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ABSTRACT 

 

 Rhetoric is the art of effective and persuasive communication.  Building upon and 

bringing together musical and rhetorical scholarship from both Western and Afrological 

perspectives, this study lays out a theoretical framework and analytical process for applying the 

principles and devices of rhetoric to jazz improvisation analysis.  Taken from both Western and 

Afrological sources, approximately four dozen rhetorical devices are defined, translated into 

musical figures, and applied to the transcribed solos of six jazz artists.  These musicians, Lester 

Young, Jim Hall, Horace Silver, Sonny Rollins, Miles Davis, and Steve Lacy, are master 

communicators; their ability to craft a ñmessageò and communicate effectively and persuasively 

is reflected in their significant use of rhetorical figures in these improvisations. 

 These six analyses show how a rhetorical approach to jazz improvisation analysis is 

unique in jazz scholarship and offers new insights that existing forms of analysis do not provide.  

By combining both European and African rhetorical traditions, this study moves beyond 

traditional musical analysis, based primarily on Western music theory concepts, to incorporate 

the unique qualities and semantics of African American musical and rhetorical culture. 

 Along with the solo analysis, this study provides a historical background of the two 

rhetorical and musical-rhetorical traditions upon which jazz draws:  the Western European, via 

the ancient Greeks and Romans, and the African American, via the Africans and ancient 

Egyptians.  Additionally, Martin Luther Kingôs ñI Have a Dream Speechò is transcribed and 

analyzed for its rhetorical and musical-rhetorical use; the solo analysis draws on this speech for 

comparative purposes. 
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CHAPTER ONE:  INTRODUCTION  

 

Statement of Purpose and Background 

 In the preface to The Weapons of Rhetoric: A Guide for Musicians and Audiences, Judy 

Tarling describes rhetoric as ñan advanced system of communicating emotions and ideas.ò1  In 

speech, this system relies on a set of techniques that aims to move listeners emotionally to make 

them receptive to the speakerôs ideas.  Further, Tarling says that an effective rhetorical delivery 

allows the listener to easily understand and appreciate either a spoken or musical message.2 

 The study presented here brings together and builds upon musical and rhetorical 

scholarship from both Western and Africological perspectives to create a unique approach to the 

analysis of jazz improvisation, particularly in the areas of melodic structure and development and 

artistic intention.  This study provides insight into how an improvised ñmessageò can be crafted 

and communicated most effectively and persuasively to the audience via rhetorical devices, or 

figures.  Rhetorical figures allow the listener to grasp and retain oral and musical ideas.  

Accordingly, the most memorable improvised solos are typically ones that make significant use 

of figures, often in combination. This is demonstrated in the transcriptions and analysis of 

recorded solos by six artists noted by critics and musicians alike for their ability to develop 

musical ideas in a way that tells a story:  Lester Young, Jim Hall, Horace Silver, Sonny Rollins, 

Miles Davis, and Steve Lacy.  Using the vehicle of these artist transcriptions, this study identifies 

and explains the use of rhetorical devices in jazz improvisation. 

                                                             
1 Judy Tarling, The Weapons of Rhetoric: A Guide for Musicians and Audiences (St Albans, UK: Corda Music 

Publications, 2005), iv. 
2 Tarling, The Weapons of Rhetoric: A Guide for Musicians and Audiences, i-ii. 
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 The inspiration for this project comes from discussions with Dr. Charles Young, 

Professor of Composition at the University of Wisconsin-Stevens Point.  He has identified a 

number of Western-European rhetorical figures and tracked them into the compositions of many 

composers, including Beethoven, Tchaikovsky, Cole Porter and George Gershwin.  These 

devices are well known to rhetoricians, who find them in the literature of William Shakespeare 

and the speeches of Martin Luther King, Jr., and many of the rhetorical figures translate into 

music.  The purpose of these devices is the same in notes as in words: to communicate 

information effectively with depth and nuance in a way that assists the listener or reader with 

processing and retaining this information.  These figures also help accomplish the ultimate goals 

of rhetoric:  persuasion and/or entertainment.3  The entertainment quality is particularly strong in 

music. 

 There is another rhetorical tradition found in Americaôs music, with roots in the African 

American community.  Scholars have established that African oral and musical retentions are 

found in African American culture.  In oral communication these retentions include call and 

response, signifying, tonal semantics, and narrative sequencing (storytelling).4  These same 

retentions inform Black music, including blues and jazz, as brought to America through the ring 

shout.5  Accordingly, there is the potential for new musical-rhetorical devices to be identified that 

come directly out of African American rhetorical and musical traditions. 

                                                             
 3 Entertainment first became important as a goal of rhetorical communication during the Renaissance, 
when rhetoric came to be seen as a way to reinvigorate stale language usage.  See Dietrich Bartel, Musica Poetica: 
Musical-Rhetorical Figures in German Baroque Music (Lincoln, NE: University of Nebraska Press, 1997), 71-73. 
 4 Geneva Smitherman, Talkin and Testifyin: The Language of Black America (Detroit: Wayne State 
University Press, 1977), 103. 
 5 Floyd and others have described the ring shout as a combination of music and dance that has a number 
of African American cultural and musical values embedded in it.  See Samuel A. Floyd, άRing Shout!  Literary 
Studies, HistoǊƛŎŀƭ {ǘǳŘƛŜǎΣ ŀƴŘ .ƭŀŎƪ aǳǎƛŎ LƴǉǳƛǊȅΣέ Black Music Journal, vol. 11, no. 2 (Autumn 1991): 265-87, 
http://www.jstor.org/stable/779269. 
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 Combining European and African rhetorical traditions provides a particularly insightful 

way of looking at jazz improvisation.  Whereas the European rhetorical tradition demonstrates 

the process of the one fashioning a message to the many, the African tradition shows the one 

engaging in dialogue with the many.  Both are relevant to the improviser, who is both composer 

and performer, making music that is both monologue and feedback-inspired dialogue.  It is in 

this context that the rhetorical figures examined in this study show their true potential: they 

highlight the developmental process in improvisation in a way that moves beyond traditional 

musical analysis, based primarily on Western music theory concepts, to incorporate the unique 

qualities and semantics of African American musical and rhetorical culture. 

 Offering advantages over existing forms of jazz improvisation analysis, the systematic 

rhetorical analysis presented in this study 

1) provides deeper motivic analysis: some of the rhetorical figures offer a more detailed 

examination of motivic use or reveal additional motivic relationships not uncovered by 

traditional motivic analysis; 

2) is complementary and additive to other forms of analysis: rhetorical analysis can easily 

be used alongside other forms of analysis to provide a different perspective or increase 

the clarity of other analytical techniques; 

3) has ethnographic validity: rather than solely relying on techniques generated by a 

Western European musical perspective, rhetorical analysis incorporates the unique 

qualities of African American musical culture and practice to provide a more 

comprehensive and insightful look at jazz improvisation; 
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4) focuses on the artistôs process and success in communication: rhetorical analysis shines 

a light on the link between the artistôs crafting of the message and the listenerôs 

comprehension and retention of that message; 

5) offers new insights into an artistôs style and body of work: rhetorical analysis suggests 

that a re-examination of some of the artists included in this study, and by extension other 

artists, may be in order; 

6) encourages comparative analysis between artists: the rhetorical devices used in this 

study reveal commonalities and differences in artistsô styles that are not easily 

discovered in other forms of analysis; 

7) opens the door to new approaches to teaching and learning jazz improvisation: 

rhetorical analysis takes a broader view of improvisational technique and suggests that 

new strategies for learning how to improvise can be explored. 

Literature Review 

 Most of the sources examined for this study can be broken down into four broad 

categories: Classical/European rhetoric, European musical-rhetoric, African American rhetoric, 

and African American music (the latter including jazz ethnography, jazz theory, and 

improvisation sources).  In addition, sources linking music to language through linguistics, 

semiotics and brain research scholarship have been examined.  The sources reviewed in the first 

three categories provide an understanding of the principles of rhetoric and how they have 

historically been applied in both oratory and music.  The African American rhetoric and music 

sources show that a rhetorical music analysis also has applications in the area of jazz, although 

rhetorical analysis of improvisation is an unexplored area.  Consequently, this study has the 
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potential to make a valuable contribution to jazz scholarship.  A more detailed examination of 

the literature follows. 

 Sources for Western rhetorical devices include Richard Lanhamôs A Handlist of 

Rhetorical Terms,6 and a number of rhetoric websites, including Richard Nordquistôs ñGlossary 

of Rhetorical Terms.ò7  Most of these sources contain definitions of the rhetorical figures and 

oral and literary examples.  Shakespeareôs Wordcraft, by Scott Kaiser, is an excellent book on 

Shakespeareôs language.  Although he does not always use the Latin terms found in the above 

sources, he explores Shakespeareôs use of rhetorical devices in great detail with many examples.8 

 Three important books discuss the Western approach to both rhetoric and musical 

rhetoric.  Judy Tarlingôs The Weapons of Rhetoric: A Guide for Musicians and Audiences 

provides important background on the foundations of rhetoric in the ancient Classical world.  

She also makes connections between rhetorical concepts and Western art music, particularly in 

the areas of Baroque performance and affect.9  Dietrich Bartelôs Musica Poetica:  Musical-

Rhetorical Figures in German Baroque Music provides an excellent framework for the aesthetic 

of the German Baroque by comparing it to the both the Renaissance and the Age of 

Enlightenment.  He also discusses a number of German Baroque theorists and their approach to 

musical rhetoric.  Most importantly, this book is the primary source for European musical-

rhetorical figures; for each of the dozens of figures in the book, he supplies descriptive quotes 

from both antiquity and the German theorists, along with musical examples.10  The third book, 

                                                             
 6 Richard Lanham, A Handlist of Rhetorical Terms, 2d ed.  (Berkley, CA:  University of California Press, 
1962). 
 7 Richard Nordquist, άDƭƻǎǎŀǊȅ ƻŦ wƘŜǘƻǊƛŎŀƭ ¢ŜǊƳǎΣέ Armstrong Atlantic State University, accessed March 
29, 2011, http://www.armstrong.edu/term1.htm#accumulation. 
 8 Scott Kaiser, {ƘŀƪŜǎǇŜŀǊŜΩǎ ²ƻǊŘŎǊŀŦǘ όNew York: Limelight Editions, 2007). 
 9 Tarling, The Weapons of Rhetoric: A Guide for Musicians and Audiences. 
 10 Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music. 

http://www.armstrong.edu/term1.htm#accumulation
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Wordless Rhetoric: Musical Form and the Metaphor of Oration, by Mark Evan Bonds, discusses 

the history of Western musical form alongside the development of rhetoric.  His discussion of 

how rhetoric and thematic development have historically been interwoven is very useful.  He 

also has a number of insights into music as language, and extends the discussion of musical-

rhetoric beyond the Baroque period covered by Bartel and Tarling, to the Classical period and its 

eventual decline in the 19th century.11 

 An additional three sources for European musical-rhetoric include a collection of essays 

titled Haydn and the Performance of Rhetoric, Leonard Ratnerôs Classic Music: Expression, 

Form and Style, and a dissertation by Thomas Beghin.  The essay collection is loosely organized 

around Haydn and his music, but many of the writers (Timothy Erwin, Sander Goldberg, James 

Van Horn Melton, Elaine Sisman, and James Webster) address rhetoric more broadly.  Included 

are discussions of the Classical roots of Rhetoric, German musical-rhetorical scholarship, and 

more general connections between rhetoric and musical syntax, structure and form.12  Ratnerôs 

book has some musical-rhetorical figure definitions along with musical examples drawn from 

Classical period literature.13  Beghinôs dissertation, ñForkel and Haydn: A Rhetorical Framework 

for the Analysis of Sonata Hob.XVI:42(D)ò is valuable both for its discussion and definitions of 

rhetorical figures and its complete rhetorical analysis of an entire piece.14 

 Beyond the six European musical-rhetorical sources just mentioned, there is scant 

literature that deals with Western musical-rhetorical devices in a detailed way.  Based on the 

                                                             
 11 Mark Evan Bonds, Wordless Rhetoric: Musical Form and the Metaphor of the Oration (Cambridge, MA: 
Harvard University Press, 1981). 
 12 Tom Beghin and Sander M. Goldberg, ed., Haydn and the Performance of Rhetoric (Chicago: The 
University of Chicago Press, 2007). 

          13 Leonard G. Ratner, Classic Music: Expression, Form and Style (New York: Schirmer Books, 1980). 
 14 Tom Beghin, άCƻǊƪŜƭ ŀƴŘ IŀȅŘƴΥ ! wƘŜǘƻǊƛŎŀƭ CǊŀƳŜǿƻǊƪ ŦƻǊ ǘƘŜ !ƴŀƭȅǎƛǎ ƻŦ {ƻƴŀǘŀ IƻōΦ·±LΥпнό5ύέ όPhD 
diss., Cornell University, 1996), http://www.search.proquest.com/docview/304250345?accountid=14553. 
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review of existing musical-rhetorical literature, the extension of Western musical-rhetorical 

figures into jazz improvisation provided by this study is the first scholarly activity in this area. 

