that an improviser/soloist
has stepped outside of the chord changes and/or sequence.
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outer voice - the melody line or the bass, the top or bottom line.
outro - a term for coda; an added ending section.
outside - (1) The A sections of a tune, the parts other than the bridge.
(2) A manner of playing over changes that avoids using the normal scales, or has no
relationship to the changes.
(3) A style of playing without using conventional jazz chords.
pickup - a phrase beginning that comes before the beginning of the first bar. A pickup can be
one note or a longer phrase – not to be confused with the pickup on an electric
instrument.
pocket - ‘In the pocket’ means perfectly in time (‘In the groove’), especially bass playing that
is 'in the centre' of the beat (rather than slightly leading or dragging the beat).
polytonality - the use of two different keys simultaneously. Despite much loose talk, true
polytonality is rare. Upper structures and outside playing do not usually qualify
because there is always a strong single underlying tonality.
progression - a definite series of chords, forming a passage with some harmonic unity or
dramatic meaning. One speaks of the progressions that crop up repeatedly in different
tunes and studies how to negotiate them. Chords in progressions are labelled with
Roman numerals (I, II, etc.) while scale degrees and upper structures are labelled with
Arabic numerals (1, 2, etc.).
quote - a portion of some other well-known tune put into a solo. A good quote is unexpected,
incongruous and yet seems to fit perfectly. Some quotes are clichés for the title of the
tune in an abbreviated format, as 'Grand Canyon Suite' or in 'All the Things You Are',
or ‘…. she’s quoting Trane’ – to indicate the playing of lines associated with John
Coltrane. A composer can also write text on a score which says ‘Quote Charlie Parker
in this solo section.’
riff(2) - a catchy repeated phrase often referred to as an Ostinato in standard Western art
music. May be played behind a soloist or as part of a ‘head’. Sometimes in a bluesy
style. Also, a pre-packaged phrase used by an improviser when he can't think of
anything else, especially one which is memorable.

rhythm changes - the chords to 'I Got Rhythm' (Gershwin), somewhat modified and
simplified. Many Jazz tunes use these changes and some consider that every jazz
player must know them.
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rhythm section - the piano, bass and drums in a combo (sometimes guitar and other chordal
instruments), being those who play throughout the tune, behind the soloists. Might
also include guitar or vibes, or there might be no piano.
run - a rapid descending, or ascending, usually right-hand passage on the piano in the form of
a continuous scale, or a scale with variations.
shell - a two-note structure in the left hand, consisting of the root and one other note, usually
the 7th, the 3rd or 10th, or the 6th. A simple, open left-hand style, used by Bud
Powell.
side-slipping - to play a passage, a melody or chord, a half-step up or down from its expected
place or in relation to the given harmony.
sideman - any member of a band or small group other than the leader.
stand - the bandstand or stage (abbreviated)
standard - a tune universally accepted and played by many jazz musicians. Many standards
are tin pan alley and Broadway songs from the 30s, 40s and 50s. Others are strictly
Jazz compositions. A professional Jazz musician is expected to know many standards.
stop-time - a rhythm where certain beats aren't played, e.g. 1 2 3 (rest) 1 2 3 (rest).
syncopation - the process of displacing 'expected' beats by anticipation or delay of one-half a
beat. The natural melodic accent which would fall, in 'square' music, on the beat, is
thus heard on the off-beat. This adds a flavour of ambiguity as to where the beat is
(not an actual ambiguity, only a flavour).
tetrachord - a four-note portion of a scale. For example, the diminished scale is composed of
two tetrachords with identical interval constructions.
third stream - a term coined by Gunther Schuller in the early 50s. The supposed confluence
of Jazz and classical music.
thumb line - the Jazz term for 'tenor'. A line played by the pianist's left thumb.
timbre - tone quality, characteristic instrumental sound. Not especially a Jazz term, but note
that timbre is one of the basic dimensions of music along with rhythm, melody and
harmony. Students sometimes have trouble developing a real Jazz timbre. For the
piano the word 'touch' is more usual.
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time feel - the subjective impression of which time unit constitutes one beat and how long a
bar is. This may or may not correspond to the written music. Also, the emotional
quality of the rhythm.
tonic minor - a scale / chord with a minor 3rd and a major 6th and 7th, generally used for the
tonic or home chord in minor keys. Distinguished from other minor chord functions.
top - the beginning point of each chorus, the first beat of the first measure.
trad - (‘Traditional’) the jazz style of the early 1900s, known retrospectively as Dixieland.
Used a marked 4/4 beat, triadic harmony, 'sectional' tunes (with numerous separate
sections), simultaneous improvisation, largely I - IV - V type harmonies, etc.
trading 4s (or 8s, 2s) - a form of drum solo where 4 measure sections are alternately played
solo by the drummer, and by the band with another soloist (who goes first). The latter
can be one particular soloist throughout, or it can cycle through the different
instruments. Also, two different instrumental soloists can trade 4’s with each other,
such as the trumpet and the sax. This is called a ‘chase’.
transpose - to write or perform (a composition) in a key other than the original or given key.
On a jazz bandstand, it is not unusual for a singer to request of the musicians, ‘Would
you transpose that up/down to Bb please?’, indicating that the musicians have to look
at the chart and move everything written to the correct intervallic distance that the
singer requested.
turnaround - a sequence of chords, or the portion of a tune that they occupy, that forms a
cadence at the end of a section of a tune, definitively establishes the tonic key and
leads back to the opening chord of the next section, or to the top of the music.
up - in a fast tempo - This can also be related to transposing, for example, ‘Take it up a tone’.
vamp - a simple section like a riff, designed to be repeated as often as necessary, especially
one at the beginning of a tune. Also, it can be a constantly repeated bass line over
which a solo is played.
walk - in bass playing, to play mostly one note per beat, making a smooth, continuous
quarter-note line. A fulfilment of the time-keeping function of bass playing, which
many bass players have transcended since around late 1960. The pianist can also walk
with his left hand.
X - this is related to the number of times a section or part is played. Thus ' 4X ' on a chart
means '[play] four times'
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Glossary of Latin, Brazilian and Cuban Terms

The glossary below is very abbreviated. Some instrument names vary and some are
the same. Respecting roots, cultural differences, slang variances and language differences
(Spanish and Portuguese), while some have similar names and spelling, they are culturally
unique.
The credit for this section belongs to four reference works I utilised as a repository for
writing and analysing Latin and Brazilian oriented music which are: ‘Afro-Cuban Rhythms
for Drumset’ by Frank Malabe and Bob Weiner, 280 ‘Latin Rhythms: Mystery unravelled’ by
Victor Lopez, 281 ‘The True Cuban Bass’ by Carlos del Puerto and Silvio Vergara,282 and
‘Glossary of Cuban Music’ by Jorge Santo.283 On post-analysis of my own compositions and
the performed works, it provided me with a solid repository for confirmation. This glossary
section was used for referencing with:
1.
2.
3.
4.
5.
6.

‘Baille en el Aire’
‘Not Yet’
‘Bullet Train’
‘Africa Suite’
‘How can I forget you, what’s your name again?’ and
‘Minuano’.

I have separated into three distinct sub-sections. The instruments and terminology in
some instances are identical, but different in other terms, largely due to Latin and Cuban
music being of Spanish origin, with Brazilian being of Portuguese origin. Some of the

280

Frank Malabe and Bob Weiner, ‘Afro-Cuban Rhythms for Drumset’, Sheet Music Plus, 2015, accessed March 9,
2018, https://www.sheetmusicplus.com/title/afro-cuban-rhythms-for-drumset-sheet-music/1698646/;
281

Victor Lopez, ‘Latin Rhythms: Mystery Unravelled - Midwest Clinic.’ Midwest Clinic, December 16, 2005,
https://www.midwestclinic.org/user_files_1/pdfs/clinicianmaterials/2005/victor_lopez.pdf.
282

Carlos del Puerto.and Silvio Vergara, The True Cuban Bass - El Verdadero Bajo Cubano (Petaluma Ca: Sher Music,
1994).
283

Jorge Santo, ‘Afro-Cuban Latin Percussion’, Jorge Santo - Glossary of Cuban music, accessed September 4, 2017.
http://www.jorgesanto.co.uk/glossary.html/.
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instruments additionally are constructed of different materials, and while some suit the same
purpose, some do not. It also respects the cultural differences and musical differences:

1. Glossary of Latin Music Terms
2. Glossary of Brazilian Music Terms
3. Glossary of Cuban Music Terms
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Latin Music Terms

bolero - a Latin ballad and it is not to be confused with the Maurice Ravel composition of the
same name. It is in the pretty slow tempo range but can sometimes have open vamps
for improvisation that pick up in energy quite a bit, such as in a bolero-son.
bongo - a small double drum (held between the knees, resting on the claves of the seated
musician).
cencerro - a large hand-held cowbell played with a stick. It produces two notes, depending
upon where it is struck. In Cuban music and salsa, it is usually played by the bongo
artist when the band goes into the ‘ride’ or mambo section after the main vocal. In
good hands, it can drive an entire band with ever-increasing excitement and power.
chachacha - some claim that this is the second section of the danzon; others argue that it is a
slower mambo. It was sometimes called a double mambo in New York since its basic
dance step was the mambo with a double step in the fourth-to-first
beats…chachaCHA! The chachacha developed around 1953 in the hands of Cuban
charangas. It was elegantly hot music in its original flute-and-fiddle form.
chachacha - a Cuban dance orchestra consisting of flute backed by two or three fiddles,
piano, bass and timbales. Charangas tended to play different dances from the AfroCuban conjuntos, the most characteristic of which was the danzon. charangas might
range from large society units to small street bands. Modern charangas use the bongo
and conga drums in the rhythm section and swing mightily in a light, precise, nonfunky way.
cierre - this is essentially a passage like a jazz break. The cierre can range from a two-note
bongo phrase to a complicated pattern for a full band, more like a bridge passage.
Good cierres are fundamental to salsa structure, but they are so varied and used in so
many ways that more precision of definition would be misleading.
clave (pattern) - an offbeat 3-2 or 2-3 rhythmic pattern over two bars, it is the basis of all
Cuban music into which all elements of arrangement and improvisation should fit.
Clave is an African-derived pattern with equivalents in other Afro-Latin music.
African music has no single equivalent of clave, but much western and central African
music is organised within an eight-beat frame which is the basis for many clave-like
patterns, providing the underpinning for polyrhythmic interplay. The common 3-2
Cuban clave varies in accent, according to the rhythm being played. It seems to be
part of the inspiration for the two-bar bass pattern in modern black music.
claves - twin strikers of resonant wood used to play the clave pattern.
conga - a major instrument in the salsa rhythm section, the conga is literally the congolese
drum derived from, and used by, the Afro-Cuban religious cults. There are several
types of congas: the small quinto, a solo improvising instrument; the mid-sized conga,
and the large tumbadora. The conga is capable of a great variety of sounds achieved
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through different ways of striking or rubbing the head and by raising the instrument,
held between the knees while playing it.
conjunto - in U.S. terms, this could be translated to mean ‘combo’. The classic Cuban
conjunto sprang from the carnival marching bands and combined voices, trumpets,
piano, bass, conga, and bongo. Over the years, conjuntos began adding a trombone
and, in New York, substituting trombones for trumpets. The basic conjunto sound is
brassy and joyous.
coro - the ‘chorus’. In salsa, the two or three-voice refrains of two or four bars sung during
montunos. The lead singer improvises against the refrains. Coros are used in various
ways in arrangements: as reprises or, by an alteration of the refrain, to establish a
change of mood.
descarga - ‘Discharge’ … the slang of Latin musicians meaning jam session.
guaguanco - African roots and was originally a drum form related to the rumba (not to be
confused with rhumba). Though it is often played in 4/4, it has a strong 6/8 feel. The
basic rhythm is traditionally carried by three conga drums and usually includes a good
deal of solo drumming. The modern guaganco is one of the few 2-3 reverse clave
forms.
guaracha - the original Cuban guaracha was a topical song form for chorus and solo voice,
with improvisation in the solo. It was presented in 3/4 and 6/8- or 2/4-time signature.
The guaracha developed a second section, employed for much improvisation, as in
the son montuno. It almost died out in the 1930s but is today one of the forms most
commonly used by salsa groups; a fast, cheerful rhythm with a basic chica-chica
pulse. Some musicians credit its last section as the source for the instrumental mambo.
guiro - basically, a scraper. The Cuban and Puerto Rican guiro often called guayo in Puerto
Rico, is made from a notched gourd and played with a stick or fork-like scraper. The
singer often plays it.
guira - (Dominican Republic) the guiro’s metal counterpart- it is a characteristic instrument
used in merengue and is placed with a metal, fork-like stick.
Latin-jazz - a hybrid of jazz and Latin music. Examples could range all the way from a
Cuban number with a few Louis Armstrong phrases to a straight jazz number with a
conga drum. It is most usefully confined to crosses with a Latin rhythm section, or
those combining jazz and Latin elements and an instrumental frontline. Other fusions
include Latin/Rock and Latin/Soul.
mambo - an Afro-Cuban form, which has its basis in the Congolese religious cults. Though
Perez Prado once claimed to have created it in 1943, its growth is not attributable to
any single musician. The big band mambo of the 1940s and 1950s developed
contrasting brass-and-sax riffs, which many musicians regard as stemming from the
last section of the guaracha.
mambo section - a section of contrasting riffs for salsa frontline instruments, balancing
trumpets against saxes or trombones for example. The section may also feature an
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instrumental solo. Said to be derived from the guaracha, it got its name when it
became a main part of the mambo during the late 1940s and early 1950s.
maraccas - a tuned pair of rattles made from gourds filled from pebbles or seeds. It is one of
a wide range of Amerindian-derived rattles.
merengue - originally from the Dominican Republic, this highly commercialised dance form
dates back to at least the early 19th century, the modern merengue has a brisk, snappy
2/4 rhythm and a flavour quite different from the more flowing Cuban dances.
montuno section - a vehicle for improvisation (solo section). It is based on a two or threechord pattern repeated ad-lib under the instrumental or vocal improvisations. The
piano often maintains a repeated vamp.
rumba - most of what Americans call ‘rhumbas’ were forms of the son which swept Cuba in
the 1930s. The Cuban rumba was a secular drum form with many variants, including
the guaguanco and the cumbia though modern musicians tend to regard all these as
separate. A highly African percussion-and-voice form, its descendent variations are
the be heard by groups called rumbas or rumbones. By analogy, a percussion section
of a salsa number, or a percussion-only jam session, is sometimes called a rumba or
rumbon.
salsa - a contemporary word for hot, up-tempo, creative Latin music, it means ‘gravy’ or
‘sauce’. Originally, it was used as a descriptive such as ‘swinging’ or ‘funky’. The
origins of the present use are obscure, but it began to develop in the late 1960s. The
style now has many other elements and salsa is more precise than the earlier term,
‘Latin’.
shekere - an African-derived rattle made from a gourd, covered with beads in a net-like
pattern.
son - perhaps the oldest and certainly the classic Afro-Cuban form. Some date it back to the
18th Century and place it in Oriente province. It is an almost perfect balance of
African and Hispanic elements in Cuban music. It surfaced in Havana around WW I
and became a popular urban music played by string-and-percussion quartets and
septets. Almost all the numbers Americans called rhumbas were, in fact, ‘sones’,
including ‘El Manicero’ (‘The Peanut Vendor’). Technically, the song was a form of
son derived from the street cries of Havana and called a pregon. The son rhythm is
strongly syncopated, with a basic chicka-chung pulse.
son montuno - a reverse clave (2-3) form, usually mid-paced or slow, with a pronounced
chung-chicka feel. The son montuno developed as a separate form from the general
son tradition. Its rhythmic pulse is almost the exact reverse of a son. It was, like the
guaracha, one of the first forms to include a second, improvised section, the montuno.
Though it is not fast, the Afro-Cuban son montuno has an intense, relentless quality
highly suitable to the salsa format.
sonero - in the strict sense, a man who sings or plays the Afro-Cuban son, but the word is
now used for the improvising lead singer in the salsa style. A good sonero improvises
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rhythmically, melodically, and verbally against the refrain of the coro. The
improvised phrases are known as ‘inspiraciones’ or, sometimes, soneos. Since the
guaracha was also improvised, the word guarachero is a synonym, though less used.
songo - the songo (along with some generic versions of the Mozambique) is probably the
most imitated Cuban rhythm throughout the world today. It is a unique blend of
rhumba and son styles integrated with funk/fusion and jazz-style improvisation. The
rhythmic patterns are more syncopated and freer from repetition than the tumbao
approach of the son styles.
timbales - a percussion set-up consisting of two small metal-single headed drums mounted on
a stand, with two cowbells, and very often a cymbal or other additions. The timbalero
(timbale player) plays the ‘cascara’ part on the shell. In the absence of timbales, the
drummer plays the cáscara on the shell of the floor tom, on the cymbals or the hi-hat.
tumbao - a repeated rhythmic pattern for bass (guitar) or conga drums. It offers a constant
rhythmic counterpoint to the rhythms of the percussion section.
tipico - an imprecise but extremely important concept in modern salsa. Literally, it means
‘typical’ or ‘characteristic’, but it is more generally used to identify the down-home,
rural, popular styles of Latin countries. 284
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(Excerpts from the ‘Afro-Cuban rhythms for Drumset’ by Frank Malabe and Bob Weiner, published by Manhattan
Music, Inc. Distributed by CPP Media 15800 N.W. 48th Avenue, Miami, Fl. 33014 and Alfred Publishing
(www.alfred.com)
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Brazilian Music Terms
a-go-go (Agogo) - a group of two or three bells joined together and played by striking with a
stick and squeezing, to create syncopation.
Bossa Nova - a style of music created by acoustic guitar players singing and playing in the
streets of Rio. They are joined by percussion instruments, such as the ganza (shaker),
and pandeiro (tambourine).
cabasa - (afuche): a round coconut shell with small seashells strung around it with a handle.
The updated version is a wooden cylinder with a metal cover with metal beads, played
by rubbing the beads against the metal cover.
ciaxia - a metal snare drum, 3’ x 14’, with the snares sometimes across the top head, using a
large drum sling to carry on the body.
cuica - a drum, with a skin at one end, either plastic or animal, with a stick attached. You
play it by rubbing the stick through the open end with a wet rag or sponge. (No rosin
or sticky material!)
ganza (shaker) - a cylinder or square-shaped cone with various material inside, from small
metal pellets to rice, (depending on sound), and played in a forward-backward
shaking motion.
pandeiro (tambourine) - a round thin drum with a skin and jingles played on the surface of
the head in a certain rhythm pattern (See Brazilian patterns).
reco-reco - the Brazilian version of the guiro or gourd, but made out of bamboo cylinders
with grooves and scraped with a thin stick.
repenique - small two-headed tenor drum played with a stick and using a large sling to carry
on the body.
samba - the ‘batucada’ is the most popular form of samba. Origin: basic African rhythm
patterns stemming back to Angola. The batucada is the rhythm pulse of the ‘Escola
de Samba’(samba school). There are approximately 8 or 9 different styles of samba.
surdo - a large bass drum, sized from 16’ x 28’to 22’ x 24’, using a large drum sling to carry
on the body. This instrument is played with a mallet and is the heartbeat and the pulse
of the samba.
tamborin - a small drum 6’ in diameter played with a stick and held with the hand.
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Cuban Music Terms
bajo basico - basic bass line
batá drums - a set of three hourglass-shaped two-headed drums of Nigerian origin, played
horizontally: Iyá (the largest), Itótele (medium size), and Okónkolo (smallest of the
drums) used mainly in Afro-Cuban religious rituals.
bongó or bongos - the Cuban-created bongó is a pair of small round-single headed drums
fixed together by a piece of wood. The skin on the top of each drum is held taught by
a system of metal hardware that allows the drum to be tuned. The bongó player also
has a cowbell called the cencerro or campana which is played during certain parts of
the music. A thick wooden stick is used to strike the mouth and body of the bell to
produce different tones. The history of bongo drumming can be traced to Cuban
music styles known as changui and son. Today the bongó can also be heard in salsa
orchestras.
botija - a clay carafe used to store water and liquids, initially what the bass was played by.
chequeré or shekere - an African-derived rattle made of a round-hollow gourd with an
opening on the narrow end and beads held by string net on the outside. Commonly
used in Afro-Cuban religious rituals.
danzon - evolved in Matanzas, Cuba, in 1879 as a result of the French contradance and the
danza Cubana. In 1910 the montuno of the son was introduced by Jose Urfe, which
brought together the danzon and the son oriental.
danzon de nuevo ritmo - gave birth to both the cha-cha and the mambo.
guaracha - uses the bass-line from the son and includes facets of the cha-cha.
guiro - a dried and hollow gourd, long and round, played by scraping a stick along cut-in
grooves on the surface of the gourd. In Cuba, the guiro plays an important role in
genres such as danzón, chachachá and salsa among others.
maracas - a matched pair of rounded rattles each mounted on a wooden handle; gourds were
first used but other materials such as skin and plastic are to be found filled with
pebbles, olive stones, buckshot, etc. The maracas are one of the only Cuban musical
instruments of pre-Hispanic origin.
marimbula – a wooden box with 4,5 or 6 metal tongs.
mule jaw-bone (quijada) or vibraslap - the jaw of a mule or donkey, with the teeth loosened,
can produce a sustained rattle sound by hitting it on a side. The vibraslap is the
factory-made version of the Quijada used in arrangements as a special effect.
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shaker - a long metal container, partially full of small loose objects such as beads, which
create the percussive sounds as they collide with each other by shaking the instrument
back and forth.
son – the ‘son’ originated in the original region of Eastern Cuba.
the cowbell or cencerro - made out of hard metal, cowbells are to be found in different sizes
producing a variety of sounds. A wooden stick is used to hit the cowbell to produce a
two-note rhythm. Often in a Cuban ensemble, three cowbells are used: a small, high
pitched cha-cha-chá bell and lower-pitched mambo bell as part of the percussion
mounted on the timbales, and the third and lowest-pitched bell is called the campana
or Bongo bell, which is played by the Bongo player. The patterns performed on these
bells, when used either alone or simultaneously, make up most of the metallic
percussive rhythms of Cuban music.
the Cuban clave –
1.

