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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 lagsit 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, trandlated in
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
communicatorstheir abiltytoc r af t a aiidmoamnenkcaiedfactively and persuasively
is reflected in their significant use of rhetoricajdres in these improvisations.

These six analyses show how a rhetorical approach to jazz improvisation analysis is
unique in jazz scholarship and offers new insights tkiatieg 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 semastof African American musical and rhetorical culture.

Along with the solo analysishis study providea hstorical backgroundf the two
rhetoricaland musicathetoricaltraditions upon which jazz draws: the Western European, via
the ancient Greeksnd Romans, and the African American, via thfeicans and ancient
Egyptans Addi t i onal | vy, Martin Luther Kingds Al Ha\
analyzed for its rhetorical and musicaktorical 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 tdhe Weapons of Rhetoric: A Guide for Musicians and Audiedadyg
Tarling describes rhetoric as fAan advénced sy
speech, this system relies on a sdechniques that aims to move listenensotionally to make
themr ecepti ve to the speakerodés ideas. Further,
allows the listener to easily understand and egipte either a spoken or musical mesgage.

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, gaularly in the areas of melodic structure and development and
artistic intention. This study provides insi
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 combinatiof.his is demonstrated in the trangtions 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 thehicle of these artist transcriptions, this study identifies

and explains the use of rhetorical devices in jazz improvisation.

1 Judy TarlingThe Weapons of RhetoridGuide for Musicians and Audien¢&s Albans, UK: Corda Music
Publications, 2005), iv.
2 Tarling,The Weapons of RhetoriaGuide foMusicians anddudiencesi-ii.
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The inspiration for this project comes from discussions with Dr. Charles Young,
Professor of Composition at the UniversityWiisconsinStevens Point. He has identified a
numberof WesterrEuropean rhetorical figuresnd tracked them into the compositions of many
composersincluding Beethoven, Tchaikovsky, Cole Porter and Georgsh@e. These
devices are weknown to rhetacians, who find them in the literature of William Shakespeare
and the speches of Martin Luther King, Jr., and many of the rhetofigakes translate into
music. The purpose of these devices is the same in notes as in Woodsnmunicate
informationeffectively with depth and nuance in a way that assisthstie@mer oreader with
processing and retainirigis information. These figures also help accomplish the ultimate goals
of rhetoric: persuasion and/or entertainmeffthe entertainment qualiig particularly strong in
music.

There is another rhetorical tradition foun
American community. Scholars have established that African oral and musical retentions are
found in African American culture. loral communication these retentions include call and
response, signifying, tonal semantics, and narrative sequencing (storytelihgse same
retentions inform Black music, including blues and jazz, as brought to America through the ring
shout® Accordingly, there is the potential for new musichétorical devices to be identified that

come directly out of African American rtagical 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 DietrichBsiczIPoetica:
MusicatRhetorical Figures in German Baroque M(siecoln, NE: University of Nebraska Press, 1997)371

4 Geneva Smitherman, Talkin and Testifyin: The Language of Black America (Detroit: Wayne State
University Press, 1977), 103.

5Floyd and others have dadmed 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 AdFlog&hout!Literary
Studies, HisthA OF £ { (1 dzZRA S& = | BldRk Musid-JQuih, val. Hxinb.Q (Autyfijp A0 YR &%
http://www.jstor.org/stable/779269.



Combining European and African rhetorical traditions provides a particularly insightful
way oflooking 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 improviseriswoth composer
and performer, making music that is both monologue and feedbsigked dialogue. It is in
this context that the rhetorical figures examined in thidysthow their true potential: they
highlight the developmental process in impratisn in a way that moves beyond traditional
musical analysis, based primarily on Western music theory concepts, to incorporate the unique
gualities and semantics of African American musical and rhetorical culture.

Offering advantages over existing foroigazz improvisation analysishe systematic
rhetorical analysis present@dthis study

1) provides @&eper motivic analysisome of the rhetorical figures offer a more detailed
examination of motivic use or reveal additional motivic relationships notvened by
traditional motivic analysis;

2) is mmplementary and additive to other forms of analysistorical analysis can easily
beused alongside other forms of analysis to provide a different perspectivaease

the clarity of other analyticaéchniqies

3) hasethnographiovalidity: ratherthan solely relyingon techniquegenerated by a

Western European musical perspective, rhetorical analysis incorporates the unique

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

comprehenive and insightful look at jazz improvisation



4) focuseon t he artistods pr oc e sdetaicaldinalysisshiness s i n
a light on the Iink between the artistods <c
comprehension and retention of tihagssage;

5) offersrewinsightsint@nar t i st 6 s st y lrhetoacal dnalysisugessof wor k
that a reexamination of some of the artists included in this stadg by extension other
artists, may bén order;

6) encouragesa@mparative analysis betweartists the rhetorical devices used in this
study reveal commonalities and differences
discoveredn other forms of analysis;

7) opens the door to new approaches to teaching and learning jazz improvisation
rhetoricalanalysis takea broader view of improvisatia@htechniqueand suggestthat

new strategies for learning how to improvessmbe explored

Literature Review

Most of the sources examined for this study can be broken down into four broad
categories: Classal/European rhetoric, European musidadtoric, 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,
samiotics 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
historicallybeen applied in both oratory and music. The African Araeritetoric 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



potential to make a valuable contributimnjazz scholarship. A more detailed examoabf
the literature follows.

Sources for Western rhetoriAHahdlisdoEvi ces i nc
Rhetorical Term8and a number of rhetoric websites, I n
of Rheg or i ¢ al Mdsteofthase saurces contain definitions of the rhetorical figures and
oral and literary examplesS h a k e ssp\erdcnafe liy Scott Kaiseris an excellent book on
Shakespeareds | anguage. Al t h osdognd intheabave e s no't
sour ces, he explores Shakespeareods use %f rhe

Three important books discuss the Western approach to both rhetoric and musical
rhet ori c. Thé WeagonslohRhétaric1 f @esfor 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 affdct® Di et r i c KlusiBaaPoetioa:l Musical

Rhetorical Figures in German Baroque Mupiovides 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 dissses a number of German Baroque theorists and their approach to
musicalrhetoric. Most importantly, thisook is the primary source for European musical
rhetorical figures; for each of the dozens of figures in the book, he sugetiedptivequotes

from both antiquity and the German theorists, along with musical exaf¥pEse third book,

6 Richard LanhanA Handlist of Rhetorical Terpnd ed. (Berkley, CA: Univsity of California Press,
1962).

"Richard Nordquistt Df 2 3 &aF NB 2 F niksfdng AbktiO Stdte UnhigeMigatcegsed March
29, 201, http://Iwww.armstrong.edu/term1.htm#accumulation

8 Scott Kaise, K I 1 S & LIS I NBNew Yok imBighNEdifotis, 2007).

® Tarlng, The Weapons of RhetorisGuide for Musicians and Audiences

10 Bartel,Musica Poetica: MusicdthetoricaFigures in German Baroque Music
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Wordless Rhetoric: Musical Form and the Metaphor of OratlmnMark Evan Bonds, discusses
the history of Western musical form alongside the development of rhetdisaiscussion of
how rhetoric and thematic development hhigtoricallybeen 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 BanlTarling, to the Classical period and its
eventual decline in the 19th centdty.

An additional three sources for European musibatoric include a collection of essays
titled Haydn and the Performance of Rhetori L e o n a r @asdkausicExprésson,
Form and Styleand 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) addréssaimore broadly. Included
are discussions of the Classical roots of Rhetoric, German mus@tatical scholarship, and
more general connections between rhetoric and musical syntax, structure ahtioemt ner 6 s
book has some musiegtietorical figue definitions along with musical examples drawn from
Classical period literaturé. Be ghi nés dissertation, AFor kel anc
for the Analysis of Sonata Hob. XVI:42(D)o is
rhetoricalfigures and its complete rhetorical analysis of an entire pfece.

