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Since the earty 1960's Chick Corea has
been one of the mast influential composers
in jazz. His music encompasses a wide
vanety of musical settings, from solo piano
to large ensembles, using both acoustic and
electric instruments. He is one of the fow
jazz composers during the past generation
whose compositions have become jazz stan-
dards. He is also one of the few jazz coime

A g e e e e ik il e

The Chick Corea Classics

posers who has worked with extended forms
af sompasition in various small group for
mEtE,
We have selected six of Chick's compo-
sitions which represent a vanety of forms,
“moods and tempos. These Six composs
tions also represent different periods of
Chick's musical development, from the earty
1960's {Straight Up And Downi 1o the lais

Spain-
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1980°s {The Loopl. We have included the
harmony parts for all the arrangements for
twi horng {trumpet and tenor sax), as well
28 complete iead sheets for al instruments
and detailed piano and bass parts. We are
proud to present this special volume of the
Jazz Workshop Series. We sincerely hops
you amdy the music,
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Eill Dobbins

This is probably Chick’s best. known
composition. In the version included here
wa tried to captura the energetic and festive
mood withaut copying the original recording
too closely. We feel that our version gives a
fresh perspective on this jazz classic with-
out changing any of its essental features.

During the "A& and "C’ thernes Billy {Hart)

is always varying the placement of his snare

and tomtom accents, Most drummers would
piay this kind of latin feel in & mare rapatitive

Tenor solo: 1st chorus, measures 8-16

manner. The solid foundation prowded
througnout the performance by Ron's
{MeClure) rhythmic confidence and clanty
gives Billy the maximum degree of freedom
to respond to the music in a complately
fresh and spontanesus manner.

" Throughout the soko section Billy sets up
the beginning of each new chorus, some-
times emphasizing the beginning of the last
gight bars as well. He also interacts cres-
tively with the soloist and panist, while

never allowing this interaction or commen-
tary to interfere with the relaxed yet steady
fealing of the pulse.

Joe {Lovang) begins his solo with shon
melodic phrases. Sometimes, as in the ex-
cerpt shown below, he ends his phrases
with the same rhythm, creating a subtie
rhyrning effect.
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The second chorus begins with an inter
esting use of anticipations and syncopation.
Motice the chromatic embellishment of the
fifth of the Gmaj chord at the very baginning.
This type of melodic embelishment is fairly
common in all jazz styles, and the best

Tenor sole: 2nd chorus, measures 1-17

Gmaj7§11

soloists know how to use it effectively.
Measures 58 of this excerpt develop a
hythm consisting of four eighth notes fob

lowed by either a quarter note and a rest, or
- by & long mote. TS same rhythm 1 heand

again at the high peint of the next section of
the solo, which ocours in measure 15. No-
tice that the rhythms at the beginning of
measures 13 and 17 also create a rhyming
effect.

ot

v

LY
R .
e

The Chick Corea Classics




Dmaj7 Gmaj /1l Ctalt
— " — ] ! ] i
Ef_k_f"f_f_ —— I 7 ;_' : .-i-i_' ; 1 .__"?-: i _:l _-L'?‘_;_FI:J
el T #fauiﬂa{f - & "fiﬂ#‘ i_# ~

Joe's use of the altissimo register during
the second eight measures of his third cho-
rus inspired Billy's four-bar setup, which
leads into the last eight-bar phrasa of this
chorus. This setup, inturn, raised the level of
intensity in the music and inspired a strong
and clear melodic statement from Joe. The

Tanor sola: 3rd chorus, measures 17-25

last eight measures of Joe's third chorus are
included below.

Inmeasures 20-25 ha contrasts the opan-
g lyrical phrase with a Ic:n-g eighti‘r nme !Ene
'™ ""iq.,..: R |-:1h-EI5
cism. The 'f" in measure 22 adds a blues

feeling to the line. Several chromatic pass-
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ng tones are usad in measures 22-24, The
line ends with an embellishrment of the therd
of the Grmaj7 chord. The end of this phrase
makes fresh melodic use of the same four
notes heard at the end of the first phrase of
this excerpt imeasure 19).
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During the fast two measures of Joe's
final chorus Bilty plays a simple 3/4 cross
rhythm, which continues thru the first four
measures of Randys solo. Since he had
already been playing heavy accents on the
Kird beat of each bar, this cross rhytam

uuveloped very naturally from the rusical -

rantext. while oroviding a perfect t_ran_s'niun
from the end of one solo to the beginning of

the next. This cross rhythm is shown beiow.
lhe double bar indicates the first measure
ot Randy’s first chomus.

Randy begins his solo with clear, wedl
paced melodic development. The effective

use of space enables the listensr 10 more
fully appraciate each melodic statement.
With the sxceptisn of measures 7, 10 and
16-18, the following excerptuses only notes
fram the A pentatonic scale. Notice that
Randy begins his solo by continuing the last
phrase of the tenor solo.
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e andy'ssecond_chotus contains many
strikingmelodicideas. The twoshort phrases
atthe beginning of the chorus use the simple
fﬂﬂ‘l‘l of antecedent and consaquent phrase-
structure {question and answer). The 'b" in
the second phrase anticipates the sound of
the fellowing chord (F#7). The tension cre-
ated by these short ascending phraszes is
released in the long eighth note line which
follows. In measures 9-13 Randyusestha A
mixolydian mode (A7 scalel with a passing

Trumpet solo: 2nd chorus, measures 1-22

tone berween the rogt and seventh ("a’ and
o'}, Such a2 use of the dominant scale of the
romantany key of the music (D Maiar in
this casal is heard frequantly in many jazz

styles.

