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a quick scan of Parker’s solos and tunes (Fig. 3-12) reveals several identical phrases

to those found in Powell’s solo.

1. The phrase used in bars 7-9 of Parker’s solo on ‘Buzzy’ (Fig. 3-12) is exactly the
same (from the second eighth note onwards) to that used by Powell in bars 8-9
(Fig. 3-11).

2. The use of a melodic minor derived arpeggio on F7, beat 4 of bar 10, beats 1 and
2 of bar 11, in Powell’s solo (Fig. 3-11) is exactly the same as is found in Parker’s
solo on ‘Bloomido’, beat 4 of bar 8 and beats 1 and 2 of bar 9 (Fig. 3-12).

3. The lick in bar 5 of Powell’s solo is found in the second half of the third bar of

Parker’s ‘Donna Lee’ (Fig 3-12).
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Fig. 3-12. Excerpts from Parker: Comparison to Powell’s solo on ‘Buzzy’,
1947
On the 1957 recording of ‘Buzzy’, Powell plays a total of eleven choruses. The
playing style seems lazier and the tempo slows down progressively by one or two
notches. Finger articulation is less accurate and the notes often tend to fall off each
other in chunks. At times Powell seems to miss out parts of a phrase often running out

half way and regaining structure only at points of resolution. Although this generally
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points to a deterioration of technical skill, there is a maturity in his melodic approach.
While there are moments where a lick or phrase reminds us of Parker, the formulaic
bebop lines of his earlier solos are replaced with phrases that concentrate on melodic
flow often at the expense of the chord movement and mostly within simple tonal areas
derived from blues. When supported by left-hand chords these basic tonal lines create
dissonances resulting from the discrepancies of chord and melody. For instance, an
excerpt from the 1957 recording of ‘Buzzy’ (Fig. 3-13) shows phrases derived
entirely from blues. Typical licks and phrases of the bebop language are absent:

e Over [IImi7 (Dmi7), bar 1, Fig. 3-13 he plays a six-note Bb scale segment

e Over V7/II (G7), bar 2, Fig. 3-13 he plays a Bb7 scale in triplets (passing note

between 6 - 5)

e Over the last four bars (Fig. 3-13) he juxtaposes major and minor aspects of

Bb7.
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Fig. 3-13. Bars 7-12, Powell’s solo on ‘Buzzy’, 1957

Particular scale options are used frequently, especially the blues scale built on the 6th

degree of I, the pure minor scale built on I and a bebop dominant 7th with the passing
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tone between 6 and 5. Powell’s phrases are often derived from these scales. Fig. 3-14

llustrates further excerpts from Powell’s solo.

Bars 4-8, second chorus
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Fig. 3-14. Blues-oriented lines from Powell’s solo on ‘Buzzy’, 1957

Powell often glides over pivotal areas in the harmony with scale lines that very often
do not include the most essential notes, like the 3rd. At times he mixes swing-eighth-
note lines with mixed-rhythm double-tempo lines that seem to defy all reason,

resulting more from lazy hand movement. In a strange way the flavour of these lines
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1s almost enhanced by the laziness of articulation and execution. Barry Harris makes
reference to this quality of Powell’s:
One time Bud Powell was sorta [sic] messed up in Brooklyn. At Birdland the
last gig he had, he started playing and it was like he was playing on top of the
keys and I could hear him soloing but you knew he was playing and it was like
he was gliding over the keys. That’s what you had to end up doing. (Barry
Harris: Spirit of Bebop. 1999)
A characteristic of Powell’s is the descending scale passage followed by an end or
tag-note an octave or more away (bar 7, Fig. 3-15). Powell also implies substitutions
in his melodic lines. In bars 9-10, Fig 3-15, he implies melodic movement from Eb to

Ebmin. Against the left hand voicings Cmi7-F7, the melodic line outlines movement

from Cmi7 to F7alt.
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Fig. 3-15. Bars 6-12, first chorus on ‘Buzzy’, 1957