Beyond the six European musigaktorical sources just mentioned, there is scant

literature that deals with Western musidadtorical devices in a detailed way. Based on the

11 Mark Evan Bond$Vordless Rhetoric: Musical Form and the Metaphor of the Oré@ambridge, MA:
Harvard Uniersity Press, 1981

2Tom Beghin and Sander M. Goldberg, ethydn and the Performance of Rhetd@hicago: The
University of Chicago Press, 2007

13 Leonard G. Ratne€lassic Music: Expression, Form and §dev York: Schirmer Books, 198

“TomBeghinha C2NJ St | yR 1 F@RyY | wKS(R2aNRaO AT N2 yRE&Dd2 NJ| 2 6Fde-
diss., Cornell University, 1996ttp://www.search.proquest.com/docview/304250345?accountid=14553.
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review of eisting musicalrhetorical literature, the extension of Western musibatorical
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 rhetoridodmessays in
Understanding African American Rhetopoovide information on Black oral culture and
rhetoric from a distinctly Afrocentric poirtif-view.'> Two of these essays, by Adisa Alkebulan
and Maulana Karenga, make important connections betwexdena 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 Smithan and Henry Louis Gates, Jr. also make links
bet ween these cultures. Smithermandés books a
depth of African American oral discourfewhi | e Gates fASignifyin(g)o ¢
to understand and aryak the message in oral communication.
A number of scholars have extended African American rhetoric into Black music. Both
Be n S iBtackdalkans three sources by Samuel Floyd Jr. look carefully at African
American oral discourse in formulating theleas on Black musi Drawing heavily on the
rhetorical work of Henry Louis Gates, Jr., Floyd discusses the ring shout ritual as a key

transmission vehicle for connecting musidadtoric in jazz to its African root$. Along with

15 Ronald L. Jackson and Elaine B. Richardfwierstanding African American Rhetdiitew York:
Routledge, 20083

16 SeeSmitherman Talkinand Testifyin Smitherman Talkin that Talk:Language, Culture and Education
in African Americ§New York: Routledge, 20p0

17 See Henry Louis Gates, Bigues in Black: Words, Signs, and the Raciall$elf York: Oxford
University Presg,987); Gates;The Signifying Monkey: A Theory of Afmerican Literary Criticis(New York:
Oxford University Press, 1988

18 Ben SidranBlack TalkNew York: Da Capod3s, Inc., 1971).

19See Floydy wASHiaBtE[ A G SNI NB { GdzRAS&AZ |1 Aad2NROL fThefPdwrRA Sa x> |
of Black Music: Interpreting Its History from Africa to the United Sthtes York: Oxford University Press, 1995
Ct 2 &8 R3 y& ! vi2N2A(i & The GxfordVEdmpakién tolJaed. Bill Kirchner,-16 (New York: Oxford University
Press, 2000



Floyd, other authowh o exami ne Afri can American music th
include John P. Murphy, Gary Tomlinson, Olly Wilson, and Robert Walsgvithout using
rhetorical terms, Walserdés article AOutf of No
Mil es DavisO comes as close as any source to
intent and the musical means of communicating that intent. His anal@ibad an
ethnographiperspectivé! Ethnographic approaches towards jazzadse found in Paul
Berl iner 6s ThiokmginJadaennds il vneg r i ShyingBomethogr dagz
Improvisation and InteractingBerliner lists a number of different improvisational strategies
that have rhetorical implications, but does not dischetoric directly?> The Monson book
concentrates on interaction and dialogue within the rhythm sectiBoth authors use a large
number of musical examples and draw heavily on interviews with jazz musicians in presenting
their argumentsinteraction, mprovisation, and Interplay in Jazzy Robert Hodson, also
explores interaction within improvisation, again providing musically detailed exaiiplske
Berliner, Monson and Hodson do not directly discuss rhetorical figures.

Western European rhetoriaddvices 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

20See John P. Murphg, ¢ K S W2 &  2Bick MysE ReaseuyhQISuENébl. 18 No.1/2 (1990)-19,
http://www.jstor.org/stable/12Iny pp T DI NB ¢2Yf Ayaz2ybVYa/ dzZ NG E BA&G 2EROY
Black Music Research Journadl. 22, SupplemenBest of BMRJ (2002):-105,
http://www.jstor.org/stable/1519944; Olly Wilsorg . £ | O a dzi A O Black Musiy BséaidiJoutal NI X €
Vol. 3 (1983): 22, http://www.jstor.org/stable/779487.

2lRobertWalsera h dzii 2F b20GSay { A JandtRerPDblemoRWMies DavigltieS NLINS G | G A 2
Musical QuarterlyVol. 77, No. 2 (Summer 1993): 388 http://www.jstor.org/stable/742559.

22 paul BerlinerThinking in Jazz: The Infinite Art of Improvisat©hicago: The University of Chicago
Press, 1994

23 Ingrid Monson Saying Something: Jazz Improvisation and Intera¢@hicago: The University of
Chicago Press, 1996

24 Robert Hodsoninteraction, Improvisation, and Interplay in Jéxzw York: Routledge, 20D7
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American hetoric and music, but the musigaktorical references typically focus on explaining
the artistsd6 message without at-thatangalfigureg t o i d
To this end, there is an opportunity to expand the list of WesteopEan Rhetorical devices
with additional ones based on African American musical traditions and content. Further, this
study will show that some of the European musibatorical figures are informed by the
African American content.

To gain a more comphensive view and understanding of the state of jazz improvisation
analysis scholarship, | also looked at a number of sources to see what approaches have
historically been taken to improvisation analysis and whether there is any ovéHapy thesis.
Thomas Owenso6s fAAnalysing Jazzo andbotBprovge Pot t e
good overviews of the various approaches to analysis. Owens tends to concentrate on
musicological approaches to analySis-He also mentions the work of Lawrence Geshwho
in his article ALesd edi ’srowngds I[ShoteerShYmen Body
four different approaches: semiotic (storytelling), scheen@xpression of form), formulai@and
motivic. Although Gushee devotes little time in thiscke to semiotic analysis, he notes that
Youngbés storytelling and motivic prowess on i
memorable than those of the other soloists on the recoftlifige overview provided by Potter
focuses on analytical teclyuies. 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 Greerblatt.

25Thomas Owensi Yy I £ & & A ryTHe CAfindridg& Gompanion to Jazt. Mervyn Cooke and David
Horn(New York: Cambridge University Press, 2022697.

%6 Lawrence Gushegt [ Sa G SNJ | 2 dzy 3 Qa A Hbktér Yd@ing{Realied Souis PoBeR > ¢ A Y
(Washington: Smithsonian Institution Press, 1991),-225.

2Z7Gary Potterg ! y'I £ @ 1T Ay 3 L GoleyPvasicB@riposiikol. 30,3Nb. 1 (SprirkP90): 6474,
http://www.jstor.org/stable/40374000


http://www.jstor.org/stable/40374000

The article that Potter i t es by Per |l man and Greenbl att i
Chomsky. 0 The authors draw on Noam Chomskyos
melody in terms of deep, shallpand surface structures. Respectively, the three levels refer to
the undelying harmonic progression, the array of melodic choices available to the improviser,
and the actual Alickso played. They al so att
units and musical features such as chord substitutions, motives, anat mewlopment,
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 cadarstand 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 understangzz, and more casual listeners are relegategpoeciating how fast or high
musiciars can play otheir passion in the delivery of an indecipherable mes&age.

Greenblatt and Perl mandés analogical view o
possibleappr oaches mentioned by Allan Keiler in hi
uses a harmonic framework as the basis for his analogical approach, finding parallels between
sentence structure and harmonic progressions that center around | aordly/ wlith other
harmonies functioning as either tonic or dominant prolongations. This is the approach Keiler
prefers, but he also describes a taxoneannpiricist approach, pioneered by Jean Jacques

Nattiez and Nicolas Ruwét. Ruwet was both a linguisind a music theorist, and his article

28 Alan M. Perlman and Daniel Greenbldtta A f Sa 51 dA 4 aSSGa bz2lyY / K2yYaley
Improvisation § R [ I y 3 dzI 3 & Thie SigvitieMiisirdiBiteraturded. Wendy Steineustin, TX:
University of Texas Press, 19816983.