In measures 15-16 Randy returns to the

A pentatonic scale on the Gmaj7 chord, this
tme n a mote elaborate etghth note line,
This is followed by a short development of
the notes ‘&' and ‘1. which were heard
prominenthy 10 measures 3.5, Meotice that

both Randy and Joe frequently used notes
an the OF choerd which were common ta F#
or which sometimes anticipated the sound
of F&7. Using these common tones can
simplify a complex progression while also

‘empheasizing cleady iderufiable melodic

motives, as in this case. This section of
Handy's soio ends with a beautiful melodic
cadance an the B minor chord.
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Thru mast of Randy's third chorus Billy
repeats the rhythmic figure shown below an

 his cymbals.

T oo

This creates a lot of rhythmic and textural
intensity, which inpires Randy 10 generate

repeated percussive riythms in the piano
aecompaniment. and by graduslly moving to
a heghei [egisier &1 e manc.

Randy ends his last chorus with Tour
measures which consist mostly of quaner

" notes. Billy develops these guarter notes in
" order o set up the beginning of the piano

During the trumpet solo the piano ac-
companiment sometimes uses chromats
embelishments of the basic chords, ag-
proaching them by a half step from above or
below. The accompaniment al the begin-
hing of the trumpet solo illustrates this tech-
niz. In maasures 7-8 the F#7 wvoicing is

more and more excitement in his solo. Firied solo. embellished with voicings of G7 and F7.
1o contribute to this development by using
Piano accompaniment 15t chorus of trumpet
solo, measures 1-13
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Eetween the sacond and third choruses
of the trumpet solo two technics which ara
gspecially commen in latin music are used.
At the end of the second chorus, and else-
whera, the rhythm of the accompaniment 15

Piano accompaniment trumpet solo, measure
21 of 2nd chorus thru measure 6 of 3rd chores

divided between the two hands. This use of
the piano as a kind of harmonic hand drumis
particuiarhy well suited to latin and other
"straight sighth’ styies. At the beginning of
the third chorus a syncopated rhythmic fig-

ure is repaated, with smallvariations, through
much of this chorus. Atthough this technic is
often used in jazz styles a5 well, it is quite
effective in latin and other "straight eghth’

styles.
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In the final chorus of the trumpat solo |
returned to the use of chromatic harmanic
embellishrment, Since the solo was maoving

Piano accompaniment 4th chorus of trumpet

solo, measures 510
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toward a high level of intensity, 1 used thicker
voicings and a higher register for the accom-
paniment. The excerpt shown below should

be compared with the excerpt from the first
chorus of the trumpet solo for further clari-
fication of the use of this decorativae technic.
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The piano solo begins with a rhythmic
develiopment of a simple whole step motive
{measures 1-8). Measures 9-10 develop the
rhythm heard in measure 7. Billy makes
inventive use of rhythmic displacement in

_his accompaniment during this section of
the solo.

Measures 11-14 use pentatonic scales
which have rmore chromatic relationships 1o
_the chords: E¥ pentatonic on A7 and E pen-
tatonic on Dmaj7 itritone and lydian relation-
ships, respectively). The A triad onthe Gmaj?
chord in measure 15 also implies a tydian
refationship. Billy develops the rhythmic
displacement in his accompaniment into a
84 arozs rhythm, which begins in measure
12 of this chorus.

MNotice that Billy’s commentary is always
played at a moderate dynamic level, so that
the listener's attention is not distracted from
the solo. | was aware that Billy was interact-
ing with my rhythmic ideas, but | never felt
farced by him to goin a direction which was
uncormfortable.

In measures 17-19 a sequence which is
based on a 6/4 cross rhythm is used on the
C#7 and F#7 chords. The melodyis besedon
the A pentatonic scale (for C#7) and the D
pentatonic scate (for F#7). These scales emr-
phasize the augmented fifth and raised ninth
of the chords, but the fifth note of each scale
('f#' and b, respectively) is not used, since
it would interfere with the third of the chord.,
The final phrase of this chorus 1s based on
the B daorian scale with a chromatic passing
tone between the fourth and third steps.
The ciear resolution on the B minor chord
temporarily resolves the harmonic tension
before the next chorus.

The second chorus hegins with a differ-
ent 6/4 cross rhythm which continues thru
meszsura 10 The melodic figure includes an
upper pedal tone {"a’Ywhich is commaonto all

= trleprepl= el rprr pl
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the chords in this section. In measures 4-7
the notes ‘b’ and ‘¢ are resolved to b’ )
and 'c’, in order to clearly convey the sound
of the F#7 chord,

Inmeasures 11-16the Eb pentatonic scale
is used on A7 and the A pentatonic scale is
used on Dmaj7. The 5/8 cross rhythm in
measures 14-16 creates rhythmic tension
which is resolved in the long eighth note line
in measures 17-20. This line is based on the
diminished scales of E# (for C#7) and A# {for
F#7).

