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Introduction and History

In its brief history jazz has undergone many transformations and interpretations since its conception in the American culture. From the beginnings of Early Jazz (Minstrel Music, Ragtime, Blues, Dixieland, Marching Brass Bands & Gospel Music), Swing, Bebop, Cool Jazz, Hard Bop, Free Jazz, Jazz Rock Fusion to Rock n’ Roll, Jazz is regarded as the first indigenous American style to affect the rest of the world both on a music and social level. One of the primary reasons for its popularity and influence on the world was because of the technological revolution of the 1920s. The dissemination of music meant that jazz was now available to everyone, through radio, television, recordings, and the growing print music industry. The development in technology changed the way music was exposed to the public and consumed, Jazz was now accessible to the world.


Today, Rogers & Hart are considered among the most successful song-writing partnerships in American’s popular music and musical theatre. Composing in an environment when the Tin Pan Alley determined the success of a work, Rogers & Hart have left a legacy of music placing them among The Great American Composers along with Irving Berlin, George and Ira Gershwin, and Cole Porter. “It’s easy to remember” composed in 1934 is among one work from Rogers & Hart that has found its way into the Great American Songbook. It is from the Great American Songbook that the Keith Jarrett Trio selected their works for performance and recording.

In an interview by Newton (2001) Jarrett states that, “their concert programming and albums are done exactly the same way, there is no preparation or song list. They decide what to play when they get on stage, choosing from the entire gamut of the Great American Songbook”. According to Rosenthal (1996), “the Standards collection is an opened improvisatory approach and non-preconceived arrangements”. Jarrett began this approach to performance in 1973, playing solo improvisation concerts, with nothing preconceived until the moment he begins to play (Newton 2001). It is Jarrett’s ability to sustain such creative and improvisational output for such a long period of time that has placed Jarrett in a league of his own.


Jarrett’s approach towards improvisation is not entirely new. Bebop musicians where recomposing and re-arranging pre-existing popular tunes, and Free Jazz musicians were experimenting with the concepts of liberating elements of harmony, melody and tonality, stretching the boundaries of freedom and improvisation in music. Keith Jarrett has set a new benchmark to solo improvisation. According to Rosenthal (1996) “Jarrett’s solo improvisations almost single handedly created a genre of free extended improvisations for the piano. His focus intensity and single mindedness that is his artistic standard for creating music of the highest integrity and the deepest emotional expression”.  

To appreciate and understand the solo performances of Keith Jarrett the listener must be willing to go on a journey. In the duration of a concert you may hear segments of: gospel style, melodic ballads, hymn-like open chordal passages, poly-tonal neoclassicism, heart rending chromaticism, minimalism, ostinatos that go on for fifteen minutes, rock and roll, arrhythmic atonality and playing inside the piano (Newton, 2001). Many listeners question the need and relevance of Jarrett’s extreme physical gyrations and unfortunate groaning during his improvisations, which annoy many listeners, and surprisingly do not occur during his classical concerts. Yet, many are simply drawn to his spectacular virtuosity and intensely original melody and spontaneous creative explosive act, which have never been matched by any other jazz pianist. 

Elements of Music

For the purpose of this discussion I will refer to the two interpretations of It’s easy to remember as 1985 and 1994. This section will deal with the elements of music: melody, harmony and form, dynamics and articulation, and rhythm. 

Melody

The A section (see figure 4) of 1985 preserve the melodic structure of the original tune It’s easy to Remember, with a colouring of syncopation and melodic embellishment throughout. The melodic range adheres to the traditional octave with the leading tone appearing prior to ‘g’ at the end of section A.  By the return of section Aa’ (1’14”) Jarrett begins extending beyond the structure of the original melody. In 1994 Jarrett’s approach to the melody is different. Jarrett has chosen to maintain the first eight bars of the original melody, and then begins improvising and embellishing in more detail than he did in 1985. However, Jarrett still maintains the key structural elements of the tune. A possible reason for this is because of the distinct change in the tempo between the two interpretations. The slower tempo may have left the original melody sounding too empty. This may also provide reason for the countermelody Jarrett was providing in the left hand accompaniment primarily throughout the entire 1994 interpretation. The opening section in 1994 also presents some atonal improvisational qualities.