2Alan Keilerg ¢ g2 + A Sdad ATS YaAd#Bigo i Mdsic and Literatyesl. Wendy Steiner
(Austin, TX: University of Texas Press, 1,983368.
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AMet hods of Analysis in Musicologyo outlines
structure as division markers of form. Using Classical musiegtbrical terms and graphic
depictions, he outlines how repetitiand repetitiotwith-variation serve this formal function
and also operate to transformidédsA f i nal | ingui stic/ semiotics s
of Music, 0 by Henry Orlov, argues that wunlike
(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 démains.

Shedding new light on the above scholarship linking language and music is recent brain
research from three different sources. Creativity and neuroscience res&eley Carsohas
developed a theory of creativity that models sevens c r et e r ari enasteechwbuse yt hralk
different brain circuitry. While her research is not specifically geared towards, rslisic
addresses improvisation in general, and jazz improvisation in particalachhapter on the
streambrainset, shenakes a number of corct@®ns between the similarities in brain usage in
musical improvisation and verbal communicatidrA second source is a John Hopkins study by
Donay et al ., ANeural Substrates of I nteractd.i
Four s i nereseahers earnediwhat 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 onriiwsts of the

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

®NicolasRuwety aBK2Ra 2F !yl t&@adAa Ay adza AMugidAhalydisvd. 6,0 NI yaft | i
No. 1/2 (Mar.¢ Jul.1987): 1-36, http://www.]stor.org/stable/854214.

S HenryOrlovg ¢ 2 g I NR + { S YATheiSighia M&ig and Lderatuéek Wekdy Steiner
(Austin, TX: University of Texas Press, 19B3137.

32 Shelley Carsqrour Creative Brain: Seven Steps to Maximize Imagination, Productivity, and Innovation
in Your LiféSan Francisco: JossBgss, 201)) 237%246.
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contour inversion, melodic imitation, motivic development, repetition, and transposition. After
comparing the regions of the brain used in ghigly 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 resultéin a suppression of those areas of the brain associated with semantic
meaning® The third source, AThe Neuroscience of M
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 ingraingtijjpautomated 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 {eas.

Research Objectives and Methodology

Semantically, the clos@ne 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.

3 GabrielDonay etal.,a b SdzN> f { dzo0 &G NI 6S& 2F Ly G SNh@R& OBF a¥aNIOR X
C 2 dzNA Q PUoSONEYVdI. B, Né. 2 (2014)97
http://www.plosone.org/article/info%3Adoi%2F10.1371%2Fjournal.pone.0088665.

¥Ww2ISNI 9 . SIie2Fa kB ADS AINREYONEWAR | A2y Z¢é bSdNBAOA
51 (2015): 1095, http://www.sciencedirect.com/science/article/pii/S0149763415000068

12



Early analgis 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 attemptedeistamd the
artistoés 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 improvisationGi ven t he complicated nature of | ea
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 relate
elaborate on the relationships and structure of ideas. Other scholaisrokendown
improvisation into formulaic patterns and identification of common vocabulary features. One of
the best examples of this approach is Thomas
solos, where he extracts 100 common melodic faamuked by Parker. In the last few decades,
some scholars have used Schenker analysis to break down the thematic content and voice

leading inimprovisation®® Although not widely used, there are important insights to be gained

3%1n Schenker analysis, based on the ideas of Heinrich Schenker, the voice leading of a pieceonf music
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. Firstjsta 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 tonehiers 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 boiletbdmWasic structural
model, many of the unique artistic qualities of the music have been removed, leaving little to indicate what is
being communicated by the improviseBee Steve Larsoa,{ OK Sy { SN&A | y rh Jadz:fQaestoris atd¥ a2 RS
Method ¢ Music Theory Spectrum, Vo. 20, No. 2 (Autumn, 1998), pp42(&tp://www.jstor.org/stable/746048;
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from an examination ofvoek eadi ng, and some scholars have
to create a more basic Areductiveod analysis.
The musicathetorical analysiproposed herbas the most in common with motivic
analysis, but its focus is different, and in many ways richémaore 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 approachecause it encourages the analyst to ask why the
musidan made a given musical gesture and whatghature means. This type of analysis also
recognizes the important role that rhetorical devices play in the ability of the listener to grasp and
retainmusical 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 afiomn interaction and other
uniquely African American communication strategies can be incorporated into the analysis.
The methodology used to accomplish the research objsativalves identifying both
Western and African American musigdletorical figuires and applying them to jazz
improvisation analysis. Based onthemusicdi et or i cal devices found i
analyzed in this study, many of the musidagtorical figures identified by Baroque and later
common practice era music thetsisan 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.

Jessicestrampsd { OK QEAIN ! FUSNI ¢AYSYQ | a2RAFASI&z ! LILINRI OK G2
Saxophonists(a I a 4 SNR& (G KSap@1), ¢dzfia | yASSNREAGER
http://lwww.searchproquest.com/docview/1023459285?accountid=14553.
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This study identifies approximately threezgn Europeabased 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, symmetryaotiegntrast;
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 rhetoeic@led that fall under
each headind® 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 thi.| This category also contains a few uniquely
African American musicathetorical figures. An additional category, signifying and indirection,
is drawn strictly from the African American rhetorical tradition and contains a number of
additional figured have identified and included in this study. Each of the musiedbrical
categories used in this studdflects a different stratedggnprovises can employ tpersuasively
get theirmessage aoss to the listener

In order to provide a frameworkrfohe rhetorical analysis used in this study, chapter two
provides an overview of th&vo rhetorical traditions upon which jazz draws: the Western
European, via the ancient Greeks and Romans, and the African American, via the Africans and
ancient Egyptias. Musicalrhetorical retentions of these two traditicare alscexamined.

Chapter three contains andepth discussion of the musigdletorical figures in the
context of six improvised solos. The musicians selected for this study, Lester Youhtall)im
Horace Silver, Sonny Rollins, Miles Davis, and Steve Lacy were carefully choaetistswho

represent fAbest practiceso in their ability

36 Lanham A Handlist of Rhetorical Ternts31; Edward P.J. Corbe®lassical Rhetoric for the Modern
Student 39ed. (New York: Oxford University Press, 1990),44R7
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story and is reflected in their significant use of riietd 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 mukiegrical figures.

As each new figee 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 theidagtftgures relate
to motivic use and development and the artist
Finally, throughout the chagr, arguments are mads to the unique role rhetorical analysis can
play in improvisation analysis. Occasidigathe case for rhetorad 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 musicarhetorical figures used in tllo 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.
AppendixC presents rhetorical analysis dflartinLut her King Jr . 6s fl Have
speech.Many of therhetorical devicesised in the solo analysis have rhetorical counterparts in
this famous oration; several examples from the speech are used to shed thightisa of a

musicairhetorical 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 aule 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 ad philosophers suchs@ristotle became codified mcoherent 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 cultlre.

Two important rhetorial ideas came into being by the time of Cicero and Quintilian,
Romeds most important rhetorical schol ars.

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 Decoratiq 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) Actioor Pronuntiatio(delivery): the polishing of the pronunciation, tonal inflections,

andphysical gestures used in the spe&ch.