Powell also often changes scale as a line progresses, moving from one implied
harmony to another. In Fig. 3-16, the 3rd of F7 is absent in the line and the inclusion
of Cb in the second half of the line (beats 3 and 4, bar 10), implies movement from
Cb major (probably visualized as B major by Powell), to Bb major (bIIMa7 to I). The

left hand plays the 3rd and 7th of F7.
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implied movement
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Fig. 3-16. Bars 9-12, second chorus on ‘Buzzy’, 1957

There are instances when a change in scale makes sense, as in Fig. 3-16, and other
times when it makes no real sense at all (Fig. 3-17). At times even if one could justify
the line, it would seem unnecessarily theoretical. For instance Fig. 3-17 illustrates a
segment from Powell’s third chorus. He plays an ascending line from Eb7 in bar 5
and appears to want to change into Eb minor or Ab7. On the ascent in bar 6 he plays a
B, C# D and G, a splashed note follows before the line continues. The second phrase
begins as Bb major and becomes Bb7, with a passing tone placed between 6 and 5.
Although G7 followed by Db7 is clearly played in the left hand, there is no real
indication of this in the melodic line. In the first phrase, it could be assumed that
Powell meant to play the ‘corrected line” shown in Fig. 3-18. In places like this, one
can only attempt to analyze the phrase. Mostly, phrases like this are part of a unique
and intangible quality in which he is not so much concerned about notes as direction
and arrival. There is so much melody in the bulk of his playing that it offsets the

strangeness of these phrases, giving an overall balance to the solo.
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Fig. 3-18. ‘Corrected’ line from Fig. 3-17

Numerous instances of these mixed-rhythm lines appear in many of his solos, from
earlier and later periods. Fig. 3-19 illustrates some examples taken from Powell’s solo
on ‘Confirmation’ off the same album (Bud Plays Bird). The bebop scales and their
corresponding passing tones are mostly evident on the major and dominant 7th chords
(Passing tones are generally applied between 5-6 for major and 7-8 for dominant).
Scales often mutate through their passage from one scale to another implying a
change of harmony that is otherwise not present in the chordal movement. Clashes

between melody notes and chords give a rich quality to the line.
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Bars 7-8, bridge
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Fig. 3-19. Selected double-tempo, mixed-rhythm lines from Powell’s solo on
‘Confirmation’ (Powell 1957)
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3.2.3 'Chasin’ The Bird'

Album: Charlie Parker: Bird Of Paradise. Recorded: May 8, 1947. Location: New
York City. Track Personnel: Miles Davis (Trumpet), Charlie Parker (Alto Sax), Bud

Powell (Piano), Tommy Potter (Bass), Max Roach (Drums).

Similar comparisons can be made between Powell’s playing over the rhythm-changes
form. On an earlier recording with Parker (Parker 1947), Powell plays half a chorus
(bridge and last A) over Parker’s ‘Chasin’ The Bird’. The improvisatory style evident
on this recording is well structured and in keeping with the bebop style associated
with Parker. Fig. 3-20 illustrates an analysis of Powell’s solo. Phrases are generally
locked around target chord tones such as 3 and 5 with arpeggios appearing on the 3rd

and 7th.

Powell’s solo begins at the bridge of the rhythm-changes form. Bars 1-2, a diatonic
7th arpeggio from the b7th degree is played on A7. This outlines the related IImi7
chord (Emi9). The line then descends by step to the 3rd of A7 from which point a 3-
b9 lick resolves to the third of the next chord (D7 in bar 3). Powell plays a lick on D7
seen earlier in ‘Buzzy’ (bar 5, Fig. 3-11) and in Parker’s ‘Donna Lee’ (bars 3-4, Fig.
3-12). The same lick is seen over F7 in bar 13 of Fig. 3-17. A passing tone is placed
between 1 and b7 (bars 3-4) and a pivoted arpeggio follows outlining the Ami9 chord
(related IImi7 of D7) followed by Ab7 (sub V7 of D7). Over the G7 (bar 4),
beginning on the 9th degree, passing tones are placed between 9 and 1, and 1 and b7,
to form a typical dominant 7th bebop scale segment. Powell uses b6 (b13) on the
descent and ends with the dominant 7th lick seen in bar 3 (b9 replaces 9. On C7 (bars