In measures 21-24 | used paralle! sixth
intervals to color the simple melodic state-
ments. The sound of this nterval seems to
fit this style very well, and it is used by many
jazz pianists in similar contexts. Billy's crack-
ling commentary which leads 10 the third

chorus perfectly compliments the sound of

theseo sixth intervals. Notice that this idea

continues thru the first two measures of the
third chorus. - o

A brief eighth note linein measures 3-4 of
the third chorus leads to a longer line in
measures 5-8, which is based on the C
pentatonic scale {the triton of F#7). This line

rror osl-

begins with a 5/8 cross rhythm, but ends
with continuous eighth notes. The cross
rhythm may have been inspired by Billy's
3f4 cross rhythm on the cymbals in mea
sures 5-6.
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In measures 10-12 | play the A7 scale
with a chromatic passing tone between the
raot and seventh, but continue with the half
step/wnoie step aminished scaie (empha-
sizing the tritone of A7 'e#’). This chromatic
tension is resolved in a clear outiing of the
Dma)7 chord in measures 13-14.

The melodic use of an F# minor 4hiad on
the Gmai7 chord in measures 1516 leads 10
a chordal ending of the soio. The last eight
measures make use of scale tone triads and |
thirds. The main rhvthm is the rhythm of the
theme, which the homs piay in their first
entranca after the piano solo. | usad this
rhythm intentionaily, in order to make a
smooth transition from the solo section back
to the theme.
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- it should be emphasized here that ali the
solos in this recording were played, as much

as possible, on a completely intuitive or”

subconscious level of activity. The ear and
the attention are more at work than the
conscious mind. The conscious mind can
help to organize_exercises and practice
routines, but it can only get in the way during
performance.

Notice that the soloists seldom use scales
or other technical material in an arbitrary or
mechanical manner. They usually make
tunstul melodies, played with feeling and
cormiction. Notice aiso that melodic phrases
ofien begin within a half step from the note
on which the previous phrase ended. This
sometimes resolves lingering dissonances,
and always gives the.solo a strong underly-

ing feeling of continuity. The main purpose
of practice is to intemalize the technical
aiements of the music, so that they can be
used in 8 free and unobstructed manner by
the intuition and the creative subconscious.
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. Friends.
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This is one of Chick’s most beautiful
melodies. It was originally recorded on the
album Friends (Polydor 6160). The unusual
phrase lengths feel quite natural while play-
ing the melody, but they can be awkward
while improvising., It may be helpful to try to
hear the melody in your head while impro-
vising. H will also be heipful to play the
melody over and over again, trying to hear
different ways of embellishing it each time,
As the embellishments become more and
miore elaborate, they will begin 1o devawao
naturally into an improvised solo. Learning
Randy's interpretation of the melody would
provide a good starting point for this type of
work. )

Trumpet solo: 1st chorus, measwies 1-16

The rhythm section plays with a relaxed
bossa nova feeling throughout the perform-
ance. Fon plays mostly half notes on the
first and third beats, but he uses more deco-
ration and syncopation as the performance
develops. The piano often makes rhythmic
responses to the melody during the long
notes. Billy plays a one-measure clave on
the rim of the snare drum

r "
]
[
whichis somewhat varied toward the end of

the theme. The clave is developed with
many variations during the solos.

o

Randy begins his solo with a develog-

ment of a simple two-note motive which

combines diatonic and chromatic passing
tones with basic chord tones. The second
gight measures is based on another simpls
rmotive which consists of a pair of eightn
notes and a quarter note. More arpeggios of
the chords are used in this section. The G
pentatonic scale in measure 10 implies &
lydian sound on the F chord, and also anticr
oates the thE nexXt mMEEsUTE. A
similar effect is created with the B pents-
tonic scale in measure 14. Throughout the
solo the piano interacts with the articulation
of the trumpet, playing more sustained
chordsin the lyrical sections and more short
percussive chords when the rhythmic activ-
ity of the soio invites this.
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In the beginning of Randy's second cnd-
rus, he uses some colorful arpeggios which
come from the melodic minor scaie. in
measure 4 the melodic material comes from
the G melodic minor scaie. 1he Bfmaji+
arpeggio combines the sound of the D triad
with the root of tne next chara (Be), Since the
third, fifth, maior seventh and ninth of the &
minor chordin measure 7 alsoimply Avmaj 7+,

Trumpet solo: Znd chorus, measures 3-21

the two phrases seem to have 3 seguential
relationship.

In measures 3 and 10 the guarer naies
create a rhyming effect, while the 'f#" in
measure 9 resoives 10 ‘g at the end of
measure 10, The 'c#’ in measure 12 creatss
tension in relation to the bass note ‘¢’ then
resolves stepwiss 10 'b’ This stepwise de-
scending movement is developed through

the use of & simple rhythmic idea in mes-
sures 13-16.