37 Bartel,Musica Poetica: MusicaRhetorical Figures in German Baroque MuAe55.
38 Corbett,Classical Rhetoric for the Modern Studé&228.
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The second important concept is that of theaheal figures, part ogélocution. The
Greeks used the term Aischematao to refer to b
ideas in crafting an expressive speech. Cice
that Quintilian later sed in his treatiskstitutio Oratoria to refer to the embellishing devices
that included both tropes and rhetorical figut¥$. In fact, as Dietrich Bartel writes,
AQuintiliands teachings on the rhetmrical fig
influential writings on the subject, remaining authoritative throughout the medieval,
Renai ssance, &rOde oBtlherkay teackingeaf Quaitilian that influenced
European thinking in the Renaissance and Baroque was that a skillful us¢ooiCei figures
creates an affect in listenetsat makeshemmor e receptive 20 the speak
Following the fall of Rome around 400, the Western rhetorical discipline fell into decline
for nearly a millennium, as did most intellectual pursuitbe rediscovery of ancient Greek and
Roman culture in the 4century 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 aatso on music.

39 Bartel,Musica Poetica: Musicdhetorical Figures in German Baroque Mus68.
40 Both tropes and figures of speetvolve 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 sRHetorical 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, Aristtitesea
FyR FAIdzNBAE 2F alLISSOK Fa F gle G2 YF1S tFy3da3asS tA@St e
communicated clearly and persuasively. Seebett,Classical Rhetoric for the Modern Studeti426.
41 Bartel,Musica Poetica: Musitd&Rhetorical Figures in German Baroque Musgc
42 Bartel,Musica Poetica: Musicdhetorical Figures in German Baroque Mu&ic
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The Western European MusicalRhetorical Tradition

The influence of rhetoric on music in Europe was strongest between 1500 arfd 1:800.
France and particularly Italy, musiedletorical thinking drew more from oratory and the
delively of the messagectio) 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? In postReformation Germany, however, the influence of Martithier led musicall
rhetorical thought in a different direction. Here it was the playwright, rather than the actor, who
was the key player, with the rhetorical focus placethwantiq dispositiq andelocutia Luther
believed in the power of music viagtikomposer, 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
G o d essage without any intermediary.

Following Luther, and drawing heavily on the rhetorical writings of Cicero, Quintilian,
and the Renaissance humanist Johannes Sustenbrotus, German Baroque scholars promoted
musicapoetica Originally an approach to ogosition that used the rhetorical power of
accompanimental music to communicate the affect of the vocahtesica poeticavas later

applied to strictly instrumental compositith Althoughmany musical elementsich as tempo,

43 Tarling,The Weapons of RhetoriaGuide for Musicians andludiencesi.

44 Bartel,Musica Poetica: Music&hetoricaFigures in German Baroque My$6-64.

45 Bartel,Musica Poetica: Musicdhetorical Figures in German Baroque MUSE:

46 Prior to the Renaissance, the ideas of the late Classical period Roman philosopher and mathematician
Boethius held sway, and masivas 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 concepusica poetta, where the composer was seen as a
musical poet. See Bartdllusica Poetica: Musicé&hetorical Figures in German Baroque Mukiel6.
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rhythm, mode, and intervabmbinationsvere considered to impact affect, Baroque composers
focusedon nusicatrhetorical figures as primary means of expressing the affectiéhs.

Many musicalrhetorical figures were defined and discussed in detail in the post
Reformation writigs 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, musiedietoric and rhetorical education was viewed, the influence of
musicalrhetoric was already guaranteed in concepts and traditionseitame embedded in the
compositional process between 1500 and 1800 in Edfophlese traditions held within them
musicalrhetorical figures that can be identified in composers of the Baroque thorough American

20" century Tin Pan Alley.

The African American Rhetorical Tradition

In contrast to the Westerheatorical approach, where a losgeaker bings the audience
around to a desiredewpoint throughndividualrhetorical skill, the African rhetorical process
has a reciprocal quality. The messageoisstructed by all participants, as the listeners give

feedback to the speaker during the speech pro

47 Bartel,Musica Poetica: Musicdhetorical Figures in German Baroque M3t

48 Many 18" century scholars haveommented on the similarities between literature and music,
LI NI AOdzZf FNY @ Ay GKS INBlFa 2F IANIYYFEN FYR NKSG2NROX | &
GNKeGKYZé FyR aOFRSyOSe it akKz2g O2YW2XNRARBIOG dz0MRt G DRY
all indicate similarities in how form is conceptualized. See BMidsjiless Rhetoric: Musical Form and the
Metaphor of the Oration6, 68
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feedback® The philosophical underpinnings of this practice can be traced back to the tenets of
Maatin ancent Egypt: truth, justice, balance, harmony, reciprocity, and an overriding belief in
the oneness of all thing8. Extending beyond Egypt, Afrocentric scholars viglaat as the
underlying basis for spiritual and communicative practice throughout Afrddcacountries of

the African Diaspora. The principles of Maat are reflecteatbimma the creative life force of

the spoken word Originating from the creator or spirit realmpmmois manifested in human
communication and is necessary for discourdake place. In keeping with tivaatideas of
balance, harmony and reciprocingmmodoes not just reside in the speaker, but is found in all
participants of the communication proc&sNommois sacred and shared, characterized by
ongoing dialogue, raer than monologue. In all forms of African American communication,

nommois manifested imnAf r i can retention commonl y referre

In addition to call and response, there are other important manifestatioosofo In

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

49 Thurmon Garner and Carolyn Callowltyomasg | ¥ NA& O lay Orality: EXFar@ing K S i 2 NA O¢ Ay
Understanding African American Rhetpad. Ronald L. Jastn || and Elaine B. Richardsbie York: Routledge,
2003, 4354.

Valdzf 'yl YFENBYy3AFI ab2YY2X YROBXRIINARYRAYVAYIDaE ROR i & |
Understanding Afcan American Rhetoried. Ronald L. Jacksouid Elaine B. Richardsdddw York: Routledge,
2003, 11-15.

l¢KS @2NR ay2YyYz2é 02YSa FNBY (GKS 5232y LIS2LIXS 2F al
energy and power embedded in the spoken wasddund througlout Africa. Sed\disa A. Alkebulag, ¢ K S
Spiritual EssedS 2 F | TNA OF y hUAGeNRihg/Afrioak AriercAiPRAeford. Ronald L. Jackson
Il ard Elaine B. RichardsoNdw York: Routledge, 20028 30.

%2 Jeffrey Lyon Woadard,& ! F NA 02t 2 3A Ol £ ¢ K S 2 NEinglCynnuriichtibng A OA aYY wS
/ 2 y & (i NdrQerskanding African American Rhetoric, ed. Ronald L. Jackson Il and Elaine B. Rifiavdson
York: Routledge, 200314344.

53 Alkebulang ¢ K S  { LJA dbER Fdzll F N3 DA §y ! Y S8R Sk afso SriitBein@MKO > ¢ o T
that Talk: Language, Culture and Education in African Amé@da{ YA G KSNX Iy NBFSNB (2 OI f f
basic organizing principle of Black American culture generally, for ilen&aditional black folk to achieve the
dzy AFTASR a0 4GS 2F o1t yO0OS 2NJ KFEN¥2ye gKAOK Aa FdzyRI YSy
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manifestations ohommo These manifestations are key features of this rhetorical practice and

also function as its guiding principles:

1) Rhythm as a frame of mentgl to be effective, a speaker must demonstrate mastery of
Amusi cal speecho pdttérnsand chythms, knoduldtiend of weee o f
attributes (pitch, loudness, rate of speech, and pausesjemekrall flow of speech

2) St yl i nd daywtoranos tha useaial manner of naerbal communication
that draws on both cultutglmeaningful conventions and personal style to favorably
influence the listener;

3) Soundind as: vegibmill amr ttid acttyl i nénaout, vocal
conventional or an individual style and serve as vocal cues to the listener;

4) Lyrical approach to languagein certain rhetorical situations, language is used in a
narrative manner that is suitable for poetry and song;

5) Call and response of participatn: the message is crafted by both the listeners, who
respond to the speakerdés message or call,
response into the message;

6) Preference for improvisational deliverywhile the message is partly crafted befor
delivery, the call and response dynamic requires the speaker to use improvisation to
complete the message;

7) Reliance on mythoformausing myths that connect to the shared, everyday experience
(past, present, and future) of the community of listenersiksps rely on a narrative,

storytelling approach to communication;