7-8), the line is displaced as a result of the triplet configuration. This line is similar to



119

the mixed-rhythm double-tempo lines seen in Powell’s later style and is also
suggestive of the bebop device called CESH (seen earlier in Fig. 3-3, bars 3-4 of the
introduction of ‘All God’s Chillun Got Rhythm’). On C7 (bar 7-8, Fig. 3-20) the
implication is really Gmi7-C7 in which root, major 7th and minor 7th fall to the 3rd of
C7. In bar 8 two arpeggios are played in sequence from the 3rd and b7 respectively.
This was seen earlier on A7 (bar 1-2) where two arpeggios follow in sequence, one on
b7 immediately followed by one on 3. blllmi7 is used as a means of passing from

Imi7 to 1Imi7 (bars 11-12).
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Fig. 3-20. Powell’s solo on ‘Chasin’ The Bird’ (Parker 1947)
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Powell’s improvisatory approach on a later recording of ‘Moose The Mooch’ (Powell
1957) is much less predictable and less geared toward the formula and licks of the
bebop style. As was seen in his solo on ‘Buzzy’ (Powell 1957), his lines articulate

harmonic movement with absolute minimalism.

Fig. 3-21 is an analysis of the first two A sections of Powell’s opening chorus of
‘Moose The Mooch’. Powell tends to favour the movement from IV-IVmi7 in bars 6-
7 of each A. In bar 6 of Fig. 3-21, IV-IVmi7 is expressed as an arpeggio on Eb7 with
the 3rd (G) as the starting note and the b3 (Gb) as the top note. The last four bars is
essentially a blues phrase. Left-hand voicings are typical Powell root-3 or root-7

voicings.
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Fig. 3-21. Bars 1-16 of Powell’s solo on ‘Moose The Mooch’ (Powell 1957)

Powell’s playing on the bridge is also much less predictable than in the 1947

recording and even though harmonically the lines make perfect sense, there is much

rhythmic displacement and less obviousness in the resolutions (Fig. 3-22). For

instance in bars 3-6 of Fig. 3-22, the phrase begins as G7 and continues as Db7 (sub

V7 of G7) into the fifth bar over the left-hand voicing of C7. In bar 5, Powell arrives

on beat 4 with a chromatic note below the 3rd of C7. In this case the 3rd of C7 is on

the off-beat - the chromatic note below is on the downbeat. This is seen many times in

Powell’s lines and often results in the subsequent development of a phrase being

rhythmically displaced.



122

07 b13 1o a7
N—T—T—+T1T P i = N—p 'i!—f——b—ﬁl@F
ot e e e T e
.| L g d b ¥ T 1 —
14 oVEN  ———
- | 7 f
Y o YL A 1 . 4 " = L n 4
o — = o ¥ 78 | — ; . a—
2 ] . 7 .
7 i —
e7 Db7 C7 Z F7 bebop dominant scale
| | ' [Pomagy
1.} 1 I T - — 1 ] 1 T ¥ 1 H 1] T -
f & 1’4 o N Ll - F—_;_M'tdl_ 1 1 ) i — 1 1
L SIST e SR i 1 SeESmE EE=S
- I I 13 I I = 3 . b7 -
. g g b9 $ D
] r ] 2 )
ﬁ \ 2 o T \ 4 = r—= \ 2 wr'iq —
lT 2 b d 4 E 7 .7 17 1
L v T [ 4
Cc7

Fig. 3-22. Bridge of Powell’s solo on ‘Moose The Mooch’ (Powell 1957)

In the last A of the third chorus (Fig. 3-23), except for the final statement, the entire
eight bars are based on the blues scale built on the 6th degree of Bb. Powell plays the

first four bars like a blues form, the second bar being played as IV7 rather than as II-

V7.
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Fig. 3-23. Last A, third chorus of Powell’s solo on ‘Moose The Mooch’
(Powell 1957)
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3.2.4 ‘Jeannine’

Album: Bud Powell and Don Byas, A Tribute to Cannonball, Columbia CK 65186.
Recorded: 1961, Location: Paris. Track Personnel: Bud Powell (Piano), Pierre
Michelot (Bass), Kenny Clarke (Drums), Idrees Sulieman (Trumpet), Don Byas

(Tenor Sax).