A pair of round, polished sticks made from hardwood held in the hands and hit
together in rhythmic patterns also known as clave; the keystone to most Cuban
rhythms. Clave patterns can also be played on woodblocks or the side of a
drum.
2.
It is a binary rhythm pattern that creates the basis which guides all of the
melodic and rhythmic patterns in Cuban music. The better known of these
patterns are the son clave and the 6/8 clave. The 6/8 clave is also called The
Afro, that was used in lullabies or themes related to the life of black slaves
(cancion afro), written in 2/4 or 4/4, which can change its clave patterns from
6/8 to 4/4.
timbales or pailas - derived from the classical tympani, the Cuban-created timbales are two
metal shelled drums mounted on a stand, with an extra bracket to hold cowbells and
woodblocks. They are usually played with dowel-like sticks (timbale sticks). Much of
the playing style involves use of the sides of the drum (cáscara) and suspended
cymbal. Today modern salsa bands will have bongó, tumbadoras and timbales, plus
hand percussion such as guiro and/or maracas, and sometimes the timbales are
incorporated into the drum set.
tumbadora or conga drum - the Cuban-created tumbadora is a tall, barrel-shaped, singleheaded drum. The skin on the top of the drum is held taught by a system of metal
hardware that allows the drum to be tuned. Originally only made from hardwood
staves, it is often also made in fibreglass. They are usually played in a set of two, with
the medium size called conga or macho (male), and the largest called tumba or
hembra (female). A very important instrument within the Cuban rhythm section.
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Glossary of electric bass techniques and the electric bass

The four reference sources listed in the footnotes for this section of the glossary are in
outline only. Several method and bass books in the bibliography indicate a broader spectrum
of what was utilised.285 This glossary section is divided into three parts:
1. The electric bass
2. Glossary of the parts of a bass guitar (Linked to: ‘A brief overview on deeper
manufacturing research’ in Appendix 3 – most of these would be taken into
consideration in bass manufacture)
3. Glossary of bass guitar techniques

The electric bass
The bass guitar - the bass guitar is a solid body instrument, visually similar to the electric
guitar with four strings just like the double bass. It has a long neck like a guitar and typically
fretted. There are fretless models that are more difficult to play, but in the hands of
professionals, can add more range to the sound palette of the instrument.
The four strings are held in place with the tailpiece at one end of the instrument and by the
tuning pegs at the end of the neck. The tuning pegs are mechanical screws. An electrical
pickup is positioned under the strings near the bridge and turns the vibrations of the strings
into electrical impulses that are sent to an amplifier. A 1/4" phono plug in the body of the
instrument is used to connect to the amplifier. The bass guitar requires an amplifier to
amplify the frequencies of the vibrating strings that are sensed by the pickup. The amplifier
takes these signals and processes them into louder and often altered sounds that are then sent

285 Artopium. “Music Term: Bass Guitar”, Bass guitar - Definition (Artopium's Music Dictionary). Artopium's
1.
Online Art Dictionary, April 21, 2018, https://musicterms.artopium.com/b/Bassguitar.htm/.
2.
Hugo Pinksterboer, Tipbook Electric Guitar and Bass Guitar, The Complete Guide. Milwaukee, WI: Hal Leonard
Books, 2008.
3.
David Woods, “Bass Guitar Techniques Lessons”, Bass Guitar Player World, accessed September 4, 2017,
http://bassguitarplayerworld.com/techniques/.

4.

Deep-Impact.be, “ABC - Bass Guitar Terminology”, BassLessons.be, accessed April 4, 2016,
https://basslessons.be/abc.php/.
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to a speaker so they can be heard. The bass guitar now comes in many variants, from a 2string286 to a 13-string (e.g. Jerzy Drozd).287

Terms regarding construction -The electric bass guitar

action - often used to indicate string height, but the overall action of an instrument is also
determined by the shape of the neck, the fingerboard radius, the frets, and other
factors.
action - the height of the strings above the frets or fretboard.
active bass - bass with build-in pre-amp powered by 1 or 2 9-Volt batteries. The pre-amp
allows you to cut and/or boost frequencies.
active EQ - extended tone control, mostly used on bass guitars.
active pickups - active pickups produce a clean, noise-free signal. Can be found on basses
and guitars.
adjustment - a well-adjusted guitar or bass sounds better and is easier to play.
archtop - bass guitar with an arched top; usually a hollow-body instrument.
bass harmonic - a tone you get when placing your finger on the string in certain places,
without pushing the string down against the fretboard, when striking a string. e.g. on
the 12th fret you'll get the octave of the open string.
binding - a decorative and protective strip, running along the edge of the body or neck.
bolt-on neck - a method of guitar (or similar stringed instrument) construction that involves
joining a guitar neck and body using screws.
bookmatched - a book-matched body or top is made from a single piece of wood which is
split so that it can be folded open like a book.
bout - the shoulders and hips of the electric bass body are also known as the upper and lower
bout.
bridge (bass) - the part of the bass where the strings are attached to the body - The strings run
from the tuning machines to the bridge which usually has individually adjustable
bridge saddles to set string height and intonation. Not to be confused with ‘The
bridge’ used in a piece of music, indicating the middle or chorus section of a tune.
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Bass Player Magazine Staff. “Sandberg Introduces Their New 2-String Bass Series.” BassPlayer.com. Sandberg,
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bridge pickup - the pickup closest to the bridge; typically used for strumming or chord
playing (‘rhythm’).
bridge saddles - see ‘saddles’.
coil - most pickups have one or two coils, i.e., magnets with copper wire wound around them.
See also: single-coil pickup and humbucker.
coil-tap - a coil-tap allows you to make a humbucker behave like a single-coil pickup.
cutaway - a cutaway is an indentation in the body of the instrument adjacent to the neck of
the instrument, designed to allow easier access to the upper frets. With a doublecutaway there's an indentation in the top and bottom of the body - recessed part of the
body; provides easier access to the higher frets.
dot-inlays - see ‘dots’.
dots - fret/position markers on the fingerboard and or neck.
double-locking tremolo - see ‘locking nut’ or ‘lock-nut’.
D-tuner - device which allows you to quickly detune the low E-string to a D.
dual-coil pickup - see ‘humbucker’.
ƒ-Hole guitar - another name for arch-top guitar, which usually has two f-shaped sound
holes.
fingerboard - when you play, you press the strings to the fingerboard. Also called fretboard.
flat-wound strings - strings wound with a flat ribbon, as opposed to roundwounds. See:
round-wound strings. (Also called flatwounds’).
flatwounds - strings that have either a round or a hex core. However, the winding wire has a
rounded square cross-section that has a shallower profile (in cross-section) when
tightly wound.
floating - hollow-bodies often have a floating tailpiece, bridge, and pickguard, and
sometimes a floating pickup too, which allows the guitar’s top to resonate freely.
four-conductor wiring - allows for alternative wiring combinations (e.g., series, parallel,
split-coil) of a humbucker.
fretboard - a part of most stringed instruments. It is a thin, long strip of material, usually
wood, that is laminated to the front of the neck of an instrument and above which the
strings run.
fretless basses – doesn’t have frets. They have a distinct sound, because the absence of frets
means that the string must be pressed down directly onto the wood of the fingerboard.
Fretless basses have a more ‘singing’ sound characteristic. Some fretless basses have
‘fret line’ markers inlaid in the fingerboard as a guide, while others only use guide
marks on the side of the neck.
frets - the metal strips on the fingerboard or fretboard.
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hard-tail bass guitar – see ‘tremolo’.
hardware - the metal components of a guitar (bridge, tuning machines, etcetera).
hollowbody - an electric guitar with a soundbox or resonance chamber. See also: archtop and
solid-body.
humbucker - a dual-coil pickup, designed to ‘buck the hum’ often emitted by single-coil
designs. Sounds thicker and warmer than a single-coil pickup - Pickup with 2 coils.
inlay - position markers or decoration in the fretboard (or body).
intonation - a guitar with proper intonation sounds in tune over the entire range of the
fingerboard. Not to be confused with a fretless player playing in and out of tune - The
pitch accuracy of a musical instrument. The intonation can be adjusted by moving the
bridge saddles forwards or backwards.
locking nut, lock-nut - a clamp that fixes your strings at the nut; part of a locking tremolo.
Also called top-lock. A double-locking tremolo also locks the strings at the bridge
(Also locking tuning machines).
locking tuning machines - tuning machines that ‘lock’ the string in place.
machine heads - see ‘tuning machines’.
MIDI bass – ‘Musical Instrument Digital Interface’. Allows communication between
electronic musical devices: You can use a MIDI-bass guitar to trigger a synthesizer,
for example. Some luthiers and manufacturers make basses with the MIDI built-in.
neck - runs between the body and the head. The neck is the part that projects from the main
body and is the base of the fingerboard, where the fingers are placed to stop the
strings at different pitches.
neck pickup - the pickup closest to the neck.
neck-through or ‘neck-thru’ - is a method of guitar construction that involves extending the
piece of wood used for the neck through the entire length of the body.
nut - small strip between the head and the fingerboard. Important for string spacing, string
height, tone, and tuning stability.
open tuning - tuning your bass guitar to the tones of a chord.
passive instruments - instruments without active electronics. See: active EQ and active
pickups.
phase - humbuckers (or two single coils) can be wired in or out of phase.
pickguard - protects the body from being scratched by the pick or plectrum.
pickup - picks up the strings’ vibrations and converts them into electrical signals.
pickup selector - allows you to select the pickup(s) you want to use for a specific type of
sound. Usually three to five settings.
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piezo - the piezo pickup gives a very wide frequency range output compared to the magnetic
types and can give large amplitude signals from the strings. They have a very
different sound, and also have the advantage of not picking up any other magnetic
fields, such as mains hum and feedback from monitoring loops (see piezo pickup).
piezo pickup - pressure-sensitive pickup, typically used for electric/acoustic guitars, but also
(as an extra, usually) on some electric (bass) guitars.
plain strings - the two or three unwound strings on a guitar. See also: wound strings.
position markers - position markers mark the 3rd, 5th, 7th, 9th, and 12th (etc.) positions or
frets on your instrument.
pot, potentiometer - the electrical controls found under the volume and tone controls. A trim
pot is a small pot that is normally mounted inside the instrument’s control cavity.
radius - indicates the exact curvature of the fingerboard. - The radius is the measure of the
arc of the fingerboard across its width.
reverse headstock - a reverse headstock makes the treble strings shorter, and the bass strings
longer, affecting both sound and playability.
round-wound strings - bassists typically uses’ roundwounds’ too. See also: flat-wound
strings.
saddles - most bridges have individually adjustable saddles to set intonation, string height,
and (sometimes) string spacing.
scale - twice the distance from the nut to the 12th fret. Important for the sound and the
playability of the instrument, e.g., a shorter scale is easier for players with smaller
hands; a longer scale promotes a slightly fuller or warmer timbre, with a bit of extra
sustain. Not to be confused with a major scale, minor scale etcetera…
semi-acoustic bass - a semi-acoustic bass is a type of bass guitar with both a sound box and
one or more electric pickups.
semi-hollow, semi-solid - confusing terms, used to refer to a variety of guitars that have one
or more pickups, a large or a shallow soundbox, or one or two small resonance
chambers.
series - see ‘parallel’.
set-in neck - a method of guitar construction that involves joining guitar neck and body with
a tightly fitted mortise-and-tenon or dovetail joint, secured using some sort of
adhesive.
single-coil - a type of magnetic transducer, or pickup with one coil.
single-coil pickup - produces a brighter, cleaner, tighter sound than a dual-coil pickup or
humbucker. See also: humbucker.
single-cut - the body only has an indention at the bottom. Also known as Single-Cutaway.
See cutaway.
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soundbox - the hollow ‘box’ or chamber that acoustically amplifies the sound of an acoustic
instrument.
staggered pickups - pickups with pole pieces at varying heights.
staggered tuning machines - tuning machines with posts of varying lengths.
stop tailpiece, stopbar tailpiece - a separate tailpiece, mounted on the instrument’s top.
string height - the distance between the strings and the 12th fret. Often referred to as action.
See: action.
string pull - effect caused by too strong pickup magnets or badly adjusted pickups, disturbing
the strings’ vibrations.
string tree - holds down the thinner strings so they don’t buzz at, or pop out of the nut.
string winder - speeds up (un)winding strings.
tailpiece - on some instruments, the strings are attached to a tailpiece, instead of to the bridge.
thinline - hollowbody with a shallow soundbox. Also called ‘slimline’.
through-neck - a full-length neck that extends down the body to the tail.
tilted headstock - a (backward) tilted headstock eliminates the need for string trees.
toggle switch - usually a three-way pickup selector (1. neck pickup; 2. both pickups; 3. bridge
pickup). Also known as leaf switch.
tremolo system - a bridge or tailpiece with an arm (the tremolo bar or whammy bar) that
allows you to alter the tension of your strings by bending the pitch up or down. Also
called vibrato (which is one of the effects that you produce with a ‘tremolo’), or
‘whammy bar’.
trim pot - see ‘pot’ and ‘potentiometer’.
truss rod - a bass part used to stabilize and adjust the neck - Adjustable rod(s) in the neck.
The truss rod counteracts the strings’ tension.
tuner - 1. Electronic device that helps you tune. 2. See: tuning machine.
tuning machines - open, closed, or sealed machines to tune your strings with. Also called
tuners, (tuning) gears, (tuning) pegs, or machine heads.
vibrato, vibrato unit – see ’tremolo’.
waist - see ‘Bout’.
whammy, whammy bar - see ‘tremolo’.
wound strings - the thickest three or four guitar strings and all bass strings are wound with
metal wire or ribbon. The added mass allows them to sound at the required low
pitches.
zero fret - extra fret, close to the nut.
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Terms regarding bass guitar techniques

The amount of techniques available for the electric bass in the twenty-first century are
too numerous to list. All the techniques used in the performances are listed here at one time
or another. Where the pick is mentioned, in the performances, I used the side of my fingernail
on my index finger if I needed to achieve the sound associated with a pick (as an example,
‘Discombobulation for Beginners’, in Chapter 3, which also used Fret zero listed below).

alternate picking - this allows playing faster with fluency. With an alternating motion of up
and downs, alternate picking is one of the most basic picking techniques applied to
gain fluency and speed.
bass guitar popping style - the popping and slapping technique is used to add dynamics to a
song. Typically, they are found in jazz and funk playing and adds a whole new kind of
sound texture into the song.
Bass guitar slapping technique - in bass-slapping, the thumb is used to ‘slap’ down onto the
strings to create a twangy sound. When the finger is pulled away, then hook onto the
string and snap it against the fretboard to ‘pop’ the string. See: bass guitar popping
style
bass guitar string skipping - to jump across huge intervals - String skipping involves playing
notes from one string across to another. Theoretically executing this technique with
precision requires lots of hard work and practice.
bass guitar tapping - the bass guitar tapping technique is actually originated from the guitar.
Back in the 80’s, Eddie Van Halen popularized this technique in his slick sounding
solos. It has since been evolved and used in other instruments too. This can involve
any number of fingers from either hand on the fretboard at the same time.
bass guitar sound– bass players have a descriptive language that seems to be associated with
only bassists. Some are human-like ‘Mwaaaah’ (for fretless bass), or a ‘Growl’ (for
fretless and double bass). A few others can be: ‘sparkle’, ‘warmth’, ‘thump’ and ‘fat’
as descriptors. Some can be generated by the method a player uses and others are
simply a good or bad sound.
down picking - to place emphasis on specific notes. This bass guitar technique helps to place
emphasis with alternate picking. It also allows you to add dynamics and better control
to your playing.
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fret zero - the sound at the nut played by using a left-hand finger. It produces a variety of
unusual harmonics. Not a common technique, generally used for effect.
hammer-ons and pull-offs - this legato technique employs the motion of the fretting hand
with hammer-ons and pull-offs on the bass string. As a result, it creates a fluid sound
and enables the musician to achieve faster note playing speeds.
hybrid picking - hybrid picking is techniques that revolve around the use of both fingers and
pick simultaneously. This enables the bassist to hit notes and play with more depth.
For country and blues players, this is a signature move. Many electric jazz players
incorporate this as a different method.
isotonic - one sound with one location on the fretboard
natural harmonics for multi-layered sounds - natural harmonics on bass guitar basically
notes that are created without the overtone of a full note. When done right, it produces
a high-pitched chime that many bass players like to use to add colour to their playing.
open string muting - muting strings is extremely important when it comes to performing live
or playing in a band. The thumb and other fingers or palm of the hand can be used to
avoid any fuzz and buzz to ruining the music or a recording.
palm muting technique - to create chunky sounds - Palm muting can serve a useful trick to
curb unwanted noises and also be modified to creating percussive sounds when a
string is struck. Best of it all, it isn’t tough to master or pick up.
slap bass with precision - a good sense of timing is also mandatory to eliminate any
sloppiness.
sliding from one note to another - adds smoothness to performing dynamics - The essence of
the sliding technique is to add smoothness and fluid texture in legato playing.
staccato playing - for note dynamics and music - A staccato on electric bass is basically a
technique that applies a sudden stop to a played musical note. This cuts off the sound
of the string completely and when used correctly, enables you to control the dynamics
of your sound.
sweep picking techniques - for playing fast & economically - Like tapping, sweep picking is
usually applied by guitarists during a solo to play notes across strings in a fluid
manner. As a bassist, this technique is mainly used in runs and solos. ‘String
sweeping’ is another term for this technique.
three-finger bass-slapping – besides the usual 2 fingers that are involved in bass-slapping,
adding a third finger enables the creation of a variety of sounds and opens up the
fretboard for creativity. Some people even go up to as far as using four fingers (see
Matthew Garrison in techniques into the twenty-first century).
using the pick - aside from using fingers, the other method of playing the bass is typically
done with using the pick. Between the two, it depends on the style of music being
played.
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vibrato techniques – a vibrato technique is holding the finger on the fretboard and ‘rocking’
it ‘to and fro’. A technique that can be used to add dynamics music.
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* NOTE:

As stated earlier, I investigated well over one thousand CD’s and/or LP’s. Therefore, each artist that I considered
being appropriate had specific works of interest. Regarding some artists, using two examples, Chick Corea and
Herbie Hancock, I investigated their full discography within a time-period of 1970-2000. If the auditioned work
had a piece that met my chosen criteria, I logged it so I could investigate later. The final selections were comprised
of the works examined more thoroughly, because they were appropriate as an example of electric bass in jazz from
this period. In many scenarios during early analysis, the works that I discarded after under thirty seconds of
listening, were either not needed or relevant and are therefore, not listed here. This is a summarised and indicative
list, which contains the majority of the artists considered for representation and not discarded until final selection
from the three years of audio analysis. This includes many by the same artist, where one tune on each LP was
under consideration as being a good representation. Additionally, it includes the artists albums that were utilised in
all three performances. See Figure 1 in Chapter 1 for a screenshot sample of the extensive audio hierarchy.
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APPENDIX 1
Attached USB drive, live video performances and score information
This exegesis also comes with an included USB thumb drive.289 The drive contains
matching or noteworthy information pertinent to the material previously presented in the
exegesis. The USB contents are listed below, with a screenshot of the drive. To circumvent
any playback issues, VLC player for MAC and PC has been included on the USB if required.

Screenshot of the contents:
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If you are from another University and are inspecting this doctoral exegesis for research purposes, the CD and USB
hard-copies may not be not available. However, if you contact Otago University in Dunedin, New Zealand, you might be
granted access to the digital-audio equivalent files and possibly the PDF’s associated with this document, which are on
file there. This is at the discretion of Otago University. However, the Sibelius files will not be available externally.
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The CD
In the attached USB thumb drive are the following files, centralised for convenience:
1. Lossless *.wav CD audio of the CD ‘Portrait of New York’, if preferred to the CD.
2. Copies of the covers of the pressed and printed CD in PDF format, and
3. Scans of the booklet in PDF format, with all of the music construction information for
each tune containing material from the printed version regarding each piece. (Both
numbers 2 & 3 are in a single file called ‘__CD_Booklet.pdf’).
4. Included is a free version of ‘VLC player’ for PC & MAC in case of any issues with
playing any audio or video files enclosed. All have been tested in VLC.
5. Further new direction explorations discussed in chapter six have footnote links. The
audio files are also enclosed if this is the preferred optional listening method, rather
than going to web addresses.