22



8) Use of indirectionthe 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 partipation in the message;

9) Repetition for intensificatiarthe speaker uses repetition and restatemestaridy the

meaning of the message aaltbw for the listener to fully absorb.it

The African American Musical-Rhetorical Tradition

Just as there areamy commonalities between the Western rhetorical and musical
rhetorical traditions, numerous similarities exist between the African American rhetorical and
musicairhetorical traditions. Many of the nommo manifestatipreiouslynoted by
Woodward inAfrican American rhetorical practice have counterparts in black music. Samuel
Floyd Jr. makeshis connection through his research into the ring shout, a vehicle through which
African values, modes of communication, and musical practices were brought tmw#&methe
slaves?® Combining dance and music, African American ring participants moved in a
counterclockwise circle with shuffling, hatatippingand kneeslapping,andresponsorial

singingwith blue note inflections® In the ring, Floyd finds the spirof nommopermeating

Woodward,d ! FNRAO2f 23A 0Lt ¢KS2NRBT AYR [/ RAXVAzDA AN YA P D2 DB
41. Inasimilar@aKA 2y~ DSYyS@lI {YAOGKSNXYIYy dzaSa G(KS F2tt2¢Ay3a OF i
calNBa LR yaST aAIyATFAOI GA 2y indidestivi tbrial Némanyics; Bruryiairitike2 y (2 2 22 R
sequencing. See Smithermdralkin and Testifyinl03.

%5 Coming from different areas of West Africa, many slaves did not share a common language, but most
25340 ! TNAOIY a20ASGASa KIR alLl?2aaSaaizy RIyOSazé gKSNB
medium for various gods. Although the geomestructure of dances varied, the most common construction
included dancers ringed around musicians. These ritualized ring dances symbolized community, solidarity,
affirmation, and catharsis. See Floyitie Power of Black Music: Interpreting Its Histagn Africa to the United
States 20-21.

5 For video demonstration of a modern recreation of a ring shout, see Library of Corig@s3,L y (i 2 & K
County Shouters: GullaBeechee Ring Shout from GeorgiéouTuberideo,57:06,April 12, 2011.
https://www.youtube.com/watch?v=uxPU5517u8c

23



bl ack consciousness and black music tradition

life is cyclic, as is time, asistheir muéiand al |l of these el &M@aent s sy
of the musical concepts that Floydassi at es with the ring is what
tropeof CalResponseéa musical principle [PolThised on]

conversational approach to music incorporates a number of musgtatical counterparts to

Wo o d w alretdriwad manifestations eiommg listed above. Although Floyd discusses and

lists ring retentions in a number of hiswritil§$) i s anal ysis of Jelly Rol
recording of ABlack Bottom Stompo i ointsofgood s
intersection between the ring and African American rhetorical qualities.

Drawing on Gunther Schul | &Fldysovalaysring si s o f
el ements on top of Schullerds structunahe har
performance is governed by the CRisponse 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 | have identified as retenso f r o m % tAmember ofn g . o
Woodwar ddéds nommo mani i usesof iadirectioncadl and responseo und her

participation, preference for improvisational delivergsgnds oundi ndé out .as verbal

57 Floyd,The Power of Black Music: Interpreting Its History from Africa to the United S226&:31.
58 Floyd,GRing ShoutlLiterary Studies, Hish OF f { G dzZRASaz FyR .t 0] adzaAd L\
59 One of the most complete tis of ring retentions is found ifihe Power of Black Music a¢ O f £ = ONX Sazx
hollers; call and response devices, additive rhythms and polyrhythms; heterophony, pendular thirds, blues notes,
bent notes, and elisions; hums, moans, grunts, vocables, and othmnic-oral declamations, interjections, and
punctuations; offoeat 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 distorticarsoofsvkinds;
musical individuality within collectivity; game rivalry, hand clapping, foot patting, and approximations thereof;
apartplaying; and the metronomic pulse that underlies all Africa S N&X Ol y Y dz& Th@Ruéver of Bl&ck Cf 2 & R
Music: Interpeting Its History from Africa to the United Statés
0 See Gunther SchullgEarly Jazz: Its Roots and Musical Developrfia York: Oxford University
Press, 198K 15561.
61 Floyd,0Ring Shout! Literary Studiddistarical Studies, and Black Music/ |j dzZA NBE S € HT @
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The signifying that Floyd mentionsiggar i s m t hr ough which he vi e
and draws upon the work of the African American Literature scholar Henry Louis Gates Jr.
According to Gates, AfRepetition, with a signa
Si g nf y¥iGa(tge)s. dingsangept is tuy from the same cloth as the indirection referenced
above byFloydandalsoi nc or p or at erspetithm todinteasifichiios Signifying is
the art of metaphor, of saying one thing and meaning another, but it occurs in the dontext o
referencing the model upon which the signifying variation is based. This is a quality found in all
types of African American communication. I n
the rhythmic qualities, the improvisations, and the interp&wben instruments: twoeat,
four-beat, crosshythms, and additive rhythms signify on the time line and each other; one solo
signifies upon another or upon Mortondés mel od
addition to previously noted nano manifestations, the signifying rhythms noted by Floyd add
Wo o d w arhiyttind as a frame of mentalityrFloyd concludes his analysis by borrowing again
from Gates work when he describes the fAsemant
Aper f or ibetetsthecsocoessrof a performance with musical statements, assertions,
allegations, questing, requesting, i mplicatio
bl ack performers mean when they s&yThisviewt t hey

of the piece is also in alignment with the nommo manifestatioaliaihce on mythoforms

62 Gates,The Signifying Monkey: A Theory of Afmerican Literary Criticisns1.

63 Floyd,GRing ShoutlLiterary Studies, Hiseh OF f { i dzZRASax FyR .t 0] adzaAAd L\
noted that while Floyd identifies many ring elemeri 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 goesbéyénd i Cf 2@ R R2Sa Ay KAa a
{G2YL¥ Ay@SadaAiadaridrazy G2 ARSyiGATFe |yR ALISOATFTAOLEtE® t106S
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Combining the WesternEuropean and African American MusicalRhetorical Traditions

To this point, the Western and Afrological rhetorical traditions hava degussed and
traced into music separately, but the traditions can be combined in a coherent approach to
musicalrhetorical analysis in jazz improvisation. Most of the musibatorical figures used in
this study come from the Western tradition andgaoeiped 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 historical basis in the rhetorical tradition.

As reflected in the large number of Western musibatorical devices used in this study,
the key point is that African American music in general, and jazz specifically, has absorbed
many of the influencesfd&Vestern 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
musicairhetorical figures used in the analysis of this study are a good starting paiaiymiag
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 $jgom this Western heritage.
They restate or rework pexisting material, and in doing so either show reverence or
irreverence for the material and the underl yi
demonstrating respect for, goading, or pgkiun at a musical style, process, or practice through
parody, pastiche, implication, indirection, humor, tomewordplay, the illusions of speech or
narration, and ot #@llywitsans priothey scholrevhoaconmmentson o

the AfricanAmerican absorption and reinterpretation of White musical heritage in the troping of

64 Floyd,GRing ShoutlLiterary Studies, Hiseh OF f { (i dzZRASax FyR .t 01 adz&AAd Lyl

26



a number of musical styles and forms, particular in jazz. He refers to this as a musical
representation of W. E. B. Du Boi so6 ,Amerfilean iin
duality in the African American experience as a dialogue is established between White and Black
cultures5®
This duality also brings us back to the theme of dialogue that was examined earlier in the
discussion of nommo and African retemts. The importance of dialogue in African American
communication and music is one of the main distinctions between the Western and Afrological
rhetorical and musicahetorical traditions. This difference can be seen in two related ways.
First, as disassed previously, the Western rhetorical tradition has historically focused on the
speaker and hisr heruse of rhetorical devices and strategies to persuade and influence the
listener (and entertain the listener, in the case of music). In African Aanethetoric, though,
the retentions of Maat and nommo have led to a rhetorical practice that is dialogic. Second,
whereas the musicahetorical devices derived from the Western tradition have been applied to
composition, the redime nature of jazz impwvisation 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 musieddetorical devices, the unique, conversational nature
of jazz improvisition necessitates the inclusion of additional, African American megietbric
figures. These include figures of dialogue (including call and response), indirection, and
signifying. This study also identifies and uses other unique musietdrical @&vices 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 tradits, this study is unique and presents a more

Swisona . f I O1 adzaAO & Iy !I' NI C2NNZIé& o
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comprehensive view of the musigdletoric of jazz improvisation than has been offered in

previous studies.