Duke Pearson’s ‘Jeanine’ is a standard AABA form. The A sections are sixteen bars
long and the bridge eight bars. The tune opens with a repeated four-bar riff on the
tonic minor chord. The rest of the tune comprises typical II-V-I changes. Original
compositions like this that are not based on familiar standard forms are generally less
open for alteration or experimentation on the part of the improviser. Powell stays
within the harmonic framework prescribed by the composer. His style seems much
more like his earlier period. Articulation is accurate and clear and the vocabulary is

mainstream bebop.

Powell uses the melodic minor sound as the predominant source for improvisation
over the first eight bars. To maintain a sense of harmonic rhythm Powell also implies
V7 (Eb7) in his improvisational line (bars 3 and 4 of each A section), but retains the
Abmi7 chord in his left hand throughout. Because of the variety of modal choices
available on the tonic minor, natural dissonances occur with 7 being played in the
improvised line (melodic minor) whilst b7 of Abmi7 is sounded in the left-hand

voicing.

Comparing the A sections of Powell’s solo, one sees a similar structure of phrasing

and concept (Fig. 3-24). The first and last A sections are structured very much in the
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same way; two short phrases followed by a longer phrase. Both times the opening
phrase is identical and the second phrase outlines V7-Imi7 (Eb+7-Abmi7). Phrases
comprise simple arpeggios of I minor with enclosures of chord tones. In the second A

(bars 1-2) Powell uses the classic figure CESH.
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Fig. 3-24. Bars 1-8 of the A sections of Powell’s solo on ‘Jeannine’
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The bebop dominant scale occurs twice on the 1I-V7 (F#-7 B7) in the first and last A
(Fig. 3-25). Passing steps are placed on the descent between 1 and b7. On both
occasions the concept of the phrase is the same. Rhythmic placement of the phrase is
different, creating a different resolution to I. Phrases are generally locked into
targeting 3rds or 5ths of chords. In the last A over Ema7-A7, sequential arpeggios on
the 3rd of each chord flow perfectly into each other as a result of chordal movement

in 4ths.
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Fig. 3-25. Bebop dominant scale use over II-V-], ‘Jeannine’

Another example of bebop scale application is found in the last four bars of the bridge
(Fig 3-26). Bb7 scale runs into Eb7 and ends with a typical lick seen in transcriptions
of Powell’s earlier period (Fig. 3-11, bar 5). The related IImi7 chords are played in
the left hand. The scale is used over both IImi7 and V7. The line begins on the 9th
degree and passing steps are placed on the descent between 9-1 and 1-b7, making a
chromatic line from 9-b7. The point of resolution from b7 to 3 of the Eb7 occurs one

beat into the next bar.
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Fig. 3-26. Bebop scale over last four bars of bridge of ‘Jeannine’

Where phrase resolutions are often delayed as a result of a line or scale, other
resolutions are anticipated. Introducing the chord tones of the new chord ahead of the
actual arrival of a chord gives a sense of displacement to the line and consequently the

phrase often feels like it is on the wrong beat.

Fig. 3-27 shows Powell’s phrase on the last four bars of the second A of ‘Jeannine’.
Powell probably meant to play a Db in the first bar over Bbmi7 but ended up playing
a D instead. The same line played two beats earlier functions equally well over the
changes. The practice of playing phrases off different beats to entertain this kind of

displacement typifies the bebop style. Parker was especially good at this.