The performances on video
Otago University authorised video excerpts of the three D.M.A recital performances are in
the attached USB thumb drive in *.MP4 format as follows, with separating song titles
showing in the video. Each corresponds with footnotes regarding the matching bar numbers
in the attached USB scores for each relative chapter from chapters 3-5:
1.
2.
3.
4.

First recital: ‘DMA Performance 1.mp4.’ (Chapter 3)
Second recital: ‘DMA Performance 2.mp4’ (Chapter 4)
Third recital: ‘DMA Performance 3.mp4’ (Chapter 5)
PDF’s of the programmes handed out at each performance, with additional
information in each folder (marked for each recital/chapter).

The music scores
ADOBE Acrobat Portable Document Format (PDF) files as follows:
1. PDF’s of each arrangement in the video performances labelled with the appropriate
print sizes for zooming in closely. (A3)
2. Separated bass parts for every tune from each recital (A3 or A4).
3. Full scores of every arrangement and composition, also viewable in Sibelius format
(7.5 or higher) or A3 PDF for zooming in if preferred. Each type is delineated.

Additional file (referenced)
In the sixth folder relating to Chapter 1 is a PDF letter relating to ‘Portrait of New York’ from
Andy Jaffe, a well-known jazz literature author and ex-Berklee College of Music
composition and arranging lecturer. It relates to my research, influences and the CD. 290
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This is referenced from the footnote at the base of the second page of the Theoretical Framework in Chapter 1.

APPENDIX 2
CD pre-production: Detailed break-down
‘I can’t forget there’s a whole other group of people that are making up this music with me
and I have to take them into consideration too’. - Steve Gadd 291

This information (referenced from Chapter 1 & 2) further supports the enclosed CD,
‘Portrait of New York’. Coupled with the enclosed scanned CD information booklet on the
attached USB drive, it gives a complete detailed overview of the entire process from
conception to completion. Cross-referencing Chapter 2, this delves into the CD
performances, technique aspects and overview. Furthermore, combining all three, the
combination illustrates the meticulous detail that occurred ‘behind-the-scenes’ through to
implementation, to generate the concluding performance results.

Pre-production outline
Home studio setup:
There were essential considerations prior to recording the pre-production demonstrations.
These included and were not limited to the following:
1. I selected a Digital Audio Workstation (DAW), ‘Cubase Professional’.
2. I selected a full-featured application for scoring music, ‘Sibelius’.
3. A suitable set of samples and virtual instruments to give a moderately accurate
representation of how the music might sound, with plugins such as ‘Native
Instruments ‘KONTAKT’ and the Steinberg plugins that came with ‘Cubase
Professional’. Digital screen captures are in the appendices.
4. A document converter that could produce a ‘platform-independent’ digital print of the
scored music both in full score format and individual parts that can be read on a PC,
Macintosh or Linux computer. I selected ‘Adobe Acrobat’ for this purpose.
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Sidran, Talking Jazz, Volume 1: An Illustrated Oral History,.184.

5. Communication with my associates in New York, for the format of high-quality audio
files that might be necessary as a foundation for commencing the recording of each
track. It was requested they all be in individual monophonic 24bit | 48 kHz *.AIFF
format (Audio Interchange File format).
6. All electric basses were restrung to provide a facility for demonstration purposes from
pre-production to associates in New York.
7. A platform for inter-continent audio transfer for any essential corrections prior to
arriving in New York was organised, so ‘Dropbox’ was set up online
(www.dropbox.com).
8. A decision before recording was whether the interim New York recording templates
would contain stems native to ProTools because this was the DAW software that was
to be used in the official recording. I discussed with my New York recording
associates whether a cross-platform stem export might serve to complicate matters
and potentially translate incorrectly. It was agreed that we would utilise only the
abovementioned exported *.AIFF files for simplicity.
A project name for which the album might become titled. The first name for ‘Portrait of New
York’, was ‘Postcards from New York’. This working title did not change until the printing
and pressing stage.

Tracks selected before and after arrival in New York:

The most effective method to demonstrate the process is a simple directory screen
capture because it shows the amount of work that was done and that was discarded for the
purpose of the final recording of the album, which is demonstrated in Figure 45 and Figure
46 below. Every full score, with the exception of ‘Betrayal’, an improvisation, from the
‘Portrait of New York CD’, is on the USB drive.

Observed consistent patterns and procedures:

A significant part of this process at a performance level while composing and
continually restructuring arrangements was the attention to detail I utilised as I intended to
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clearly show some of the boundaries that were either included or rejected, but nonetheless
drawn from writing and practising these pieces for viability in performance.
To illustrate an example of the procedure, I either transcribed lines that might be
useful in performance or influence, or subsequently utilised any related or unrelated musical
styles, so the roots of any combined music were present, or not present, as I began concluding
each musical work. To reiterate on my focus, it was to remain attentive to the concept of
having no artistic boundaries. The inclusion or rejection of anything practised in preparation
for the recording was nonetheless very productive as performance technique practice.

Figure 45 - Initial tracks

200

Figure 46– Initial final NYC tracks

Track selection process:
The process of track selection was carried out during rehearsals in New York. I
believe that it is not until a musician first performs a composition they have written, that it is
possible to ascertain the viability of that work, regardless of how playable the music might
appear on a written score. This decision in retrospective post-recording was not only that it
was logical, but that it showed itself to be very productive and enabled the music that was
selected to be recorded expediently. Most importantly, it provided the facility to make any
crucial changes to the structure or the arrangement so that the performance of the work is no
more complicated than it needs to be to reach the preconceived final result. This is not an
uncommon philosophy.292
I maintain that the selection of tracks for any full CD recording project should
consider having more tracks as potential options for the final selection than are required. The
methodology behind selecting this process is because it is easier to remove any music in the
final stages than it is to add music. This is especially true when there are time constraints in
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‘For example, you could:
1.
Delete entire tracks that don’t add value
2.
Cut out sections of tracks that clutter the mix
3.
Move a section to a new part of the song
4.
Delete entire sections of the song altogether.’ Michael. E Bierylo, “Home Recording Studio”, accessed May 9,
2017, https://ehomerecordingstudio.com/how-to-record-a-song
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the availability of studio time, musicians and the facility to rerecord any piece from the
beginning.
I was very conscious of my role in the entire process as not only a bassist that was
required to demonstrate a high level of skill within my own compositions, but equally aware
of my personal commitment in the traditional role of being a bassist, and having complete
confidence in my ability to convey appropriate answers regarding any of the compositions to
be recorded.
Every method related to any composition affected the performance, as did any
predetermined performance process affect the desired outcome of the compositions.
Improvisation and orchestration are often separated as being two distinctively different
disciplines. A solid foundation in harmony and scales are equally crucial to both an
improviser and an arranger. The approach I chose to take was to consolidate both disciplines
as being part of the whole procedure, with both having equal importance in the outcome,
being the performance of all musicians involved.
One of my earliest mentors in orchestration, harmony and arranging in the 1980s was
Russell Garcia. On commencing my own personal analysis after the CD was released, I
realised how practical his concepts are and the influence that his concepts had on me through
my own works and performances. He taught me that the most effective method for creating
any unexpected shift in music was where and how a performer or composer placed what
Garcia termed a ‘surprise modulation’. Garcia states that: ‘It is imperative that Surprise
modulations go to a remote key. The third of a major chord is also a good note to build into.
Sometimes a common tone can be an inner voice.’293 An example can be seen in Figure 47.
Figure 47– Surprise modulation
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Another mentor in approach to harmony and arranging was Nelson Riddle. My
exposure to Riddle was through his books and score analysis. The most practical lesson
gained from my studies of his arranging and orchestration procedures was in defining how to
ensure that what I required to be heard was not overshadowed by something of lesser
importance. Riddle states that: ‘An essential element in conveying musical ideas is clarity.
The strength of the various sounds in the orchestra have to be calculated carefully so that the
important instruments stand out, and are not obscured by other instruments playing at the
same time.’294

Harmonic shifts, passing harmony and substitution:

An example of the depth delved into each tune and summarised in the glossary is
demonstrated as follows:
A further illustration of the reasons why I chose to integrate both improvisation and arranging
techniques was because of the similarities through forty years of performance that I have
encountered. For example, a jazz musician’s use of implying substituted harmony. An
arranger will use the same tools when a note that moves chromatically to another that has no
direct relationship to the current chord or the chord that follows. There are many options for
this of which two of the more common usages are instating a diminished harmony or a minor
II-V harmony structure. This concept is no different to an improviser playing a Bm7b5
arpeggio over a Dm6 chord or using a diminished scale, or alternatively using a harmony that
might contain arpeggios like Em7b5 and Eb9, or A7#5 instead, to indicate leading onto the
Dm6, or substituting ta G7 with a Db7b5 leading into C major.
To illustrate this with a pertinent example which I utilised in all performances and in
many compositions was ‘tri-tone substitution’ (see Glossary). An example of this which
affects both the improvisers and the composition is where I replaced a resolving chord in Bb
in the piece: ‘Love Play’, with its tonal flattened fifth substitute a half-step up, with upper
extensions, being a Bmaj13#11. A Bmaj7b5 would have worked as well theoretically
because it is one tri-tone of F7, the V chord of Bb. A symmetrical substitution that would also
work (see the piano voicing in Figure 48), with a different note in the bass, would be Abm13.
This is additionally what Russell Garcia previously termed in Figure 3, a ‘surprise
294
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Nelson Riddle, Arranged by Nelson Riddle, (Secaucus, N.J.: Warner Bros. Publications Inc, 1985), 164.

modulation’, with the exception of purposely leaving out a leading tone and allowing the
rhythmic phrasing to lead instead. In this case, the Abm13 would be chosen as the relative
replacement for a B major substitution rather than where it previously was required to resolve
to Bb. Also, a Db13 would also work, or a Db/Cb. These are small examples of many
possibilities.
This is how I used my jazz improvisational and harmony knowledge at times, applied
to both improvisation and composition throughout all recordings, performances and
compositions. A full (large) ensemble master score of ‘Love Play’ is on the USB drive, which
also demonstrates more surprise modulations and substitutions being used. An example of the
substitution technique used in ‘Love Play’ can be seen below in Figure 48. The piano voicing
does not include the tonic and instead implies a suspended chord, leaving the bass to play the
tonic.295 Another technique used by improvisers, bassists and composers is to move a halfstep away from the tonic to create tension leading back into the tonic. This technique is also
seen in Figure 48, leading into section ‘E’. It fulfils a dual purpose of both substitution and
temporary musical tension.
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This is called ‘Deceptive harmonisation’, where the full harmony is not seen in only one part because the harmony is
divided between two or more instruments. Often, the harmony can be determined in the piano part. This is an example
where naming the chord structure from the piano part only, would be incorrect.
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Figure 48– A resolving chord replacement with harmony substitution and tension creation in ‘Love Play.’

Overdubs after initial recording sessions
Local - during the recordings
New York:
There were two sets of overdubs in New York only. The rhythm section was recorded
live to track. These overdubs were alto flute and the ensemble brass section.

New Zealand:
There were only my own parts to consider in this and other than some minor electric
bass and horn alignment issues which were done in the final mix, very little was
required from the New York recordings.
The piece ‘Pariah’ still required drums, so a bed bass track was done prior to the
drums being recorded. A final overdub recording of the electric bass was done after
the drum tracks were received.
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Minor distance overdubs after the initial recordings
Australia overdub:

There were only the drum parts on the piece ‘Pariah’ to be done for this in
Australia. I employed the services of long-time collaborator and associate, Gordon
Rytmeister because he had his own recording studio and understood what I required
after many years of working together. This required nothing other than a chart, the
bed tracks, and a single phone conversation to reach the desired result. Gordon was
additionally the primary drummer on my previous CD.296

New York overdubs

I employed the services of Ryan Geller, an established New York engineer to
record the final overdubs that Mike Mainieri and Pedro Martinez wished to do after
they became more available from tours after the initial New York recording sessions.
This was necessary because I had already returned to New Zealand from New York.
Mainieri is an award-winning composer, musician and producer in his own right.297
‘Entrusting Mainieri with production in my absence was a judicious choice.
The piece ‘Pariah’ had been pre-organised with Michael Dease to have the
horn parts done by a small horn section comprising of two trumpets, two trombones
and three saxophones. Dease is a respected American trombonist, jazz lecturer and big
band orchestrator who knew what was required because it had been discussed prior to
me leaving New York. Bed tracks and charts were all that was required, and I offered
Michael co-authoring should he decide to add any additional horn parts which he did.
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297

Andy Atwill, 3 Sides of the same coin, ODE 9421025 873782, 2010, CD.

Scott Yanow, ‘Mike Mainieri | Credits.’ AllMusic, accessed February 01, 2018,
https://www.allmusic.com/artist/mike-mainieri-mn0000490562/credits/.
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United Kingdom overdub

Carl Orr had a guitar part to record, and he resided in the U.K. Carl recorded
many of his own CD’s and also with Billy Cobham, George Duke and Randy Brecker.
I had worked with Carl many times in Sydney, Australia, in the 1980s and 1990s.
The same method of communication was applied with Gregory Heath, who
has been a long-time collaborator and he is correspondingly a primary collaborator
and co-author on many of my musical projects over the last decade. Because of his
familiarity with my work, very few words of explanation were needed. It was his
counsel, opinions and creativity that were requested for the purpose of the music
already recorded.

The scoring of the music prior to being recorded in New York:
Opportunities in reharmonization
The first phase in scoring was the instrumentation I was to work with. The rhythm
section would be recorded live with no overdubs. This required accuracy in the sections
where the harmony supplied by the overdubbed horns was mirrored by the piano and/or
mallets. This provided an opportunity in the arranging phase to split more complex harmony
between sections. It additionally supplied an opportunity to voice the harmony over more
than two octaves where the music required impact and accentuation.
Every individual part was notated in full, with the intent to edit prior to sending
printed parts to each musician. Several pieces required free interpretations in sections and
required attention drawn to these requirements. Boxed or written text provided the necessary
attention to detail; allowing for the individual improvisation skills of the musicians involved
interpreting each section correctly. A sample demonstrating this procedure from ‘Peak Hour’
is shown in Figure 49 below. The intent was often a focus on improvised interaction.
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Figure 49- Peak Hour excerpt

The process and isolation

While each part within the score of each work had voicings entirely written for piano
for harmonisation purposes, it was edited where complexity was unnecessary for easier sightreading. The next step was the isolation of the areas that would only require a chord symbol
and not a fully notated chord. Systematically each work was crosschecked for doubling of
parts where multiple harmonisations might clash if only a chord symbol was present, then
adjusted accordingly. The necessity of printing parts additionally required checking for
accidentals that were left out and any musical typographical errors. The high standard of the
musicians performing on the CD allowed for a brief period prior to recording for them to run
through their parts, correct anything for themselves prior to rehearsal in New York because
they would question any music I sent, and therefore correct anything that might have been
overlooked. Subsequently, this provided an additional set of checks from external sources,
that as the arranging and composing author I might have disregarded.
I allowed for flexibility in each score to meet the needs of each piece in physical
performance. For example, in Figure 49 above, I allowed that the concept of ‘free’ piano was
strong, but in rehearsal, it would be feasible that an entire rhythm section could
simultaneously interact freely.
The pieces of music initially taken to New York were titled, as shown in Figure 50: 298
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Scores for the discarded works that are not present on the CD have not been included, because they did not become
part of the project, nor were they recorded. They are noted because they were part of the selection process. The works in
italics were discarded.
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Figure 50- Initial repertoire table prior to rehearsals

Africa Suite

Cuban Cigar

Silence is Golden

Chantelle’s Lullaby

Baille en el Aire

The Pariah

Dear Departed

Diaphanous Reflections

Peak Hour

Hide ‘n Seek

New York Subway

Betrayal

Trust the Universe

Love Play

8 minutes to 11

The rehearsal stages in New York: Schedule

Upon arriving in New York, each musician had set aside three days per week over
three weeks for rehearsals and times were confirmed. We all agreed this was necessary to
enable the best recording scenario of memory recall rather than being solely focused on
written parts.
Fifteen tunes were brought to New York, with only nine being recorded and the
remaining five dismissed as being of lesser value for the present rhythm section, and with
three being set for a later date. Mike Mainieri recorded one piece on solo vibraphone as an
interpretation, ‘Dear Departed’. I recorded an improvised bass piece, ‘Betrayal’, in two takes
upon my return to New Zealand to avoid wasting valuable studio time during the New York
recordings.

The finalised repertoire

I had anticipated, as I have previously mentioned, that some tunes would naturally
adjust to a better method of recording in rehearsals above in ‘process and isolation’. This
proved to be the correct methodology because a few pieces were changed during rehearsals.
The finalised repertoire is what was recorded on the released version of: ‘Portrait of New
York’.
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The recording
The recording process was agreed upon prior to commencement, that there would be
three takes recorded of each musical work and overdubs would only be done if critical to the
form, purpose and structure of each work. The result was a live-sounding recording that is
very human and subsequently sounds unprocessed in post-production. Three minor overdubs
during the rhythm section recordings were the only requirements in three pieces, being:
1. ‘Trust the Universe’,
2. ‘Peak Hour’
3. ‘Diaphanous Reflections.’
One of the overdubs was rerecorded only on the solo introduction, because the pianist, Rachel
Nicolazzo, believed that she could do a more emotional and relevant introduction on
‘Diaphanous Reflections’ in order to better convey the intent of the composition.

Additional overdubs summary

Whether coordinating, producing and recording anything locally or from a distance, it
did not matter if the remote musician was thousands of miles away or if they were in the same
location. For my rationales and goals, the connection between my role as the musician and
composer and my role as the coordinator was identical. The critical facilitator for success was
the ability to convey the desired outcome before one overdub started. Paraphrasing, very few
overdubs were necessary.

Post recording production: Mixing and Mastering

I employed the services of Bruce Lynch, a platinum award-winning engineer and
producer, to assist in the critical stages of mixing and mastering. Lynch is also a globally
respected bass player, which aided in minimising the amount of effort and time that might
have been required in relaying what I needed to be present in the bass in the final mix.
Lynch and I proceeded to break down the mixing process into logical stages as he
knew what I required so that he additionally knew what could be grouped in the mixing.
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We listened to each piece, and Lynch wrote down all of the information on each piece and
then grouped into drums, horns and individual parts.
Each piece had its own unique set of necessities, with different instruments being
essential in their prominence audibly and other instruments needed only as a foundation. Due
to the initial stages being so successful, I was able to leave Lynch with the technical aspects
of audio engineering, and schedule fewer days where both of us needed to be present. The
final stage availed itself in under two weeks because of this careful planning. This stage was
a final appraisal where we paused at different points in each piece where I requested specific
instruments be more or less prominent in the final mix. Lynch had done such an excellent job
in balance that this stage took one four-hour session for the entire CD.
Lynch had already pre-empted the mastering stage and had pre-set what he considered
the fitting mastering process. With only a few minor adjustments on which we both agreed,
this process had its settings saved for the mastering stage.

The mastering processes
Under normal circumstances, I would be present in the same room with the engineer
during mastering. Lynch and I had previously agreed upon the settings, so Lynch did this by
himself and then forwarded me what he considered to be the final mastered product. Other
than two minor requirements altered and fixed within the same day of communication, he
was correct.
The CD was now ready for pressing and printing.