Scientific Rationalefor Rhetorical Analysis: NeuroscienceConnectionsbetween 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, musiaatisapon, and
neuroscience. In the first three divisioimsentiq dispositiq andelocutig the subject matter is
first chosen, the ideas are arranged and ordered for effective communication, and finally the
concepts are translated into language udiegorical 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 tirethe areas of impromptu speech and musical
improvisation, howeverthe reattime 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 musicabsks 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 irreatt i me . He goes on to say that f#aDeliber
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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 fltrenayproviser

will have difficulty interacting with other members of an ensemble and exerting control over the
development of hi%slinteercontex of mysieat irftesactionavia traglingf
four-bar phrases by improvising pianists, Galdbenay and his colleagues illuminate the music
language connection. The researchers noted examples of repetition, transposition, contour
imitation and inversion, and other motivic development stratégmssical techniques that are

all rhetorical in naire. 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
communicatior?’ This researcindicates that the structural aspects of both verbal and musical

thouwght are similar rhetorically in both ppganned and redglme communication.

% Beaty,d ¢ KS biéhcNEMVasical Improvisatian]09.

67 Donay, Rankin, Lopé&onzalezJiradeyong, and A Y 0 @ GbSdzNF f {dzo&ddN»GS& 2F LYy
improvisation: An fMRIisdzR& 2 ¥ W¢ NI R A8/ Ehe cormaNditi@s impgrallsVproécésding 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 InnovationLifeY287246.
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CHAPTER THREE: MUSICAL -RHETORICAL SOLO ANALYSIS

Notes on the Analysiand Notation

Over the course of the six improvisations analyzed here, all of the mcsitaficd
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 i mprovisati on a n dherhédioeical@zategariesaré addressed ih the N o
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 completdranscription 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 mugieabrical device is mentioned, its name
occurs in bold print. Similarly, each time a new (langubgsed) rhetorical device is mentioned,
its name occurs in italics. For a few figures, the mustwatiorical and rhetorical names are the
same; a bold/ilics combination designates this. Some of the devices are abbreviated in the
notation; the first time the term is used the abbreviation occparentheses. For example, all
types of repetition are abbreviated; any two letter abbreviationthateRnd®m i ndi cat es a
of repetition. The abbreviations can also be found in the chart of musical figures in appendix A.

Also, since improvisation is reéilme, the borders are blurred between rhetorical divisions, but

the canons are still worth keepingrmind while considering the rhetorical analysis:
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1) Inventig where the main ideas, themesnwtives are created or chosen. The artists
included in this study make extensive use of thematic mateeigther original motives
or motivic ueledyof the songb6s m

2) Dispositig where the ideas are ordered, arrangeddandloped. The clearest
application of dispositio is found in the balance, symmetry, order, and contrast category.
Otherrhetoricalcategories use this principle as well, particularly wheigaré 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 figurasdb not extend beyond a phrase
can be included in this stage.

4) Memorig where the ideas are memorizeda. irhprovisationthe memory is used to
acces vocabulary.

5) Actio, where the message is deliverésbme of the rhetorical figures depend on the

mannerof 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 @vice is used, but is separated by time in the solo or where the relationship might
otherwise be unclear. To maintailarity in the notation, wheneva@nany measures sepde the
completion of a device for example beginning and ending repeat figuresadha in differat
phrases 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 gahereserved for these figures, except when
additional space is needed for other categories of figures.

A harmonic analysis accompanies each sol o,
ALongingo where there is no inhdicatewhatd playédbyh ar mo n
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 rhythsaction is playing to verify the devices. Also, in a number
of places fislasho chords are used to point ou

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

Horace sSiPliaeemd Sol o on AThe Tokyo Blues, o0 July

As do most of the artists included in this study, Horace Silver makes extensive use of
motives and motivic manipulation in AThe Toky
provide a deep pool fromhich 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, figtiteset
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 effeqhasverful; the listener understands the
message clearly and remembers it. Motive a i
rhetorical devices. The motive is based on t

shown in example 3.1.
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Example3.1The final eight measures of the
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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 mvement in measures 12 to 14 combine to provide the material for motive a, found

in example 3.2.

Example 3.2Mot i ve a with retrograde and
Tokyo Bl ueso
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Motive a is treated more extensively than theeothotives in the solo, and its
development includes a number of balance, symmetry, order, and contrast devices. Two of
these retrograde and antithestsccur in the opening bars of the solo, as indicated above in
example 3.2.

The motive is first subjedo retrograde, commonly referred to antimetabolen
Western rhetori€® This device reverses the order of words or notes to negate what has come
before, or present an alternate viewp8iihe fournote motive is stated firmly in measures
three anddur, 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 rhythahies 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 otive aalsoreveal the ssond figureof contrast antithesis

As noted by Dietrich Bartel, Johann Nikolaus Forkejueghatantithesisis the use of
musical opposites as a way to clarify or proveassertion of the original ideaCiting a number
of Baroque music scholars, Bal indicates that antithesis can occur in a number of different
ways: contrastingffections, thematic material, harmonies, or rhythms, for exaffipfenumber
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,

%8 Bartel,Musica Poetica: Musicdthetorical Figures in German Baroque Mu299.

% Henry Louis Gates Jr. uses a r@gipping chant created by schoolchildren in eastern Texas as an example
2F aAAIYAFeAYII 2N BKIIG XBIYIHE { RA BRNENBYASI A2y 3¢ K3 OKI yi
gAGK GKS adzyR2AYy3IE 2F gKIFG O02YSa o0 SrfegriiBrdslogatfio FA NBR G LI
Arkansas used to oppose racial integration of the Little Rock public schab ¢CKS 2NRAIAAYLIE OKIylGx
SAIKGZ ¢S FAYQG F2yyl AYyiSaANIGS¢ Aa aAIYAFASR dzaRy 6KS
O2dzy i R26YyY G9AIKGI »ORAAL OKSNGERR(T Signifyidgilonke\2 Rizory & ¥Kfito
American Literary Criticisrb1, 103.

0 Bartel,Musica Poetica: Music&thetorical Figures in German Baroque Muk®398.
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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 &f®g11)harmony. The changes in
melodic construction, harmonic context, and rhythm also create a change in affect between the
phrases: the first is simple and wedinsidered, an emotionally lekey statement; the second is
more complex and excited, @&ing in a question that demands an answer. In the parlance of
Gates, the second motive statement signifies
you thought | was rhythmically, har monigcal |l vy,
concept from words into music, Samuel A. Floyd Jr. would see this as the jazz signification of
the Western European musi cal heritage: offbea
implications vs. common practice triadic harmoriies.