 There are a number of good resources on African American rhetoric.  The four essays in 

Understanding African American Rhetoric provide information on Black oral culture and 

rhetoric from a distinctly Afrocentric point-of-view.15   Two of these essays, by Adisa Alkebulan 

and Maulana Karenga, make important connections between ancient Egyptian philosophy and 

African spiritual and communication practices.  Another, by Jeffrey Woodward, provides an 

important theoretical framework for the connection between African and African American 

rhetorical principles.  Books by Geneva Smitherman and Henry Louis Gates, Jr. also make links 

between these cultures.  Smithermanôs books are very helpful in understanding the breadth and 

depth of African American oral discourse,16 while Gates ñSignifyin(g)ò concept provides a way 

to understand and analyze the message in oral communication.17 

 A number of scholars have extended African American rhetoric into Black music.  Both 

Ben Sidranôs Black Talk and three sources by Samuel Floyd Jr. look carefully at African 

American oral discourse in formulating their ideas on Black music.18  Drawing heavily on the 

rhetorical work of Henry Louis Gates, Jr., Floyd discusses the ring shout ritual as a key 

transmission vehicle for connecting musical-rhetoric in jazz to its African roots.19  Along with 

                                                             
 15 Ronald L. Jackson and Elaine B. Richardson, Understanding African American Rhetoric (New York: 
Routledge, 2003). 
 16 See Smitherman, Talkin and Testifyin; Smitherman, Talkin that Talk:  Language, Culture and Education 
in African America (New York: Routledge, 2000). 

 17 See Henry Louis Gates, Jr., Figures in Black: Words, Signs, and the Racial Self (New York: Oxford 
University Press, 1987); Gates, The Signifying Monkey: A Theory of Afro-American Literary Criticism (New York: 
Oxford University Press, 1988). 
 18  Ben Sidran, Black Talk (New York: Da Capo Press, Inc., 1971). 

 19 See Floyd, άwƛƴƎ Shout!έ [ƛǘŜǊŀǊȅ {ǘǳŘƛŜǎΣ IƛǎǘƻǊƛŎŀƭ {ǘǳŘƛŜǎΣ ŀƴŘ .ƭŀŎƪ aǳǎƛŎ LƴǉǳƛǊȅέΤ CƭƻȅŘΣ The Power 

of Black Music: Interpreting Its History from Africa to the United States (New York: Oxford University Press, 1995); 

CƭƻȅŘΣ ά!ŦǊƛŎŀƴ wƻƻǘǎ ƻŦ WŀȊȊΣέ ƛn The Oxford Companion to Jazz, ed. Bill Kirchner, 7-16 (New York: Oxford University 

Press, 2000). 
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Floyd, other authors who examine African American music through Gatesô Signifyin(g) prism 

include John P. Murphy, Gary Tomlinson, Olly Wilson, and Robert Walser.20  Without using 

rhetorical terms, Walserôs article ñOut of Notes: Signification, Interpretation, and the Problem of 

Miles Davisò comes as close as any source to a rhetorical analysis that considers both the artistic 

intent and the musical means of communicating that intent.  His analysis also has an 

ethnographic perspective.21  Ethnographic approaches towards jazz are also found in Paul 

Berlinerôs comprehensive Thinking in Jazz and Ingrid Monsonôs Saying Something: Jazz 

Improvisation and Interacting.  Berliner lists a number of different improvisational strategies 

that have rhetorical implications, but does not discuss rhetoric directly.22  The Monson book 

concentrates on interaction and dialogue within the rhythm section.23  Both authors use a large 

number of musical examples and draw heavily on interviews with jazz musicians in presenting 

their arguments.  Interaction, Improvisation, and Interplay in Jazz, by Robert Hodson, also 

explores interaction within improvisation, again providing musically detailed examples.24  Like 

Berliner, Monson and Hodson do not directly discuss rhetorical figures. 

 Western European rhetorical devices are mentioned in some of the African American 

rhetoric sources, but in only two of the music sources.  Neither one includes European figures in 

musical examples.  Many of the Black music sources recognize the relationship between African 

                                                             
 20 See John P. Murphy, ά¢ƘŜ Wƻȅ ƻŦ LƴŦƭǳŜƴŎŜΣέ Black Music Research Journal, Vol.18 No.1/2 (1990): 7-19, 
http://www.jstor.org/stable/121пуррΤ DŀǊȅ ¢ƻƳƭƛƴǎƻƴΣ ά/ǳƭǘǳǊŀƭ 5ƛŀƭƻƎƛŎǎ ŀƴŘ WŀȊȊΥ  ! ²ƘƛǘŜ IƛǎǘƻǊƛŀƴ {ƛƎƴƛŦƛŜǎΣέ 
Black Music Research Journal, vol. 22, Supplement: Best of BMRJ (2002): 71-105, 
http://www.jstor.org/stable/1519944; Olly Wilson, ά.ƭŀŎƪ aǳǎƛŎ ŀǎ ŀƴ !Ǌǘ CƻǊƳΣέ Black Music Research Journal, 
Vol. 3 (1983): 1-22, http://www.jstor.org/stable/779487. 

 21 Robert Walser, άhǳǘ ƻŦ bƻǘŜǎΥ {ƛƎƴƛŦƛŎŀǘƛƻƴΣ LƴǘŜǊǇǊŜǘŀǘƛƻƴΣ and the Problem of Miles Davis,έ The 
Musical Quarterly, Vol. 77, No. 2 (Summer 1993): 343-65, http://www.jstor.org/stable/742559. 
 22 Paul Berliner, Thinking in Jazz: The Infinite Art of Improvisation (Chicago: The University of Chicago 
Press, 1994). 
 23 Ingrid Monson, Saying Something:  Jazz Improvisation and Interacting (Chicago: The University of 
Chicago Press, 1996). 
 24 Robert Hodson, Interaction, Improvisation, and Interplay in Jazz (New York: Routledge, 2007). 
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American rhetoric and music, but the musical-rhetorical references typically focus on explaining 

the artistsô message without attempting to identify or define specific musical-rhetorical figures.  

To this end, there is an opportunity to expand the list of Western European Rhetorical devices 

with additional ones based on African American musical traditions and content.  Further, this 

study will show that some of the European musical-rhetorical figures are informed by the 

African American content. 

 To gain a more comprehensive view and understanding of the state of jazz improvisation 

analysis scholarship, I also looked at a number of sources to see what approaches have 

historically been taken to improvisation analysis and whether there is any overlap with my thesis.  

Thomas Owensôs ñAnalysing Jazzò and Gary Potterôs ñAnalyzing Improvised Jazzò both provide 

good overviews of the various approaches to analysis.  Owens tends to concentrate on 

musicological approaches to analysis.25  He also mentions the work of Lawrence Gushee, who, 

in his article ñLester Youngôs Shoe Shine Boy,ò discusses Lester Youngôs improvisation using 

four different approaches: semiotic (storytelling), schematic (expression of form), formulaic, and 

motivic.  Although Gushee devotes little time in this article to semiotic analysis, he notes that 

Youngôs storytelling and motivic prowess on ñShoe Shine Boyò are what make this solo more 

memorable than those of the other soloists on the recording.26  The overview provided by Potter 

focuses on analytical techniques.  For example, he discusses pitch class analysis, often used for 

analysis of atonal music, as a method that has been applied to free jazz and also describes a 

linguistic approach used by Alan Perlman and Daniel Greenblatt.27   

                                                             
 25 Thomas Owens, ά!ƴŀƭȅǎƛƴƎ WŀȊȊΣέ ƛn The Cambridge Companion to Jazz, ed. Mervyn Cooke and David 

Horn (New York: Cambridge University Press, 2002), 286-97. 
 26 Lawrence Gushee, ά[ŜǎǘŜǊ ¸ƻǳƴƎΩǎ Ψ{ƘƻŜ {ƘƛƴŜ .ƻȅΩΣέ ƛƴ A Lester Young Reader, ed. Louis Porter 
(Washington: Smithsonian Institution Press, 1991), 225-254. 
 27 Gary Potter, ά!ƴŀƭȅȊƛƴƎ LƳǇǊƻǾƛǎŜŘ WŀȊȊΣέ College Music Symposium, Vol. 30, No. 1 (Spring 1990): 64-74, 
http://www.jstor.org/stable/40374000. 

http://www.jstor.org/stable/40374000
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 The article that Potter cites by Perlman and Greenblatt is ñMiles Davis Meets Noam 

Chomsky.ò The authors draw on Noam Chomskyôs work in linguistics to analyze an improvised 

melody in terms of deep, shallow, and surface structures.  Respectively, the three levels refer to 

the underlying harmonic progression, the array of melodic choices available to the improviser, 

and the actual ñlicksò played.  They also attempt to make connections between small linguistic 

units and musical features such as chord substitutions, motives, and motivic development, 

although their conclusions are drawn from musical examples with a number of inaccuracies.  In 

their attempt to find semantic meaning in improvisation, the authors state that meaning in jazz 

improvisation exists insofar as the listener can understand what is happening structurally (the 

harmonic form) and follow any historical references the improviser makes (for example, stylistic 

references or a musical quote).  To this end, they say that only insiders, mostly other musicians, 

can understand jazz, and more casual listeners are relegated to appreciating how fast or high 

musicians can play or their passion in the delivery of an indecipherable message.28 

 Greenblatt and Perlmanôs analogical view of music through linguistics is one of two 

possible approaches mentioned by Allan Keiler in his article ñTwo Views of Semiotics.ò  He also 

uses a harmonic framework as the basis for his analogical approach, finding parallels between 

sentence structure and harmonic progressions that center around I and V chords, with other 

harmonies functioning as either tonic or dominant prolongations.  This is the approach Keiler 

prefers, but he also describes a taxonomic-empiricist approach, pioneered by Jean Jacques 

Nattiez and Nicolas Ruwet.29  Ruwet was both a linguist and a music theorist, and his article 

                                                             
 28 Alan M. Perlman and Daniel Greenblatt, άaƛƭŜǎ 5ŀǾƛǎ aŜŜǘǎ bƻŀƳ /ƘƻƳǎƪȅΥ {ƻƳŜ hōǎŜǊǾŀǘƛƻƴǎ ƻƴ WŀȊȊ 
Improvisation aƴŘ [ŀƴƎǳŀƎŜ {ǘǊǳŎǘǳǊŜΣέ ƛn The Sign in Music and Literature, ed. Wendy Steiner (Austin, TX: 
University of Texas Press, 1981), 169-83. 
 29 Allan Keiler, ά¢ǿƻ ±ƛŜǿǎ ƻŦ aǳǎƛŎŀƭ {ŜƳƛƻǘƛŎǎΣέ ƛn The Sign in Music and Literature, ed. Wendy Steiner 
(Austin, TX: University of Texas Press, 1981), 138-68. 
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ñMethods of Analysis in Musicologyò outlines his view of repetition at various levels of 

structure as division markers of form.  Using Classical musical-rhetorical terms and graphic 

depictions, he outlines how repetition and repetition-with-variation serve this formal function 

and also operate to transform ideas.30  A final linguistic/semiotics source, ñToward a Semiotics 

of Music,ò by Henry Orlov, argues that unlike language, which relies on abstract signs 

(vocabulary) combined through grammar to communicate reality intellectually, musical sound 

has no recognizable identity that can allow it to represent an external reality.  His argument is 

that language and music are autonomous but mutually complementary domains.31  

 Shedding new light on the above scholarship linking language and music is recent brain 

research from three different sources.  Creativity and neuroscience researcher Shelley Carson has 

developed a theory of creativity that models seven discrete creativity ñbrainsetsò that each use 

different brain circuitry.  While her research is not specifically geared towards music, she 

addresses improvisation in general, and jazz improvisation in particular.  In a chapter on the 

stream brainset, she makes a number of connections between the similarities in brain usage in 

musical improvisation and verbal communication.32  A second source is a John Hopkins study by 

Donay et al., ñNeural Substrates of Interactive Music Improvisation: An fMRI Study of Trading 

Fours in Jazz.ò  The researchers learned what parts of the brain are used in musical improvisation 

by taking MRIs of the brains of professional jazz pianists while they traded fours with each other 

in different musical contexts.  Musical analysis was then performed on transcriptions of the 

improvised trading to identify frequency and degree of use of the following: contour imitation, 

                                                             
 30 Nicolas Ruwet, άaŜǘƘƻŘǎ ƻŦ !ƴŀƭȅǎƛǎ ƛƴ aǳǎƛŎƻƭƻƎȅΣέ ǘǊŀƴǎƭŀǘŜŘ ōȅ aŀǊƪ 9ǾŜǊƛǎǘΣ Music Analysis, Vol. 6, 
No. 1/2 (Mar. ς Jul. 1987): 11-36, http://www.jstor.org/stable/854214. 
 31 Henry Orlov, ά¢ƻǿŀǊŘ ŀ {ŜƳƛƻǘƛŎǎ ƻŦ aǳǎƛŎέ ƛn The Sign in Music and Literature, ed. Wendy Steiner 
(Austin, TX: University of Texas Press, 1981), 131-37. 