Design and manufacture
The most suitable vendor for printing and pressing in amounts of under one hundred
CDs in Auckland, New Zealand appeared to be ‘ABC-Amstore’.299 These CD’s were checked
and sent to the participants and Otago University.
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“Production of BD, CD & DVD Discs and Packaging into Jewel Cases, Pockets, Wallets, Ampaks, Digipaks”, NZ,
accessed May 10, 2015, http://www.amstore.co.nz/products/.
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APPENDIX 3
Overviews of related topics referenced but outside the scope
‘It isn’t a one-dimensional thing. I think that’s the thing we must remember about music. It
has all kinds of dimensions and we shouldn’t think of it as one entity, or a one-sided system,
or a one-sided art’ – George Benson 300

When I investigated what affected every aspect of electric jazz and the electric bassist
from 1970-2000, I found an abundance of potential contributors. As I delved deeper, outside
of the focus of this exegesis, these were potentially other people, events, sociological,
institutional and technologically related. Some events could also be associated with the
politics and demographics of the time. It was not feasible to cover all of these in a single
work. The relevant contributing aspects that were not directly performance-based, but an
adjunct to the primary research I have briefly included here in excerpt format because they
were mentioned in the body of the document. They are categorised as follows:
1. The advent of jazz schools towards the end of the 20th Century
2. Experience as a guide in framework
3. An overview of bass Manufacture and some inventive technology.
4. A brief overview of deeper manufacturing research
5. Frequency Response based on playing position
6. Glossary extension: Electric bass techniques transitioning into the twenty-first
century
7. The Synclavier, Roland GR-300/G-303 and Fairlight CMI overview
8. A brief summary of analogue and digital effects
9. A brief summary of electric basses and amplification
10. Studio advancements into the ‘DAW.’
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The advent of jazz schools towards the end of the 20th Century
“Students need to develop their own voices, though I think that is changing rapidly. The
biggest problem that young students face today is that there are more practitioners than there
is work. Think about that.’ – Jack DeJohnette 301

A necessary initial consideration was the advent and increase of available jazz schools
in the late twentieth century and into the next century. Academic jazz education is discussed
briefly here because all relevance to the research started in the framework. I needed to
establish early whether institutionalisation would be included or dismissed as part of the
framework and continue into the methodology, or whether it would only be referenced if
relevant.
In Australia and New Zealand during 1983 from my own personal experiences, there
was a limited number of universities and tertiary institutions that offered anything above a
diploma that only focused on jazz. I witnessed this as a participant, and I completed a
diploma in jazz at The Queensland Conservatorium of Music (Griffith University). In the
early 1980s, to gain a bachelor degree in jazz in many courses in the southern hemisphere, the
student was required to do the final year in classical music, sometimes an additional two
years study. Arguably, this method defeated the purpose of a jazz course, yet by the mid1990s, most music departments offered a ‘Bachelor of Jazz’ course without classical music
requirements other than basic music fundamentals, approved at degree level. The USA
already had begun establishing degrees in jazz in the 1980s. William Murray Allison, in his
dissertation ‘One man’s journey through the history of jazz: A transformative process’,
documents that the USA commenced a gradual jazz institutionalisation in the 1980s (Allison
p.164-165). Allison defines that it was not present in all colleges by stating the following:
It was in the 1980s that some American colleges began to develop academic jazz
music programs. This was both a step forward as academia’s interests and acceptance
added a new sense of legitimacy to jazz, yet there were elements of the jazz learning
process not truly suited to an academic approach. Musicians not learning their craft on
stage, rather getting their training and developing their initial skills, or chops in
scholastic settings missed the breadth and complexity in the history, community and
301

213
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repertoire of jazz. Codification and selections of tunes for an academic repertoire
changed the musical culture from populist to more elitist; the vocabulary of these new
musicians became standardized. Learning jazz outside the African American and
diverse American social environment, without dancing and celebration leaves a void.
These students’ music was filled with improvisational quotes from now famous
recordings by a handful of accepted jazz musicians, recognized by the academy, as
artists. It is the process of imitation and not improvisation, of pre-rehearsed
accompanying behind solos and not collaborative innovation. The range of music
played for these new scholastic venues became segregated and many younger
scholastic musicians did not have the background and constant active crosspollination
to participate.302
It is at this juncture I would like to make another point that according to Katherine A.
Williams, a formalised jazz education may have commenced in America in the 1940s.
Williams states the following:
The first examples of formalised jazz education took place in 1940s America, and
took the form of jazz degrees offered at Schillinger House (later Berklee College
of Music) in Boston, and the Westlake College of Music in Los Angeles in 1945
(now defunct), and North Texas State Teachers’ College (later University of
North Texas, but still frequently referred to as ‘North Texas State’) in 1947.
Rather than offering specialised training in improvisation technique, at this stage
these courses provided institutionalised sites in which jazz students could meet
and play.303
Investigating the merit of whether the jazz schools influenced the compositions and/or
skills of the electric bassist in my exegesis, and their effect on electric bassists’ evolution
regarding my performances, was taken into consideration as whether it was critical to the
nucleus. Education in jazz including the facets of what is termed as ‘jazz improvisation’,
‘jazz arranging’ and ‘jazz composition’, arguably commenced more widely in the period
from 1970-2000. Expanding on this slightly, remaining open-minded and impartial, consider
that current books and training manuals could technically achieve a similar purpose and
without the institutions, due to technological advances. Alternatively, and approaching this as
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a composer, also from an objective perspective rather than as a performer, and importantly
paying respect to all composers, composition techniques commenced centuries ago (as did
many performance techniques).
My peers, including myself, who travelled overseas and studied in institutions like
Berklee, New England Conservatory and Julliard in the late 1980s, would summarily agree
that the reason for our attendance there was because notable and globally respected jazz
exponents were present for ‘in-person’ instruction, passing on their experience and opinions.
There are recognised jazz authorities who support the merits of academic education in
jazz. Pat Metheny in defence of education, states: ‘I understand, and I agree entirely that the
teaching of the fundamentals of the music is central and essential. (Metheny in Petersen,
p.321). This is but one opinion among many. As I considered whether the merits of jazz
education in 1970-2000 were a contributor to these performances other than my own, the
literature became increasingly complex regarding any consistent agreement of its
contribution. Jazz education became more established and globally institutionalised towards
the turn of the twenty-first century, rather than only selected locations. As a personal entry,
my scholastic jazz education had very little to do with most of the choices I made with my
CD or performances in this document. Jack DeJohnette states in Peterson’s ‘Music and the
Creative Spirit’:
You can’t put jazz in a box and label it. Johnny Griffin once said “Jazz is a lifestyle,
you live it.” You cannot go to a university and get it. I think the music changed from
the time that musicians listened to the music on records and travelled to all of a
sudden going to universities. It got codified. It’s great to have all this information
written down, but a lot of what happens there in music is there for listening with your
heart as well as your head.304
On brief pursuance of this area, immediately the relevant question of ‘How did jazz
education affect the evolution of the electric jazz bassist from 1970 until now’ became
evident. Another question that would subsequently need to be asked is ‘Was academia
building on what had come before, creatively determining any form of evolution, or merely a
facility of translating jazz into institutionalised education for the masses?’ An argument
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DeJohnette in Petersen, 69.

against institutions and perhaps even music degrees could be made in the twenty-first century
due to online training through YouTube, Skype and other online media. Any investigation
would need substantial research. For example, whether or not this was due to the
technological advancement of Internet resources, which is an entirely different topic. In
‘Experimentation in Improvised Jazz: Chasing Ideas’ by Andrys Onsman and Robert Burke, I
had previously mentioned in a quote that they suggested ‘The worldwide trend for jazz to be
marginalised by the mainstream music industry, as well as conservatoriums and schools of
music, runs the risk of stifling the innovative and challenging aspects of its creativity.’
(Onsman & Burke 2019, Abstract).305
These initial beginning observations of jazz education led me to even more questions,
too numerous for my liking that pointed away from the focus of my exegesis. There were too
many that were on a different tangent to my research or performances. In order to cover every
vital contribution from exemplary evolutionary or revolutionary academic jazz educators, is
well outside the scope and topic of my exegesis, so the depth of formal jazz institutions
investigation ended here, with this appendix summation. I lived this period in jazz and bore
witness to much that occurred, even though often second hand. I additionally appraised it as
valid to use my involvements and/or experiences as a directive or guide for structuring the
performances in context only, as part of my narrative based exegesis.
As a brief summary, I noticed the views on a jazz education contributing to value in
jazz evolution of any kind vary, and at times, radically. Some of what is called the ‘oldguard’ like Ben Sidran, who grew up in the heart of traditional mainstream jazz, are divided.
Without attempting to read anything into any statements as being prejudiced ‘against’ jazz
education, I discovered many statements from jazz exponents targeted what jazz education
did not have, rather than what it did have. Some say it gives advantages and others say it
lacks the ‘feel’ of what it means to play jazz and have an identity. The newer jazz musicians
through technological advancements and the Internet are very well educated in technique and
jazz roots. This area of discussion is very complicated and requires a further comprehensive
investigation as a topic core. To repeat again, while very interesting and indirectly related, it
was not vital to the emphasis of this exegesis. As the final third-party quote as only one
opinion of many, Sidran, after spending many years interviewing a credible amount of well-
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Reiterated from Chapter 2 – ‘2.4 A breakdown of compositions and performances’.

known jazz musicians, including some jazz icons that are in nearly every history book
(representing nearly sixty years in jazz), had this to say about jazz education and it is blunt:
In many ways, these are the best of times and the worst of times for jazz.
On the one hand, music schools are turning out thousands of thoroughly prepared
young players who at an earlier age are better versed in the grammar and idioms of
jazz than ever before. The recorded evidence speaks eloquently of the “success” of
our education system. Again, and again, a major record label touts another nineteen or
twenty-year-old musician who is burning up their instrument, playing quotes from the
old masters, and leapfrogging through the most difficult chord sequences with the
greatest of ease. In the popular press and the trades alike, this is offered up as the
promise of a bright jazz future.
On the other hand, most of the new jazz prodigies don’t sound like anybody. That is,
you can’t identify their voice on their instrument of choice; you can’t pick them out of
a crowd. They are just musical faces in a landscape overpopulated with faces. Often
dressed in expensive suits and beautifully backlit in photos, they offer up very little in
the way of hope or salve for the human condition. In short, they are playing notes
rather than feelings. Why is this? How can one master every aspect of jazz technique
and vocabulary, but somehow fail to develop one’s own voice? Indeed, why does the
former sometimes preclude the latter?
There’s an old saying that addresses this question: “It ain’t what you do, it’s the way
how you do it.” The way “how you do it” is style. And style is the substance of jazz;
it’s what jazz is all about’.306
Finally, I pinpointed some documented areas where any research undertaken on the
subject of jazz education implementation may need to commence at a global level, in order to
get accurate dates and facts. The word ‘extensive’ as a description may possibly be an
understatement. ‘Overloaded with historical information to decipher’, might be arguably
more accurate. For example, I located information regarding international guides to music
schools and this being as globally comprehensive as anticipated, would only be a starting
point.307 At this point, I ceased any further examination.
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Sidran, Talking Jazz, Volume Two: Solo Voices, 5.
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Uscher’s Schirmer Guide is an international guide to music schools, whereas the European Union guide is limited to
E.U. member countries. The other sources apply to North America, the CMS Directory listing music faculty members,
and the NASM Directory listing academic degrees granted, exampled as follows:
1.
The College Music Society, Directory of Music Faculties in Colleges and Universities, U.S. and Canada
(Published annually, Binghamton, N.Y.: College Music Society, 1972).
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Experience as a guide in framework
“Music is your own experience, your thoughts, your wisdom. If you don’t live it, it won’t
come out of your horn. They teach you there’s a boundary line to music. But, man, there’s no
boundary line to art.” – Charlie Parker 308

As a personal experience reflection, my upright and electric bass teacher in Boston in
1988 was jazz bassist Miroslav Vitous 309, where the institution academic aspects were
important but secondary to my learning in-person performance concepts and my ability to use
my ears. I directly learned more about jazz and the bass functions with Vitous in approach,
technique and concepts, coupled with in-person listening to globally recognised jazz
musicians perform live in the USA in one year than I had learned in the decade up to that
point. Additionally, I had private advanced harmony lessons with George Russell founder of
‘The Lydian Chromatic Concept’, 310 as well as being invited to guest perform in his New
England Conservatory ensembles, along with Herb Pomeroy from Berklee College as a guest
performer in his ensembles.311 It is crucial to note personally, that I will not negate the value
of formal education. In order to demonstrate why I state this, Herb Pomeroy was arguably

2.
European Union of Music Schools, Music Schools in Europe: Handbook of the European Union of Music Schools
(Mainz: Schott Music International, 1995).
3.
National Association of Schools of Music, Directory (Published annually. N.p.: 1960).
4.
Nancy Uscher, The Schirmer Guide to Schools of Music and Conservatories throughout the World (New York:
Schirmer Books, 1988).
Additional Sources from: Philip D Crabtree and Donald H. Foster, Sourcebook for Research in Music: Second Edition
(Edited by Allen Scott. Bloomington, Indianapolis: Indiana University Press, 2005), 55.
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Charlie Parker in Eric Meyer, Matthew Mullenweg and Tantek Celic, “Great Quotes”, World Jazz Scene, 12 April,
2014, accessed February 18, 2017, http://worldjazzscene.com/wordpress/great-quotes/.
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Miroslav Vitous with Wayne Shorter and Joe Zawinul were the founding members of the world-famous jazz
ensemble Weather Report. Vitous was also Chair at New England Conservatory Bass Department in the 1980s and now
has returned to live in Europe.
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George Russell, The Lydian Chromatic Concept of Tonal Organization (Boston, Massachusetts: Concept Publishing
Co, 1953).
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It is important to reiterate that Miroslav Vitous at the time I was studying with him, was ‘Head of the Bass
Department’ at N.E.C. By no means was he anything but stringent on stressing the importance of playing the double bass
correctly. He taught me his Czechoslovakian method of double bass, initially with a German bow. His only focus on my
education was that I learned the double bass correctly. Several questions he had asked before I arrived, satisfied him that
I had a good understanding of harmony, scales, improvisation and music.
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considered as one of the fathers of jazz education.312
From the Berklee College historical online archives, it states: ‘In that interview,
Pomeroy sidestepped the spotlight and shone it on the classroom genius of his Berklee
colleagues John LaPorta and Joe Viola. These three musicians virtually invented formalized
jazz education’.313
If I drew a historical timeline of my own giant steps in skill advancement, this would
be the first significant advancement. During this experience at twenty-seven years of age, I
received the epiphany of how any musical ideas could be fused with imagination through
these fantastic musicians and exponents.314 This experience and memory serve as part of the
motivation, reason and foundation of exploring through performances and research, what
these great exponents and their peers of this period imparted. From what these conceptuallyoriented recognised jazz exponents demonstrated in person, with what I have witnessed in
live performances in the U.S.A, and the interviews showing consistent agreements, I melded
all into this framework then into a methodology for demonstration.
Therefore, based on not only my personal witnessing of many transformations, but
also of my mentors and peers, and the research of academia in this period, the integration of
mechanisms became more defined. The academic relevance mentioned above in The advent
of jazz schools towards the end of the 20th Century became relegated to musical devices,
terms and techniques only, rather than an institution. The functional and evolutionary
performance, mechanical, approach and execution aspects took precedence and better enabled
the framework to take shape.
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Herb Pomeroy was Chair of the Composition, Harmony and Arranging departments at Berklee College, Boston in the
1980s. He also was known for tutoring Chick Corea and many other well-known musicians in harmony.

313 Fred Bouchard, ‘Herb Pomeroy 1930-2007: Beyond Category’, Boston, Massachusetts: Berklee College of Music,
2007, accessed May 2019, https://www.berklee.edu/bt/192/bb_pomeroy.html/.
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I considered it worth relating an autoethnographical experience here. I was privy to a lunch-time conversation at
Berklee College of Music circa 1988. A then exceptionally talented sixteen-year-old, Charnett Moffett, was discussing
his options of education or taking the offered bass role in Tony William’s ensemble. History will possibly not show he
spent any time at Berklee College, though it does currently document his time with Tony Williams, Herbie Hancock,
McCoy Tyner and Ornette Coleman.
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As a personal note to demonstrate how deeply I allowed my thought processes to
delve into each performance as a focus and its possibilities, I asked myself a question: ‘Are
there books I can possibly acquire that might explain the changing feelings a performer has
not only from gig to gig, but sometimes within the same gig, or same set or even the same
tune?” The answer I came up with is outside of the scope of this document, and an answer
that has too many variables.315 The concentration of research became geared towards the
technical, personal approach and delivery aspects of performance.

Brief: Bass Manufacture and some inventive technology
The relevance of digital technology and bass manufacture to the period investigated
was not dismissed lightly. The electric bass manufacture deserves a timeline and a work of its
own. The historical nature of electric bass requires this timeline to show the developments
pedagogically. Manufacture precluded an in-depth inclusion, but both concepts are noted and
referenced to briefly where applicable to performing. Several questions that need to be
investigated deeply in separate academic works became evident.
‘On a technical level, doesn’t the rise of electric jazz exist as much in a
recording/audio production context as it does in a compositional one? Surely, the
development of electric bass technique is interlinked with the developing sonics of synthesis,
drumkit design, amplification technologies and PA systems, and significantly in tandem with
the rise of British progressive rock music’.316 There is no argument to the validity of this
statement, but as a performance exegesis, this is better suited to a pedagogical or historical /
anthology work. So, this is not focused on, because to do justice to this idea, I had already
considered: manufacture, engineering, measurements/scale and too much to list here. It is a
considerable amount of additional exhaustive examination, that is, the sheer volume of
information. However, I had additionally investigated: BOSS, Roland, EMU, MUTRON,
Lexicon, MXR, Ampeg, Acoustic, Orange, Vox, Fender, Gibson, Ibanez, Kurzweil, Trace
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See the footnote in Appendix 5 in the area referenced a few paragraphs above the section: ‘Regarding ‘Smooth-jazz
and jazz-fusion’, where I cite a group of scientists beginning to attempt the categorisation of the cathartic aspects of
music.
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The inspiration for these interesting questions were made by well known NZ musician and lecturer, Dr. Stephen
Small. These intriguing suggestions were slightly reworded.
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Elliot, Synclavier, Fairchild etcetera - way too many effects-based, amplifier, keys and
electric bass companies from the period to list here. They have been noted with related and
historical links in areas of this document and in overviews within this appendix. This idea
was discarded early as a core to my performance-base, except concerning the enclosed
performances and only where it was useful, or directly related. Each technology type could
easily be also a topic of its own. As one example, the history alone of Roland and BOSS
pedals extends to my earliest performing memories in the early 1970s. Therefore, this
manufacturer has their own timeline as I imagine all other manufacturers will, so I estimate in
order to accurately research all areas, it would be extensive and a substantial process.
Another area that became relevant was instrument design and its effect on this period
of electric jazz. ‘Rendered possible by improved instrument design, the potential to play
faster more complex groupings of notes resulted in the composition of and improvisation
upon more complex music. Thus, the increased potential for electric bassists to engage in
virtuosic improvisatory display is of profound relevance here surely?’317
I found logical answers to these as follows: Instrument design – If I was to assume
this is true as this statement does: it does not explain Paul Chambers who had excellent
dexterity on a Double Bass, had an action many classical musicians arguably had issues
playing. Chambers managed to play high-speed and challenging Bebop lines well over
200bpm. A well-known NZ guitarist Martin Winch (RIP) told me when he tried to play
George Benson’s guitar, that he could not get a chord to sound properly because the action
was so high. Yet, Benson can play high-speed passages and chords. To gain an accurate
account of all data to validate or invalidate these questions, would entail an investigation of
multiple instrumentalists and much more, which has merit, but many arguments, coupled
with noting which was prevalent and which was the exception. This would venture too far off
the focus of my exegesis and onto a tangent and would also involve historical tracing.318
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This again is a slightly reworded parallel question and suggestion aligned in follow-up with the previous suggestions
by Dr. Stephen Small.
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I mention my usage of perfect fourths or ‘quartal’ passages in this exegesis. ‘Africa Suite’ in chapter 2 and chapter 5
uses this passage concept. This is not a regular application for any type of bass as I mentioned. This is because of the
string-jumping for every note. However, I spent substantial time practicing this. Therefore, the inclusion of ‘familiarity’
is also an
additional aspect of research in this area that would need to be included, further justifying a depth into instrument design
that is outside of the scope of my work. This is because the arguments of: lower bass action, neck width, string tension
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Compelling as the questions are, they are not crucial to this manuscript and also topics
of their own. It is arguable, but there is evidence much comes down to skill and chosen
instrument design. Therefore, it was only referenced where relative to the enclosed
performances, as in string types, or effects used, or dexterity concerns and more as relevant to
the performances (or in footnotes). I did some more in-depth research as can be seen in the
section Technological advancements in the late twentieth century, as well as a few brief
summation topics of effects, manufacture and basses, though relegated to overviews, with the
matching terminology placed in the glossary.

A brief overview on deeper manufacturing research
I enclosed below a simplistic look at some of the more in-depth electronics considered
with the electric bass (a very small example of some of the physics reviewed for this project).
This is linked to some of the components of a bass in the glossary. See the glossary relating
to bass guitar.
Magnetic pickups and tone are an essential part of the electric bass. Many people in
engineering and physics disciplines have researched this in depth. Bass players seek the
‘perfect sound’ for whatever style they perform in. While this prior sentence is ambiguous, I
believe in this area of ‘personal tone/sound’, that it is not unreasonable to be ambiguous,
because sensibly, I am yet to meet any musician that enjoys performing if they dislike the
sound emanating from their instrument. There are many factors to determining tones in bass
manufacturing. They would include and certainly not be limited to:
1.
2.
3.
4.
5.

Frequencies
Room acoustics
Bass amplifier equalisation and inherent frequencies present
Bass string composition (metal, nickel, copper as examples),
Choice of bass string tension and thickness chosen to match the bass neck an
‘action’ (producing more pronounced tones/frequencies)
6. Linear or parametric equalisation controls to cut and boost frequencies wired
to the bass pickups.

and too much to include would need to be related as well and then proven or otherwise, then going further, versus
adaptation and familiarity.

222

These while indirectly related to the electric bass role in jazz-fusion extends outside
the scope of this work. The tone might arguably be considered as necessary to many
musicians. Quite often it may be perceived that the bassist achieved their sound by
themselves. This is often only partially true, in that I suggest that the bassist knew how to
manipulate what already existed in the electronics of the instrument.