Importance is placed on the repeated opening D’s which descends to the major 2nd, followed by minor 3rd and then perfect 4th in both interpretations of section Aa, (see figure 1). Jarrett maintains this key opening theme in the final sections A’ in 1985, and in the coda in 1994. Elements of melodic development employed by Jarrett include phrase organisation, tessitura, contour, and expressive devices. Furthermore, climax points are emphasised by the dynamic range of the ensemble with a more elaborate creative output. One of the most common melodic devices Jarrett employs is the repeated single note. This feature is primarily the original melodic structure of the tune (see figure 1). Other melodic sources adopted are tritonic scale fragments, tetratonic (tretrachord) scale fragments, pentatonic scales, and diatonic and altered diatonic modes. Motifs are repeated and developed to promote music unity and at times repeated at different octaves on the piano. Techniques adopted to develop motive ideas are repetition, sequence, inversion, retrograde, retrograde inversion, isorhythm, displacement, augmentation, and diminution.

Figure 1: Section A bars 1-3 (Original Opening Melody)
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The phrase structure of the original melody is maintained (8 x 8 bars). Both interpretations provide a typical symmetrical approach to phrasing and balance. However, the D section in 1994 is unexpected and gives a listener a sense of something completely new, and a sense of surprise and excitement of where the music might go next, it breaks the predictability of the harmonic structure and the melodic material previously presented. The metre is also displaced in section D.

Harmony & Form

The harmony remains very similar to the original harmonic structure of 1934. In 1994 Jarrett incorporates a steady quarter note pulse in the left-hand throughout the entire work except during the bass solo where Jarrett responds with a chordal movement of the melody of It’s easy to remember at times in the style of Debussy’s parallel chordal movement. In the 1985 interpretation Jarrett employs the same harmonic movement, however, the chords are comping in character. The “standards” repertoire include popular songs, ballads, and dance tunes of the 1920s to the 1950s, which have become the basis for bebop musicians to draw the works from. One of the key features of this period in music is the voice-leading of the diatonic II – V – I progression. It’s easy to remember is just another song that fulfils this almost needed requirement in the music at the time (see figure 2).

Figure 2: (II – V – I) Harmonic Progression (Original Melody)
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In many cases re-harmonisation of the original melody is commonplace in bebop style. Jarrett’s ability to do this during a performance without any prior preparation is just another feature that makes his work unique. Techniques employed to determine change in chords and harmonic rhythm involves chord alterations and substitutions. Importance is also placed on cadential areas such as cycles, cadence and turnarounds. The above example demonstrates the use of II – V – I turnaround, and in many cases simply moving between different keys. Other techniques employed in the re-harmonisation include traditional dominant and non-dominant resolutions, extensive use of tritone substitution and the use of parallel II – Vs, and symmetric harmonic rhythm. In the 1994 interpretation Jarrett has opted for the harmonic rhythm to move either every two beats, or at times included passing chords on every beat in the bar. This stylistic feature allowed Jarrett to establish a common tone (pivot point) within the harmonic progression, which is audible on beats 2 and 4 (see figure 3).

Figure 3: Common Tone
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Figures 4 and 5 demonstrate the overall form and design of the two interpretations, outlining bars, time, and provides a brief description of the key sections. The harmonic progressions appear to be similar in both interpretations and the same coloured sections represent the same harmonic progression. The lighter shade of blue in the coda indicates that the harmonic progression is similar except for when Jarrett extends into his free improvisation. In this interpretation Jarrett ends on a short but noticeable free improvisation episode, which is his trademark. In the 1985 interpretation Jarrett has chosen to repeat the ternary form four times ending with a coda based on section ‘a’.