The stepwise descent continues at the
end Of Measure 7. 1 0s deslending siesa-
gio at the beginning of this measure is devel-
oped further in maasures 18-21. Pentatonic
scaies are used in measures 12,17,18 and

20.

c D/C BWC Fm6/C
sl h r . _-"' ﬂ
e e o
! ! . T g &
Py) - r ’ R ' L P i s pm——
] —_ 5 & T e ] -'-i?‘ E"_ ,!
C F/C C D/C E/B A/B
A 4 g _._ H —_ N L‘ L.
ﬁpg;*ﬂ-" e g b ey — i, T
3] ' i‘"} "'! a4 - ' :h ' ’FH +3h-'_._p_: ! :' — r"!:;:f g -

Lfé_' | The Chick Corea Classics




D/A

I

Motice that the piano accompaniment
moves INto a higher register at the begir-
ning of Randy's second chorus. This helps
the solo to build, and also gives the music
some contrast in color and texture. The
siaccato chords imply a 3/4 crossrhyithm,
while the register gradually moves back
down to the middle of the keyboard. Toward
the end of the chorus variations of the

rhythm,

roprpt e t
create a ciear sense of rhythmic develop-
ment in the accompaniment. The develop-

ment of this rhythm leads into the final
section of Randy's solo.

The piano solo begins with a continuation

of Randy's final rhythmic motive.
[ e i

|

The two-har phrazes in mazsures 2.5 2ra
sequential, and are based on the C and D
pentatonic scales, A more extended me-
lodic line follows, which returns to the same
rhythm in measure 9. This rhythm, com-
bined with the interval of a sixth, is devel-
oped through the next six measures. The
melody ascends stepwise through measure
14. This section of the solo ends with a
phrase based on the E pentatonic scale.

Sequential developmentis used in meas-
ures 16-22, and the melodies are all based

m#‘ﬂ =

an pentatonic scales. In measures 23-27 the
melody gradually descends, but provides
contrast by avoiding obvious rhythmic repe-
tition or melodic sequence. The motive in
measures 28 and 29 is sequenced in mea-
sures 30 and 31, but it is extended to a four
bar phrase. This phrase ends, in measure
33, with the same rhythm which was heard

frequentiy during the opening Secion OF ine

SGIo :
o [

After a gradual ascent from measure 28-34,

the final five measures of the solo descend

with a simple chord based melody.

Piana solo
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 Throughout the solo the melody moves
through the chord changes in a very smooth
and convincing manner. There is often a
connection between the length of the me-
lodic maotives and the harmonic rhythm.
When the same chord lasts for two or three
measures, aclear two-bar or three-bar phrase
is often played. In areas where the chords

Trumpet cadenza

change every measure the melodic material
is less sequential. i

Motice how Rilly sets up the last six-bar
section of the chorus {beginning Where the
C major chord returns). In measure 30 ha
plays i shots on all four beats. In meas-
ures 31 and 32 he plays rim shots on the first
and third beats. In measure 33, where the

last phrase of the chorus begins, he returns
to a more syncopated rhyrthm. The shor
trurnpet cadenza at the end of the perform-
ance uses the C diationic and the G penta-
tonic scales in a particuiariy melodic man-
ner. Notice how Randy's precise articulation
and phrasing communicates the musical
idea with unmistakable clarity,

Cmaj/ | - - . ' ~
2 e - — o — T : -
%_i L e e 3 N i — — : '
Y] Co =S . v N
e _ , R .

This composition was originally released
on the Chick Corea recording “Tones For
- Joan's Bones”, and was later reissued inthe
double album *Inner Space” (Atlantic 5D 2-
305}, Another excelient version was recorded

by Stan Getz on the album "Sweet Rain™ -

Verve VB-B8693), with Chick Corea. Ron
Carter and Grady Tate. The alternation be-
tween a 6/8 latin feeling and fast 4/4 jazz
rmakes this piece both musically challenging
and fun to play. Notice how Billy's cymbal
pulse comoliments the 6/8 sections. During

Measures 7-8

o o

T TR

the 4/4 sections Ron builds intensity with
his driving rhythmic bass lines.

In addition to the written saxophone
melody, there are short improvised piano
solos whicn add musical interest and unpre-
dictability to the statements of the theme.
The piano solos are written out in the piano
part which s included in this volume, but
pianists are encouraged to improvise their
own solos. | intentionally limited each of my
short solos in the 4/4 sections to only one or
two motivic ideas. This helped to compli-

ment the clear motivic development in the
witten melody of the 6/8 section. -

The rhythm section accompaniment
throughout the theme and the tendr solo 15
full of interaction and crossrhythms. In the
4/4 section of the second statement of the
thermne, for example, Billy plays the following
3/8 crossthythms, These crossrhythrms
prepars ihs beanning of the next phirase of
the form.

Measures 15-16

o=

A detailed study of such crossrhythms
and their relationship to the formal structure
of the theme will be extremely valuable. In
addition to these crossrythms there is a
great deal of interaction between the bass
and the tenor solo, especially during the 6/8
sections.

In the last measure of the theme and the
first three measures of his first solo chorus
Joe develops the opening motive of the

melody (two eighth notes). The solo some-
times relates to the 6/8 meter and some-
umes implies the fast 4/4 jazz tempo against
tha 6/8 of the thythm section imeasuies &-
11 and measures 27-30). The constant
emphasis of the note ‘g’ in measures 23-30
helps to prepare the metric modulation to 4/
4 in the second part of the chorus, The solo
makes effective use of pentatonic scales in
measures 4-5, 11-24, 31-41 and 48-54. Inter

esting use of chromatic ornamentation pro-
vides contrast to these pentatonic sections.