 32 Shelley Carson, Your Creative Brain: Seven Steps to Maximize Imagination, Productivity, and Innovation 
in Your Life (San Francisco: Jossey-Bass, 2010), 237-246. 
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contour inversion, melodic imitation, motivic development, repetition, and transposition.  After 

comparing the regions of the brain used in this study to what is known to be used for verbal 

language processing, the researchers were able to conclude that the brain uses a common neural 

network for language syntax processing and musical syntactic operations.  In addition, the 

trading of fours resulted in a suppression of those areas of the brain associated with semantic 

meaning.33  The third source, ñThe Neuroscience of Musical Improvisation,ò is a review of 

current brain research on improvisation by Roger E. Beaty.  He notes that there are significant 

brain similarities between creativity in musical improvisation and other creative tasks, most 

notably in the use of divergent thinking pathways.  Drawing from a number of recent studies, he 

also concludes that musical improvisation relies on ingrained, highly automated processes to 

carry out more routine tasks, but also uses higher level executive (i.e. conscious) control 

functions to carry out tasks related to developing improvisational ideas.34 

 

Research Objectives and Methodology 

 Semantically, the closer one gets to the literal, the farther apart words and music appear 

to be.  But in the realm of grammatical structure, idea presentation and delivery, thematic 

development, and communication of emotional content, there are a number of principles that are 

common to both words and music.  Drawing on these common principles, this study seeks to 

answer the question of whether a rhetorical approach to jazz improvisation analysis offers new 

insights beyond that provided by existing forms of analysis. 

                                                             
 33 Gabriel Donay et al., άbŜǳǊŀƭ {ǳōǎǘǊŀǘŜǎ ƻŦ LƴǘŜǊŀŎǘƛǾŜ aǳǎƛŎŀƭ ƛƳǇǊƻǾƛǎŀǘƛƻƴΥ !ƴ ŦawL ǎǘǳŘȅ ƻŦ Ψ¢ǊŀŘƛƴƎ 
CƻǳǊǎΩ ƛƴ WŀȊȊΣέ PLoS ONE, Vol. 9, No. 2 (2014): 7-9, 
http://www.plosone.org/article/info%3Adoi%2F10.1371%2Fjournal.pone.0088665. 

 34 wƻƎŜǊ 9Φ .ŜŀǘȅΣ ά¢ƘŜ bŜǳǊƻǎŎƛŜƴŎŜ ƻŦ aǳǎƛŎŀƭ LƳǇǊƻǾƛǎŀǘƛƻƴΣέ bŜǳǊƻǎŎƛŜƴŎŜ ŀƴŘ .ƛƻōŜƘŀǾƛƻǊŀƭ wŜǾƛŜǿǎ 
51 (2015): 109-15, http://www.sciencedirect.com/science/article/pii/S0149763415000068. 
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 Early analysis of improvisation, often by critics or popular writers on jazz, took a 

semiotic approach.  Here, the writer described a solo in words and frequently looked at it as a 

story.  While not a rigorous approach analytically, this method often attempted to understand the 

artistôs communicative intent. 

 Modern, scholarly analysis of improvisation tends to be more analytical and often targets 

specific features of the music.  The most common approach taken is examination of the harmonic 

aspects of improvisation.  Given the complicated nature of learning to play ñthe changesò or 

applying modern harmonic techniques, this focus is understandable, but limited by itself, since it 

does not deal directly with melodic aspects of improvisation.  Another method of analysis 

focuses on motivic or sometimes thematic content.  The usual approach is to identify main 

motives (a and b) and then to identify related ideas (aô and bô).  Verbal descriptions often 

elaborate on the relationships and structure of ideas.  Other scholars have broken down 

improvisation into formulaic patterns and identification of common vocabulary features.  One of 

the best examples of this approach is Thomas Owensô dissertation analysis of 250 Charlie Parker 

solos, where he extracts 100 common melodic formulae used by Parker.  In the last few decades, 

some scholars have used Schenker analysis to break down the thematic content and voice-

leading in improvisation.35  Although not widely used, there are important insights to be gained 

                                                             
 35 In Schenker analysis, based on the ideas of Heinrich Schenker, the voice leading of a piece of music or 
solo is broken down into three increasingly deep layers of tonal structure and voice leading: foreground, 
middleground, and background.  Strict Schenker analysis has not been widely adopted in jazz analysis, though, for 
a number of reasons.  First, it is a difficult analytical technique to master, especially considering the harmonic 
complexities found in jazz.  The use of parallel motion, unresolved dissonances, polychords, absence of tonic-
dominant harmonic orientation, and pieces without clear tonal centers all create significant difficulties for the 
analyst.  Second, the background layer (the most fundamental layer of structure) is not present in many solos on a 
consistent basis.  Third, at the deeper levels of analysis, where the music is boiled down to a basic structural 
model, many of the unique artistic qualities of the music have been removed, leaving little to indicate what is 
being communicated by the improviser.  See Steve Larson, ά{ŎƘŜƴƪŜǊƛŀƴ !ƴŀƭȅǎƛǎ ƻŦ aƻŘŜrn Jazz: Questions about 
Method,έ Music Theory Spectrum, Vo. 20, No. 2 (Autumn, 1998), pp. 209-41, http://www.jstor.org/stable/746048; 
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from an examination of voice-leading, and some scholars have modified Schenkerôs techniques 

to create a more basic ñreductiveò analysis. 

 The musical-rhetorical analysis proposed here has the most in common with motivic 

analysis, but its focus is different, and in many ways richer and more detailed.  It views 

improvisation as existing within a community consisting of the artist, fellow musicians, and 

listeners.  Since the discipline of rhetoric is the study of the means of communication, this 

analysis goes beyond traditional approaches because it encourages the analyst to ask why the 

musician made a given musical gesture and what that gesture means.  This type of analysis also 

recognizes the important role that rhetorical devices play in the ability of the listener to grasp and 

retain musical ideas.  The solos examined here indicate that this is a productive line of inquiry:  

the most memorable improvisations tend to be the ones that take the best advantage of rhetorical 

devices, often in combination.  Finally, the dialogic nature of musician interaction and other 

uniquely African American communication strategies can be incorporated into the analysis. 

 The methodology used to accomplish the research objectives involves identifying both 

Western and African American musical-rhetorical figures and applying them to jazz 

improvisation analysis.  Based on the musical-rhetorical devices found in the six artistsô solos 

analyzed in this study, many of the musical-rhetorical figures identified by Baroque and later 

common practice era music theorists can be found in improvisation.  Also, the African American 

rhetorical principles identified by a number of scholars point the way toward additional musical 

rhetorical devices that apply to jazz improvisation. 

                                                             
Jessica Destramps, ά{ŎƘŜƴƪŜǊ Ω¢ƛƳŜ !ŦǘŜǊ ¢ƛƳŜΥΩ ! aƻŘƛŦƛŜŘ !ǇǇǊƻŀŎƘ ǘƻ LƳǇǊƻǾƛǎŀǘƛƻƴ ƻŦ wŜŎŜƴǘ Jazz 
Saxophonistsέ (aŀǎǘŜǊΩǎ ǘƘŜǎƛǎΣ ¢ǳŦǘǎ ¦ƴƛǾŜǊǎƛǘȅ, 2012), 
http://www.searchproquest.com/docview/1023459285?accountid=14553. 
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 This study identifies approximately three dozen European-based devices that can be used 

in improvisation analysis, grouped into categories indicated by their structural and/or affective 

functions.  These categories include figures of repetition; balance, symmetry, order, and contrast; 

amplification; silence and omission; and dialogue.  While there is no commonly accepted method 

of categorizing rhetorical figures, the terms repetition, balance, amplification, and omission have 

meaning to scholars of rhetoric and bring to mind a number of rhetorical devices that fall under 

each heading.36  Due to the interpersonal nature of message crafting and delivery in jazz 

improvisation, the dialogue category is more substantial in music than in the Western rhetorical 

oratory tradition, and so is included in this list.  This category also contains a few uniquely 

African American musical-rhetorical figures.  An additional category, signifying and indirection, 

is drawn strictly from the African American rhetorical tradition and contains a number of 

additional figures I have identified and included in this study.  Each of the musical-rhetorical 

categories used in this study reflects a different strategy improvisers can employ to persuasively 

get their message across to the listener.   

 In order to provide a framework for the rhetorical analysis used in this study, chapter two 

provides an overview of the two rhetorical traditions upon which jazz draws:  the Western 

European, via the ancient Greeks and Romans, and the African American, via the Africans and 

ancient Egyptians.  Musical-rhetorical retentions of these two traditions are also examined. 

 Chapter three contains an in-depth discussion of the musical-rhetorical figures in the 

context of six improvised solos.  The musicians selected for this study, Lester Young, Jim Hall, 

Horace Silver, Sonny Rollins, Miles Davis, and Steve Lacy were carefully chosen as artists who 

represent ñbest practicesò in their ability to develop ideas and communicate in a way that tells a 

                                                             
 36 Lanham, A Handlist of Rhetorical Terms, 181; Edward P.J. Corbett, Classical Rhetoric for the Modern 
Student, 3rd ed.  (New York:  Oxford University Press, 1990), 427-44. 
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story and is reflected in their significant use of rhetorical figures in their improvisations.  In artist 

and solo selection, consideration was also given to variety in personal style, style period and 

musical genre, instrumental variety, and diversity in the use of musical-rhetorical figures. 

 As each new figure is identified in chapter three, it is defined and discussed in the context 

of the solo in which it is first encountered.  Each solo analysis also brings out the most salient 

musical and rhetorical features of each improvisation, including how the rhetorical figures relate 

to motivic use and development and the artistôs persuasive ability to communicate his message.  

Finally, throughout the chapter, arguments are made as to the unique role rhetorical analysis can 

play in improvisation analysis.  Occasionally, the case for rhetorical analysis is made through 

comparison to the previous work of other jazz improvisation scholars. 

 The three appendices are also worth noting here.  Appendix A includes a chart of all of 

the musical-rhetorical figures used in the solo analysis, with definitions, examples, and cross-

referencing of terms between some of the rhetorical sources used in the research for this study.  

Appendix B includes the complete solo transcriptions for the six solos analyzed in this study.  

Appendix C presents a rhetorical analysis of Martin Luther King Jr.ôs ñI Have a Dreaméò 

speech.  Many of the rhetorical devices used in the solo analysis have rhetorical counterparts in 

this famous oration; several examples from the speech are used to shed light on the use of a 

musical-rhetorical figure.   
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CHAPTER TWO:  SYNTHESIS OF THE WESTERN EUROPEAN AND  

AFRICAN/AFRICAN AMERICAN RHETORICAL AND MUSICAL -RHETORICAL 

TRADITIONS  

 

The Western European Rhetorical Tradition 

 The discipline of rhetoric in Western culture dates to the fifth century B.C. in Greece.  It 

was used by lawyers and statesmen in crafting and delivering persuasive arguments to advance 

their ideas in the court of law and political chambers.  Over time, the ideas of Athenian rhetorical 

scholars and philosophers such as Aristotle became codified in a coherent system of rhetoric that 

was taught in schools and academies.  Greek rhetorical concepts were eventually adopted by the 

Romans, along with many aspects of Greek culture.37 

 Two important rhetorical ideas came into being by the time of Cicero and Quintilian, 

Romeôs most important rhetorical scholars.  One of these notions is the division of rhetoric into 

five canons, a division which holds to this day.  Cicero documented these canons as follows: 

1) Inventio (invention): the subject matter of the speech; 

2) Dispositio (arrangement): the logical arrangement of the arguments; 

3) Elocutio, Decoratio, or Elaboratio (style): the translation of the ideas into words and 

sentences using rhetorical devices; 

4) Memoria (memory): the learning and memorizing of the speech for effortless delivery; 

5) Actio or Pronuntiatio (delivery): the polishing of the pronunciation, tonal inflections, 

and physical gestures used in the speech.38 

                                                             
 37 Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 64-65. 
 38 Corbett, Classical Rhetoric for the Modern Student, 22-28. 
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 The second important concept is that of the rhetorical figures, part of elocution.  The 

Greeks used the term ñschemataò to refer to both rhetoric styles and the means of elaborating 

ideas in crafting an expressive speech.  Cicero translated schemata into Latin as ñfigura,ò a term 

that Quintilian later used in his treatise Institutio Oratoria to refer to the embellishing devices 

that included both tropes and rhetorical figures.39,40  In fact, as Dietrich Bartel writes, 

ñQuintilianôs teachings on the rhetorical figures are indisputably the most significant and 

influential writings on the subject, remaining authoritative throughout the medieval, 

Renaissance, and Baroque eras.ò41  One of the key teachings of Quintilian that influenced 

European thinking in the Renaissance and Baroque was that a skillful use of rhetorical figures 

creates an affect in listeners that makes them more receptive to the speakerôs ideas.42 

 Following the fall of Rome around 400, the Western rhetorical discipline fell into decline 

for nearly a millennium, as did most intellectual pursuits.  The rediscovery of ancient Greek and 

Roman culture in the 14th century was a key factor in the rise of Western Europe during the 

Renaissance.  Rhetoric had a role to play, with Classical writings having a profound impact on 

the written and spoken word and also on music.   