Frequency Response based on playing position
In their physics research work Bass Investigation, Sean G. Ely and Randall Fassbinder delve
deeply into tones that are inherent in a variety of manufactured basses.
An investigation into the frequency response based on playing positions was
performed on the Low‐E string. The playing positions chosen were close to the neck,
at the neck pickup, in between the pickups, at the bridge pickup, and close to the
bridge. Playing close to the neck gave larger amplitude (RMS volts)^2 in the
fundamental and second partial and a diminished response in the higher harmonics
than playing at the bridge. This is intuitive based on the more mellow sound produced
when playing closer to the neck and the concept behind axial mode resonances.
Playing over the neck pickup produced a signal that had a larger second harmonic
peak, a fundamental that was several magnitudes lower than the second harmonic and
overall a steeper decline in the amplitude for higher harmonics. The bridge pickup
showed a peak in the third and fourth harmonics that were several magnitudes higher
than the fundamental harmonic’.319

Modal Resonances
The frequencies and accentuation on certain tones in the jazz-fusion period often led to a
musician choosing the type of bass they might consider purchasing. Most musicians might
arguably relate this to ‘how it sounds’ rather than extending to the realms of electronics and
physics. I have included an example below, which I suggest shows why I did not continue
here.
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Sean G. Ely and Randall Fassbinder, “Bass Guitar Investigation” (Thesis, Urbana-Champaign, Illinois: Illinois
College of Engineering,2009).
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This investigation measured the mechanical resonance of the three basses.
1. ’76 P-Bass - Resonance at all points on the bass at 145Hz and 355Hz. Large
Neck resonance at 108Hz.
2. 2003 Music Man Sterling Bass - Resonance at all points on the bass at 56Hz,
160Hz, and 325Hz.
3. Yamaha RBX170 Bass - Resonance at all points at 145Hz and 371Hz.
As opposed to modes in music and how the layman might interpret resonance as
vibration, Marco G. Beghi further states “Modal resonance means the increase in amplitude
of oscillation of an electric or mechanical system exposed to a periodic force whose
frequency is equal or very close to the natural undamped frequency of the system”. 320

One bass and one manufacture historical overview sample(s)
The changes in manufacture, design, processes and other evolving shifts from
analogue to digital technologies arguably affected many approaches to electric bass and
composing music, an area not covered in this exegesis. As only two examples of a multitude:
1. In the years prior to digital electronic tuners, all musicians were expected to tune their
instrument by ear. 321
2. Electric basses were no longer only manufactured as the standard four-string model.
In the later twentieth century, the five-string and six-string electric bass variants were
familiar in many popular music styles. What was initially considered as the common
bass tuning with four strings (being E, A, D, G) was gradually changing during this
period.
a. The five-string electric bass came in two distinctive setups. It generally came
from the manufacturer tuned with the lowest string being the lowest B note on
a piano or with the highest string being an octave below middle C on the
piano.
b. The six-string bass model was available by default with both the lowest B
string and the higher C string. Thus, on six-string bass, the default tuning from
lowest to highest string became: B, E, A, D, G, C
c. Alternate tunings are another area of imagination possibility that is too
complex for this manuscript.
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Marco.G. Beghi, “Modeling and Measurement Methods for Acoustic Waves and for Acoustic Microdevice”, InTech
Magazine, 2013.
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“Note that many musicians still tune by ear today. It's arguably better than what you get with an electronic tuner,
certainly on instruments that aren't really equal-tempered’. ”Music practice and theory” (blog), Mar 25, 2017,
‘Leftaroundabout(alias)’, accessed December 4, 2017, https://music.stackexchange.com/questions/54703/how-didpeople-tune-their-instruments-in-the-past/.
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Third-party inventors manufactured products to lower or change the tunings of the
instrument, one the more popular brands arguably because of its simplicity is the ‘Hipshot
Bass Xtenders’(sic), 322 an example which can be seen in Figure 51, that shows the original
version and the more recent version. This product allowed the bassist to lower the default
note by a tone with a small lever attached to a machine head. The more recent versions of this
product allow the bassist to have more than one selection in note choice which they setup
while installing the product and can be tuned as low as the B string on a five-string bass. As
mentioned in this exegesis, I did investigate this area, but unfortunately, a worthy
comprehensive work on this topic exceeds the scope of this manuscript. ‘Alternate tunings’
could be a research topic of its own, complete with its own history.

Figure 51- Example 1 – ‘Hipshot Bass Xtenders’

The four-string bass in the 1970s additionally took a dimensional musical shift when
fusion bassist, Jaco Pastorius removed all the frets from his Fender Jazz Bass and filled the
fret gaps with wood filler and then lacquered the neck with epoxy resin.323 This gave the
electric bass the facility to slide notes onto another like a double bass and subsequently if
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“At Hipshot, we believe that electric guitar and bass design doesn't have to be locked into a bygone era. We see the
values of the past as a stepping stone to the future with new and exciting guitars and basses at the center.”Hipshot(blog)
January, 2018. Accessed February 19, 2018. https://hipshotproducts.com/.
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“He pulled the frets out of his Jazz Bass, epoxied the fingerboard with boat epoxy to make it harder and smoother,
and made the most of this new sound the bass now had - the fretless sound that everyone ever since has wanted to
emulate. That growly, lyrical ‘mwahhh’, that sounds like equal doses of euphonium and cello.” Quora (blog), Nov 3,
2017, accessed January 12, 2018. https://www.quora.com/Why-is-Jaco-Pastorius-considered-to-be-the-best-fretless-bassplayer-of-all-time
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desired, have the facility to play microtones between semi-tones. Pastorius’ iconic original
instrument is shown in Figure 52.

Figure 52- Example 2 – The Jaco Pastorius Fretless Jazz Bass

Summation
The options for the performing bassist and composers for bass in the last
twenty years of the twentieth century became only limited to their creative musical
imagination and technological advancements. The creativity of bass luthiers who have
become more prominent in the later twentieth century are now producing electric
basses with any number of strings requested up to a 12-string bass (Low F#, reputedly
having the range of a Bosendorfer 290 piano).324 This was primarily due to the
potential for an increased range for performance and improvisation by the extended
ranges of the newer basses and associated technologies and additionally, the various
types of basses not all being fretted. This allowed for microtones (on fretless models)
and previously unavailable harmonics from the newer string combinations and ranges.
This tiny overview barely touches the surface of the intricacy of manufacturers
and instruments available in the fusion period and since. Personally, I would find this
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Jerzy Drozd, “Legend Yves Carbonne” , Obsession Legend Yves Carbonne, accessed March 11, 2019,
https://www.jerzydrozdbasses.com/legend-yves-carbonne.
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a fascinating topic to research by itself. While it indeed is associated with my topics,
it is not directly pertinent to my outcomes.

Glossary extension: Electric bass techniques transitioning into the
twenty-first century

There are many intricate method books available on how to play the electric bass,
techniques, increasing dexterity and developing advanced skills on electric bass. This is a
section that was researched but found not to be entirely essential to this exegesis. It is
undoubtedly an indicator that the facility to improve further has presented itself in many
technique books, growing even further after the 1970-200 jazz-fusion period. I believe it is
still evolving and will continue to evolve. These have been detailed more than the shorter
glossary entries because they are advancements arguably from the 1990-2019 period. While
not critical to the scope of the work, they are certainly demonstrable of evolving electric bass
techniques, where new techniques have appeared in many twenty-first century recordings.
They were excluded from the primary reference document due to being outside of the
performance usage, but I believe they are necessary as an example of progress, after the
period.
Massimo Cavalli in his 2016 work ‘Double Bass and Electric Bass: The Case Study of
John Patitucci’, discusses not only John Patitucci but many of the well-known bassists that
transitioned from the jazz-fusion period of the twentieth century and are still active twenty
years later. 325 Some of the more unusual techniques that were inspected, but are more
relevant after the turn of the twentieth century on electric bass, are included in brief here.
I spent considerable time investigating as many techniques as possible in
demonstrating the period covered in this work. The glossary covers all regularly used bass
techniques. It is possible I may have used these inadvertently in the performances and any
others I may or may not have used, are covered here.326 There is an abundance of ‘method’
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Massimo Cavalli, “Double Bass and Electric Bass: The Case Study of John Patitucci” (Edited by Prof. Doutor
Eduardo José Tavares Lopes. Évora, Julho: Universidade de Évora, 2016).
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While the importance of documenting my performances, related techniques and mechanics is critical to this exegesis,
documenting every second of time where something minor occurred, in every tune by analysis, is overly excessive. Only
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books for electric bass available, but I chose to use an academic work by Massimo Cavalli,
‘Double Bass and Electric Bass: The Case Study of John Patitucci’, which covered multiple
bass techniques and multiple bass players of the late twentieth century.
I have briefly included excerpts on the few uncommon areas and the more modern
Victor Wooten, Matthew Garrison and Gary Willis techniques used into the twenty-first
century:
1.
2.
3.
4.
5.
6.
7.
8.

The big finger
Floating thumb
Rest-stroke technique
The free stroke
The bass ramp
Slapping and popping
Four finger technique
Double thumping

The big finger
‘In terms of the bass lines, there are some characteristics that normally are
associated with the specificity of the instrument: fingering is one of these features.
One of the techniques associated with double bass right-hand fingering is the “big
finger” or “stationary fingers” (Carter, 1998) that indicates the use of both index and
middle together while playing …..It is possible to see that the use of
the big finger is almost a double bass technique; however, Patitucci also uses it in his
electric bass playing’ (Cavalli p.202)
Floating thumb (left) and “middle/pinky anchor” (right) techniques.

The floating thumb is a technique that lets the thumb move basically following the
plucking finger (Nitti, n.d.). This action muffles the string underneath the one that is
being played, simultaneously muting the other strings with the inside part of the right

the important areas were discussed. As an example of what was avoided: ‘At 00:02 I shifted from a palm-muting to
thumb-slap which continued until 00:24 where at 00:33 I shifted to….and then at 00:43….followed by 00:59 where I…”.
This level of detail was not required. This document was never intended to contain a pedantic performance-idiosyncratictimeline as it’s focus, only the noticeable usages within each work.
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hand. The middle/pinky anchor lets the thumb on the lowest string (muting it) and
floats with the middle and pinky fingers (of course this works only when playing with
the two-finger right-hand technique), following the plucking finger. John Patitucci is
one of the bassists who applied and developed this technique. (Cavalli p.173)

Rest-stroke technique
Jaco Pastorius used the rest stroke technique in his playing, and he was without
any doubt, one of the musicians who most revolutionized electric bass playing.
Talking about his right-hand technique, he was one of the first to consistently use the
“ghost note” in the bass groove and while soloing. Pastorius borrowed and then
modified this concept listening to Francis Rocco Prestia (Prestia is the bassist of
world-famous funk band Tower of Power; he is the first one that used busy sixteenth
notes bass lines.) and James Jamerson playing. The right hand in bass playing is
comparable to a car engine; it keeps going the motion running. Pastorius understood
this concept and added the use of ghost notes on sixteenth bass lines creating a
perpetual motion (As Niels-Henning Ørsted Pedersen applied this technique on
double bass (Butterfield, 2008).). From this time on electric bass players have
developed this concept to another level. (Some important electric bass players who
use the rest stroke as the main right-hand technique, are Victor Wooten, Dario
Deidda, Hadrien Feraud, Federico Malaman, Victor Bailey, Marco Panascia and
Richard Bona). (Cavalli p.174)

The free stroke
Another and more contemporary evolution of plucking technique is called the
“free stroke.” With the free stroke, the finger does not rest on the adjacent string
below after plucking. The string is plucked with the tip of the finger, and the main
movement is performed by the medial joints and only in a small part by the base joint.
Players using the three or four fingers right-hand technique are normally associated
with the free stroke. Matthew Garrison, Damian Erskine, Tony Grey and Billy
Sheehan are some great examples; mostly they also use a bass ramp between pickups.
(Cavalli p.174)
The Bass ramp
Gary Willis is probably the player that invented the bass ramp (also known as the
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Willis ramp) but he uses it differently from free stroke players. He uses the rest stroke
a lot to do right-hand dampening (or muting). In fact, he mutes notes with the right
hand because, as he states, stopping notes with the left-hand causes unwanted buzzes
on the string. (Cavalli p.178)

Slapping and popping

Larry Graham is traditionally pointed to, in electric bass community, as the father of
these techniques100. The slap technique involves hitting the bass strings at the end of
the fingerboard with the bony knob of the right-hand thumb.
Popping means that the string is going to be pulled away from the fretboard with the
index finger (but this could be done by the middle and the ring finger as well), letting
it snap back onto the fretboard. A twist motion of the wrist, pivoting the forearm from
the elbow in order to hit the string, creates the main movement of slapping. To pop
it’s necessary make a sort of loose fist with the right hand. Using index and middle
finger to pop, the index should naturally fall between the D and G string while the
medium should stay curled under the G string.
The goal is combining the two techniques. When the thumb recoils from the slap
without moving the hand far away from the string, pull the string from under with
index or middle finger. This technique combined with some left-hand techniques as
hammer-on, pull off and left-hand ghosting could create many interesting rhythmic
effects. The slap and pop technique is primarily a percussive technique, so the
purpose is to emulate or complement rhythms in a normally stationary harmonic
musical situation. (Cavalli p.178-179)
Four finger technique
Matthew Garrison is the bassist who mastered and best incorporated the four-finger
right-hand technique in his playing. The history behind this technique is similar as the
one told by Di Piazza. Garrison’s four-finger technique involves a lot of ghost notes.
The trick is to develop a capacity of knowing where and when to play the right notes
in order to underline the chord shape. This technique is very percussive and requires a
very low string action (as in the case of almost every “free stroke” player) and a bass
ramp. (Garrison, M. personal communication, June 10, 2011). (Cavalli p.181)

230

Double thumping
Victor Wooten is a special case; in my point of view his influence within bass
community is comparable to Jaco Pastorius’. I can’t forget Marcus Miller as a link
these two generations of bassists, but when Wooten appeared, it was a shock for
everybody in the electric bass world. Maybe Wooten didn’t invent anything new but
he synthesized a great number of techniques and applied them in a very musical and
effective way. One of his innovative techniques is the “double thumping.”107 This
technique is more like using the thumb as a guitar pick instead how it’s done with the
slapping technique. In fact, in this case, the thumb can be used to downstroke and
upstroke as a pick would do; pressing the thumb down and up improves playing
efficiency, doing in one whole movement on the two different actions.
In order to explain how it works, imagine hitting the E string with the thumb on
the downstroke; the thumb will land on the A string and be ready to go back to pluck
the E string again (upstroke). To do that, Wooten uses the corner of the thumbnail. In
this way, he can regulate the snap of the string during the upstroke. The thumb is
located just at the end of the fingerboard. This is the best position to hit the string. It is
possible to apply this technique to scales and arpeggios as an exercise pressing the
thumb down (Td), or the thumb up (Tu) when playing eighth notes or thumb down,
thumb up and again thumb down (Td, Tu, Td) when dividing in triplets. (Cavalli
p.182)
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Technological advancements in the late 20th Century
The Synclavier, Roland GR-300/G-303 and Fairlight CMI
Pat Metheny extensively used the Synclavier in the late twentieth century. There were
many other technological areas many jazz-fusion musicians explored, too numerous to list,
but some worthy of mention with some footnoted website links, enables the inspection of
more detailed information that includes as follows:
1.
2.
3.
4.
5.
6.
7.
8.
9.

The Mini-Moog 327
The Jupiter 8 328
The EWI 329
The Oberheim OBX 330
The ARP 2600 331
The Yamaha DX7 332
The KORG M1 333
The Fender Rhodes 334
The Wurlitzer electric piano 335

327

“A Brief History of the Minimoog: Features.”, MN2S, November 19, 2018, accessed September 10, 2019,
https://mn2s.com/news/features/brief-history-minimoog/.
328

Theo Bloderer, Jan Huss and Chris Mackett, “Roland Jupiter-8 – the Grand Master of Synth-Pop.” GreatSynthesizers,
December 25, 2017, accessed February 12, 2019, https://greatsynthesizers.com/en/review/roland-jupiter-8-the-greatmaster-of-synth-pop/.
329

“The EWI Story.” The EWI Story by Joel Peskin, accessed September 27, 2019,
https://www.patchmanmusic.com/JoelPeskinEWIStory.html.
330

Admin, “Oberheim OB-Xa.” Home page, Vintagesynth, September 11, 2019, accessed September 27, 2019,
http://www.vintagesynth.com/oberheim/obxa.php.
331

Theo Bloderer, et al, “ARP 2600 – Holy Grail of Analog?” GreatSynthesizers, February 14, 2015, accessed
September 27, 2019, https://greatsynthesizers.com/en/review/arp-2600-holy-grail-of-analog/.
332

“A Brief History of the Yamaha DX7: Features.” MN2S, November 19, 2018, accessed September 27, 2019,
.https://mn2s.com/news/features/brief-history-yamaha-dx7/.
333

Admin, “Korg M.”, Vintagesynth, September 10, 2019, accessed September 27, 2019,
http://www.vintagesynth.com/korg/m1.php.
334

“Fender Rhodes: The Piano That Changed the History of Music”, accessed September 27, 2019,
http://www.fenderrhodes.com/history/narrative.html.
335

“The Wurlitzer Electric Piano: A Story of Innovation and Effortless Cool.” Enmore Audio, July 14, 2019, accessed
September 27, 2019, https://enmoreaudio.com/the-wurlitzer-electric-piano-a-story-of-innovation-and-effortless-cool/.

232

10. The Hohner clavinet 336
11. The Hammond B3 and C3 organs 337

Cooke describes the Synclavier, Fairlight and Roland guitar synthesisers very well. I
cannot improve on his (lengthy) description. It is additionally, very relative to the period and
the musicians this exegesis is written about:
‘The Synclavier was developed in 1975 at Dartmouth University, New Hampshire,
and built and marketed in the late 1970s by the New England Digital Corporation at
an initial retail cost in the stratospheric range of $50,000 to $300,000 per unit. (To set
this in context, the average cost of a new house in the United States in 1975 was
around $40,000.) The machine, which was the first digital synthesizer to be made
commercially available, utilized FM (frequency modulation) synthesis to modify the
timbres of waveforms, and was performance-friendly in its ability to store prepared
audio tracks that could be triggered by a live performer, who might use a keyboard,
gestural controller or-in a somewhat later development-a guitar-style controller.
The Synclavier's 16-track recording capability in effect provided musicians with their
own instant studio, and this meant that the device was potentially as useful as a
compositional tool as it was as a generator of electronic timbres; at the same time, as
the technology continued to develop, the machine's capability for reproducing and
modifying sampled sounds across an entire keyboard range became truly formidable.
The Synclavier represented a quantum leap ahead from the Oberheim technology of
the mid-1970s, which had multiplied a synthesizer expander module to permit
polyphonic sonorities up to a maximum of eight sounding voices-and just four in the
case of the particular machine used by Mays in previous repertoire’.338

336

Julian Colbeck, “Hohner Clavinet.” EMusician, March 1, 2001, accessed September 27, 2019,
https://www.emusician.com/gear/hohner-clavinet.
337

“A Brief Insight Into The History and Legacy of Hammond Organs.” Enmore Audio, April 16, 2018, accessed
September 27, 2019, https://enmoreaudio.com/a-brief-insight-into-the-history-and-legacy-of-the-hammond-organ/.
338
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Cooke, p.204-205.

A brief summary of analogue and digital effects
As I mentioned in my conclusion, the potential for expanding my research into other
areas from my research is immense. I might consider a complete historical work of just the
analogue and digital effects that many musicians used regularly on recordings in the Jazzrock, jazz-funk and fused electric music as of the end of the 1960s. A portable effects unit
(Also the acronym ‘FX’), named a ‘footpedal or ‘pedal’, was also called a ‘stompbox’.
In order to acknowledge the contributions, I have listed some below, which includes but is
not limited to the following:339
1. ‘EMU’ Systems pedals and rack-mount units
2. ‘MXR’ Technology
3. ‘Roland’ and ‘BOSS’ Pedals and ‘Roland’ rack-mount effects units
4. ‘Ibanez’ pedals
5. ‘Electro-Harmonix’ pedals
6. ‘Lexicon’ rack-mount effects
7. ‘Cry-baby’ wah-wah pedals (Dunlop)
8. ‘MUTRON’ pedals
9. ‘VOX’ pedals
10. The ‘RAT’ pedal (Pro Co Sound)
11. ‘Digitech’ pedals and rack-mounted effects units
12. ‘Aphex’ rack-units (e.g. ‘Aural Exciter’ and ‘Compellor’)
13. ‘Tc electronics’ pedals
14. ‘Rocktron’ pedals
15. The ‘echoplex’ (Mike Battle)
16. ‘Eventide’ rack-mount units
17. The ‘Talkbox’
18. ‘Yamaha’ rack-mount effects units
19. The ‘E-Bow’ (‘Heet sound’ products)

339

I mentioned before how comprehensive the amount of effects units, pedals and brands that became available to
musicians after 1970. These are but some of the units and brands. Linking to every available and possible individual
brand history, with every related major manufacturer, is also outside the boundaries of this appendix. This additionally
includes short-lived bass amplifiers and other diverse manufacturing too numerous to list.
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20. ‘Hipshot’ tuning switch for basses and guitars (Hipshot products mentioned earlier).
The list extends much further than the above example and is a mere summary. It
extends even further into what many of the companies expanded their range to include. This
includes flanger, chorus, phaser, touch-wah (envelope filters), varied distortion pedal types
and substantially more. Amplifiers also began to include effects built into their amplifier
design in the later twentieth century.