Joe is also listening to the rhythm sec-
tion.. In measures 19-22 he develops the
rhythmic idea which | was using in meas-
ures 13-18. Inmeasures 25-47 he continuas
the 3/4 crossrhythim wihich Billy was piaving
in measures 31-36.

The Chick Corea Classics 15
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" Sin¢ethere arg entire phrasesof theform  developed the piano accompaniment froma  Joe's first chorus provide a good example of
which are based on only one chord, 1 often  single rhythmic motive. Measures 47-54 of  this approach.

Piano comping during tenor solo: 1st chorus,
measures 47-54
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Ron makes effective use of rhythmic
repetition or rhyming in his bass solo,

It the 4/4 section of the soio Ron's use of
suace, clarity of development and impec-

Compare measures 2, 4,7-9,11. 15, 17 and K % ¢ [ X % x # cableintonationare wellworth noticing. The
20. Billy compliments this riythmic devek I R B L L | triplet half notes in the last eight measures
opment beautifully with subtle use of of the solo miake a perfect transition back to
crossrhythms |, for example; the 6/8 meter at the beainning of the thems,
~ Bass solo -
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This jazz waltz, recorded on the album
“Trio Music Live In Europe™ (ECM 1310, is
a great vehicle for playing in a loose and
relaxed 3/4 style. The opening rubato prano

solo develops the mood and personality of
the piece without directly quoting the mel
ody. | did follow the harmonic progression
and form of the theme, but | used occasional

harmonic decorations of embellishments. A

detatied analysis of the_melodic and har-

monic aspects of the solo wouid be of help
in the study of rubaio solo development.

‘{Opeaing fubato piano solo
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Jazz Waltz Tempo
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Handy's interpretation of the melody is
lrical and sensitive. The rhythm section
impiies the 3/4 meter in a loose yet clear
manner. The three rhythm section instry-
ments often play three different subdiv-
sions of the meter simultaneously. By clearty
relating to the underlying pulse of the dotted

Fiugulhnm solo: 1st chorus, measures 1-18

half note, however, all these rhythms flow
smoothly together Transcnpton of the
rhythms played by the different riwythm
section instruments would prowvide a good
beginning for the studv of this stvle of rhythm
section playing.

Randy begins his solo with a masterful

development of a simple three-note scale
figure. His use of space helps the histener 10
follow this development. A sixteenth note
line concludes this section of the soloin a
dramatic and convincing manner,

Fmaj/ Am/ Gm/ c7 cCcg7 Dm/ Dm7/C
—i—
R S S S S S 5 e~
e ' = E—— ' —
ESESREESS=S==S=s== === S=E====
: Be7 Bhmmaj/ F maj'?f A A7 Gm/ A7
5 I T {e— T I .1.. - F'_ !.__g:" _""-1
: ! - = I"'!‘f : - IR .' — g_ - Il'l-.é : f;ﬁ
_‘i}; 7 #"‘ g : ic T T 4
Dm/ £7 Am/ D7 Gm7 . c7 Fmaj/ Dm/
4 i . p——— +— ﬁ. .I.I' i m,
H_Ir i — - | | ﬁ_ - T
7 T 15 T &j-_-_i T3 TR
The Chick Corea Classics 21



piano texture more transparent and better chorus illustrates this approach.

suited to the open rhythmic style. The
comping from measures 7-9 of Randy’s first

Throughout the performance the rhythm
of the piano comping is often broken up
between the two hands. This makes the

- Piano compiag: 15t chorus of flugaibora sole,

measures /-3

., Ba7 Bbmmaj7 Fmaj7/A

e =a =
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chorus. The ideas are put together quite dif-  eighth notes, and also ends differently.

ferently, however. For example the sixteenth
note line from measures 15-16 is stated in

Eiw

Towvard the end of his first chorus H.Eli'ldr
returns toc some of the same material which
was heard in the opening section of the

Flugelhorn sole: 1st chorus, measures 41-48;

2nd chorus, measures 1-4
Bbmai/ Bmmai7 Am/ D7 Abr7 Dy7
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The piano comping from measures 44-47  jliustration of how 1o divide the rhythm and

of Randy's first chorus provides another harmam henumam tha #uim khaode

Piano comping: 15t chorus of flugelhor solo,

measures 44-47
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In measures 17-25 of his second chorus
Randy contrasts three simple variations of a

22 The Chick Corea Classics

repeated note figure with more Ivrical and
flowing melodic lines.
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In measures 34-37 of this chorus Randy
uses the blues scale in a particularly effec-
_tive manner. The harmonic goal of this phrase

Flugelhom solo: 2nd chorus, measures 34-37

is the Dm7 chord in measure 37. Randy
piays through ali four measures with a beau-
tiful melody based on the D minor biues

Riigethornsolo: 2 Chorus, Takt 35-47

scale. The melody ends convincingly in the
same measure in which the harmonic pro-
gression reaches s goal.