Figure 4: Form & Harmonic Structure 1985

	It’s Easy to Remember – 1985 DVD

K. Jarrett, G. Peacock & J. De Johnette
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	Original tune is stated in Section A.

Double Bass employs octave displacement.


	
	Bass Improvisation for all of Section B.

Piano comping providing support to Double bass solo, at times thematic material of original tune is stated by Jarrett.
	
	Piano Improvisation.

Vocal style scatting begins to appear.
	
	Return to the original thematic material.

Piano improvisation.

Thematic material is clearly stated in a’ with left hand providing chord on beats 1 & 3.
	Piano only.

Original theme is stated.

Short free improvisation outro.


In the 1994 interpretation the form is a little different primarily the omitting of the first a in section C and in inclusion of an extended free improvisation at section D, only to return back to the opening introduction in the a of the coda, stating the thematic material one more time (see figure 5).

Figure 5: Form & Harmonic Structure 1994

	It’s Easy to Remember – 1994 CD

K. Jarrett, G. Peacock & P. Motain
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	Thematic Material stated a first time.

For the rest of the Section A more melodic embellishment is employed on the original structure of the tune.

Section a’ more movement away from the original tune.

Left hand functions as a countermelody and also providing the static quarter note pulse.

Throughout the drums maintains its character. Providing merely support and texture.

The double bass takes on the role of emphasising the metre and pulse.


	
	Bass Improvisation @a

Jarrett layers the bass improvisation with chordal comping emphasising the thematic structure of the original tune.

Piano Impro. @ b + a’

Employing extended use of chromatic and scale type passages. Vocal style scatting begins to appear.
	
	Brief tempo change first 2 bars.

Piano Improvisation continued. Employs a wider range on the piano, more use of higher register and further use of chromatic and scale passages at virtuosic speed.

Vocal scatting appears again at times even sounding like a muted trumpet.

Use of repeated motives in the improvisation.

During the a’ use of descending 3rds.


	
	Free Improvisation

Piano only

Hymn Chordal Style

This section is freely composed.

Restates the introduction (D) as the lead into the coda.
	Return to the thematic ideas from Section A.

Original tune appears.

Finishes with a small cadenza.

 


Dynamics and Articulation

Overall the dynamic range of both interpretations is soft with a smooth and relaxed tranquil character. In both versions the drums (although played by different drummers), they carry a supportive role and is pianissimo throughout, and both drummers achieve this with the use of brushes. Peacock retains an identical approach in dynamics and articulation in both interpretations. Jarrett’s approach is very premeditated. Jarrett states that, “in my opinion the piano is a relatively boring instrument, that’s why I work so hard to get more out of it. So when I’m playing piano I don’t want to hear the attack as a percussive attack, I’m listening to its flow” (Rosenthal; 1996). One element that distinguishes Jarrett from other jazz pianist is his attention to touch on the piano. Jarrett prefers to achieve a flowing line rather than promote the percussive-attack quality of the piano. Jarrett’s technique and approach to a flowing line can be attributed to his training and influence in playing classical music. Where most jazz musicians are focused on the creativity and spontaneity of music, classical pianists are focused on the re-creation of music and the attention to touch and articulation. Jarrett states, “jazz never demands that you work on a particular thing. It’s up to the player to decide whether that’s what they’re going to do. That’s why so many pianists in jazz don’t have touch” (Rosenthal, 1996).

The most distinctive difference between the two interpretations, in addition to the form, is the tempo. Furthermore, the other element that stands out during Jarrett’s jazz concerts and recordings is his inability to prevent himself from vocal outbursts. In the 1994 interpretation one would not be mistaken to think that a muted trumpet has entered the trio ensemble. However, it is very common for Jarrett to groan and quietly scat-style sing during his improvisations. Jarrett states that, “well I think the singing comes from the fact that the subject matter is being dictated to me and I have to quickly ”transcribe” it and then decide how to play it and in what dynamic and in which finger and all that, so it’s an explosive process” (Rosenthal, 1996). 