A brief summary of electric basses and amplification
When I commenced research into this area, within two weeks of gathering
information from multiple sources, such as websites, journals, articles, manufacturer
handbooks, instrument and amplifier manuals, encyclopaedias and music magazines, I found
the information extensive. I realised very early that this was in itself, a research project. The
amount of time already spent indicated that the sheer historical nature precluded doing a
worthy inclusion in a performance-based document. Therefore, instead, I chose to
acknowledge some of the manufacturer's instruments and amplifiers that were present in the
1970-2000 period, as a series of small examples, here in the appendices.
When I was young, there was what the musicians in my era called ‘copies.’ They
were the affordable, cheaper copies of the name brands, such as ‘Riviera’. ‘Ibanez’ then in
the 1970s and 1980s, was not what it is in the twenty-first century. They made copies in that
decade, which were not their own unique style that they are known for today.

Some prominent bass amplification manufacturers and example models from this
period (There are many more models and brands): Several listed below, are from Jonathan
Herrera’s ‘A Brief History of Bass Amplification’.340
1.
2.
3.
4.
340

Peavey
Ampeg (e.g. B-15 Portaflex and ‘SVT’)
Acoustic (e.g. ‘360’ and ’361’)
Orange

Jonathan Herrera, “A Brief History of Bass Amplification.” BassPlayer.com, July 9, 2014, accessed March 4, 2019,
https://www.bassplayer.com/gear/a-brief-history-of-bass-amplification/.
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5. VOX
6. Carvin
7. Marshall bass amplifiers (‘Quad box style’ – Generally this indicates 4x10” speaker
cabinets and Marshall amplifiers often had twin cabinets in this period)
8. Gallien-Kreuger bass amplifiers
9. SWR bass amplifiers (e.g. ‘Redhead 2x10)
10. Trace Elliot bass amplifiers (e.g. ‘GP7’ and ‘GP11’)341
11. Fender bass amplifiers (e.g. ‘The Fender Bassman’)
12. David Eden bass heads (e.g. ‘World Tour 800’)
13. MESA / Boogie
14. MarkBass (e.g. ‘MiniMark’, ‘Mini CMD 121’)

These are but some examples. As an important mention, in the period 1970-1990,
from my own experiences, if the ensemble had a keyboardist with a ‘Hammond’ B3’ or
‘Hammond C3’, it was reasonable to see them with a set of rotating ‘Leslie speakers.342
Some prominent electric bass manufacturers and example models (There are many)
from this period:343

1. Fender (e.g. ‘Precision’ and ‘Jazz’ Models as but two)
2. Gibson (e.g. ‘Grabber’ bass)
3. Alembic (e.g. ‘Series I’ and ‘Series II’)
4. Burns basses (U.K)
5. Framus basses
6. Ampeg (e.g. ‘ASB-I’ and ‘AEB-I’)
7. Peavey basses
8. EKO ‘CX-7 Artist’
9. Steinberger (Made from graphite)
10. Westone (e.g. ‘The Rail’)
11. Aria Pro II (e.g. ‘ZZ Bass Deluxe’)
12. Kramer (e.g. ‘XKB-20’ and ‘650G’- Aluminium Neck)
13. Musicman (e.g. ‘Stingray’ – Ernie Ball purchased Musicman in approximately 1984,
so they became ‘The Ernie Ball Musicman Stingray’)
341

I still possess a Trace Elliot GP11 preamplifier from the 1980s. Many bassists also created their own amplification in
such a manner (some still do), like an individual component stereo-system, often combining the preamplifier of one
manufacturer with the power amplifier of a different manufacturer and perhaps a different speaker system.

342

The sound the emanated from the Leslie rotating speakers when placed on the left and right of the stage cannot be
explained. ‘Exceptional’ as a definition does not suffice.
343

Roger Newell, “The History of the Electric Bass Part One: The Early Days.”, Music Radar, February 26, 2014,
accessed March 4, 2019, https://www.musicradar.com/news/bass/the-history-of-the-electric-bass-part-one-the-earlydays-507234/.
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14. Yamaha (e.g. ‘TRB’ and ‘BBNE’ series)
15. Ibanez (e.g. ‘Musician’)
16. Ken Smith basses
17. Tobias basses
18. WOL basses
19. ZON basses

There are many more brands, too numerous to list and each manufacturer in their
lifecycle also has multiple models. It is feasible to do a historical timeline ‘stand-alone’ work
on these alone. Each manufacturer would have their own story to tell in relation to their
advancements and creations in the 1970-2000 period. Ibanez and Yamaha are good examples
of basses that started out as copies and achieved their own unique identities, each as good as
any bass on the market, in some opinions.

Studio advancements into the ‘DAW’

This is again, a research project of its own, but definitely a connected part of the
history of music and jazz in the period focus of this exegesis. There are many books, as well
as dissertations from the audio engineering departments in universities that cover this aspect
in the history, physics, recording, production, patch bays and much more.344 This is an
overview with some comments, as well as historical and information links to the text within,
placed in the footnotes, should you wish to read more.
Instead, I decided to share some knowledge gained from experiences, from the end of
the 1970s briefly, and list some of the primary Digital Audio Workstations (DAW’s) that
came into prominence in the 1980s onwards.345 When I first recorded, my only avenue was
through ‘Recording Studios’. In this period, they possessed the only recording gear, unless a
person could afford a then expensive ‘2-Track’, 4-Track’ or ‘8-Track’ ‘reel-to-reel’ multi-

344

In terms of the jazz-fusion genre, a research work directly relating to this period would take more investigation and
documentation than what I have enclosed here, but it is relevant nonetheless as a summary and potential for future and
further research in either the music or engineering fields.
345

Everything in this section is what I witnessed and was exposed to in the mentioned periods. All the writing is a
relaying of my own experiences.
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track tape recorder.346 These recorders used oxide tapes which were quite expensive then.
There were LPs and Cassette Tapes as the method of getting music to the masses in this timeperiod. More affordable ‘Recordable cassette tape machines’ and eventually ‘4-track’ and ‘8track cassette’ machines came on the market early in this period. Then there was the CD
player when Digital technology was said to replace analogue in the 1980s.347 Some high-level
hardware in professional recording studios worth mentioning in this period are:
1.
2.
3.
4.

‘The Neve Desk’ (Analog, designed by Rupert Neve) 348
‘SSL Desk’ (Solid State Logic – Digital) 349
‘Studer’ 350 reel-to-reel tape recorder (Analog - Used 2” tape for multi-track recording)
‘Ampex’ 351 reel-to-reel recorder (Analog - Used 2” tape for multi-track recording.
{Ampex tapes were among the more popular 2” reel-to-reel tapes})
5. ‘DAT Tape’ 352 (Digital Audio Tape) – for Mastering and Mixing analogue and digital
at 48KHz. Before the DAT, studios used ‘2-Track’ 353 machines to mixdown and
master audio. Three of these I remember were:
a. TEAC 354
b. TASCAM (also TEAC) and
c. Ampex.

346

“History of Multitrack Recording”, History of multitrack recording - The Art and Popular Culture Encyclopedia,
accessed September 14, 2019, http://www.artandpopularculture.com/History_of_multitrack_recording/.
347

I lived through this period as I mentioned. I spent considerable time as a performer, sideman and arranger in studios
since the 1980s. This is how I acquired much of the knowledge here, through experience. Because this is an overview, I
have limited the narrative and biographical aspects.

348

“Rupert Neve, History.” AMS Neve,.n.d, accessed September 14, 2019, https://ams-neve.com/history/.

349

“SSL Consoles 4000G, 6000E, 8000G , 9000J Explained.” Mixed by Marc Mozart., Marcmozart, April 19, 2019,
accessed September 14, 2019, https://mixedbymarcmozart.com/2014/09/29/ssl-consoles-whats-difference-4000g-6000e8000g-9000j-etc/.
350

“Reel to Reel Tape Recorder Manufacturers - Studer – ReVox”, Museum of Magnetic Sound Recording, accessed
September 14, 2019, https://museumofmagneticsoundrecording.org/ManufacturersStuderReVox.html/.

351

“Ampex reel tape recorders”, The Museum of Magnetic Sound Recording, accessed September 14, 2019,
https://museumofmagneticsoundrecording.org/RecordersAmpex.html/.
352

“Digital Audio Tape (DAT) (1987 – 2005).” Museum of Obsolete Media, April 30, 2019, accessed September 14,
2019, https://obsoletemedia.org/digital-audio-tape/.
353

354

“Reel to Reel History.” Reel, .n.d, accessed September 14, 2019, https://reeltoreeltech.com/reel-history/.

“TEAC - The History of Recording and Sound.” TEAC,.n.d, accessed September 14, 2019, https://www.teacaudio.eu/en/teac-the-history-of-recording-and-sound-part-1-128622.html/.
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The primary personal computing systems in the late 1970s-1980s were MacIntosh,
PC, Amiga 355 and ATARI. 356 The most notable successful programs for writing music (not
recording at this stage), were ‘EMAGIC Notator’ 357 (Which became ‘Logic’, then ‘Logic
Audio’) and ‘Steinberg Cubase’ 358 (becoming ‘Cubase VST’ and then ‘Cubase Audio’).
Sequencing 359 and MIDI (Musical Instrument Digital Interface), 360 became a composing tool
in conjunction with the two aforementioned programs. There were others, but these were the
main two, primarily appearing mainly on the ATARI computers (e.g. ‘ST512’ and ‘ST1024’)
and then to MacIntosh. One of the first applications to digitally record multi-track in this
period was called ‘SAW’.361 Eventually, the ATARI and AMIGA’s faded into obscurity, and
the PC and MacIntosh became the two leading platforms for digital recording.362
Three examples of DAW applications that have remained and are still prominent today are:
1. ‘Cubase Audio’ (Steinberg)
2. ‘Logic Audio’ (now owned by MacIntosh, purchased from EMAGIC)
3. ‘Pro-Tools’ (Avid who also purchased M-Audio).363
355

“The Amiga Story: Conceived at Atari, Born at Commodore.” Low End Mac, November 6, 2016, accessed
September 14, 2019, https://lowendmac.com/2016/the-amiga-story-conceived-at-atari-born-at-commodore/.
356

“The History of Atari Computers.” PCWorld. PCWorld, Benj Edwards, April 21, 2011, accessed September 14, 2019,
https://www.pcworld.com/article/225776/history-atari-computers.html/.
357

“A Brief History Of Logic, From Emagic To Apple.” macProVideo.com : macProVideo.com, Matt Vanacoro,
macProVideo.com, August 21, 2019, accessed September 14, 2019, https://www.macprovideo.com/article/logic-pro/abrief-history-of-logic-from-emagic-to-apple/.
358

“A Brief History of Steinberg Cubase.” MusicRadar. Future Music, MusicRadar, May 24, 2011, accessed September
14, 2019, https://www.musicradar.com/tuition/tech/a-brief-history-of-steinberg-cubase-406132/.
359

Sequencing loosely explained, is the entering of musical phrases or complete works into the computer, then having
the computer play it back, or ‘automate’ the music. Some manufacturers like ‘Alesis’, made stand-alone sequencers that
achieved a similar function also through M.I.D.I and a connecting 5-pin D.I.N plug.
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“The History Of MIDI.”, Midi.org, accessed September 26, 2019, https://www.midi.org/articles-old/the-history-ofmidi/.
361

“RML Labs Products”, SAWStudio, RML Labs, accessed September 14, 2019,
http://www.sawstudio.com/products_sawstudio.htm/.
362

YAMAHA and other manufacturers made ‘all-in-one’ digital self-contained recorders, but these while popular for a
while, did not endure in professional studios.

363

“The History of Pro Tools - 1984 to 1993: Pro Tools.” Mike Thornton, Production Expert, Production Expert,
February 25, 2018, accessed September 14, 2019, https://www.pro-tools-expert.com/home-page/2018/2/19/the-historyof-pro-tools-1984-to-1993/.
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Each of these programs retained the ability to write and score music, but this aspect
gradually became less important, being replaced by dedicated applications focusing on
writing and scoring music. Two examples of these scoring applications which are popular are
‘Sibelius’364 and Finale’.365
In the twenty-first century, few dedicated fully analogue studios still exist. There are
so many applications and manufacturers of DAW’s that enable anyone to record their music
in a ‘studio-like’ environment. The cost for many people building their own studio without
concerns for audiophile quality amounts to the total cost of a computer, the application, and a
connecting interface where an instrument and microphone can be plugged in. People have
been doing their own “Do-It-Yourself’ (DIY) recordings since Thomas Edison. Adam Patrick
Bell in his work ‘Dawn of the DAW: The Studio as a Musical Instrument’, states:

The first audio recording that could be played back was a DIY job by Thomas Edison.
This inaugural phonograph recording from 1877 was a spoken rendition of “Mary
Had a Little Lamb.” With this sonic selfie, Edison set a precedent that you could
record yourself. Initially, Edison did not envision music recording as the
phonograph’s primary purpose; he had other designs in mind than entertainment…366

To further demonstrate evidence of the cyclic interrelationships, Bell further shows
that it is interwoven with education now, by stating that ‘For the field of music education to
transition from perceiving “recording” as merely a noun— an object that you learn from—
toward “recording” as a verb— a set of practices that you learn by doing— a good start
would involve championing these DIY recording strategies’.367

364

“Sibelius” , Music Printing History, Rosendo Reyna, n.d, accessed September 14, 2019,
https://www.musicprintinghistory.org/technology/sibelius-1993.
365

“Finale”, Music Printing History, Rosendo Reyna,.n.d, accessed September 14, 2019,
https://www.musicprintinghistory.org/technology/finale-1988.
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Adam Patrick Bell, Dawn of the DAW: The Studio as a Musical Instrument (New York, NY: Oxford Unversity Press,
2018), 6.

367
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Bell, Dawn of the DAW: The Studio as a Musical Instrument, 184.

To further give an example why this area was not undertaken in the main structure,
once the home-studio and professional studio have been studied by relating their applications
and influence in the period I was researching, the next step was to investigate and document
‘how’ the knowledge to operate a studio was acquired by anyone purchasing a DAW.
Michael Eraut describes six different types of situations in which ‘tacit knowledge may be
either acquired or used or simultaneously both acquired and used:
1. Knowledge acquired by implicit learning of which the knower is unaware;
2. Knowledge constructed from the aggregation of episodes in long- term memory;
3. Knowledge inferred by observers to be capable of representation as implicit theories
of action, personal constructs, schemas, etc;
4. Knowledge which enables rapid, intuitive understanding or response;
5. Knowledge entailed in transferring knowledge from one situation to another; and
6. Knowledge embedded in taken-for-granted activities, perceptions and norms.’ 368
This section is a very small example of the necessity for further inter-connecting
investigation into this topic alone, and why I considered it well outside of the scope of my
exegesis.369

368

Michael Eraut, “Non- Formal Learning and Tacit Knowledge in Professional Work” (British Journal of Educational
Psychology (2000), 70, 113–136 Printed in Great Britain), 133.

369

The only relevant usage of a Digital Audio Workstation (DAW) to my exegesis was in the transferring of files,
recording and overdubs for the CD , all of which are discussed in Appendix 2. The relationship of any advancement or
pertinence to the core nucleus of my exegesis, is only of a secondary or tertiary nature. Additionally, knowledge in terms
of acquisition, would also need to include the Internet, online training facilities, digital manuals, books, and much more
in research.
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APPENDIX 4
Preparation for the performances:
Implementing the methodology of prior analysis, data collection and
some personal approaches.
'Each writer gives each chart a focus, a character, a story which has a beginning,
a middle, and an end. Each has a consistency of harmonic and \voicing procedures, whether
accomplished consciously or unconsciously. Each score relies most of all on good idiomatic
tunefulness before taking into account the additional elements of harmony, colo[u]r, texture,
and form. Rhythmic invention is of primary importance. Harmony whether simple or complex,
is used to serve the needs of the chart' - Rayburn Wright 370

This appendix is an expansion of the early research, pre-performance details and
appraisals that were not critical to the main body of work, but still significant, relating to
chapters 3-5. Paraphrasing, this exegesis is where my documented explorations are akin to a
journal or diary (Kroll 2004). Therefore, I consider this a worthwhile addition because it is a
more detailed break-down of my analysis, preparation and collating processes. These are the
background procedures which occurred that assisted in facilitating the final results and in
locating appropriate literary resources that contributed to the conclusions. This is also part of
my modus operandi, where I deemed that just because a section might not be directly critical
to the core questions and topics, its inclusion I still determined as being useful, by way of a
base foundation for expansive future research. This section is also an example of the broader
areas I delved into. Some information has been mentioned or glossed over very briefly in the
chapters. This section is more process-based regarding deliberation, rather than guaranteeing
their implementation. I also include narrative notes, psychological preparation, some
indirectly related inspections, and some of my practice related performance-preparation
approaches. The areas of this section that were directly implemented are already duly noted
in the main body of the exegesis.

370

Rayburn Wright, Inside the Score; - Medium band: A Detailed Analysis of 8 Classic Jazz Ensemble Charts: Sammy
Nestico; Thad Jones; Bob Brookmeyer (New York, NY: Kendor, 1982), 182.
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Instrumentation
The instrumentation became one of the first hurdles that needed to be overcome.
Potentially, a good repertoire that demonstrates a specific time period spanning thirty years
would require every instrument known to exist on any recording in this period to be available.
I believe that an experienced musician and arranger should adjust the instrumentation by the
re-arrangement of any chosen pieces. This was the most logical decision for an initial
foundation because the distinguishing criterion for this project was the bass-line contained
within. The challenge then became to ensure that pieces selected contained all of the primary
elements of the bassline’s advancement while attempting to remain faithful to the intended
purpose of the original composition.
The primary criteria required that the compositions contained something unique for its
time period that was not merely a direct restatement of prior decades in jazz. The
instrumentation, while essential, took second place next to the choice of works to perform.
After a period of approximately thirty-six months, it became evident that a quartet or a
quintet could fulfil all of the requirements, providing that the works were rearranged to suit.

Initial challenges
The next difficulty was the selection of a broad representation of thirty years of music
cut down to approximately three hours, and whether the original music contained on the CD
would additionally provide a satisfactory representation within the performance time
constraints. The initial question regarding the music on the CD would be the chances of it
negating the demonstration of the necessary styles included in the performance.
Thus began a long process of listening to a variety of electric jazz and categorising each
‘style’. The realisation prior to commencing this process was that I became aware, that while
the separation and isolation of techniques and quality of works were important for choosing a
good repertoire, I had inadvertently added another challenge. I had considerably added to my
workload by electing to carry out this potentially exhaustive categorisation.
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Limits in ensemble size and its effect on music choice
It is necessary to note that in a performance of any complex jazz composition, the
degree of variation in a bassline often depended on the intent of the composer. In the jazz
compositions studied from this period, the interaction between the players for dynamics,
intensity and cues seemed to be the result of either visual or audible communication, with the
audible being primarily based on form, or by something played, and equally by the way the
instrumentalist performed it. The interaction in jazz appeared to contain the principles
drawing from the roots of the earlier mentioned mainstream AABA formats, regardless of the
depth and complexity of the newer compositions.
I concluded if the fundamental components of interaction, as well as significant
written lines and integral rhythms were maintained, almost any large ensemble work could be
translated adequately for a smaller ensemble. This conclusion became a method for easier
decision making in choosing suitable pieces for any given performance, theoretically
removing any limitations in choice. The ensemble interaction I believed to be critical for the
performances, so any rearrangements needed to reflect this, and this viewpoint appears to be
shared by many prominent jazz exponents.371

Scoring and transcriptions
The initial stages
The three live performances with a finalised repertoire contained a total of twenty
pieces of music. Reiterating, these works provided a sample of the performance development
of the electric bassist as a result of jazz composers from the 1970s to 2000.
The initial commencement of the process of writing musical scores for the anticipated
ensembles was, however, in excess of fifty pieces of music.372 An example to illustrate the
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‘It’s the group sound that’s important, even when you’re playing a solo. You not only have to know your own
instrument; you must know the others and how to back them up at all times. Oscar Petersen, “World Jazz Scene (blog)”,
That’s jazz’, 2018, accessed March 10, 2018, http://worldjazzscene.com/wordpress/great-quotes/.
372

I commenced fifty ‘scratch-pad’ charts prior to making the final selection. This enabled a base selection prior to the
final choices.
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substantial amount of musical works using distinctive bass-lines by composers between
1970-2000, and that was investigated for applicability in performance are shown in a sample
below in Figure 53- Table 1. I established a raw template of instrumentation and created
directories simply labelled under a folder named: “Recitals”, in numerical sequence from one
to three.
Figure 53- Table 1 – Some composer source examples

Chick Corea

Herbie Hancock

Miles Davis

Pat Metheny

George Duke

Michel Camilo

Weather Report

Return to Forever

Larry Coryell

Mike Stern
Steve Khan

The Yellowjackets
The Crusaders

The Brecker

Flora Purim and

Steps Ahead and

Brothers

Airto Moreira

Mike Mainieri

Wayne Shorter

The Mahavishnu

Tony Williams

Orchestra

Lifetime band

Bob Mintzer Big

Bassists doing

Band

featured solo

WDR Big Band

Vince Mendoza

Jaco Pastorius Word

Metropole

of Mouth band

Orchestra

albums

The process of arrangement breakdown and rearrangement
Potentially the greater challenges were in the selection of my own works from my CD
and the length of any piece selected. Part of the beauty in my recording was that many of the
works, regardless of perceived difficulty, gave the illusion of simplicity in how the music
flowed and inter-connected. The challenge was to enable a different ensemble with musicians
that would interpret it distinctively, to represent the pieces as being of a simplistic nature
when they definitely were not. I am illustrating the hidden complexities and reasons why
some were not selected for performance, because of the sheer volume of detail that would
almost resemble daily calendar entries.