These first tw statements of motive a also contain two types of rhetorical repetition
beginning repetitiomnd fame repetition All the figures in this category help the listener
organize and remember the most important ideas in the communication. Used here in
conunction with the retrograde and antithesis ¢
ideas stronger and more memorabl e. This hnadd
analysis: the most memorable and powerful ideas often combine sdwtaaical devices from

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

MLy KA&a lFylteara 27 Stte w2ftf az2NIlz2yQa a.fFO01 .2G0G2
signifyingb LG A& dAYLJNEQAé- GA2y GKIG {ATYyAFASE 2y 6m0 (GKS
GKS 20KSNJ LI Ie@SNBR Ay (GKS 3INRdZJI FyR 600 (GKS B#Hel & SNRa 2
Floyd & w ASyicate LiteraNE { G dzRAS&az | AadG2NR Ot { BuzRAtSwharethey R . £ | O1 a

AAIAYATFeAYy3d o6lara 2F AYLINRGAAalLGA2Yy O2YS&a FNRBYI KS aleéa
and instinctive assets of GallS & LI2 y & S NI thdseRaSseéts are tHe Wapiyiglevices that await recall at
FLIIINBLINAFGS GAYSaz oNRdzZAKG (2 FTNHAGAZ2Y o0& (GKS YdaAaAOAl Y
dialogical context. See Floyithe Power of Black Musit40.
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Referred to as eith@naphoraor repetitioin rhetorical sourcefieginning repetition
(| abel eccursiviighdwo musical passages begin with the samtesor set of notes.
Example 3.3 shows the first occurrence of this in measudearl 910. This same excerpt also
demonstratefame repetition ( A FR0 ) , k n o wrepanalemsiswhichiische | 1| y as
ibookendingo of an ’f Thefasttivonnotes ofrmotive aq@dnd @) are s a g e .
used again in measures seven and eight, framing tmesisure phrase. This is a unique
occurrence of frame repetition, though, because the two notes also uexieagsion a
rhetorical device of amplificatm 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 measufe seven.

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

ARThe Bobkgso

FR, ExpaNgion
BR — 0 m- T - T T T TS T oo oS s oo mmo-mmo--o-—---
Om Obmat 0m
Iﬂ-ll l 4 -u | | | % -. = | | = = ]
p — e e e — N
K s * — ¢ ©° s 77
3 4 5 [} 7

2 See BartelMusicaPoetica: MusicaRhetorical Figures in German Baroque Muk8#90; LanhamA
Handlist of Rhetorical Terms1, 130.
3 See BartelMusica Poetica: Music®hetorical Figures in German Baroque MU&i658; LanhamA
Handlist of Rhetorical Term&667.
4 Although none of the Western rhetorical or musical rhetorical sources | have examined have a similar
02y OSLIGiT tldA . SNIAYSNI NBFSNE (2 GKAA& |ThinkindiKIdzzaS SELI y
The Infinite Art of Improvisatiori89 567.
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Example 3.3 (cont.)
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To conclude chorus one, Silver works with three of the four notes of the motive a
retrograde, expanding the idea with three types of repetif@phrased repetition( A RR0) i s
simply a recasting of an idea. The rhetafiermissynonymia r el at ed to t he wor
which provides a way of thinking of rephrased repetition: it is another way of saying the same
thing.” The act of rephrasing gives the listener another way of understanding and remembering
the idea, oftn 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. Diresath st
immediate repetition( i | R @pizeukigisrfound in bars 13 to 16. In this figure, notes are
repeated without other notes intervenifigrinally, the entire phrase from measures 12 to 16 is
connected througiultiple connective repetition( AGR 0 ) . With this device
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 bypanuitd); the C

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

5 See BartelMusica Poetica: Music®hetorical Figures in German Baroque M5 08; LanhamA
Handlist of Rhetorical Term$48149.

6 See BartelMusica Poetica: Music®hetorical Figures in German Baroque Mu&t864; LanhamA
Handlist é Rhetorical Terms70-71.
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connection is repeated in the following measure. Rhetorically, this device isgaltitio, and
it allows the speaker to make a smooth, logical connection between ideas. Thegpdésreé

repetition are shown in example 3.4.

Example 34 Rhetorical figures in the last part of chorus one and the beginning of chorus two of

AThe Tokyo Bluesbo
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Multiple connection repetition is often combined willmax, a figure of amplification,
to create a series of parallel ideas that build to a high pointh the repeated notes functioning

as a jumping off point, as in example 3.5.

Example 35 Multiple connection regtition combined with climax

]
]
'y

|
| i--

7 Some rhetorical sources do not make a distinction between climax and gradatio (see \asieh
Poetica: MusicaRhetorical Figures in German Baroque Muzf21; LanhamA Handlist of Rhetorical Terr6.)
One rhetoricia who does make this distinction is Richard Nordquist. He defines gradatio as an extended form of
anadiplosiswhere a word or phrase ends one idea and is immediately repeated to begin the nextoSegist,
GDf 234l NB 2F wKSG2NRAOFE ¢SN¥aodé
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Silver uses thisype ofparallel structure,lthough 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.
Example36Mul t i pl e connective repetition, chorus t
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Everything discussedinthed o t o this point is typical of

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 fAword
exaggerte 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.

Example37Rhet ori cal devices i n c¢ombTionyaktoi oBnl uteos oc r e
TR :
opIE 3
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CIRCUMLOCUTION
20 21 22

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

with a stepwise sequence,taansposed repetition( A T RO ) . Rhetorically, t
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polyptoton’® Had Silver simply played this fourote sequenceirectly in swing eighth notes

and stuck to only notes of the C minor scale, this phrase would have sounded trite. Instead, he
usegdime indirection ( ATI 0) wi t h a del ibedwipantinhpbetd pl ays ag
accelerando in measure 21 and thst frart of 22° 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 @reatalocution, sometimes

referred © asperiphrasisin 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 éffedthen the rhetorical term
circumlocutionis useda purposefully vague and evasive quality is also implied in the
communicatiorf* The musical rhetorical device of circumlocution used in this example draws

on both rhetorical terms to refer to an artful, y@tundant 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 areiguely 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

"8 The Baroga 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 Baroqueatieian Johann Christoph Gottsched (a word repeated with
different grammatical alterations). See Barfdlsica Poetica: Music&thetorical Figures in German Baroque
Music 36769.

9 According to Floyd, crosgythms, polyrhythms, syncopation, babkats and other forms of rhythm
O2yailiNUzOGA2Y GKIG 32 3AFAyad GKS YSONROFE o6SFd &dNHOG d:
ofthetimef A y S®¢ RngShout LirrarRStudigsistaNA OF t { 6 dzZRAS& X | yR80. f I O1 adza

8TomBeghing | @ RY & hNI G2NY | wKG&SogaMin@IMbjor,IHgbLXVIBRH A & 2 F KA 2
Haydn and His Wat]| ed. Elaine Sisman, 2254 frinceton, NJ: Princeton University Press, 19275 See also
Corbett, Classical RhetoricorK S a2 RSNY { (G dzZRSYy G npnod / 2NbSGG | RRa (KS
FEYAEALFENI AY dzyO2YY2Yy g &3 dé

81 LanhamA Handlist of Rhetorical Tern®6, 114. Lanham equates periphrasis and circumlocution and
O2yOSy iGNy Sa 2y (INRSdzySREl AjAdA S 3A (684 LASH (KAAYAT RSTAYAGA2Y A Oo0cC
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scalar sequence common in Western art music and also provide a contrast and balaree to Silv
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 choriis two
harmonic generalization This device allows him to once again work motive a material into a
coherent and welbbalanced 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
coneptualizing the harmonic context of Silver 6:
example, the C minor triad outlined in measure 25 can be thought of as th&#drid Jof a
DbMA9(#11) chord or as @mi/Db slash chord. Looking at the phrase adale, 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 coherencend balanced proportions of this eigddr phrase isentence
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 Classicatra melodic construction, sentence structure phrasing contains a 1:1:2
division 8 Treating the first five notes in measure 24 as{ipkotest he aab6b structur
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.