Improvisation – The Explosive Process
In a nutshell, both interpretations explore the idea of the “creative process”, spontaneous composition on the spot. It is this art form that has placed Keith Jarrett among the best in his field. Jarrett refers to improvisation as the “explosive process”. Yet, however explosive it is, Jazz musicians perfect their improvisational craft through numerous scales. A number of techniques and scales Jazz artists explore during their improvisational process include modal scales, chromatic scales, bebop scales, pentatonic scales, blues scales, diminished scale harmony, and whole-tone scale harmony. Jarrett extends beyond improvisation on a pre-structured harmonic progression during the free improvisations sections of both interpretations. Here Jarrett explores the idea of composing music on the spot without any preconceived ideas or harmonic structure. Jarrett views, “the creative process as always one of breaking down what has been built and looking at the elements again” (Rosenthal, 1996).

Rhythm

Both interpretations are in common time signature with a steady metronomic beat. The swing characteristics and syncopation makes extensive use of repeated rhythmic motives, particularly motives of odd length that do not coincide with the accents of the metric pulse, this is most evident during the improvised solos. Throughout both interpretations the drummer introduces more rhythmic growth and emphasises snare hits. Although the tempo does not alter in 1985, in 1994 a brief change in tempo is introduced for two bars at section Cb. Drums centre mainly on ride cymbals, hi-hat and snare drum.

Texture & Ensemble Combination
The ensemble combination is a return to the Bebop style of small combs. Each instrument carries a specific and important role. The double bass carries the harmonic support and because the drums do not employ the traditional emphasis of beats 1 and 3, the double bass take on this role. The drum primarily provides a circular type motion with extended activity mainly during the build up sections of the improvisations. The piano functions as both the melodic carrier and provides the chords. It is interesting to note that during the 1994 performance, the double bass improvisation is not only shorter but Peacock employs more thematic material from the original melody.

Both interpretations include episodes of chordal, polyphonic and homophonic textures. The following diagrams demonstrate possible interpretations. Some may disagree with the following interpretation however; it can provide and assist in representing the layers of analysis.

It’s Easy to Remember – 1985 Interpretation
Polyphonic Texture

	Section A (aba)
	Section B (aba)
	Section C (aba)

	Melody Piano (RH)
	Piano Accompaniment (Chordal Melodic)
	Piano Improvisation

	Double Bass
	Double Bass Solo
	Double Bass


Homophonic Texture

	Section A  + B + C + A’

	Piano

	Double Bass


Chordal Texture

	Coda

	Piano


It’s Easy to Remember – 1994 Interpretation
Polyphonic Texture

	Section Ba

	Piano Accompaniment (Chord)

	Double Bass Solo


Homophonic Texture

	Section A (aba)                        Coda
	Section B (ba)                Section C (ba)

	Melody Piano (RH)
	Piano Improvisation

	Piano Chords (LH) + DB provides chordal note on primarily beats 1 + 3
	Piano Chords (LH) + DB provides chordal note on primarily beats 1 + 3


Homophonic + Chordal Texture

	Section D

	Piano


Table 1: Similarities & Differences Between 1985 & 1994

	Similarities
	Explanation
	Discussion

	Instrumentation

Ensemble
	Both interpretations employ the same instrumental make up. Trio consisting of Double Bass – Piano - Drums
	The drums produce the same rhythmic effect even though the tempo is different. The Double Bass employ the same character and role.

	Harmonic

Progression

(chords)

II - V - I
	Jarrett pretty much sticks to the ABA harmonic progression provided by Rogers & Hart.
	However, during the bass solo and piano solos Jarrett does explore elements of Debussy Parallel chord movement, the D section in 1994 is Hymn style chordal movement and in 1994 Jarrett explores the harmonic progression as a countermelody to the embellished original melody.

	Key Signature
	Both in G major
	

	Articulation
	Besides tempo, the articulation and character of both interpretations are very similar.
	The character of the two interpretations, dynamics, the mood and styles are similar in both ensembles. 