Instrumentation selection
Once the question regarding the degree of difficulty was ascertained, I had to address
the multiple types of basses required for all of the music to be performed. The 4 string basses,
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5 string basses, fretless and piccolo bass were organised with new strings purchased of each
type, which satisfied the manufacturing changes of the period. Because the nature of all of the
music selected covered a range of digital effects pedals, many of which I possessed, I had
also mostly addressed the question of sonic applicability, given that the music to be
performed would contain what I could represent in live performances.
The supporting instrumentation was chosen as follows to match the structure I had
preselected earlier (also noted via each person performing in Instrumentation credits at the
end of chapters 3-5):
1.
2.

3.

Performance one:
i. Piano and keyboards, soprano and tenor saxophone, guitar, drums.
Performance two:
i. Acoustic guitar and ‘Glissantar’ (A fretless acoustic guitar), double
bass and all hand percussion, no drums.
Performance three:
i. Traditional mainstream instrumentation – saxophone, jazz tuned
drums, 373 piano (without electronic keyboards) and to additionally add
different modern ideas of sound effects and samples.

The challenge, however, was the availability of the accompanists that would be able
to provide a foundation of rearranged works into a workable representation of the purpose
behind this exegesis in a performance environment. Every piece in all three performances
was rearranged in one way or another to accommodate the chosen instrumentation. In some
pieces of music, the arrangements were rewritten several times until they were to my
satisfaction (represented on the USB drive).

Practice routine and focus
I created a moderately different set of practice routines other than the standard warmups, scales, lines, riffs, technical exercises that are associated with many practice methods.
After initial warmups, my time was spent learning not just the bass parts, but additionally in
the following points in no set order:
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Mike James, “Mike James Jazz”, Drum Tuning, accessed October 10, 2019,
http://www.mikejamesjazz.com/drum_tuning.html.
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1. Playing through all and learning the melodic structures so I could direct chart pivot
points in no specific order.
2. Running through the harmony of each bar of a chosen piece in arpeggios and
fragmenting.
3. Making mental notes of any drastic tempo, harmonic, rhythmic and time signature
shifts.
4. Playing some of the drum rhythmic patterns on the bass I had in mind.
5. Mentally noting areas in a piece that required extreme dexterity.
6. Improvising inside the chord structures, then with upper extensions, then with chord
substitutions and alternative scale structures, then with combinations of all three. This
was regardless of whether I had allocated a solo to myself in a piece of music or not.
7. Continually referring back to each piece in a listening session to ensure I had grasped
the concept of how the bassist approached it, making adjustments for any special
effects or techniques that the bassist utilised. Then practising with the original and
also with the Sibelius arrangement I had written. The latter allowing some of my own
persona and playing style to enter the music.
8. Physically singing the melodies and basslines with the music without the bass to
internalise the music in its entirety.
9. Psychologically programming myself to take the varied roles of conductor,
arranger/composer, copyist, organiser, stage manager, leader and bass player. In an
orchestra or big band, I would only be required to play or conduct the parts. I would
not be required as a bass playing performer also to cue every dynamic and critical
section simultaneously, nor organise everyone and every associated rehearsal and
related event, including the venue, as well as attempting to remember every part and
all changes in forms of the three performances within a ten to twelve week period by
rote. A strong and focused mindset was required. I suggest most bassists would not be
required in an average performance to do more than three of what I was required to
achieve.374
The result of the above I noticed only recently when relistening to the performance
videos enclosed. In places I can hear where I followed a rhythmic implication in someone’s
solo or mirrored their phrases and more, or unconsciously followed something musical or
melodic without thought. While this is definitely interaction in a responsive manner, it also
might indicate to an audience that we were playing an arrangement when it was mostly
familiarity and good listening.

374

Because of the availability of the selected musicians within a six month period, the ten to twelve week performances
became a necessity, due to their work schedules. I subsequently tailored my schedule around their availability. It was not
a preferred choice, but to reiterate, a necessary one.

247

Project management
With any well-planned undertaking over a three-year period, the most extensive
research and the most thorough organisation will still encounter difficulties beyond their
control. This exegesis was formulated similarly to a solid project management plan. Tasks
were time managed and categorised to finish date, with allowances marked as ‘slip’ or
‘slack’. Andy Jessop (2012) on ‘Projectknowledge.net’, states ‘A task’s slack value is the
amount of time a task can slip before it has an effect on other tasks or the overall project
finish date. There are two basic types of slack: Free Slack and Total Slack’.375 This was the
base guideline I utilised to ensure that I had time-managed properly.

Bass techniques overview (side-line examination)
From 1970-2000, the electric bass appeared in a variety of incarnations. These
variations were not only manifested in design and manufacturing form but equally, by how
the individual techniques of different bass players changed the sound, dynamics, harmonic
and rhythmic approaches that in turn affected composers and bass players alike.
I maintain that due to the creativity of individuals wishing to push past the peripheries of their
predecessors both in performance and composition, there occurred a series of cumulative
changes. In order to demonstrate these changes in the evolution of the electric bass through
developments in performance and composition, the techniques required for composition after
1970 require description. There is evidence that shows that composers could accurately
request a specific technique to be used at a precise point in a composition. The most accurate
corroboration of this was if a required technique was written in textual form above or before a
notated section in a score (e.g. ‘Slap the bass for 8 bars’).376
A popular ensemble that has often been regarded as jazz-influenced, due to their
harmonic composition concepts and use of jazz musicians in many of their recording
sessions, is Steely Dan, a useful example where the composers are cognisant of the modern
techniques that their various bassists were using. Session electric bassist, Chuck Rainey, was
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Andy Jessop, “Projectknowledge.net” (A Microsoft Partner blog), February 14, 2012, accessed March 25, 2018,
http://www.projectknowledge.net/2012/02/displaying-slack-values-within-a-gantt-chart-view.html/.
376

See Appendix 4, ’Bass techniques overview’ and Appendix 3, ‘Glossary extension: Electric bass techniques
transitioning into the 21st Century’.
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told not to use the ‘slap’ bass technique but did so against instruction. In a video interview
about this, Rainey states that he turned away from the composers by putting up partitions so
they could not see what he was doing.377 The video, however, shows the composers’ facial
expressions indicating they were mindful of what Rainey was playing. This interview
demonstrates a keen awareness of techniques used by bass players and seemingly requested
by name from composers.
This section is a short overview of techniques for electric bass or by an electric bassist
since its inception because it falls outside the scope of this document. While I certainly
utilised a considerable amount of the skills available for the electric bassist in jazz, I itemised
only the jazz works selected for the three performances and the variety of techniques and
skills necessary to demonstrate the compositional requirements asked of the bassist in the
execution of those compositions (see Appendix 6).
The difficulties that arose initially between composers and performers with new
techniques and composition tools at their disposal were often encountered because both
realised the bassist could now play more complex arpeggios, and many other skills, with
superior speed. Rather than consider the tuning of perfect fourths on the bass as having its
own unique set of difficulties, some composers assumed that any pattern could be played at
up-tempo speeds. For example, saxophone, any woodwinds or piano, would automatically
translate with no higher level of difficulty to the electric bass (quartal patterns on bass is
discussed below). Each instrument has its own inherent difficulties that I believe can be
overcome with diligent practice. A composer sensitive to the ranges and difficulties of an
instrument is aware of this.
A good musical example is fast patterns of varying perfect fourths (or perfect fifths).
In the example below, every note requires movement to a different string. While skipping can
certainly aid in the execution of faster string crossing passages, with perfect fourth intervals
the fret position does not change as it would with all other arpeggios, thereby increasing the
level of difficulty if this example’s tempo was to rise above 200bpm, partly due to string
distances. Because the bass is tuned in perfect fourths, the next perfect fourth interval, either
higher or lower, is adjacent on the next string. I have spent several years studying similar
patterns, and I believe that familiarity removes a great deal of the difficulty. I also believe
377

"Peg - Steely Dan - The Making Of.", YouTube video, 08:40, “Russ Harris”, August 04, 2008,
https://www.youtube.com/watch?v=waIBA6_0GQc.)/.
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that to sight-read a pattern like Figure 54 without experiencing any similar patterns prior it
would produce a completely different result and would require a higher level of technique to
accomplish the passage successfully at a fast tempo. This enclosed figure is arguably more
comfortable on a piano. It would present similar difficulties for a Violin, Viola and Cello
which are tuned in perfect fifths. As mentioned, if this was to be played above 200bpm, I
propose a majority of experienced composers would definitely not give this passage to a
contrabassist that was unfamiliar with this type of intervallic structure, due to the larger
distances between strings.

Figure 54– String skipping example of playing perfect fourths on electric bass (self-created)

As a closing reference to indicate how far back influence from performance into
composition arguably might extend and vice-versa, there is eighteenth-century evidence that
virtuosic bass techniques could influence composers. Consequently, a significant technical
demand through composition may have been on any bassist from that time afterwards,
loosely estimated from what I have examined so far. This idea may have existed as early as
1799, and possibly earlier. According to Oxford Music online, the then famous eighteenthcentury double-bass virtuoso, Dominico Dragonetti, in a chance meeting, played one of
Beethoven's cello sonatas transposed to the upper register of the contrabass, accompanied by
Beethoven on piano. Dragonetti had a significant influence on Beethoven, according to Fiona
Palmer, who states that:
Dragonetti opened Beethoven's eyes to the potential of the double bass. Without a
doubt, the virtuosic passages for double basses in the Fifth Symphony, where they
frequently double with the cellos, are due to Dragonetti's influence on Beethoven.378

Fiona M. Palmer, Domenico Dragonetti in England (1794-1846): The Career of a Double Bass Virtuoso (Oxford:
Clarendon Press, 1997), 291.
378
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The above citation suggests that individual achievement might have influenced
composers for a long time, as well as the compositions and styles that followed, and arguably
inspired later bassists to develop and evolve their skills through compositions. This is a
detailed and disputable area that I find enticing to consider researching further. I have already
contemplated it as worthy for my future research, but it requires substantially more evidence
to validate.
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APPENDIX 5
Additional Literary Investigations
‘Some of the fusion music was ok, especially some of the stuff that Weather Report, Stanley
Clarke and a few other guys were doing. But I saw room for a new kind of music to express
itself.’ – Miles Davis 379

Outside of the literature review and transcribed interviews that directly support the
core ideas of this exegesis, I inspected many additional resources to aid in confirming and
collating some of my conceptual music ideas and comparative data that I accumulated.380
Most of what I located was connected, but not all of it was in direct context.
Initially, in the whole process, I discerned that having preliminary research in the
historical aspects was critical to establishing a sketchpad framework, that I could then
develop the roots of my ‘soon-to-be’ theoretical framework and methodology. However, I
discovered the depth of the jazz and jazz-fusion history is too extensive as mentioned
elsewhere more than once, for anything other than a starting point.
As a personal observation, there are so many tags attached to the word ‘jazz’ now in
the twenty-first century. Perhaps the current jazz is ‘contemporary-jazz’? I do not know.
Without adequate investigation, it would be conjecture to attempt an understanding of why
this labelling system has occurred, other than to typecast or perhaps as a system for music
critics? Yet again, I do not know without further research. However, I understand why
379

Troupe and Davis, Miles the Autobiography, 343.
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For example:
1.
Nadia Burgess, “A Study of Compositional Techniques Used in the Fusion of Art Music with Jazz and Popular
Music”, Vol. 1. 2 vols, (PhD dissertation, Sydney Conservatorium of Music, University of Sydney, 2014).
2.
Kevin Field, “Mode Three of the Modes of Limited Transposition: A Model for Application in Jazz Improvisation
and Composition”, (DMA thesis, University of Auckland, 2018).
3.
Thomas Fiorini, “Crossing Over: The Life of a Bass Player in Motion” (PhD dissertation, LUCA School of Arts,
2017).
4.
Peter Harold John Knight, “The Intersection of Improvisation and Composition: A Music Practice in Flux” (PhD
dissertation, Arts Education and Law Group, Griffith University, 2011).
5.
Atlantic Music Corporation, Charlie Parker Omnibook for Bass Clef (Kansas City: Michael H. Goldsen, 1978).
6.
Walter Bishop Jr. 1976. A Study in Fourths, (New York, NY: Cadon Publishing Company, 1976).

7. Fred Sturm, Changes Over Time: The Evolution of Jazz Arranging (Honeoye Falls, New York: Advance Music,
1995).
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someone that has not studied jazz has difficulty deciphering the terminology. My own
glossary has terms that many people who have not studied any music might have difficulty in
grasping. With so many labels attached to jazz, to illustrate by example, it may not be
foolhardy to suggest that if someone combined country music with jazz that a label like
‘country-jazz’ might materialise if it has not already. As my own example, in one improvised
piece in Chapter 4, 381 I use the term ‘dodecaphonic’ (defined in the Glossary), indicating
serialism or twelve-tone music and relate it to a free improvised work. I find it
understandable that this is a common term for anyone experienced in this method, but a
foreign term for anyone who is not.
There are many studies I reviewed on how to view or analyse music; some of them
are very useful for approach under a particular environment or a set of defined rules. I
discovered that many were not relevant to my data requirements or goals.382 These works
reviewed and discarded, regularly used an insisting tone, with a predefined and existing
method.383 I do not argue that there is a gap in understanding, I suggest, however, that their
methods were not of use to my exegesis because it was style/genre-oriented, or it was not
directly related, though informative. Additionally, there is a sub-section called ‘Honourable
mentions’, which list some of the other primary contributing artists to jazz-rock and jazzfusion that I analysed and I would have liked to incorporate their music and demonstrate, but
I had insufficient performance time to include everything I found valuable.
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See Chapter 4, ‘Discombobulation for Beginners, Parts I,II,III,IV’.
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Bernard Shaw and Eric Bentley, Shaw on Music (New York: Applause, 1995); Aaron Copland, What to Listen for in
Music (Penguin Putnam Inc, 2011; David Kopp, Cambridge Studies in Music Theory and Analysis (Cambridge
University Press, 2002); Cedric Thorpe Davie, Musical Structure and Design (New York: Dover Publications, 2015);
Simon Ottenberg, Seeing with Music: Lives of Three Blind African Musicians (Seattle, Wash.: University of Washington
Press, 1997).
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Often, they were not open to the possibility of alternative methods of analysis outside of their topic direction.
Because analysing this period of electric jazz was one where styles might be intertwined or potentially combined into a
new single style, a broader perspective of integrated listening was required.
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Example literature outlines: Some brief jazz-fusion historical research
Jazz-Rock and jazz-fusion historical investigations became too convoluted to validate
cluttering the review with what I had begun to find. It is undoubtedly relevant historically and
shows the beginnings of interesting investigative work in the future, as mentioned briefly in
my conclusion in chapter 6.
To examine the relevant roots of anything properly, will generally bring some
attention to any sociological and/or cultural and/or economic relevance. These areas are not
directly within the framework, though certainly relative and mentioned. These areas that I did
investigate should indicate the diversity and conflict that led me to decide why the historical
aspects were discarded in my main body of work. They are undoubtedly pertinent and tied,
but not critical to the performance-base of studies.
Ramsey Lewis, known jazz and jazz-fusion pianist and exponent, who approached the
jazz-rock-fusion movement from a perspective of witnessing it as an advocating member and
participant. His intent is to involve as many other genres into jazz as his creativity might
allow. In the following segments, Lewis also clearly points to a linking and influence from
Eddie Harris to Miles Davis (both artists were demonstrated in my performances). In an
informative excerpt from the Preface of Coryell and Friedman, he states:
In 1965, we put out a record called "In Crowd" that clearly drew from the
aforementioned styles. From musicians and critics alike, there were shouts of foul
play. At that time, they said it was sacrilegious to involve any other kinds of music,
especially R & B, with jazz. (A point should be made here that rock as we know it
today, which definitely has made its influence felt on the current jazz field, was an
outgrowth of early R&B music.) It had been the practice at that point to stick to
traditional jazz literature and/or "standards." It was not until the late sixties when
Miles Davis gave his stamp of approval by incorporating some of these ideas into his
albums that musicians accepted the fact that rock rhythms and influences other than
the traditional ones could be integrated with jazz. Now with Miles's blessing, it was
no longer taboo to venture out beyond the traditionally accepted structures,
harmonies, and rhythms.384

384
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Ramsay Lewis in Coryell and Friedman, Jazz-rock Fusion: The People, the Music, p.x Preface

Lewis continues, pointing out rhythmic constructs, instrumentation and the time-period by
stating:
Davis extended the harmonic concept, employed polyrhythmic patterns, added
electronic instruments and devices to his trumpet along with his highly unique and
creative ability, and set the pace for what has come to be known as fusion music.
Eddie Harris also began using electronic effects on his saxophone in or around 1964.
There is no doubt that Miles was aware of what was going on in Chicago before he let
on. Listen to his Blue Note recording of his Jamal-influenced arrangement of
"Autumn Leaves"; and then on Columbia Records, his recording of Gil Evans's bigband arrangement of Jamal's "New Rhumba." There was also a Davis recording on
CBS of an Eddie Harris tune.385

Ramsey Lewis’ contribution to jazz-fusion is possibly understated. The sociological
aspects might arguably place Lewis in both the jazz and the R&B arenas. His website
indicates he is in both genres by stating, ‘Ramsey Lewis has been an iconic leader in the
contemporary jazz movement for over 50 years with an unforgettable sound and outgoing
personality that has allowed him to crossover to the pop and R&B charts. 386 This again
indicates a separatist style of a statement rather than a merging one. Accordingly, the aspects
of jazz-fusion-rock appear to blur the definition again, requiring more than a single
investigation. The period studied consistently points to innovation and this website indicates
similarly.
Combining this with Fellezs’ work which delves more into a far-reaching potential
history of fusion, this leads to a possibility for multiple assumptions and questions. An
assumption I have made in the past was that ‘fusion’ invoked an image of electric jazz and
electric instrumentation of some kind, supposedly debuting around the late 1960s. Kevin
Fellezs in ‘Birds of Fire: Jazz, Rock, Funk and the creation of fusion’, proposes that fusion
which is thought to have been the late 1960s electric jazz debut that permeated from there;
may have its beginnings as early as 1947 when Dizzy Gillespie first met Chano Pozo. Fellezs
states that:
‘It was widely acknowledged in jazz circles that fusion musicians were not the first to
merge jazz with other musical idioms, nor were they the first to introduce innovations
that would incite a redefinition of jazz. Dizzy Gillespie’s meetings with Mario Bauza
385
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Ramsay Lewis in Coryell and Friedman, p.x Preface

Ramsay Lewis, “Biography”, n.d., Ramsey Lewis, accessed September 01, 2019,
https://www.ramseylewis.com/biography/.
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and Chano Pozo merged Afro-Cuban musical sensibilities with BeBop aesthetics, for
instance, and represent a prior moment of mixing that John Storm Roberts calls “the
first of the fusions’.387

Fellezs also alludes to whether the fusing of different music may have been much
earlier. Fellezs puts it that Ferdinand ‘Jelly Roll’ Morton might have fused jazz with Spanish
Music and classical music.388
The more straightforward definition of the English word ‘fusion’ indicates a merging
or combining of some kind. I had come to believe like many of my peers, that ‘fusion’ in
music was an electric jazz form that had its inception around the late 1960s associated as a
style or genre of merged jazz. As I mentioned, Fellezs indicates on the same page through
examples, that this general perception is arguable and possibly incorrect. 389 Fellezs further
suggests that there might be a contributing cultural and sociological underpinning in early
1960s fusion as well. His remarks on racial marginalisation might arguably be linked to why
anything prior to the late 1960s, may not have been considered fusion.390 A socio-political,
socio-economic and cultural focus is well outside of the coverage of my review. Fellezs does
present an incisive look at the music of this period outside of the sociological aspects.
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Fellezs, Birds of Fire: Jazz, Rock, Funk and the Creation of Fusion, 45.
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‘Ferdinand ‘Jelly-Roll’ Morton insisted that authentic jazz required a “Spanish tinge”, and his works often drew on
European concert music. His use of Chopin’s “Funeral March” on his own “Dead Man Blues”, for instance, is a sly
comment on the difference between European and African-American sensibilities…..’. Fellezs,.110.
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Immediately, like a reflex action, my own question arose: ‘If Morton was the earliest undocumented founder of
fusion, then doesn’t this place the origin of fusion at approximately forty years before its assumed beginnings?’ - This
would involve a thorough historical tracing outside the scope of this document to answer satisfactorily, because as a
starting example, Morton’s “"Dead Man Blues” was circa 1926. Jelly-Roll Morton's Red Hot Peppers, Sidewalk Blues /
Dead Man Blues, Victor – 20252, 1927, MP3, (Original on Shellac, 10", 78 RPM).
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‘Arguments used to support jazz’s move up the cultural hierarchy were often based on an assumption of the
bandstand as a space of deracinated meritocracy, thereby effectively eliding discussions about black participation in high
culture – indeed, ignoring high modernist culture as partially constituted by black artists and aesthetics. Yet racial biases
off the bandstand continued to dictate the terms of critical value, institutional legitimation, and economic compensation
for jazz musicians positioned in particular racialized ways (e.g. economic differentials for black and white band leaders
or musicians). Both

fusion and free jazz artists recognised this situation but used different strategies to overcome this marginalization.’
Fellezs, 110
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Mike Baron, in his work ‘A Brief History of Jazz-Rock’, delineates a difference
between fusion and Jazz-Rock. Baron suggests that though they both were part of the jazz
movement, that the jazz-fusion of the post-1970s, may have been either an extension, or
advancement, or another paradigm. Baron states that:
The seventies saw the rise of soul music’s three great mutations: Earth, Wind and
Fire, Graham Central Station, and Parliament-Funkadelic. EWF and Parliament are
still active today. Although there is little improv on their records, these groups used
horns and drew on jazz traditions. The seventies saw the emergence of Talking Heads
and Bruce Springsteen. It saw the explosion in fusion music initiated by Miles Davis
on Bitches Brew. John McLaughlin’s Mahavishnu Orchestra (including violinist Jerry
Goodman from the Flock), Chick Corea’s Return to Forever and Larry Coryell’s The
Eleventh House emerged as major fusion players. Lenny White, Billy Cobham, Hal
Galper. All led fusion. Fusion bands are not jazz-rock. They represent a new direction
in jazz with a fleeter, more electric bass and more emphasis on electronics.391