Solo de flugelhorn: 2éme structure, mesure 34-
37

i/ Y
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In the piénca solo several simple motivic
ideas are developed in different ways. The
opening section continues the lyncal me-
lodic feeling from the end of Randv’s solo.
Measure B ends with a figure which empha-
sizes the intervals of a minor third and a
perfect fourth. The diminished scale pattem
in measuce 10 is made up of the same
intervals. The ascending minor third is heard

¥ ] -

prominently in measures 11, 12, 13 and 15,
and returns in measures 22 and 25, where
the perfect fourth returns as well. The exact
Mouve o iNe end Of measulé 6 rewrns
clearly in measures 27-28. It is then se-
quenced anddeveloped extensively inmeas-
ures 29-32. Measures 3340 return to the
tyrical mood of the opening of the solo.
Another unifying element throughout the

solo is the use of similar chromatic embel-
bshments of basic chord tones. This can be
heard inmeasures 12,13, 15, 23, 25, 36, 38,
40, 41, 43, and 44. The solo ends with a
rhythmically displaced sequence in meas-
ures 4547 and a descending diminished
scale which resolves to the fifth of the tonic
chord (Fma;7).

Piano solo.
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Throughout the performance Ron's bass
lines are extremely melodic. and rhythmi-
cally varied, yet they always include the

Bass line: piano solo, measures 17-25

roots of the chords. This is very important,
since the soloist should always be able to
hear the harmonic progression. The bass

c/ Fmaj/
i —————
1.:]'} : r'_d- - T l..E -
—= T e
| 1 v
a5 4

line in measures 17-25 of the piano solo
provides a good example of Ron's great
balance of imagination and discipline,

.
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‘Ron’s bass soic 15 a rea melodic masier-
piece. Bassists and trombonists often have
a special talent for hearing melodies which
use the diatonic scale of the key of the
rmusic (in this case F major and D minor). As
a result, the chromatic notes in the har
monic accompaniment transforrn the sound

of these same notes with each chromatic
change in the harmony. Measures 7, 10,12,
23, 24, 26, 30 and 34 are good examples of
this effect. VWhen chromatic embetlishments
are used, they always resolve in a melodi-
cally convincing manner (measures 8-9, 12-
14, 32 and £8).

A wide variety of phrase lengths is an-
other strong oot of tha soln It iz rarely
possible to predict when a phrase will begin
or end, yet each statement is melodicaliy
convincing. Anhythmic repetition and rhym-
ing are also used effectively, as in measures
23-26 2nd measures 30 and 40,
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Straight Up And Down

This is one of Chick's most interesting up
~ tempo compositions. It was originally re-
corded, with Chick playing piano, on the
Blue Mitchellalbum "Boss Hom" (Blue Note
84257). Another interesting version is in-
cluded in the double album “Inner Space”
(Atlantic SD 2-305). The theme is challeng-
ing to play, and the simple form for the solos
invites a harmonically open or ‘outside’

-~ approach. The melody and piano accompa-

nimentof the main theme {following the 20-
measure intraduction} suggest many possi-
bilities for decorating the basic hamonic
structure of the solo section.

The piano $olo begins with a short phrase
based on the A and Eb pentatonic scales.
The end of this phrase is developed in
measures 5-8. [nmeasure 8the same motive
is transposed up a minor third, implying A
minor,

The three pentatonic motives heard in
measures 2-3 and 5 are developed through-
put the solo. A varatiornr of the opening

statement is developed in measures 10-14.
Chromatic development of the motive heard
in measure 3 leads from measure 1510 tne
bridge of the first chorus. The bridge begins
with a short phrase based on the D penta-
tonic scale. This is followed by a rhythmic
variation of the opening statement of the
solo. This variation is based on the F# penta-
tonic scale. The last eight measures of the
first cnorus consist of a long eighth note line
which begins in F minor, moves "outside’ to
Gk minor in measurs 28-30, then resclves
back to the tonic note {f} in measure 31. The
sudden leap down 10 the note ‘g’ keeps the
sound of the music ‘open’, so that the solo
wants to continue into the next chorus. Billy
picks up the end of this phrase and plays & fill

which leads to 2 etrong cyebal zooent a2t ths
beginning of the second chorus.

A simple two-bar motive is developed
from measures 1-8 of the second chorus.
The note 'gH creates tension, which is

temporarily resolved in measure 10. The F

minor scale fragment is then transposed up
in half steps and whole steps, and is com-
bined with a 5/8 chrossrhythm. The har
monic and rhythmic tension resolves in the
first measure of the bridge. A pentatonic
motive from the opening of the sclo returms
in measures 5-6 of the bridge. This motive is
developed chromatically in measures 25-
27, In measure 28 of this chorus a fragment
of the P> pentatonic scale resolves to a long
eigntn note ine based on the Er pentatonic
scale, This long descending line continues
up to the first measure of the next chorus,
wheie the tenor solo begins.

' The use of chromaticism, pentatonic
scales which are harmonically outside of the
basic chord progression, and the use of
crossthythm all help to build tension and
give direction to the piano sole. These rhyth-
mic, melodic and hammonic tensions are
always resolved, however, in a musically
convincing manner.