	Melodic Structure

(original)


	Both interpretations state the original melody and give presence to the structure of the original tune.
	Even during the chordal episodes Jarrett is able to provide the melody 

	Opening Introduction
	Both introductions are identical.
	

	Dynamics 
	Similar dynamic range
	Jarrett stated, “some how we keep the dynamics in a low enough level, that even made it more intense” (Rosenthal)

	Improvisation
	The creative process
	Breaking down the elements

	
	
	

	Differences
	Explanation
	Discussion

	Tempo
	The 1985 interpretation is a little faster than the 1994.


	The 1994 tempo provides the opportunity for Jarrett to incorporate a countermelody in the left-hand. The 1985 Jarrett employs comping style accompaniment.

	Form
	See figures 4 & 5
	See figures 4 & 5

	Left-Hand Piano Accompaniment
	Jarrett’s use of the left hand in the two interpretations is different.
	1994 the LH is providing the pulse with chords on every beat. At times the LH is functioning could be functioning as a countermelody.

In 1985 the LH is more providing a comping to the melody and improvisations.

	Improvisational approach
	Although stylistically similar.


	In 1994 a greater range of the piano is employed by Jarrett and more virtuosic speed and scale passages are present.

	Use of Melodic material (original)
	Although both interpretations quote the original material 1985 seems to have more reference to it.
	

	Melodic, wider leaps in the motives/improvisation.
	1994 employs more use of the upper registrar of the piano and scale type passages.
	

	Drums in 1985 a little more aggressive at times.

	Free Improvisation
	More evident in 1994
	Listen to section D

	Harmonic Accompaniment
	Both interpretation provide a different style of accompaniment
	1994 more static and at times can be viewed as a counterpoint to the Right Hand. 1985 more comping in nature.

	Environment
	Different location and setting
	1985 concert hall

1994 small club


Recommendations

In preparing your students for this work, suggestions have been provided throughout this paper for further research and discussion. In addition, it is recommended to listen to other jazz styles and artists’ interpretation towards melodic development, recomposition, and improvisation approach. Where possible provide the opportunity for students to participate in jazz ensembles and promote an environment for the student to experiment with improvisation and re-harmonisation of standard jazz charts.

Contact Details

Lorenzo Capitanio

(03) 9310 9532
www.auskeyboardacademy.com.au

lorenzo@auskeyboardacademy.com.au
References
Rosenthal, T. (1996). The “insanity” of doing more than one (musical ) thing, http://www.tedrosenthal.com/tr-kj.htm (Date Accessed: 16/02/2006).

Newton, L. D. (9th July 2001). Keith Jarrett – A Sketch of His Life and Work, http://www.eecs.umich.edu/~1newton/music/JarrettSketch.html (Date Accessed: 16/02/2006).

Rogers, R., & Hart, L. (1934). It’s Easy to Remember, Jazz Standards Fake Book, Milwaukee: Hal Leonard, pp. 278-279.

*A keyword search on “Keith Jarrett” will provide a number of useful websites too      

  numerous to mention here.
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Play the complete Original Melody





Get students in groups and play the Chart provided in the Real Book





Analyses the phrase structure. Include the overall phrase marks. Check its balance. Sing the lyrics.
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Get the guitarists and pianists to play the harmonic progression along to both interpretations.


Transposition up a major third will be required.
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Discuss Jazz drumming style – accents of beats.





Discuss the use of drum kit – compare to other Jazz Tunes – Discuss reasons for little use of other elements of the drum kit.





Investigate Jazz ensemble types.





Discuss the role of each instrument in the ensemble. Do their roles change between the interpretations?





Discuss Texture and listen to where they appear in the interpretations.





Continue investigating Jarrett’s philosophy.





Review some of Jarrett’s Classical piano performances. What are Jarrett’s views regarding the two styles of piano playing
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Research into Jarrett’s Vocal Scat-Singing during his improvisations. Why does he do it?
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Four layers of analysis.


For more detail see Allan More “The primary Text”
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