 

 

 

                                                             
 39 Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 66-68. 
 40 Both tropes and figures of speech involve using language in a way that deviates from the norm.  Tropes 
involve changing the signification of a word or phrase from what is normally intended; for example, a typical trope 
is irony, where the intended meaning is the opposite of what it said.  Rhetorical figures may involve novel word 
choice or the use of patterns or unique structures in the arrangement of words or sentences.  Alliteration and 
assonance are examples of rhetorical figures.  More than just a way to embellish language, Aristotle saw tropes 
ŀƴŘ ŦƛƎǳǊŜǎ ƻŦ ǎǇŜŜŎƘ ŀǎ ŀ ǿŀȅ ǘƻ ƳŀƪŜ ƭŀƴƎǳŀƎŜ ƭƛǾŜƭȅ ŀƴŘ ƛƴǘŜǊŜǎǘƛƴƎ ǎƻ ǘƘŀǘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƳŜǎǎŀƎŜ ŎƻǳƭŘ ōŜ 
communicated clearly and persuasively.  See Corbett, Classical Rhetoric for the Modern Student, 424-26. 
 41 Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 69. 
 42 Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 71. 
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The Western European Musical-Rhetorical Tradition  

 The influence of rhetoric on music in Europe was strongest between 1500 and 1800.43  In 

France and particularly Italy, musical-rhetorical thinking drew more from oratory and the 

delivery of the message (actio) than from the more theoretical rhetoric involved with the crafting 

of the message.  The operative metaphor was that of the musician as an actor delivering his 

lines.44  In post-Reformation Germany, however, the influence of Martin Luther led musical-

rhetorical thought in a different direction.  Here it was the playwright, rather than the actor, who 

was the key player, with the rhetorical focus placed on inventio, dispositio, and elocutio.  Luther 

believed in the power of music via the composer, who was to draw upon the religious musical 

text to craft his piece to communicate the appropriate affect to the listener.  In experiencing and 

rationally understanding this affect, the listener would then be in a receptive state to receive 

Godôs message without any intermediary.45 

 Following Luther, and drawing heavily on the rhetorical writings of Cicero, Quintilian, 

and the Renaissance humanist Johannes Sustenbrotus, German Baroque scholars promoted 

musica poetica.  Originally an approach to composition that used the rhetorical power of 

accompanimental music to communicate the affect of the vocal text, musica poetica was later 

applied to strictly instrumental composition.46  Although many musical elements such as tempo, 

                                                             
 43 Tarling, The Weapons of Rhetoric: A Guide for Musicians and Audiences, i. 
 44 Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 59-64. 
 45 Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 5-8. 
 46 Prior to the Renaissance, the ideas of the late Classical period Roman philosopher and mathematician 
Boethius held sway, and music was seen as reflecting the divine order in the universe in the same way as the 
sciences and mathematics.  During the Renaissance, music came to be aligned more with the other arts and 
humanism.   This eventually led to the Baroque concept of Musica poetica, where the composer was seen as a 
musical poet.  See Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 11-16. 
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rhythm, mode, and interval combinations were considered to impact affect, Baroque composers 

focused on musical-rhetorical figures as a primary means of expressing the affections.47   

 Many musical-rhetorical figures were defined and discussed in detail in the post-

Reformation writings of scholars from the Lutheran Kantor tradition.  Beginning with Joachim 

Burmeister, and extending through Johann Matteson and Johann Nikolaus Forkel, the rhetorical 

pursuits of a long line of German music scholars helped shape compositional thinking and 

technique.  Although the Age of Enlightenment and Romanticism eventually brought about a 

change in how rhetoric, musical-rhetoric and rhetorical education was viewed, the influence of 

musical-rhetoric was already guaranteed in concepts and traditions that became embedded in the 

compositional process between 1500 and 1800 in Europe.48  These traditions held within them 

musical-rhetorical figures that can be identified in composers of the Baroque thorough American 

20th century Tin Pan Alley. 

 

The African American Rhetorical Tradition  

 In contrast to the Western rhetorical approach, where a lone speaker brings the audience 

around to a desired viewpoint through individual rhetorical skill, the African rhetorical process 

has a reciprocal quality.  The message is constructed by all participants, as the listeners give 

feedback to the speaker during the speech process, and the speakerôs ideas incorporate this 

                                                             
 47 Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 30. 
 48 Many 18th century scholars have commented on the similarities between literature and music, 
ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƴ ǘƘŜ ŀǊŜŀǎ ƻŦ ƎǊŀƳƳŀǊ ŀƴŘ ǊƘŜǘƻǊƛŎΣ ŀǎ ǎŜŜƴ ƛƴ ǘƘŜ ŎƻƳƳƻƴ ǳǎŜ ƻŦ ǘŜǊƳǎ ƛƴ ǘƘŜ ǘǿƻ ŀǊǘǎΦ  άaŜǘŜǊΣέ 
άǊƘȅǘƘƳΣέ ŀƴŘ άŎŀŘŜƴŎŜέ ŀƭƭ ǎƘƻǿ ŎƻƳƳƻƴ ǎǘǊǳŎǘǳǊŀƭ ǎƛƳƛƭŀǊƛǘƛŜǎΤ άǘƘŜƳŜΣέ άǇŜǊƛƻŘΣέ άǇƘǊŀǎŜΣέ ŀƴŘ άŎƻƳǇƻǎƛǘƛƻƴέ 
all indicate similarities in how form is conceptualized.  See Bonds, Wordless Rhetoric: Musical Form and the 
Metaphor of the Oration, 6, 68. 
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feedback.49  The philosophical underpinnings of this practice can be traced back to the tenets of 

Maat in ancient Egypt:  truth, justice, balance, harmony, reciprocity, and an overriding belief in 

the oneness of all things.50  Extending beyond Egypt, Afrocentric scholars view Maat as the 

underlying basis for spiritual and communicative practice throughout Africa and to countries of 

the African Diaspora.  The principles of Maat are reflected in nommo, the creative life force of 

the spoken word.51  Originating from the creator or spirit realm, nommo is manifested in human 

communication and is necessary for discourse to take place.  In keeping with the Maat ideas of 

balance, harmony and reciprocity, nommo does not just reside in the speaker, but is found in all 

participants of the communication process.52  Nommo is sacred and shared, characterized by 

ongoing dialogue, rather than monologue.  In all forms of African American communication, 

nommo is manifested in an African retention commonly referred to as ñcall and response.ò53 

            In addition to call and response, there are other important manifestations of nommo.  In 

his analysis of African American rhetorical practices, Jeffrey Lynn Woodward lists nine 

                                                             
 49 Thurmon Garner and Carolyn Calloway-Thomas, ά!ŦǊƛŎŀƴ !ƳŜǊƛŎan Orality:  Expanding wƘŜǘƻǊƛŎέ ƛƴ 
Understanding African American Rhetoric, ed. Ronald L. Jackson II and Elaine B. Richardson (New York: Routledge, 
2003), 43-54. 
 50 aŀǳƭŀƴŀ YŀǊŜƴƎŀΣ άbƻƳƳƻΣ YŀǿŀƛŘŀΣ ŀƴŘ /ƻƳƳǳƴƛŎŀǘƛǾŜ tǊŀŎǘƛŎŜΥ  .ǊƛƴƎƛƴƎ DƻƻŘ ƛƴǘƻ ǘƘŜ ²ƻǊƭŘΣέ In 
Understanding African American Rhetoric, ed. Ronald L. Jackson II and Elaine B. Richardson (New York: Routledge, 
2003), 11-15. 

 51 ¢ƘŜ ǿƻǊŘ άƴƻƳƳƻέ ŎƻƳŜǎ ŦǊƻƳ ǘƘŜ 5ƻƎƻƴ ǇŜƻǇƭŜ ƻŦ aŀƭƛΣ ōǳǘ ǘƘŜ ǳƴŘŜǊƭȅƛƴƎ ŎƻƴŎŜǇǘ ƻŦ ŀ ǎǇƛǊƛǘǳŀƭ 
energy and power embedded in the spoken word is found throughout Africa.  See Adisa A. Alkebulan, ά¢ƘŜ 
Spiritual EssenŎŜ ƻŦ !ŦǊƛŎŀƴ !ƳŜǊƛŎŀƴ wƘŜǘƻǊƛŎέ  ƛn Understanding African American Rhetoric, ed. Ronald L. Jackson 
II and Elaine B. Richardson (New York: Routledge, 2003), 28-30. 

 52 Jeffrey Lyon Woodward, ά!ŦǊƛŎƻƭƻƎƛŎŀƭ ¢ƘŜƻǊȅ ŀƴŘ /ǊƛǘƛŎƛǎƳΥ wŜŎƻƴŎŜǇǘǳŀƭizing Communications 
/ƻƴǎǘǊǳŎǘǎέ ƛƴ Understanding African American Rhetoric, ed. Ronald L. Jackson II and Elaine B. Richardson (New 
York: Routledge, 2003), 143-44. 
 53 Alkebulan, ά¢ƘŜ {ǇƛǊƛǘǳŀƭ 9ǎǎŜƴce ƻŦ !ŦǊƛŎŀƴ !ƳŜǊƛŎŀƴ wƘŜǘƻǊƛŎΣέ от-38.  See also Smitherman, Talkin 
that Talk:  Language, Culture and Education in African America, 104.  {ƳƛǘƘŜǊƳŀƴ ǊŜŦŜǊǎ ǘƻ Ŏŀƭƭ ŀƴŘ ǊŜǎǇƻƴǎŜ ŀǎ άŀ 
basic organizing principle of Black American culture generally, for it enables traditional black folk to achieve the 
ǳƴƛŦƛŜŘ ǎǘŀǘŜ ƻŦ ōŀƭŀƴŎŜ ƻǊ ƘŀǊƳƻƴȅ ǿƘƛŎƘ ƛǎ ŦǳƴŘŀƳŜƴǘŀƭ ǘƻ ǘƘŜ ǘǊŀŘƛǘƛƻƴŀƭ !ŦǊƛŎŀƴ ǾƛŜǿΦέ 
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manifestations of nommo.  These manifestations are key features of this rhetorical practice and 

also function as its guiding principles: 

1) Rhythm as a frame of mentality:  to be effective, a speaker must demonstrate mastery of 

ñmusical speechò through skilled use of patterns and rhythms, modulations of voice 

attributes (pitch, loudness, rate of speech, and pauses), and the overall flow of speech; 

2) Stylinô out as a quality of oration:  the use of all manner of non-verbal communication 

that draws on both culturally meaningful conventions and personal style to favorably 

influence the listener;  

3) Soundinô as verbal artifact:  similar to stylinô out, vocal mannerisms are used in a 

conventional or an individual style and serve as vocal cues to the listener; 

4) Lyrical approach to language:  in certain rhetorical situations, language is used in a 

narrative manner that is suitable for poetry and song; 

5) Call and response of participation:  the message is crafted by both the listeners, who 

respond to the speakerôs message or call, and the speaker, who incorporates the listenerôs 

response into the message; 

6) Preference for improvisational delivery:  while the message is partly crafted before 

delivery, the call and response dynamic requires the speaker to use improvisation to 

complete the message; 

7) Reliance on mythoforms:  using myths that connect to the shared, everyday experience 

(past, present, and future) of the community of listeners, speakers rely on a narrative, 

story-telling approach to communication; 
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8) Use of indirection: the speaker approaches the issue at hand in a circuitous fashion, 

examining it from various angles with new images and metaphors to arouse listener 

interest and participation in the message; 

9) Repetition for intensification: the speaker uses repetition and restatement to clarify the 

meaning of the message and allow for the listener to fully absorb it.54 

 

The African American Musical-Rhetorical Tradition  

 Just as there are many commonalities between the Western rhetorical and musical-

rhetorical traditions, numerous similarities exist between the African American rhetorical and 

musical-rhetorical traditions.  Many of the nommo manifestations previously noted by 

Woodward in Afr ican American rhetorical practice have counterparts in black music.  Samuel 

Floyd Jr. makes this connection through his research into the ring shout, a vehicle through which 

African values, modes of communication, and musical practices were brought to America by the 

slaves.55  Combining dance and music, African American ring participants moved in a 

counterclockwise circle with shuffling, hand-clapping and knee-slapping, and responsorial 

singing with blue note inflections.56  In the ring, Floyd finds the spirit of nommo permeating 