Piano sols-
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Ron's ability to bresk up the rhythm of kie  trast. Silly manages to pia*.r_time and com-  firstchorus is a good example of this ‘broken
bass lines during the bridge of each chorus  ment on Ron's bass rhythms simultane  time” approach.
is very effective in creating musical con- ously. The bass line from the bridge of my

Bass line: piano solo, 15t chorus, measures 17-

22
Em//A _ Cym7/Fi
; .—Mdf "h“ 1 he uf}ﬁf—h@ . : #f D
— e e —— — % e = fgf' :

i 8 1= - 20 21 b

ice's use of chromatic embellishments  and root of the Fm7 chord. In measures 13- 11-12 and 17-19 rely more on unembel-
creates effective contrast with his penta- {6 he uses chromatic embellishments and lished diatonic and pentatonic scales.
tonic melodies. Inmeasures 3-10of hisfirst  chromatic passing tones to decorate basic |
chorus he embeliishes the eleventh, ninth  chord tones and scale fragments. Measures

Tenor sola: 1st chorus, measures 3-19 Tenorsolo: 1. Chorus, Takt 9-19 Sole de ténor; 1ére structure, mesure 5-19
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Joe contrasts these long lines of eighth hased on shorter melodic fragments and seginning of his second chorus is a good
notes and triplets with sections which are  yeresting rhythmic development. The sxample of this contragting material
Tenor solo: 2nd chores, measures 1-8
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__The melodic high point at the beginning
of the bridge of his second chorus is particu-
larly effective. The 3/8 crossrhythm in

Tenor sofo: 2nd chorus, measures 15-2'1

Fm/

measure 18 draws further attention to the
high note (g). The long descending A penta-
tonic scale leads to the sixth of the C#m

A ! l""'I

chord (a#}, which resolves the tension and
completes the musical idea.

Em//A

-y s—l...-“#‘
L AP ERPTE
) rs'h' ’ '

The pianoaccompaniment during) the first.

chorus of Joe's arid Randy's solos is very
sparse. | intentionally used thicker voicings
and a more active accompaniment during

Piano voicings from accompaniment of tenor
and trumpet solos

AN

L

i7

the second chorus of their solos.

Some of 1he voicings wriich | useg’ are
shown below. They may be transposed chro-
matically in order 10 create harmonic ten-

mq" #d hﬂ"iiﬂj -t-.-ﬂ#i:

sion, and combined with crosschythms in
order 1o create rhythmic tension.
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s solo shows an exceptional sense
bf mg{ndE development and dramatic pac-
gt Tag. He begins his first chorus with a short

ic phrase which ends with two quar

tef: | notes. This is followed by a slightly
jonger phrase in which the quarter notes
lead to a long note at the end of the phrase.
JInmeasures 9-11 a similar phrase leads to a
fong line of eighth notes. This fine contains

interesting use of chromatic embellishrments
and passing tones, and returns to an empha-
sis of quarter notes at the end of the phrase.
The rhythm used in maasures 7-Band 10-11
returns during the bridge of this chorus, in
measures 17 and 21, The first four meas-
ures of the bridge uses the A pentatonic
‘scale in amelodically attractive manner. The
final e lght measures of '{he chnru 5 rsau:h the

nelodic high point {hagh b}, and make inter-

\sting use of chromatic passing tones. The
“tritone substitution {(Bm for Fm is used briefly
in measure 30. This tension I1s immediately
resolved into a line based on the B penta-
tonic scale. This long line of eighth notes

pads to the beginning of the second chorus,
which returns to the quarter note motive
from the opening of the solo.
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~ Trumpet solo: 1st chorus

Fm/

... The rhythm section builds through both
horn solos, reaching the most climactic point
during the eight-bar exchanges between

the homns and the drums. When the indiwv- -
dual solos in a performance are fairty short, -

as in this case, it can be very effective to
treat all of the solos together as one long
section of musical development.

Billy’s support and enthusiasm is, as

LR E TR R 2., - T

ahways, a great inspiration. His playing in all
of the pieces is superh, but his unigue skills
are especially worth noting in this piece.
During the piano solo he interacts creatively
and keeps the fire going without ever over-
playing. During Joe's solo he increases the
intensity. During Randy’s first chorus he
builds more from the bridge to the begin-
ning of the second chorus. He becomes
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much more active in Randy's second cho-
res, and comments effectively during the
spaces in Randy’s solo. The loud accents”

“durtng the last four measures of the solo

create @ 3f4 crossrhythm. This rhythmic
tension leads 1o the eight-bar exchanges
between Billy and the hom soloists. This is
the most intense section of the entire per-
formance.