8 Jane Piper Clendinning and Elizabeth West Magviii,S a dza A OA | y Q4 DdzA R8Sedii2 ¢ KS2 NE
(New York: W.W. Norton and Company, 2)Bb62.
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Example 38 A well-balanced phrase using harmonic generabrmaéind sentence structure in

AThe Toyko Blueso

A"
P : - : —
A Ssrs =
R =
HarMoNIC GENERALIZATION
SENTENCE STRUCTURE
24 25 26 27
D €7 & 67505 "y
L L > ) > >
lath e ¥ v jtere ' = Y
R R ey R R ’
Xl 3 — 7 ?%3 7. 0.
T
2 29 30 31 32

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 mattee 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 notive
includes an added D, and the rhythmic values are compressed. Another beginning repetition
connecting measures 24 and 26 is nicely balanced ptireective repetition( A CRO0) i n
measures 226 and 2728. The last connective repetition smoothly aaaia 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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Example39Mul t i pl e repeti¢i DoykhypRlsuesed in ATh

BR,RR LINKs THREE PHRASES (SEE MEAS. 3-6/9-11 aND 16-17)
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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. Fouasnees 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

orientedthemeddi zzy Gil |l espiebs fAManteca, which shar
similarities to what Silver plays. 't 1 s i mp
song to mind, but the similarity is unmistakable. Examples 3.10and 3@l ski | | espi eb s
mel ody and Silverds motive a derivation/ oMant
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Example 310Measures®8 of t he main theme of Dizzy Gill e:

the original key of Bb)

¢7 ¢7 €y Apth op7 o769
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Example 311Mot i ve a/ AMantecad paraphrase in AThe T
) epld 0749 a7 v
%- ? B || 17 1 . Wi | \‘ vll 1 E | | I‘ | \‘J_.I’I“\_—/Jﬂ}i .7 H
Mimicry
Drums SicNaL C & R Chorus
b1 62 63 b4

This is the first of two backo-b ac k e x a mp | e s mamicry SAfricaner 6 s use
American rhetoric scholar Geneva Smitherman d
the speech and mannerisms of someone [that] may be used for autherdicitie,ror rhetorical
effect. o Using rappers as an example, she go
of voice, the gestures, and particul & ly idio
Musically, mimicry occurs as aquotemrar aphr ase of a songds mel ody
i mprovisation, or through a stylistic referen
Silver 6s si gni f yQubagclassic, the drimmersepporeldvath aapéibr o
chorus five, lhe first of two full choruses of cadindresponse between piano and drums.
Whetheror noth Mant ecao is used as a signal, it 1is ap

percussive style of music proceeds this interaction with the drums.

83 Smitherman Talkin that Talk: Language, Culture and EduaaiticAfrican Americed4.
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The second usef mimicry occurs in both catindresponse 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 firsafswflexample
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 tin&t few bars of mimicry at the beginning of chorus

five.
Example 3.12Mi mi cry and tonal semantics in chorus f
MiMcRY AND ToNaL SemaNTICS
b Obmalh -\ - Ol 7 - \
L, N | | [ | .
|’-'\_, |V] .’.' v‘)
b5 bb b7 (=

In addition to mimicry, Silver also uses another figure of signifying and indirection in the
parallel fourths passagd.onal semanticsoccurs 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® The juxtaposition of the pentatonic scale planed in fourths, theCafban rhythmic
style of the piece, and the AMantecaod referen
comments from the liner notes tiie Tokyo Blues A Wh i hrel noticed thah the Japanese

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

84 Geneva Smitherman listsnal semanticsas 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 pecise semantic meaning, can be more important in getting the message across to the audience.
SeeSmitherman,Talkin that Talk: Language, Culture and Education in African Ar@9d&0.
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compositions, | have attempted to combine the Japanese feeling in the melodies with the Latin
feeling in®the rhythms. o
The begiming of chorus five is also highly structured by previously used devices
beginning repetition and sentence struciuead three new rhetorical figures. The first new
figure istricolon, where three parallel ideas of the same length are found in siocce$te
Arul e of threed or the Apower of t hicatenp i s a
and the related rhetorical conceptrmgolon is well-known to rhetoricans who find it frequently
in different styles of prose. This device andsitding isocolon(successivgarallel ideas of
equal length) are specific casegafallelism® In ThinkingJazz Paul Berliner devotes a
chapter to the different stratgies jazz improvisers use to create musical logic and develop their
ideas. Herecognies t he i mportance of parallelism when
balance and continuity within the larger designs of long consecutive phrases by remembering
and using phrase #¥ength itself as a model . 0
The three fowbar phrases found in ample 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 ithis chorus, Silver superimposes two baatback instances of sentence
structure on top of the fotrar 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 hyilduetgiin

measures 65, 67, and 69, with contrasting material in measure 71 that resistshie two

8 Horace Silvel,iner NotesThe Tokyo Blug¥he Horace Silveruintet, Blue Note65146,2009 (1962
recading and notes), compact disc.

BYALI [ ® 2 KS S RBeMBG last n@ifes M&ch 22,2015,
http://web.cn.edu/kwheeler/schemes.html

87 Berliner, Thinking in Jazz: The Infinite Art of Improvisatit#s.
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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 sentengese 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 3.13Beginning repetition, sentence structtaen d t ri col on in chorus

Toyko Bluesbo
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Finally, making this chorus the most rhetorically rich in the entire solo, Silver adds yet
two more rhetorical deviceguestion and answe( i Q & Aall and eespdnsgii C &, RO0O)
both from the dialgue category. Question and answer occurs in bars 65 to 68 and again in 73 to
76, where Silver divides each feoreasure phrase into twoeasure phrase members. Both first
phrase members rise in pitch at the end, while the second phrase members feihgnihei

vocal inflections of the voice. Berliner cal
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responseo and indicates that i mprovisers use
phrases whose respective endings rise or fall in oglati one another, as if asking, then
answer i ng,8% Rhetarically,ghe figare is réferred to as eithgpophoraor
anthypophorg?®

The other dialogue device, call and response, is the mugisaln étre @r this chorus
and the next. Althougthe 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
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 accompanimentabxdenple 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 3.14Questi on and answer and call and respon

Obmal -
b4 TTTI AL NN

05 A
C & R (Witi Drums)

b5 bb 67 o 69 70
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88 Betliner, Thinking in Jazz: the Infinite Art of Improvisatibil, 194. Referencing two of the interviews he
O2yRdzOG SR F2NJ GKA&a 062212 .SNIAYSNIIfaz2 ogNRGSE aC2NI [ 2
having a conversation withYid St F ®Q | Afft @SN a2YSiAyYSa GKAyla 2F KAYa
GKSYQ 6KSY KS LISNF2NXNaE OMPHOL D

891 anhamA Handlist of Rhetorical term87.
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Example 3.14 (cont.)
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SENTENCE STRUCTURE
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The power of the call and response and the rich combination of rhetorical figures at the
beginning of chorus five mark t RiOQfthessevent i on as
different figures identified in the last three examples in chorus five, gnerur 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 tti®rus. 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 tke 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 portionaafM i n Lut her Kingbos il
Speech. 0 (See appendix C for the full speech.
similarities to chorus five of Silverds fiThe

beginning repetition interwovenith 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. Thisdeelmented
phenomenon of balance and symmetry in nature is also commonly found in works of art, for exerartiee
emotional high point of musical work§he math of the golden mean is as follows. Where a line is divided into
two segments, a and b, and tldéviding point is the golden mean, the following equalities hold true: a+(a+b)=Db
p I F cmoy: o Ly I YdzaAOFf LASOS:E GKS 32f RSy YSIys (KS
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simple pitch patterns and tonal semantics to fashion their calls. Example 3.15 shows how King
builds to a pi nnaveryneo uantt ati hnes i pdher, adbs ewiftfhr oonhe aud

indicatedin parentheses.

Example 3.15Various types of repetition, signifying, tonal semantics, and call and response

|l eading to the pitch climax of Martin Luther
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Prior to this passage, King names other places around thecadngre freedom will
ring, and here is fAbringing it home, 0 back to
began. This signfying is amplified by his references to Stone and Lookout Mountains, where
important civil war battles were fought. &h audi ence answers all of Ki
responses. Il n this Afreedom ringo passage Ki
Beginning even earlier than what is shown in example 3.15, time and again his pitch climbs up to
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