                                                             
   54 Woodward, ά!ŦǊƛŎƻƭƻƎƛŎŀƭ ¢ƘŜƻǊȅ ŀƴŘ /ǊƛǘƛŎƛǎƳΥ wŜŎƻƴŎŜǇǘǳŀƭƛȊƛƴƎ /ƻƳƳǳƴƛŎŀǘƛƻƴǎ /ƻƴǎǘǊǳŎǘǎΣέ мпл-
41.  In a similar faǎƘƛƻƴΣ DŜƴŜǾŀ {ƳƛǘƘŜǊƳŀƴ ǳǎŜǎ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ŎŀǘŜƎƻǊƛŜǎ ǘƻ ŘƛǎŎǳǎǎ άōƭŀŎƪ ƳƻŘŜǎ ƻŦ ŘƛǎŎƻǳǊǎŜΥέ 
call-ǊŜǎǇƻƴǎŜΤ ǎƛƎƴƛŦƛŎŀǘƛƻƴ όǎƛƳƛƭŀǊ ƛƴ ŦǳƴŎǘƛƻƴ ǘƻ ²ƻƻŘǿŀǊŘΩǎ indirection); tonal semantics; and narrative 
sequencing.  See Smitherman, Talkin and Testifyin, 103. 
 55 Coming from different areas of West Africa, many slaves did not share a common language, but most 
²Ŝǎǘ !ŦǊƛŎŀƴ ǎƻŎƛŜǘƛŜǎ ƘŀŘ άǇƻǎǎŜǎǎƛƻƴ ŘŀƴŎŜǎΣέ ǿƘŜǊŜ ŘŀƴŎŜǊǎ ǿƻǳƭŘ ǘŀƪŜ ƻƴ ŀǘǘǊƛōǳǘŜǎ ƻŦ ŀƴŘ ōŜŎƻƳŜ ǘƘŜ 
medium for various gods.  Although the geometric structure of dances varied, the most common construction 
included dancers ringed around musicians.  These ritualized ring dances symbolized community, solidarity, 
affirmation, and catharsis.  See Floyd, The Power of Black Music: Interpreting Its History from Africa to the United 
States, 20-21. 
 56 For video demonstration of a modern recreation of a ring shout, see Library of Congress, άaŎLƴǘƻǎƘ 
County Shouters: Gullah-Geechee Ring Shout from Georgia,έ YouTube video, 57:06, April 12, 2011.  
https://www.youtube.com/watch?v=uxPU5517u8c. 
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black consciousness and black music traditions:  ñIn the cultural memory of African Americans, 

life is cyclic, as is time, as is their music ï and all of these elements symbolize the ringéò57  One 

of the musical concepts that Floyd associates with the ring is what he calls ñthe master musical 

trope of Call-Responseéa musical principle [based on] a dialogical musical rhetoric.ò58  This 

conversational approach to music incorporates a number of musical-rhetorical counterparts to 

Woodwardôs rhetorical manifestations of nommo, listed above.  Although Floyd discusses and 

lists ring retentions in a number of his writings,59 his analysis of Jelly Roll Mortonôs 1926 

recording of ñBlack Bottom Stompò is a good source for examining the most important points of 

intersection between the ring and African American rhetorical qualities. 

 Drawing on Gunther Schullerôs analysis of the Morton classic,60 Floyd overlays ring 

elements on top of Schullerôs structural, harmonic, and thematic analysis.  Floyd writes, ñThe 

performance is governed by the Call-Response principle, relying upon the Signifyin(g) elisions 

[smears], responses to calls, improvisations (in fact or in style), continuous drive, and timbral 

and pitch distortions that I have identified as retentions from the ring.ò61  A number of 

Woodwardôs nommo manifestations are found here ï use of indirection, call and response 

participation, preference for improvisational delivery, and soundinô out as verbal artifact.    

                                                             
 57 Floyd, The Power of Black Music: Interpreting Its History from Africa to the United States, 229-31. 
 58 Floyd, άRing Shout!  Literary Studies, HistoǊƛŎŀƭ {ǘǳŘƛŜǎΣ ŀƴŘ .ƭŀŎƪ aǳǎƛŎ LƴǉǳƛǊȅΣέ нтсΦ 
 59 One of the most complete lists of ring retentions is found in The Power of Black MusicΥ άŎŀƭƭΣ ŎǊƛŜǎΣ 
hollers; call and response devices, additive rhythms and polyrhythms; heterophony, pendular thirds, blues notes, 
bent notes, and elisions; hums, moans, grunts, vocables, and other rhythmic-oral declamations, interjections, and 
punctuations; off-beat melodic phrasings and parallel intervals and chords; constant repetition of rhythmic and 
melodic figures and phrases (from which riffs and vamps would be derived); timbral distortions of various kinds; 
musical individuality within collectivity; game rivalry, hand clapping, foot patting, and approximations thereof; 
apart-playing; and the metronomic pulse that underlies all African-!ƳŜǊƛŎŀƴ ƳǳǎƛŎΦέ  {ŜŜ CƭƻȅŘΣ The Power of Black 
Music: Interpreting Its History from Africa to the United States, 6. 

 60 See Gunther Schuller, Early Jazz: Its Roots and Musical Development (New York: Oxford University 
Press, 1986), 155-61. 
 61 Floyd, άRing Shout!  Literary Studies, Historical Studies, and Black Music LƴǉǳƛǊȅΣέ нтфΦ 
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 The signifying that Floyd mentions is a prism through which he views Mortonôs piece 

and draws upon the work of the African American Literature scholar Henry Louis Gates Jr.  

According to Gates, ñRepetition, with a signal difference, is fundamental to the nature of 

Signfyin(g).ò62  Gatesô signifying concept is cut from the same cloth as the indirection referenced 

above by Floyd and also incorporates Woodwardôs repetition for intensification.  Signifying is 

the art of metaphor, of saying one thing and meaning another, but it occurs in the context of 

referencing the model upon which the signifying variation is based.  This is a quality found in all 

types of African American communication.  In ñBlack Bottom Stompò Floyd sees signifying in 

the rhythmic qualities, the improvisations, and the interplay between instruments:  two-beat, 

four-beat, cross-rhythms, and additive rhythms signify on the time line and each other; one solo 

signifies upon another or upon Mortonôs melodies; a trombone smear signifies on a clarinet.  In 

addition to previously noted nommo manifestations, the signifying rhythms noted by Floyd add 

Woodwardôs rhythm as a frame of mentality.  Floyd concludes his analysis by borrowing again 

from Gates work when he describes the ñsemantic valueò of the performance and how the 

ñperformers contribute to the success of a performance with musical statements, assertions, 

allegations, questing, requesting, implications, mocking, and concurrences that result inéwhat 

black performers mean when they say that they ótell a storyô when they improvise.ò63  This view 

of the piece is also in alignment with the nommo manifestation of reliance on mythoforms. 

 

                                                             
 62 Gates, The Signifying Monkey: A Theory of Afro-American Literary Criticism, 51. 
 63 Floyd, άRing Shout!  Literary Studies, HistoǊƛŎŀƭ {ǘǳŘƛŜǎΣ ŀƴŘ .ƭŀŎƪ aǳǎƛŎ LƴǉǳƛǊȅΣέ нумΦ  Lǘ ǎƘƻǳƭŘ ōŜ 
noted that while Floyd identifies many ring elements in this piece, the analysis only identifies them by the section 
of the piece in which they occur; no notated examples are provided to specifically identify their precise location.  
The analysis provided in chapter three of this research study goes beyond ǿƘŀǘ CƭƻȅŘ ŘƻŜǎ ƛƴ Ƙƛǎ ά.ƭŀŎƪ .ƻǘǘƻƳ 
{ǘƻƳǇέ ƛƴǾŜǎǘƛƎŀǘƛƻƴ ǘƻ ƛŘŜƴǘƛŦȅ ŀƴŘ ǎǇŜŎƛŦƛŎŀƭƭȅ ƭŀōŜƭ ǘƘŜ ǊƘŜǘƻǊƛŎŀƭ ŘŜǾƛŎŜǎ ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘǊŀƴǎŎǊƛōŜŘ ƴƻǘŀǘƛƻƴΦ 



 

26 
 

Combining the Western European and African American Musical-Rhetorical Traditions 

 To this point, the Western and Afrological rhetorical traditions have been discussed and 

traced into music separately, but the traditions can be combined in a coherent approach to 

musical-rhetorical analysis in jazz improvisation.  Most of the musical-rhetorical figures used in 

this study come from the Western tradition and are grouped into the following broad categories: 

figures of repetition; figures of balance, symmetry, order, and contrast; figures of amplification; 

figures of silence and omission; and figures of dialogue.  As indicated in chapter one, these 

groupings have a historical basis in the rhetorical tradition. 

 As reflected in the large number of Western musical-rhetorical devices used in this study, 

the key point is that African American music in general, and jazz specifically, has absorbed 

many of the influences of Western music.  This is particularly true in the areas of form and 

harmony, but also in the areas of melodic structure and development.  Accordingly, the Western 

musical-rhetorical figures used in the analysis of this study are a good starting point in analyzing 

jazz improvisation.  For example, the musical signifying discussed above overlaps nicely with 

the motivic development found in common practice Western European musical heritages.  Floyd 

explains how African American musicians borrow from and signify on this Western heritage.  

They restate or rework pre-existing material, and in doing so either show reverence or 

irreverence for the material and the underlying musical values: ñSignifyin(g) is . . . a way of 

demonstrating respect for, goading, or poking fun at a musical style, process, or practice through 

parody, pastiche, implication, indirection, humor, tone- or word-play, the illusions of speech or 

narration, and other troping mechanisms.ò64 Olly Wilson is another scholar who comments on 

the African American absorption and reinterpretation of White musical heritage in the troping of 

                                                             
64 Floyd, άRing Shout!  Literary Studies, HistoǊƛŎŀƭ {ǘǳŘƛŜǎΣ ŀƴŘ .ƭŀŎƪ aǳǎƛŎ LƴǉǳƛǊȅΣέ нтмΦ   
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a number of musical styles and forms, particular in jazz.   He refers to this as a musical 

representation of W.E.B. Du Boisô ñAmerican ideal within the black consciousness,ò reflecting a 

duality in the African American experience as a dialogue is established between White and Black 

cultures. 65  

 This duality also brings us back to the theme of dialogue that was examined earlier in the 

discussion of nommo and African retentions.  The importance of dialogue in African American 

communication and music is one of the main distinctions between the Western and Afrological 

rhetorical and musical-rhetorical traditions.  This difference can be seen in two related ways.  

First, as discussed previously, the Western rhetorical tradition has historically focused on the 

speaker and his or her use of rhetorical devices and strategies to persuade and influence the 

listener (and entertain the listener, in the case of music).  In African American rhetoric, though, 

the retentions of Maat and nommo have led to a rhetorical practice that is dialogic.  Second, 

whereas the musical-rhetorical devices derived from the Western tradition have been applied to 

composition, the real-time nature of jazz improvisation is such that the message is shaped by not 

just the jazz soloist, but also by fellow musicians and feedback from the community of listeners. 

 In addition to the Western musical-rhetorical devices, the unique, conversational nature 

of jazz improvisation necessitates the inclusion of additional, African American musical-rhetoric 

figures.  These include figures of dialogue (including call and response), indirection, and 

signifying.  This study also identifies and uses other unique musical-rhetorical devices that relate 

only tangentially to dialogue, but relate to other African retentions or African American 

rhetorical practice, for example tonal semantics, or the recitation tone found in Black preaching.  

By combining the Western and Afrological traditions, this study is unique and presents a more 

                                                             
65 Wilson, ά.ƭŀŎƪ aǳǎƛŎ ŀǎ ŀƴ !Ǌǘ CƻǊƳΣέ фΦ 
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comprehensive view of the musical-rhetoric of jazz improvisation than has been offered in 

previous studies. 

 

Scientific Rationale for Rhetorical Analysis: Neuroscience Connections between Language 

and Music 

 Earlier in this chapter, the five canons of rhetoric were presented.  Additional explanation 

of these divisions is needed to understand the rhetorical categories used in the improvisation 

analysis and make important connections between language, musical improvisation, and 

neuroscience.  In the first three divisions, inventio, dispositio, and elocutio, the subject matter is 

first chosen, the ideas are arranged and ordered for effective communication, and finally the 

concepts are translated into language using rhetorical devices.  In speech writing or musical 

composition, the communicator crafts the message by moving through each rhetorical stage 

discretely and over an extended period of time.  In the areas of impromptu speech and musical 

improvisation, however, the real-time nature of the process dramatically condenses the time 

frame as the communicator moves rapidly between these stages, perhaps even dealing with them 

at the same time.   Despite this difference, the rhetorical divisions still provide a sound 

framework for building a model of jazz improvisation analysis, as recent scholarship in the 

neuroscience of musical improvisation indicates. 

 The idea that the brain can be formulating a coherent message during improvisation by 

working on different musical tasks simultaneously is supported by the research of Roger E. 