"

_This compaosition is, like “Spain”, one of
Ehmk's most well known works. It was
onginally recorded on the album "Retum To
'Forever™ {(ECM 1022). The familiar harmonic
vamp, heard often in Spanish flammenco
music, provides a solid foundation for the
opening themes, and is deceptively chal
lenging as a vehicle for improvisation. The
first phrase of the joyful A major section
comes from John Coltrane’s solo on
_ *Someday My Prince Will Come”, from the
Miles Davig glhurm of the same name.
During the expesition of the themes Billy
builds intensity until the final sixteen meas-
ures before the key change to A major. He
begins this final sixteen measures more
quietly, however, then builds intensity to the

32 The Chick Corea Classics

sight-measure transition which leads to the
heme in A major. The tension which is
created is released when Ron begins play-
ing a walking bass line and Billy plays quarter
notes with the hi-hat. The flamenco vamp
retumns for the final sixteen measures be-
fore the beginning of the solos. Billy and Ron
play with a lot of intensity during this sec-
tion, then oegin the solo section in & quister,
more relaxed manner, This gives the soloist
freedom to build thair own level of intensity
at their own pace. _ -
During the first thirty-two measures of
the piano solo | played only single note
melodic lines in the right hand, and doubled
these lines two octaves lower in the left
hand. There is extensive use of sequential

development and crossrhythm in this sec-
tion of the solo. The crossrhythms include
5/81n measures 5-6and 2/4 in measures 19-
22 and 27-31.

During the last thirty-two measures of
the solo the texture changes to single note
lines which ara accompgniad by threanote
chord voicings. Much of the melodic mate-
rial in this section is based on the G# dimin-
ished scaie {measures 33-34 and 49-50) and
the C, F and G pentatonic scales {measures
33, 36-36, 39-41, 45-46 and 51-54), There is
also further development of the 5/8 cross-
rhvthm [(measures 33-36 and 48-63). This
riwthmic tension is resolved during the final
eight measures of the sole.
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Randy begins his solo with simple and

His first eight measures establish the mood

One of the strongest elements in Randy's

-straightfurwarr;l_meiﬂdic: statements. This is perfecthy.
not nearly as easy as Randy makes it sound. '
Trumpet solo: measures 1-8
gl F G F E(7)
A - ; '
¥ - - — — o T
4 1 — = e e e et P
e i o 3 . £ | z 5 7 - #J"? §

notes (haif valve effects). In the following Randy interprets themis a sign of real musical

solo is his dramatic and expressive use of example the meiodies themselves are al- artistry.
inflections arid timbre, including 'squeezed’ ready quite effective, but the wayin which
Trumpet solo: measures 25-37
E(7) F G F E(7)
A -’
: # — P m— ﬁ% t o ; - — —
ﬂ $ —F i 2 e :
v & (squeeze) & 2y o5 2 ———— X I kY f i 3
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Joe uses rhythmic repetition and rhym-
ing effectively troughout his solo. The open-
ing eight measures include several melodic
fragments which all begin on the second

begins on the ‘and’ of the first beat. The
shorter eighth note line which follows in
measures 16-18 begins in exactly the same
part of the measure. Chromatic passing

25. Both Randy and Joe often use the G
mixolydian or G pentatonic scales for both
the F and G chords. This works well, since
the G scales create a lydian sound on the F

beat. The eighthnotelineinmeasures 10-14  tones are used effectively in measures 20-  ch ord.
Tenot sola: measures 1-25
E(7) F G F o ED E(7)
a i " . .
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§ 33
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The high point in Joe's solo is prepared
effectively by the triplet line in measures 51-
52, which is followed by a long space. This
space makes the entrance on the high “a’

more dramatic. Notice that this line also
begins on the second beat, like many of the
phrases in the opening of the solo. The
rhythm in measures 57, 59 and 63 creates 3

rhyming effect which concludes the solo in

a clear and convincing manner.
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Tenor solo: measures 48-64
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In flamenco guitar playing the guitansts
often allow a particular open string to sound
throughout an entire series of chords. These
‘pedal note’ effects are often quite colorful

Use of melodic pedal point in prane comping

+

and daring in their use of dissonance. Gil
Evans has used this technic in some of his
pieces which have a spanish influence. |

often used pedal notes in the highest voice

Anwendung von Orgelpunkt in der Kiavierbe-
gleitang

L YOI
£
o]

DL

of the chords in my comping, although they
don't result in extreme dissonance in tHis
particular piece. Two examples of this tech-
nic are illustrated below.

Emploi d'une note pédale melodique dans
I"accompagnement de piano

E(7) F G E{7) S G

4 [ % ] [ ] B g ﬁ

- = o © o
==
h or '

o

o o b o
. S S S = 3 3 |
B3 ° , 4o = ° :

Once again, all the rhythm section instnu-
ments make extensive use of crossrhythms
and spontaneous interaction throughout the
performance. Adetailed study of these tech-
nics, including the transcription of the
rhythms used by the individual instruments,

will provide further insight into the creative
development of this musical vocabulary.
The more you Iisten to the detaiis in the
rhythm section accompaniment and inter-
action, the more vou will anoreciate the
special talents which Ron and Billy have

developed. These intuitive skil's are the most
important for the aspiring improviser. It is
only through the development af such skills
that the music can have 2 ciear sense of
development and coherence, yet remain
fresh and unpredictable.
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* includes higheﬁt quality Iis.’teuﬂnirl_g',ar play-along compact disc or cassette featuring:

Randy Brecker - trumpet / Joe Lovano - tenor saxophone

Bill Dobbins - piano / Ron McClure - Bass / Billy Hart - drums
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Chick Corea
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Straight Up And Down

Chick Corea
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Latin (straight 8th's)

La Fiesta

Chick Corea
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