I was also researching literary works that either described or proposed a change, or
advancement or covered the techniques I was using to isolate and categorise. I did not
anticipate in my search for relative literary works to come across a physics-based music work
that attempted to explain a previously discarded question, where it might explain the
changing feelings a performer has. I included it very briefly here because part of my journey
and process required me to be objective as a critical mind-set. David Greenberg from
Cambridge University suggests that ‘They found that people's preference for these musical
categories is driven by personality’.392 I found it necessary to see if any of his variables were
an unknown part of my subconscious. I quickly found this to be irrelevant to my selection
criteria, but certainly very relevant as an alternative thought and categorisation process for
possible further research.
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Baron, A Brief History of Jazz-Rock, 112-113.
[In some circles, the ensemble ‘Earth, Wind and Fire’arguably is not considered jazz. This is yet another reason why the
nature of this investigation has too many discrepancies to extrapolate on for this exegesis].
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‘The study revealed three clusters, which they labelled Arousal, Valence, and Depth. Arousal describes intensity and
energy in music; Valence describes the spectrum of emotions in music (from sad to happy), and Depth describes intellect
and sophistication in music. They also found that characteristics describing music from a single genre (both rock and
jazz separately) could be grouped in these same three categories. The findings suggest that this may be a useful
alternative to grouping music into genres, which is often based on social connotations rather than the attributes of the
actual music.’ David Greenberg and Daniel J. Levitan, Scientists create a new way to categorize music, Montreal,
Quebec: McGill University and PHYS.ORG, 2016, accessed July 11, 2016. https://phys.org/news/2016-05-scientistscategorize-music.html/.
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Regarding ‘Smooth-jazz’ and jazz-fusion
Smooth jazz as a derivative extension of the jazz form, definitely has proof that the
style is more often than not, containing a proportion of improvisation. The Crusaders, also
known as ‘The Jazz Crusaders’ in other incarnations, exemplify this with a well-defined
substantiation of improvised sections in each composition.393
Smooth jazz has sometimes been compared to ‘muzak’. William Arden Mader III
states that ‘Others might draw comparisons to the Muzak-style music we often hear inside of
elevators. This is a process that is not unique to the genre of jazz…’394 Mader quotes in his
dissertation of Quincy Jones that Jones’ supposed definition of jazz surprisingly has no
references to validate that it was said by Jones.395 If Quincy Jones did say this, it might be
invalid because Miles Davis’ LP: ‘A Kind of Blue’ was still selling and in the sales charts
exceeding the sales of many popular oriented albums, fifty-seven years after its release.396 Pat
Metheny’s opinion of smooth jazz and where performers like Kenny G sit in the category of
jazz, is concise and blunt in his appraisal.397 ‘How Can I Forget You, What’s Your Name
Again?’ in the second performance exemplifies the west coast tradition of merging styles and

393

‘The Crusaders - Sweet 'n Sour.’, YouTube video, 08:56, “Mmusica98.“, October 20, 2009,
https://www.youtube.com/watch?v=k_QtTV_G2kY/.
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William Arden Mader III, ‘The Rise Of The Smooth Jazz Format: An Exploratory Study Of Kenny G And His Gang
Of Smooth Operators’ (Masters Thesis, University of Central Florida Libraries, 2012), Introduction, 1.

395‘What

is a jazz record? Any record that sells under 20,000 copies, once it sells over that, it is no longer a jazz record. –
William Arden Mader III, ‘Quincy Jones’, Introduction, 1.
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‘Miles Davis' 'Kind of Blue' Remains a Fixture on Vinyl Albums Chart, 57 Years After Its Release.’ Billboard.
Accessed September 11, 2017. https://www.billboard.com/articles/columns/chart-beat/7511207/miles-davis-kind-ofblue-vinyl-albums-chart.
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‘Having said that, it has gotten me to thinking lately why so many jazz musicians (myself included, given the right
‘bait’ of a question, as I will explain later) and audiences have gone so far as to say that what he is playing is not even
jazz at all. Stepping back for a minute, if we examine the way he plays, especially if one can remove the actual
improvising from the often mundane background environment that it is delivered in, we see that his saxophone style is in
fact clearly in the tradition of the kind of playing that most reasonably objective listeners normally quantify as being
jazz. It's just that as jazz or even as music in a general sense, with these standards in mind, it is simply not up to the level
of playing that we historically associate with professional improvising musicians. “Pat Metheny on Kenny G”,
JazzOasis.com - Pat Metheny on Kenny G, accessed April 12, 2017, http://www.jazzoasis.com/methenyonkennyg.htm/.
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having strong melodies and rhythms, while retaining the core essence of jazz improvisation
and interaction.
Jazz has arguably become so infused with different stylistic influences and
augmentations into the twenty-first century, that I believe it would be a very lengthy research
project, to accurately delineate every historical, socio-political and socio-economic facet of
all jazz-fusion. The relationships mentioned here as well, I propose they are what I previously
suggested, interwoven in a cyclic fashion, tying in with each other. This as a research project,
would be an exhaustive work, but certainly worthwhile for future research.
I believe that the facility to define every possible combination of stylistic merging in
this period is an exhaustive research project that would take many years to gather factual
information and assemble, and well outside the scope of this work. Music is considered an art
form; this exegesis being titled as part of the Musical Arts. As an example of how extensive
this might be, there has sometimes been a tying of music in art exhibitions. The stylistic
influence of painted and sculpted art and its relationship to this period of jazz is another area
of research.
To indicate further the depth of research required, the aesthetic and metaphorical
applications in period diatribe would also need to be investigated. For example, Joni Mitchell
hand-painted many of her LP covers. As a small example of the merging of thinking and
wording in art with music, David Yaffe in his work ‘Reckless Daughter’, speaks of Wayne
Shorter collaborating with Joni Mitchell and states:
Shorter was there to make listeners marvel at how he could fill space with perfect and
inspired impressionistic splashes. When she reeled him in three years later to work on
the album that would come to be called Don Juan’s Reckless Daughter, she heard him
talking to the rhythm section for “Paprika Plains,” telling them to imagine a woman
with her baby in a boat on a pond. Whoosh! Weather Report might have called him
Mr. Gone, and he may have painted “Mr. Weird” on his saxophone case, but he also
called one of his own albums “The All Seeing Eye”. It described the vision that would
make Shorter Joni’s first-call sax player. He understood her weird chords, and a
whole lot more. Mr. Gone was, for Joni, exactly where he needed to be.398
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David Yaffe, Reckless Daughter: A Portrait of Joni Mitchell (Toronto: Harpercollins Canada, 2018) ch.23, 148.

Honourable Mentions
This is a cut-down list of some of the additional noteworthy people I researched and
whose music works I analysed. All people listed contributed to the development, exploration
of jazz and style-combining, and the appeal of the fusion period of the late twentieth century
into the twenty-first century. I examined and considered multiple audio works involving all of
these musicians and/or composers, but due to time and document constraints, more allencompassing information and demonstrations for each contributor listed below were
excluded. These include the following artists on instruments other than bass, some who have
been mentioned throughout in affiliation (excluding those on the CD). They include and are
not limited to the following:
Table 1- Honourable Mentions

1. Keyboards / Piano:
a.

Jeff Lorber

a.

Dennis Chambers

b. Jan Hammer

b. Gerry Brown

c.

c.

Warren Bernhart

Billy Cobham

d. Joey DeFrancesco

d. ‘Narada’ Michael Walden

e.

Geri Allen

e.

Peter Erskine

f.

Russell Ferrante

f.

Harvey Mason

g. George Duke

g. Terry Bozzio

h. Dave and Don Grusin

h. Bill Bruford

i.

Bob James

i.

Brian Blade

j.

Keith Jarrett

j.

Dave Weckl

k. Ramsey Lewis

k. Steve Gadd

l.

l.

Les McCann

Vinnie Colaiuta

m. Greg Mathieson

m. Terri-Lynne Carrington

n. Patrice Rushen

n. Lenny White

o. Elaine Elias

o. Horatio ‘El Negro’ Fernandez

p. Brad Mehldau

p. Danny Gottlieb

q. Sun Ra

q. Bob Moses

r.

Ahmad Jamal

r.

s.

Brian Auger

t.

Mitchel Foreman

u. Kenny Kirkland
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4. Drums:

Alphonse Mouzon

5. Some horns and woodwinds:
a.

Randy Brecker

v. Barry Miles

b. Bill Evans
c.

d. Jerry Hey

2. Guitar:
a.

Bob Mintzer

Larry Coryell

e.

Kenny Garrett

b. Larry Carlton

f.

Ernie Watts

c.

g. Larry Williams

Pat Martino

d. Mike Stern

h. Ronnie Laws and Hubert Laws

e.

Lee Ritenour

i.

Freddie Hubbard

f.

John Abercrombie

j.

David Sanborn

g. John Scofield

k. The Marsalis brothers

h. Alan Holdsworth

l.

i.

Al DiMeola

m. Chuck Mangione

j.

Jeff Beck

n. Tom Scott

Grover Washington Jnr.

k. Robben Ford

o. Roy Hargrove

l.

p. Pepper Adams

Frank Zappa

m. Scott Henderson

q. Chris Potter

n. George Benson
o. Steve Khan

6. Other instrumentation:
a.

3. Percussion:
a.
c.

b. Paul Hansen and Michael

Alex Acuna

b. Manuelo Badrena

Bela Fleck – Electric Banjo
Rabinowitz – Electric Bassoon

c.

Airto Moreira

Roy ‘Futureman’ Wooten –
Portable electric MIDI drums

d. Ray Baretto

d. Dorothy Ashby – Harp

e.

Ralph Mcdonald

e.

f.

Miguel Fuentes

Jean ‘Toots’ Thielemans Chromatic Harmonica

g. Mino Cinelu

f.

h. Don Alias

g. Othello Molineaux – Steel Pans

i.

Armando Peraza

h. Gary Burton – Vibraphone

j.

Marilyn Mazur

i.

k. Peter and Sheila Escovedo
l.

Tito Puente

Kiane Zawadi - Euphonium

Jean-Luc Ponty and Jerry
Goodman – Violin

7. Some modern jazz orchestrators:
a.

Vince Mendoza

b. Claus Ogerman
c.

Michel Colombier

d. Gil Evans
e.
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Frank Zappa

APPENDIX 6
In line with the performances, glossary, the bass method and technique literature
researching, this is a song-by-song basic summary of the underpinned requirements for each
piece of music (Chapters 2-5), that is also referenced in chapter 3.
‘Imagine if the radio could open up and play all Music at once. The result would be chaos.
Unless it’s ‘tuned in’ to what we want it to receive, it’s not really working at all. Many people
lose control in Life by doing exactly that. They open up to the ‘All,’ without the proper control
necessary to assimilate all the information. The result, unless prepared, is chaos. Remember,
all knowledge is in the air, and since you breathe in this air, all knowledge is also in you. The
radio demonstrates what I am talking about perfectly.’ – Victor Wooten 399

Pre - CD and pre-performance base skill considerations
overview
Table 2 - Electric bass – Itemised per-composition: Performance base requirements

Performances
Nite Sprite

Electric bass compositional performance ability
requirements
1. Play up-tempo syncopated 16th patterns.
2. Perform bass-lines other than written lines that
never repeat themselves.
3. Do string jumping in perfect 4ths in 16ths above
120bpm.
4. Melody doubling.
5. Perform fast unison riff doubling in perfect 4ths
combined with pentatonic.
6. Play shifting time signatures.
7. Ability to mute notes with fingers while playing.

Pools
1. Tenor saxophone and bass melody double.
2. High dynamic requirements.
3. Ability to improvise over shifting keys and use
digital and analogue effects pedals.
4. Strong counterpoint abilities.
5. Ability to play dynamically with the fingers.
increasing or decreasing volume and intensity by
playing, not by a volume knob.
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Victor Wooten, The Music Lesson: A Spiritual Search for Growth through Music (New York: Berkley Books, 2008),
102.
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Friday Night at the Cadillac
Club

1. Ability to improvise over rapid tonality shifts.
2. Ability to improvise simultaneously with another
leading instrument.
3. Ability to play a supporting swing blues bassline.
4. Ability to double a difficult melodic rhythm.
5. Ability to play the swinging bass lines with the
side of the finger generating more of a double
bass tone without changing tones on the bass.

Cannonball
1. Ability to play fretless bass as a leading melody
instrument in the uppermost register.
2. Ability to play three shifting time signatures.
3. Ability to shift the style immediately.
4. High dynamic requirement.
5. Ability to slide notes between phrases and create
an almost “growling” sound.
Bullet Train
1. Ability to double melodic lines with awkward
diminished patterns in a Latin-jazz context.
2. Ability to improvise over 6 bar phrases instead
of the anticipated group of 4 bars.
3. Ability to play a supporting samba bass pattern.
4. Ability to shift from 7/8 to 4/4 immediately.
5. Ability to improvise at high speed.
TUTU
1. Ability to perform extreme dynamics
immediately within a single beat.
2. Ability to palm-mute in a written section
creating a highly muted bass sound.
Additionally, the ability to control how muted
the palm muting is.
3. Ability to slap & pluck.
4. Ability to fill sensibly without over-crowding
the melody or detracting from the melody.
5. Ability to harmonically and rhythmically interact
and support each soloist.
6. Ability to solo at the same level as the lead
instruments.

263

Not Yet
1. Ability to play extremely fast written lines that
cover the entire range of the instrument.
2. Ability to change rhythms and counterpoint
immediately.
3. Ability to double supporting lines at high speeds
in-between melodic passages, leading into the
next passage.
4. Ability to interact with the soloist rhythmically
and harmonically and shift with them as
required.
5. Ability to remain on the written part when
harmony is extremely dissonant.
Freedom Jazz Dance
1. Ability to be the only leading melodic
instrument playing a series of perfect 4ths that
move in and out of tonality.
2. Ability to play chordal support improvised
harmony on piccolo bass behind a soloist, that
follows no set root, other than a pedal point.
3. Ability to play substitutions in support and
improvisation and extend outside the boundaries
of the pedal root.
How can I forget you, what’s
your name again?

1. Ability to improvise over multiple shifting chord
harmony.
2. Ability to play almost any four-note chord shift
in almost any location on the piccolo electric
bass immediately on call.
3. Ability to play a pretty melody and make shifts
seamlessly through each section.
4. Ability to set an entire piece up harmonically
and rhythmically on the bass for the rest of the
ensemble.

Minuano
1. Be able to create and summarise entire sections
into a mini-overture preceding the entrance of
the ensemble and cue them in accurately.
2. Be able to use the required digital and analogue
effects to create the required composition parts.
3. Be able to play and switch between 3|4 and 6|8
time signatures and play counterpoint across
them like 4 notes evenly across a 3|4 bar.
4. Be able to solo effectively and in context with
the groove of the piece.
5. Be able to also act as a rhythm undercurrent in
line with the djembe solo.
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Discombobulation for
Beginners Parts I, II, III & IV

1. Ability to improvise in a free jazz context.
2. Ability to generate music from how an image
placed on the music stand affects you
emotionally and translate into music.
3. Ability to play the image on the stand and
simultaneously interact with other musicians
sensitively that have a different image to you.
4. Ascertain whether the musical role for each
component of the improvisation that is required
is submissive, assertive or aggressive.

Africa Suite
1. Be able to play in a jazz 6|4 on electric bass in a
traditional acoustic role and play 4 even pulses
across the 6|4 without losing the 6|4 pulse.
2. Solo in a minor quartal oriented melodic piece
and context.
3. Play the electric bass similarly to how a double
bassist would play this piece.
Hide ‘n seek
1. Play a broken unsupported cross-rhythm that
appears to have no pulse but then comes into
time.
2. Play in unison when the counter-rhythmic
melody comes in.
3. Be able to swing an electric bass in a jazz
context normally associated with the double
bass.
He that shall remain silent
1. Trigger samples by footswitch.
2. Change basses as determined by the composition
from fretless electric to piccolo electric.
3. Play without any supporting bass frequencies
with only drums and tenor saxophone.
4. Improvise with only drums and no supporting
harmonic instrument and make musical
statements.
5. Play in counterpoint to the tenor saxophone.
6. Function as individual and collective virtuosos.
7. Have a strong knowledge of ethnic scales, the
Maqamat (Arabic scales) and some knowledge
of Indian Ragas.
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Naima
1. Imply harmonic structures by note choice
without stating the full harmony collectively
behind an improvising soprano saxophone
rubato.
2. Set up the ‘6 feel’ without any count-in, letting
the ensemble know where the pulse is without a
visual or audible cue.
3. Play non-standard chord extensions both in
supporting bass-lines, so the bass-line also acts
as a counter-melody and additionally in
improvised sections.
4. Be able to change from rubato to time and back
to rubato more than once without difficulty as a
lead and supporting instrument.
New York Subway
1. Be able to do a “free” bass solo with no time
pulse and still indicate to the ensemble where it
ends without obvious visual cues, letting the
musicality of the solo indicate the placement.
2. Start the tune with a line that begins on an offbeat without any other instrument, indicating
clearly where the time pulse is.
3. Play a reverse dynamic, which goes down in the
bridge instead of up, and play rhythmic
counterpoint simultaneously.
Peak Hour
1. Play a double-time up-tempo bebop swing bassline over a half-time count-in.
2. Collectively play a difficult half-time
syncopation with the ensemble in the bridge that
is a “Double B section”, which falls in and out of
the melodic rhythm.
3. Be able to support harmonically and
rhythmically freely behind the piano solo with a
key centre potentially ceasing to exist during the
improvisation. If the saxophone chose a similar
path, create the same support.

Remaining works from the
CD not performed in
concert…
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Love Play
1. Be able to play multiple tempos, multiple styles,
multiple key signature changes, multiple time
signature changes and complex syncopation.
2. Be able to play a bass-line that requires multiple
skills.
3. Be able to play fast lines.
4. Be capable of dynamically shifting with the
music drastically.
5. Be able to play counterpoint over an existing
counterpoint without any other instrument as a
time reference as it changes from 4|4 to 6|8.
6. Catch drum fills and play musically with them
spontaneously as appropriate.
Silence is Golden
1. Same as “Naima” other than the rubato section
does not involve the bass in the introduction, and
the “6 feel” is a counterpoint generated by the
drums and bass over the slow 4|4 in the
saxophone solo.
Baille en el Aire
1. Be able to play the clave in counter-rhythms.
2. Be able to play counterpoint against the other
instruments.
3. Be able to switch immediately to double-time
and back again.
4. Be able to switch from palm technique to slap, to
finger immediately.
Diaphanous Reflections
1. Play a 3|4 A section and be able to shift easily
into a 4\4 implied swing bridge and back to a
final 3|4 section with syncopated rhythms into a
solo.
2. Ability to improvise melodically in rubato with
only a piano.
3. Arco and pizzicato requirements to make this
piece work as intended, so this piece was not
relevant.
Trust the Universe
1. Be able to play a complex modern piece of
electric jazz that shifts in time signatures and
anthemic in nature.
2. Multiple techniques of palm muting, muted
fingers, slap, complex 7|4 bass patterns and
interaction with the rhythms in counterpoint.
3. Double in Soli form with the marimba.
Betrayal
1. Complete solo fretless bass interpretation
improvised that will change each time it is
performed.
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Pariah
1. Weather report influenced piece with solo.
Technique and dexterity with the ability to play
difficult lines in unison and solo effectively.
2. Be able to play polyrhythms.
3. Do contextual solo that comes out into a tutti
drum fill section.
4. Improvise spontaneously as required.
Dear Departed
1. Solo Vibraphone – Not applicable.
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