Beaty.  He notes that brain tasks such as perception of relevant musical sensory information, 

memory retrieval, motor skill control, and performance monitoring require simultaneous 

execution in real-time.  He goes on to say that ñDeliberate practice automates some of these 
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processes, freeing other attentional resources for other higher order processes (e.g. generating 

and evaluating musical ideas).  In the absence of such improvisational fluency, the improviser 

will have difficulty interacting with other members of an ensemble and exerting control over the 

development of his or her performance.ò66  In the context of musical interaction via trading of 

four-bar phrases by improvising pianists, Gabriel Donay and his colleagues illuminate the music-

language connection.  The researchers noted examples of repetition, transposition, contour 

imitation and inversion, and other motivic development strategies ï musical techniques that are 

all rhetorical in nature.  They also took brain MRIs of the musicians and discovered that the 

neural pathways used during improvisation are the same as those used during verbal 

communication.67  This research indicates that the structural aspects of both verbal and musical 

thought are similar rhetorically in both pre-planned and real-time communication. 

 

 

 

 

 

 

 

                                                             
66 Beaty, ά¢ƘŜ bŜǳǊƻǎcience of Musical Improvisation,έ 109. 
67 Donay, Rankin, Lopez-Gonzalez, Jiradejvong, and [ƛƳōΦ  άbŜǳǊŀƭ {ǳōǎǘǊŀǘŜǎ ƻŦ LƴǘŜǊŀŎǘƛǾŜ aǳǎƛŎŀƭ 

improvisation: An fMRI sǘǳŘȅ ƻŦ Ψ¢ǊŀŘƛƴƎ CƻǳǊǎΩ ƛƴ WŀȊȊΣέ м-8.  The commonalities in parallel processing brain 
pathways in verbal speech and musical improvisation are also confirmed by researcher Shelly Carson.  See Carson, 
Your Creative Brain: Seven Steps to Maximize Imagination, Productivity, and Innovation in Your Life, 237-246. 
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CHAPTER THREE:  MUSICAL -RHETORICAL SOLO ANALYSIS  

 

Notes on the Analysis and Notation 

 Over the course of the six improvisations analyzed here, all of the musical-rhetorical 

figures found in these solos are presented and explained.  In the process, the written analysis for 

each solo has different focal points that attempt to bring out the unique and salient qualities of 

the improvisation and the artistôs style.  Not all of the rhetorical categories are addressed in the 

written analysis accompanying each solo, but it is important to keep in mind that at least one or 

two (and usually many more) rhetorical figures in each category are used in each of the six solos.  

The complete transcription of each improvisation is included in appendix B.  In addition, a chart 

of all of the rhetorical devices, grouped by category, is found in appendix A. 

 The analysis uses six main categories of rhetorical figures: repetition; balance, symmetry, 

order, and contrast; amplification; silence and omission; dialogue; and signifying and indirection.  

There are also a few additional figures that do not fit neatly into one of the above categories and 

are explained as they occur.  Each time a new musical-rhetorical device is mentioned, its name 

occurs in bold print.  Similarly, each time a new (language-based) rhetorical device is mentioned, 

its name occurs in italics.  For a few figures, the musical-rhetorical and rhetorical names are the 

same; a bold/italics combination designates this.  Some of the devices are abbreviated in the 

notation; the first time the term is used the abbreviation occurs in parentheses.  For example, all 

types of repetition are abbreviated; any two letter abbreviation that ends in ñRò indicates a type 

of repetition.  The abbreviations can also be found in the chart of musical figures in appendix A.  

Also, since improvisation is real-time, the borders are blurred between rhetorical divisions, but 

the canons are still worth keeping in mind while considering the rhetorical analysis: 
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1) Inventio, where the main ideas, themes, or motives are created or chosen.  The artists 

included in this study make extensive use of thematic material ï either original motives 

or motivic use of the songôs melody. 

2) Dispositio, where the ideas are ordered, arranged, and developed.  The clearest 

application of dispositio is found in the balance, symmetry, order, and contrast category.  

Other rhetorical categories use this principle as well, particularly when a figure has 

structural implications.  An example of this is the use of repetition to connect distant 

phrases.   

3) Elocutio, where the ideas are transformed into language (notes) and rhetorical figures. 

Less structural in nature than dispositio, many figures that do not extend beyond a phrase 

can be included in this stage. 

4) Memoria, where the ideas are memorized.  In improvisation, the memory is used to 

access vocabulary. 

5) Actio, where the message is delivered.  Some of the rhetorical figures depend on the 

manner of delivery, for example tonal semantics and understatement. 

 The following guidelines are used in the notation.  Solid lines indicate where musical-

rhetorical devices are being used.  Dotted lines indicate a connection between two or more places 

where a device is used, but is separated by time in the solo or where the relationship might 

otherwise be unclear.  To maintain clarity in the notation, whenever many measures separate the 

completion of a device ï for example beginning and ending repeat figures that are in different 

phrases ï only the repeated material is labeled, with a reference back to the measure numbers 

where the material previously occurred.  The most frequently used devices are the various types 
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of repetition; the space above the solo is generally reserved for these figures, except when 

additional space is needed for other categories of figures.   

 A harmonic analysis accompanies each solo, except for Steve Lacyôs performance of 

ñLongingò where there is no functional harmony. The chord symbols indicate what is played by 

the rhythm section, not necessarily what the soloist is thinking.  This is necessary to show where 

harmonic generalization and indirection devices are used by the soloist, without the reader 

having to transcribe what the rhythm section is playing to verify the devices.  Also, in a number 

of places ñslashò chords are used to point out an important bass movement or to indicate where 

there is a discrepancy between the harmonic choices made by the pianist and bassist. 

 

Horace Silverôs Piano Solo on ñThe Tokyo Blues,ò July 13, 1962 

 As do most of the artists included in this study, Horace Silver makes extensive use of 

motives and motivic manipulation in ñThe Tokyo Blues.ò   The 10 motives he uses in this solo 

provide a deep pool from which to draw in examining his rhetorical style.  His presentation and 

development of these motives includes figures from a number of rhetorical categories, including 

repetition, and balance, symmetry, order, and contrast.  In the latter category, figures that use 

balance, symmetry and order assist the listener in organizing and clarifying the ideas contained 

in the message, while figures that use contrast offer additional insight by way of comparison.  

When combined with figures of repetition, the effect is powerful; the listener understands the 

message clearly and remembers it.  Motive a in ñThe Tokyo Bluesò contains a number of 

rhetorical devices.  The motive is based on the songôs melody, the last eight bars of which are 

shown in example 3.1. 
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Example 3.1 The final eight measures of the melody of ñThe Tokyo Bluesò  

 

 Trumpet and tenor saxophone play the top and bottom lines, respectively, with piano 

doubling both lines.  Taken from the top line, the ascending C, Eb, F motion in measure 9 and 

the G, C, Eb movement in measures 12 to 14 combine to provide the material for motive a, found 

in example 3.2. 

Example 3.2 Motive a with retrograde and antithesis in the first half of chorus one of ñThe 

Tokyo Bluesò 
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 Motive a is treated more extensively than the other motives in the solo, and its 

development includes a number of balance, symmetry, order, and contrast devices.  Two of 

these, retrograde and antithesis, occur in the opening bars of the solo, as indicated above in 

example 3.2. 

 The motive is first subject to retrograde, commonly referred to as antimetabole in 

Western rhetoric.68  This device reverses the order of words or notes to negate what has come 

before, or present an alternate viewpoint.69  The four-note motive is stated firmly in measures 

three and four, and three of the notes are then retrograded in measure five.  Measures seven and 

eight reaffirm the first two notes of the motive, before the entire motive is played again.   In the 

second full statement of the motive Silver plays the exact rhythmic values of the first statement, 

but delays the start of the idea by an eighth note.  Rather than retrograde the idea again, he 

continues to move up to the Bb in measure 11, an octave above the previous Bb.  These two 

statements of motive a also reveal the second figure of contrast, antithesis. 

 As noted by Dietrich Bartel, Johann Nikolaus Forkel argues that antithesis is the use of 

musical opposites as a way to clarify or prove the assertion of the original idea.  Citing a number 

of Baroque music scholars, Bartel indicates that antithesis can occur in a number of different 

ways: contrasting affections, thematic material, harmonies, or rhythms, for example.70  A number 

of these are seen in this excerpt.  In addition to the phrase endings moving in opposite pitch 

directions, the harmonies are dramatically different over the two iterations of motive a.  In bar 3, 

                                                             
68 Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 299. 
69 Henry Louis Gates Jr. uses a rope-skipping chant created by schoolchildren in eastern Texas as an example 

ƻŦ ǎƛƎƴƛŦȅƛƴƎΣ ƻǊ ǿƘŀǘ ƘŜ Ŏŀƭƭǎ άǊŜǇŜǘƛǘƛƻƴΣ ǿƛǘƘ ŀ ǎƛƎƴŀƭ ŘƛŦŦŜǊŜƴŎŜΦέ  ¢ƘŜ ŎƘŀƴǘ ƛǎ ŀƭǎƻ ŀƴ ŜȄŀƳǇƭŜ ƻŦ ŀƴǘƛƳŜǘŀōƻƭŜΣ 
ǿƛǘƘ ǘƘŜ άǳƴŘƻƛƴƎέ ƻŦ ǿƘŀǘ ŎƻƳŜǎ ōŜŦƻǊŜΦ  ¢ƘŜ ŦƛǊǎǘ ǇŀǊǘ ƻŦ ǘƘŜ ŎƘŀƴǘ ǊŜǇŜŀǘǎ ŀƴ ŀƴǘƛ-integration slogan from 
Arkansas used to oppose racial integration of the Little Rock public schooƭǎΦ  ¢ƘŜ ƻǊƛƎƛƴŀƭ ŎƘŀƴǘΣ ά¢ǿƻΣ ŦƻǳǊΣ ǎƛȄΣ 
ŜƛƎƘǘΣ ǿŜ ŀƛƴΩǘ Ǝƻƴƴŀ ƛƴǘŜƎǊŀǘŜέ ƛǎ ǎƛƎƴƛŦƛŜŘ ǳǇƻƴ ǿƘŜƴ ǘƘŜ ǎŎƘƻƻƭŎƘƛƭŘǊŜƴ ŎƻƴǘƛƴǳŜΣ ōŜƎƛƴƴƛƴƎ ǿƛǘƘ ŀ ǊŜǘǊƻƎǊŀŘŜ 
ŎƻǳƴǘŘƻǿƴΥ ά9ƛƎƘǘΣ ǎƛȄΣ ŦƻǳǊΣ ǘǿƻΣ ōŜǘ ȅƻǳ ǎƻƴǎ-of-ōƛǘŎƘŜǎ ŘƻΦέ  {ŜŜ Gates, The Signifying Monkey: A Theory of Afro-
American Literary Criticism, 51, 103. 

70 Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 197-98. 
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the C minor chord is reinforced with triadic chord tones falling on the beat, but in measure seven, 

these same notes fall on offbeats as extensions of the Db9(#11) harmony.  The changes in 

melodic construction, harmonic context, and rhythm also create a change in affect between the 

phrases:  the first is simple and well-considered, an emotionally low-key statement; the second is 

more complex and excited, ending in a question that demands an answer.  In the parlance of 

Gates, the second motive statement signifies on the first; in effect, Silver says ñIôm not where 

you thought I was rhythmically, harmonically, or even stylistically.ò  Extending Gates signifying 

concept from words into music, Samuel A. Floyd Jr. would see this as the jazz signification of 

the Western European musical heritage: offbeats vs. onbeats and Charlie Parkerôs polytonal 

implications vs. common practice triadic harmonies.71 

 These first two statements of motive a also contain two types of rhetorical repetition: 

beginning repetition and frame repetition.  All the figures in this category help the listener 

organize and remember the most important ideas in the communication.  Used here in 

conjunction with the retrograde and antithesis devices just discussed, repetition makes Silverôs 

ideas stronger and more memorable.  This ñadditiveò quality is a key advantage of rhetorical 

analysis:  the most memorable and powerful ideas often combine several rhetorical devices from 

a number of different categories and this is highlighted in the analysis. 