Displaced line, last four bars, second A
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Fig. 3-27. Anticipation of phrase, last four bars, second A, ‘Jeannine’
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3.3 Summary

Where stride dominated the period before the emergence of bebop, the style
formulated by Bud Powell - domination of right hand over left, the practice of
implying harmonies through the melodic line, root-7, root-3 left-hand voicings —
became the foundation of the modern school of jazz piano, a style more suited to the
improvisatory spirit of bebop and a perfect translation of the linear style of Charlie
Parker. Erratic behaviour aggravated by mental ill-health and a propensity for alcohol
resulted in an inconsistency in Powell’s performances throughout his career. Although
it has been suggested that his best period was between 1947 and 1951 (Groves &
Shipton 1993, 49), a comparison of earlier and later styles in this study and in the
context of particular repertoire items suggests that where technique may have
deteriorated, creativity was stimulated. The formulaic concepts of the bebop approach
that typify Powell’s earlier playing are absorbed into a fresh and melodic
inventiveness in his later period, often more motif-oriented and driven by the basic
relationship of minor and major implicit in the harmonies of the blues. The long
spiralling lines of mixed rhythms and scales that characterized his earlier playing
become increasingly harder to quantify in his later recordings. Despite the inaccurate
execution of his lines however, Powell always retained melodic and harmonic
integrity and comparisons in his execution of the head of complex tunes during this
period suggest that he still possessed a good technique. The security of his
background in his mastery of the bebop Janguage gave him more than enough
resources to counteract the physical and mental deterioration he endured. As a result
his later approach redesigned itself to suit a more relaxed presentation and

melodically less predictable style.
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CHAPTER 4

HAMPTON HAWES (1928-1977)

4.1 Introduction

Clearly influenced by Parker, Hawes possesses a distinct quality within the overall
style of bebop. Growing up on the West Coast of America, he eventually earned his
place among the competitive East-Coast bebop players and although his influences
would have been the same as that of other pianists growing up around that time, the
fact that he was not groomed on the New York scene may have be a contributing
factor in the forming of his particular style. Originally inspired by Fats Waller and Art
Tatum, contact with Charlie Parker afforded him his greatest break (Giddins 1979).
That’s when I really started to advance musically. It was Bird’s conception of
time that influenced me most and made me realise how important meter and
time is in jazz to make it swing. It was a foundation. I began experimenting,
taking liberties with time, playing double time, or letting a couple of beats go
by to make a beat stand out, not just play on top of it all the time. Of course I

didn’t try to copy his solos, or anything like that, but I think Parker has
influenced me more than anybody, even piano players. (Koenig 1955)

Most jazz players have learnt their art through copying solos. Whether Hawes merely
learnt by osmosis or consciously practiced Parker lines, there is definitely much of

Parker’s language in his style.

On his approach to playing, Hawes makes several comments in the liner notes
reprinted on Hampton Hawes Trio, Vol 1 (Hawes 1955a). The following quote gives

insight into his approach to playing and soloing.
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Breaking it down, I believe this; speak your piece and be quiet. I look at it like
preaching a sermon. Get a feeling going to the audience, because after all they
are who you are playing for, and try to express your story. After building to a
climax take the tune out. I hate to play jam sessions because they play so long
you lose the good of the tune, just like squeezing an orange and all the juice

comes out. It’s time to get a new orange, it’s time to play a new tune. (Koenig
1955)