                                                             
71 Lƴ Ƙƛǎ ŀƴŀƭȅǎƛǎ ƻŦ WŜƭƭȅ wƻƭƭ aƻǊǘƻƴΩǎ ά.ƭŀŎƪ .ƻǘǘƻƳ {ǘƻƳǇΣέ CƭƻȅŘ ŘƛǎŎǳǎǎŜǎ ƛƳǇǊƻǾƛǎŀǘƛƻƴ ǘƘŀǘ Ŏƻƴǘŀƛƴǎ 

signifyingΦ  Lǘ ƛǎ άƛƳǇǊƻǾƛǎŀǘƛƻƴ ǘƘŀǘ {ƛƎƴƛŦƛŜǎ ƻƴ όмύ ǘƘŜ ǎǘǊǳŎǘǳǊŜ ƻŦ ǘƘŜ ǇƛŜŎŜ ƛǘǎŜƭŦΣ όнύ ǘƘŜ ŎǳǊǊŜƴǘ {ƛƎƴƛŦȅƛƴƎόǎύ ƻŦ 
ǘƘŜ ƻǘƘŜǊ ǇƭŀȅŜǊǎ ƛƴ ǘƘŜ ƎǊƻǳǇΣ ŀƴŘ όоύ ǘƘŜ ǇƭŀȅŜǊΩǎ ƻǿƴ ŀƴŘ ƻǘƘŜǊǎΩ {ƛƎƴƛŦȅƛƴƎόǎύ ƛƴ ǇǊŜǾƛƻǳǎ ǇŜǊŦƻǊƳŀƴŎŜǎΦέ  See 
Floyd, άwƛƴƎ Shout!έ LiteraǊȅ {ǘǳŘƛŜǎΣ IƛǎǘƻǊƛŎŀƭ {ǘǳŘƛŜǎΣ ŀƴŘ .ƭŀŎƪ aǳǎƛŎ LƴǉǳƛǊȅΣέ нтф-80.  As to where the 
ǎƛƎƴƛŦȅƛƴƎ ōŀǎƛǎ ƻŦ ƛƳǇǊƻǾƛǎŀǘƛƻƴ ŎƻƳŜǎ ŦǊƻƳΣ ƘŜ ǎŀȅǎ ƛǘ ƛǎ άōŀǎŜŘ ƛƴ ŎǳƭǘǳǊŀƭ ƳŜƳƻǊȅΣ ǿƘŜǊŜ ǘƘŜ ƛƴǘǳƛǘƛǾŜ ǊŜǎƻǳǊŎŜǎ 
and instinctive assets of Call-wŜǎǇƻƴǎŜ ǊŜǎƛŘŜΦέ  !ƳƻƴƎ these assets are the troping devices that await recall at 
ŀǇǇǊƻǇǊƛŀǘŜ ǘƛƳŜǎΣ ōǊƻǳƎƘǘ ǘƻ ŦǊǳƛǘƛƻƴ ōȅ ǘƘŜ ƳǳǎƛŎƛŀƴΩǎ ǘŜŎƘƴƛŎŀƭ ƪƴƻǿƭŜŘƎŜ ƻŦ ƳǳǎƛŎŀƭ ǎǘǊǳŎǘǳǊŜ ŀƴŘ ǘƘŜƻǊȅ ƛƴ ŀ 
dialogical context.  See Floyd, The Power of Black Music, 140. 
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 Referred to as either anaphora or repetitio in rhetorical sources, beginning repetition 

(labeled ñBRò) occurs when two musical passages begin with the same note or set of notes.72  

Example 3.3 shows the first occurrence of this in measures 3-4 and 9-10.  This same excerpt also 

demonstrates frame repetition (ñFRò), known rhetorically as epanalepsis, which is the 

ñbookendingò of an idea in a musical passage.73  The first two notes of motive a (G and C) are 

used again in measures seven and eight, framing the six-measure phrase.  This is a unique 

occurrence of frame repetition, though, because the two notes also undergo expansion, a 

rhetorical device of amplification.  Expansion is used to elaborate on an idea or increase its 

impact, which happens here with the new notes inserted between G and C in measure seven.74   

Example 3.3 Beginning repetition and frame repetition with expansion in the first chorus of 

ñThe Tokyo Bluesò 

 

 

 

                                                             
72 See Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 184-90; Lanham, A 

Handlist of Rhetorical Terms, 11, 130. 
73 See Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 256-58; Lanham, A 

Handlist of Rhetorical Terms, 66-67. 
74 Although none of the Western rhetorical or musical rhetorical sources I have examined have a similar 

ŎƻƴŎŜǇǘΣ tŀǳƭ .ŜǊƭƛƴŜǊ ǊŜŦŜǊǎ ǘƻ ǘƘƛǎ ŀǎ άǇƘǊŀǎŜ ŜȄǇŀƴǎƛƻƴ ǘƘǊƻǳƎƘ ƛƴǘŜǊǇƻƭŀǘƛƻƴΦέ  {ŜŜ .ŜǊƭƛƴŜǊ, Thinking in Jazz: 
The Infinite Art of Improvisation, 189, 567. 
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Example 3.3 (cont.) 

 

 To conclude chorus one, Silver works with three of the four notes of the motive a 

retrograde, expanding the idea with three types of repetition.  Rephrased repetition (ñRRò) is 

simply a recasting of an idea.  The rhetorical term is synonymia, related to the word ñsynonym,ò 

which provides a way of thinking of rephrased repetition: it is another way of saying the same 

thing.75  The act of rephrasing gives the listener another way of understanding and remembering 

the idea, often revealing structural aspects of the concept that make memory encoding more 

successful.  This happens in measures 12 and 13 where the retrograde of motive a is played and 

then rephrased with additional notes and slight changes to the rhythm.  Directly after this, 

immediate repetition (ñIRò), or epizeukis, is found in bars 13 to 16.  In this figure, notes are 

repeated without other notes intervening.76  Finally, the entire phrase from measures 12 to 16 is 

connected through multiple connective repetition (ñMCRò).  With this device, the same pitch is 

used to end one idea and begin another, occurring at least three times in succession.  Here, the 

second Eb in bar 12 connects to the Eb on the next downbeat (separated by a pick-up note); the C 

pitches on beats three and four of measure 13 end one idea and begin the next; and the C 

                                                             
75 See Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 405-08; Lanham, A 

Handlist of Rhetorical Terms, 148-149. 
76 See Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, 263-64; Lanham, A 

Handlist of Rhetorical Terms, 70-71. 
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connection is repeated in the following measure.  Rhetorically, this device is called gradatio, and 

it allows the speaker to make a smooth, logical connection between ideas.  These three types of 

repetition are shown in example 3.4. 

Example 3.4 Rhetorical figures in the last part of chorus one and the beginning of chorus two of 

ñThe Tokyo Bluesò 

 

 Multiple connection repetition is often combined with climax, a figure of amplification, 

to create a series of parallel ideas that build to a high point,77 with the repeated notes functioning 

as a jumping off point, as in example 3.5. 

Example 3.5 Multiple connection repetition combined with climax 

 

                                                             
77 Some rhetorical sources do not make a distinction between climax and gradatio (see Bartel, Musica 

Poetica: Musical-Rhetorical Figures in German Baroque Music, 220-21; Lanham, A Handlist of Rhetorical Terms, 36.)  
One rhetorician who does make this distinction is Richard Nordquist.  He defines gradatio as an extended form of 
anadiplosis, where a word or phrase ends one idea and is immediately repeated to begin the next.  See Nordquist, 
άDƭƻǎǎŀǊȅ ƻŦ wƘŜǘƻǊƛŎŀƭ ¢ŜǊƳǎΦέ 
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 Silver uses this type of parallel structure, although without the climax, in the third chorus 

to outline the extensions of a CMA13 chord in a descending arpeggio.  This is shown in Example 

3.6. 

Example 3.6 Multiple connective repetition, chorus three of ñThe Toyko Blues

 

 Everything discussed in the solo to this point is typical of Silverôs playing: pithy ideas 

played with a precise, yet swinging sense of time.  In measures 20 to 22, however, he deviates 

from this model with an idea that seems ñwordy,ò with rhythms that go against the time and 

exaggerate the flourish.  Example 3.7 shows how a combination of rhetorical devices used 

together convert this idea from what could have been a trite scale pattern into a grander gesture. 

Example 3.7 Rhetorical devices in combination to create indirection in ñThe Toyko Bluesò 

 

 The passage ascends up a C minor scale to the sixth scale degree and then descends down 

with a stepwise sequence, or transposed repetition (ñTRò).  Rhetorically, this is called 
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polyptoton.78  Had Silver simply played this four-note sequence directly in swing eighth notes 

and stuck to only notes of the C minor scale, this phrase would have sounded trite.   Instead, he 

uses time indirection  (ñTIò) with a delivery that plays against the beat, with an implied 

accelerando in measure 21 and the first part of 22.79  As the phrase progresses he adds additional 

indirection when he converts the C minor scale material into a harmonically unresolved whole-

tone scale.  Taken together, these musical characteristics create circumlocution, sometimes 

referred to as periphrasis in rhetorical sources.  The sources that use the term periphrasis usually 

define it as the use of superfluous words in getting the point across, although Quintillian notes 

that the figure should also have a positive decorative effect.80  When the rhetorical term 

circumlocution is used, a purposefully vague and evasive quality is also implied in the 

communication.81  The musical rhetorical device of circumlocution used in this example draws 

on both rhetorical terms to refer to an artful, yet redundant passage whose muscial meaning is 

communicated indirectly.  Both the time indirection and circumlocution devices Silver uses in 

this phrase belong to the category of figures of signifying and indirection.  This category 

contains devices that are uniquely African American in nature, or used in a way that is uniquely 

African American.  The two figures found here show how indirection is used to both signify on a 

                                                             
78 The Baroque music scholar Mauritius Vogt makes the link between a melodic pattern that is repeated at 

different pitches and the polyptoton discussed by both the Roman rhetorician Susenbrotus (the repetition of a 
word using different case endings) and the Baroque rhetorician Johann Christoph Gottsched (a word repeated with 
different grammatical alterations).  See Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque 
Music, 367-69. 

79 According to Floyd, cross-rhythms, polyrhythms, syncopation, back-beats, and other forms of rhythm 
ŎƻƴǎǘǊǳŎǘƛƻƴ ǘƘŀǘ Ǝƻ ŀƎŀƛƴǎǘ ǘƘŜ ƳŜǘǊƛŎŀƭ ōŜŀǘ ǎǘǊǳŎǘǳǊŜ ŀǊŜ ŜȄŀƳǇƭŜǎ ƻŦ ǎƛƎƴƛŦȅƛƴƎ ǘƘǊƻǳƎƘ ǿƘŀǘ ƘŜ Ŏŀƭƭǎ άǘǊƻǇƛƴƎǎ 
of the time-ƭƛƴŜΦέ  {ŜŜ CƭƻȅŘΣ άRing Shout!  Literary Studies, HistoǊƛŎŀƭ {ǘǳŘƛŜǎΣ ŀƴŘ .ƭŀŎƪ aǳǎƛŎ LƴǉǳƛǊȅΣέ нтф-80. 

80 Tom Beghin, άIŀȅŘƴ ŀǎ hǊŀǘƻǊΥ ! wƘŜǘƻǊƛŎŀƭ !ƴŀƭȅǎƛǎ ƻŦ Ƙƛǎ YŜȅōƻŀǊd Sonata in D Major, Hob.XVI:42,έ In 
Haydn and His World, ed. Elaine Sisman, 201-254 (Princeton, NJ: Princeton University Press, 1997), 215.  See also 
Corbett, Classical Rhetoric for ǘƘŜ aƻŘŜǊƴ {ǘǳŘŜƴǘΣ прлΦ  /ƻǊōŜǘǘ ŀŘŘǎ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ǘƻ ǇŜǊƛǇƘǊŀǎƛǎΥ άŜȄǇǊŜǎǎƛƴƎ ǘƘŜ 
ŦŀƳƛƭƛŀǊ ƛƴ ǳƴŎƻƳƳƻƴ ǿŀȅǎΦέ  

81 Lanham, A Handlist of Rhetorical Terms, 36, 114.  Lanham equates periphrasis and circumlocution and 
ŎƻƴŎŜƴǘǊŀǘŜǎ ƻƴ ǘƘŜ ŜǾŀǎƛǾŜΣ άǎǇŜŀƪƛƴƎ ŀǊƻǳƴŘέ ǉǳŀƭƛǘȅ ƛƴ Ƙƛǎ ŘŜŦƛƴƛǘƛƻƴǎ όосύΦ 
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scalar sequence common in Western art music and also provide a contrast and balance to Silverôs 

direct and concise playing earlier in the solo. 

 Immediately after the roundabout figure found in measures 20 to 22, Silver turns to 

another, more subtle, form of signfiying and indirection in the last phrase of chorus two ï 

harmonic generalization.  This device allows him to once again work motive a material into a 

coherent and well-balanced phrase using just the C minor scale and Cmi7 arpeggio over five 

different chords.  The harmonic analysis provided in example 3.8 provides an alternate way of 

conceptualizing the harmonic context of Silverôs line with extensions and alterations; for 

example, the C minor triad outlined in measure 25 can be thought of as the #11, 9th, and 7 of a 

DbMA9(#11) chord or as a Cmi/Db slash chord.   Looking at the phrase as a whole, however, 

and especially considering the harmonic disagreement between the Db sonority and the C minor 

scale fragment in bar 26, a more cogent analysis is to view the entire passage as a harmonic 

generalization of C minor. 

 Adding to the coherence and balanced proportions of this eight-bar phrase is sentence 

structure, a figure of balance, symmetry, order, and contrast.  Although not discussed in any of 

the rhetorical sources examined, sentence structure is often discussed in phrase and motivic 

analysis and functions much the same as many of the other figures in this rhetorical category.  

Common in Classical-era melodic construction, sentence structure phrasing contains a 1:1:2 

division.82  Treating the first five notes in measure 24 as pick-up notes, the aaôb structure of this 

phrase follows the correct poportions with measure lengths of 2:2:4.  The harmonic 

generalization and sentence structure used in this phrase are shown in example 3.8. 

                                                             
82 Jane Piper Clendinning and Elizabeth West Marvin, ¢ƘŜ aǳǎƛŎƛŀƴΩǎ DǳƛŘŜ ǘƻ ¢ƘŜƻǊȅ ŀƴŘ !ƴŀƭȅǎƛǎ, 2nd ed. 

(New York: W.W. Norton and Company, 2011), 362. 
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Example 3.8 A well-balanced phrase using harmonic generalization and sentence structure in 

ñThe Toyko Bluesò 

 

 

 Rhetorically, this is a strong passage because Silver carefully manages the harmonic 

tension and dissonance in this generalization process, and also because of the number of other 

devices he uses to make the phrase so clear, memorable, and symmetrical.  Previously discussed 

figures of repetition are used again, most notably beginning repetition.  This type of repetition 

occurs in phrases beginning in measures 3, 10 (see example 3.2) and here in 24; motive a now 

includes an added D, and the rhythmic values are compressed.  Another beginning repetition 

connecting measures 24 and 26 is nicely balanced by the connective repetition (ñCRò) in 

measures 25-26 and 27-28.  The last connective repetition smoothly connects to the second half 

of the phrase where transposed and rephrased repetition slowly resolves the accumulated tension 

from the first half of the phrase.  These repetitions are highlighted in example 3.9. 
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Example 3.9 Multiple repetition types used in ñThe Toyko Bluesò 

 

 

 After using motive a extensively in the first two choruses, Silver introduces a number of 

new motives which are exclusively repeated, manipulated, or developed strictly within the 

chorus in which they occur, with one exception.  Four measures before chorus five Silver returns 

briefly to the last three notes of motive a.  He even retrogrades the idea, just as he does in the 

first chorus.  Although the harmonic context is different, these three notes also outline the riff-

oriented theme of Dizzy Gillespieôs ñManteca, which shares a number of  melodic and rhythmic 

similarities to what Silver plays.  It is impossible to know if it was Silverôs intention to call this 

song to mind, but the similarity is unmistakable.  Examples 3.10 and 3.11 show Gillespieôs 

melody and Silverôs motive a derivation/òMantecaò paraphrase. 
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Example 3.10 Measures 5-8 of the main theme of Dizzy Gillespieôs ñMantecaò (transposed from 

the original key of Bb)

 

Example 3.11 Motive a/ñMantecaò paraphrase in ñThe Tokyo Bluesò 

 

 This is the first of two back-to-back examples of Silverôs use of mimicry .  African 

American rhetoric scholar Geneva Smitherman describes mimicry as ña deliberate imitation of 

the speech and mannerisms of someone [that] may be used for authenticity, ridicule, or rhetorical 

effect.ò  Using rappers as an example, she goes on to say that ñthey attempt to quote in the tone 

of voice, the gestures, and particularly idiom and language characterisitics of that person.ò83  

Musically, mimicry occurs as a quote or paraphrase of a songôs melody or someoneôs previous 

improvisation, or through a stylistic reference to a genre or a musicianôs style.  Two bars into 

Silverôs signifying on Gillespieôs afro-Cuban classic, the drummer responds with a set-up to 

chorus five, the first of two full choruses of call-and-response between piano and drums.  

Whether or not ñMantecaò is used as a signal, it is appropriate that this reference to a highly 

percussive style of music proceeds this interaction with the drums. 

                                                             
83 Smitherman, Talkin that Talk:  Language, Culture and Education in African America, 94. 
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 The second use of mimicry occurs in both call-and-response choruses.  In the first 12 

measures of each chorus, Silver plays simple riff ideas in perfect fourths.  This fourth treatement 

is similar to that used in the first 12 measures of the melody (see the first four bars of example 

3.1).  The top line of this fourth planing outlines an Eb pentatonic scale and when combined with 

the fourth interval below is a clear imitation of the music of Eastern Asia, specifically Japanese 

melodic structure.  Example 3.12 shows the first few bars of mimicry at the beginning of chorus 

five. 

Example 3.12 Mimicry and tonal semantics in chorus five of ñThe Toyko Bluesò 

 

 In addition to mimicry, Silver also uses another figure of signifying and indirection in the 

parallel fourths passage.  Tonal semantics occurs when the meaning of a musical gesture is 

conveyed more by the sound properties of the notes than by their musical logic and structure.  

Other common examples of tonal semantics include manipulations of timbre, articulation, and 

pitch.84  The juxtaposition of the pentatonic scale planed in fourths, the afro-Cuban rhythmic 

style of the piece, and the ñMantecaò reference at the end of the prior chorus bring to life Silverôs 

comments from the liner notes of The Tokyo Blues: ñWhile in Japan, I noticed that the Japanese 

people were very fond of Latin music, which I am also very fond of.  In writing some of these 

                                                             
84 Geneva Smitherman lists tonal semantics as one of a number of rhetorical qualities that characterize 

African American communication.  She notes that the choice of words and phrases for their sound properties, 
rather than their precise semantic meaning, can be more important in getting the message across to the audience.  
See Smitherman, Talkin that Talk:  Language, Culture and Education in African America, 99-100. 
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compositions, I have attempted to combine the Japanese feeling in the melodies with the Latin 

feeling in the rhythms.ò85 

 The beginning of chorus five is also highly structured by previously used devices ï 

beginning repetition and sentence structure ï and three new rhetorical figures.  The first new 

figure is tricolon , where three parallel ideas of the same length are found in succession.  The 

ñrule of threeò or the ñpower of threeò is a touted technique used in persuasive communication, 

and the related rhetorical concept of tricolon is well-known to rhetoricans who find it frequently 

in different styles of prose.  This device and its sibling isocolon (successive parallel ideas of 

equal length) are specific cases of parallelism.86  In Thinking Jazz, Paul Berliner devotes a 

chapter to the different stratgies jazz improvisers use to create musical logic and develop their 

ideas.  He recognizes the importance of parallelism when he writes ñartists may create a sense of 

balance and continuity within the larger designs of long consecutive phrases by remembering 

and using phrase length itself as a model.ò87 

 The three four-bar phrases found in example 3.13 are an excellent example of tricolon, 

this specific case of parallelism.  This tricolon grouping is strengthened by the beginning 

repetition used to start each phrase in measures 65, 69, and 73.  Giving even more weight and 

focus to the ideas in this chorus, Silver superimposes two back-to-back instances of sentence 

structure on top of the four-bar phrasing.  The first occurrence runs over two phrases in measures 

65 to 72 with a 2:2:4 bar relationship.  The sentence structure is created by the similarity in 

measures 65, 67, and 69, with contrasting material in measure 71 that resists the two-bar 

                                                             
85 Horace Silver, Liner Notes, The Tokyo Blues, The Horace Silver Quintet, Blue Note 65146, 2009 (1962 

recording and notes), compact disc. 
86 YƛǇ [Φ ²ƘŜŜƭŜǊΣ ά{ŎƘŜƳŜǎΣέ Rhetoric, last modified March 2, 2015, 

http://web.cn.edu/kwheeler/schemes.html. 
87 Berliner, Thinking in Jazz: The Infinite Art of Improvisation, 198. 



 

47 
 

chunking of the previous measures.  Note how the sentence structure bisects the first leg of the 

tricolon (measures 65 to 68) and then how the sentence structure begins its second iteration when 

the third leg of the tricolon starts in measure 73.  These different layers of organization weave a 

rich structural tapestry and are indicated in example 3.13. 

Example 3.13 Beginning repetition, sentence structure, and tricolon in chorus five of ñThe 

Toyko Bluesò 

 

 

 Finally, making this chorus the most rhetorically rich in the entire solo, Silver adds yet 

two more rhetorical devices, question and answer (ñQ & Aò) and call and response (ñC & Rò), 

both from the dialogue category.  Question and answer occurs in bars 65 to 68 and again in 73 to 

76, where Silver divides each four-measure phrase into two-measure phrase members.  Both first 

phrase members rise in pitch at the end, while the second phrase members fall, mimicing the 

vocal inflections of the voice.  Berliner calls this ñbalanced call and response with altered 
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responseò and indicates that improvisers use it when they ñcreate rhythmically balanced imitative 

phrases whose respective endings rise or fall in relation to one another, as if asking, then 

answering, a question.ò88  Rhetorically, the figure is referred to as either hypophora or 

anthypophora.89 

 The other dialogue device, call and response, is the musical raison dôêtre for this chorus 

and the next.  Although the leadership of call and response can be fluid, in most instances in 

African American music one voice takes the lead, as is mainly the case here.  In the first 12 

measures of each chorus the drummer provides commentary in the space between Silverôs two-

measure note groupings.  Occasionally the call and response overlap, as is also common in Black 

music genres.  In the four bars at the end of each chorus, though, Silver firmly reasserts his 

leadership and the drums return to a more accompanimental role.  Example 3.14 once again 

shows the first 12 measures of chorus five, this time with the question and answer and call and 

response figures indicated. 

Example 3.14 Question and answer and call and response in ñThe Tokyo Bluesò 

 

 

                                                             
88 Berliner, Thinking in Jazz: the Infinite Art of Improvisation, 571, 194.  Referencing two of the interviews he 

ŎƻƴŘǳŎǘŜŘ ŦƻǊ ǘƘƛǎ ōƻƻƪΣ .ŜǊƭƛƴŜǊ ŀƭǎƻ ǿǊƛǘŜǎ άCƻǊ [ƻƴƴƛŜ IƛƭƭȅŜǊΣ ŀǎ ŦƻǊ aŀȄ wƻŀŎƘΣ ƛƳǇǊƻǾƛǎƛƴƎ Ψƛǎ ǊŜŀƭƭȅ ƭƛƪŜ ŀ Ǝǳȅ 
having a conversation with hiƳǎŜƭŦΦΩ  IƛƭƭȅŜǊ ǎƻƳŜǘƛƳŜǎ ǘƘƛƴƪǎ ƻŦ ƘƛƳǎŜƭŦ ŀǎ ΨƳŀƪƛƴƎ ǎǘŀǘŜƳŜƴǘǎ ŀƴŘ ŀƴǎǿŜǊƛƴƎ 
ǘƘŜƳΩ ǿƘŜƴ ƘŜ ǇŜǊŦƻǊƳǎέ όмфнύΦ 

89 Lanham, A Handlist of Rhetorical terms, 87. 
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Example 3.14 (cont.) 

 

 The power of the call and response and the rich combination of rhetorical figures at the 

beginning of chorus five mark this section as the denouement of Silverôs solo.90  Of the seven 

different figures identified in the last three examples in chorus five, there are four different 

categories of devices represented: repetition; balance, symmetry, order and contrast; signifying 

and indirection; and dialogue.  The number and rich interrelationships between the different 

types of figures account for the power of this chorus.  As discussed in the beginning of this solo, 

rhetorical anlaysis is uniquely positioned to highlight the individual strategies an improviser uses 

and show how they interact to create a powerful message where the whole is greater than the 

sum of the parts. 

 This portion of the solo is also a good place to reinforce the point made in earlier chapters 

that jazz improvisation is part of the larger world of African American dialogic communication.  

This connection can be seen by examining a portion of Martin Luther Kingôs ñI Have a Dream 

Speech.ò (See appendix C for the full speech.)  The climax of Kingôs speech has a number of 

similarities to chorus five of Silverôs ñThe Toyko Bluesò solo.  Both use parallel phrases and 

beginning repetition interwoven with call and response.  In addition, both King and Silver use 

                                                             
90 Additionally, the golden mean of the solo falls in the fifth bar of this chorus.  This well-documented 

phenomenon of balance and symmetry in nature is also commonly found in works of art, for example near the 
emotional high point of musical works.  The math of the golden mean is as follows.  Where a line is divided into 
two segments, a and b, and the dividing point is the golden mean, the following equalities hold true:  a ÷ (a + b) = b 
ҏ ŀ Ғ смΦу҈Φ  Lƴ ŀ ƳǳǎƛŎŀƭ ǇƛŜŎŜΣ ǘƘŜ ƎƻƭŘŜƴ ƳŜŀƴΣ ǘƘŜƴΣ ƻŎŎǳǊǎ ŀǇǇǊƻȄƛƳŀǘŜƭȅ смΦу҈ ƻŦ ǘƘŜ ǿŀȅ ǘƘǊƻǳƎƘ ǘƘŜ ǿƻǊƪΦ 



 

50 
 

simple pitch patterns and tonal semantics to fashion their calls.  Example 3.15 shows how King 

builds to a pinnacle at the phrase ñfrom every mountainside,ò with the audience responses 

indicated in parentheses. 

Example 3.15 Various types of repetition, signifying, tonal semantics, and call and response 

leading to the pitch climax of Martin Luther Kingôs ñI Have a Dream Speechò 

 

 

 

 Prior to this passage, King names other places around the country where freedom will 

ring, and here is ñbringing it home,ò back to the south, where the suffering of African Americans 

began.  This signfying is amplified by his references to Stone and Lookout Mountains, where 

important civil war battles were fought.  The audience answers all of Kingôs ñcallsò with effusive 

responses.  In this ñfreedom ringò passage King works toward the pitch climax of the speech.  

Beginning even earlier than what is shown in example 3.15, time and again his pitch climbs up to 