Sadly, as with many other jazz greats, Hawes’s success was somewhat stunted by his
drug habit, arrest and subsequent jail sentence. Throughout Hawes’s incarceration,
bebop continued to develop, and reached its explosive climax while Hawes was still
serving out his sentence. The presidential pardon that finally spelt his release came
too late, so that by the time Hawes found himself back on the music scene, the bebop
period was coming to an end, and rock and roll, more than jazz, was capturing the
interest of the youth throughout America. This would obviously have had an affect on
Hawes’s career, and may indeed have been the reason for his failure to achieve the
kind of respect and recognition he desired, and doubtless deserved. Tellingly, Hawes
is either excluded or insufficiently profiled in several leading jazz textbooks. Hawes’s
autobiography (Hawes with Asher 1974) tells a compelling story of the tragic cycle of
heroin addiction that afflicted many of the jazz greats. One particularly interesting
story about Hawes in New York gives an indication of the ferocious competition that
accompanied the East-Coast jazz scene and the tendency for drug abuse among the
musicians.
Wardell took me to Minton’s, the Royal Roost and Small’s Paradise where the
players who had triggered the rebellion and put fire in the music were burning
those clubs up. It was intense and beautiful music and I began to see why a lot
of them had to stay stoned to play it. Made me wonder what Stravinsky went
through with The Rite of Spring. Technically and emotionally what Bird and
Bud Powell and the others were doing must have been just as difficult—
maybe more so, because it was extemporaneous—and in order to play it every
night they had to adjust to so many inner changes, blow their minds so far out
to encompass the quick-shifting harmonies and note-patterns and at the same

time block the hostility from critics and fellow musicians (Louis Armstrong,
one of the original brothers, complaining, Them cats play all the wrong notes),
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and all the shit going on out front of the stage (crazy niggers playin’ that wild
music)—that there was a tremendous drive to turn inward, stay blind, blot it all
out.

One night at Minton’s, a club in Harlem where there were all-night
sessions, somebody recognised me and said, “ There’s a cat from California
supposed to play good, let’s get him up here.” Now at the time there were a lot
of East Coast musicians who thought it slick to try to shoot down anyone new
on the scene who was starting to make a reputation. It was like an initiation, a
ceremonial rite (chump, jump or I'll burn you up, you don’t know nothing),
calling far-out tunes in strange keys with the hip changes at tempos so fast if
you didn’t fly you fell—that’s how you earned your diploma in the University
of the Streets of New York.

For a week I had watched these cats burning each other up, ambushing
outsiders, fucking up their minds so bad they would fold and split the stand
after one tune. Surprised by their coldness because they were so friendly off
the stand. I peeked that I wasn’t quite ready, maybe they could get me; you
don’t want to be a poopbutt but sometimes it’s better to pass, wait for a better
hand. T knew I wouldn’t flop, but neither would I win acclaim. No point in
selling tickets if you don’t have a show.

The challenge lifted me a few notches—I knew I had to go out and
tighten my hand—and when I came back that way a couple of years later,
strung out, five albums under my belt and a lot of playing with Bird, I was
ready for them. (Hawes with Asher 1974, 20)

4.2 Transcriptions

The Hampton Hawes discography spans some twenty years (1947-1968) and includes
recordings with Charlie Parker, Art Pepper, Jim Hall, Barney Kessel and Charles
Mingus. A significant percentage of his recordings were also under his own name and
several in a trio format. The transcriptions selected for analysis in this study are from
two trio albums, recorded in 1955, both for the Contemporary jazz label (West Coast).
The transcriptions comprise-two blues tunes, a rhythm changes and the classic
standard repertoire tune, ‘All The Things You Are’. Hampton Hawes Trio, Vol. 1
(Hawes 1955a) was his sixth recording date and third under his own name. Insight
into his approach is evident in a quote printed on the original liner notes from an
interview conducted at the Contemporary offices, July 11, 1955, a few weeks after the

session was recorded.
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When you play jazz, you must swing. That is the basic thing. If it does not
have a good feeling, I can’t buy it. It’s okay to be “intellectual” playing jazz.
Generally that just means advanced harmony. You can be as advanced as you
want to be, but that doesn’t mean you don’t have to swing. I try to advance
and play modern changes and study and try to go into music as far as I can, but
still I say always pat your feet. (Koenig 1955)













































































































































































































































































































































































































































































































































































































































































































































































http://www.jazzworkshops.comlvideo.html
http:http://www.findarticles.com
http:http://www,jazzcentre.org
www.mhrrecords.comlhtml/essay04.html
http:http://www.halgalper.com




































