Chapter XII

CONSTRUCTING A MELODY

All jazz players must at some point in their careers (preferably early) come to grips with the construction of
melodies. The term construction or composition is not used here in the formal sense of writing something down.
}_bgt rather j e consistent with the notion that all improvisation is composition or recomposition.

/ ) ) Theftenets of good melody jvary with the circumstances, but traditionally there are certain ones we can list:

D

/ 1. First there must be 4 proper balance of diatonic movement and skips. >Stepwise motion is the general rule
in melodic construction. To this we add skips for variety. There s considerable deviation from this rule in the

playing of many members of the avant garde, among them Don Cherry, Don Ellis, and Eric Dolphy, to list just 2
few.

Generally, leaps, except along the outline of the chord, turn back in the direction of the skip. However, ifthe
second note of a skip is the final note of a phrase or is followed by aprolonged rest, the melody may continue in the
same direction.

The following is a fairly well-balanced melody. Notice the skips along the chord in measures eleven and
twelve; also note that in measures seven and eight the return is in the direction of the skip. Various aspects of this
melody will serve to exemplify points of discussion in both this chapter and chapter XIII: “Techniques to be Used
in Developing a Melody,” so be prepared to.refer back to it frequently.
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@ 2. The melody should aim in a general manner toward@ clifaax pqiny All melodies usually have a single
- climax point or area. This point might be at they;gﬂh_gs_,‘t_gitch or in an area in which the general £g§§££g‘£a is high.
The main thrust of a good melody is to approach and leave this point or series of points in an effective manner.
This might mean, as far as the jazz player is concerned, a gradual buildup over a number of choruses aiming
toward a peak. This gradual buildup might be accomplished by means of ?s"éﬁé*sbvog plateaus distributed over a
part of the solo until the peak is reached. Once the climax is achieved, the soloist will usually descend gradually to
apoint of less intensity. More often than not the lessening of tension and return tonormal is much moreTapidthan

the buildup or ascent. In the sample melody the climax is in measure six, halfway through, and the descent is

out half the tune. .
3. There must always be contrast an Jjnte lay\betwe ). density and lack of density, (2)&nsion and

and (3) intensity and lack of intensify. For example, a good soloist will not play in one tessitura for the
. <7 ”i_‘_,_r-r”!””“ . -W‘ . . .

i entire solo or in double time the entire solo because there is not sufficient contrast. The following example shows
[ how a good soloist might plan a solo of four choruses to achieve contrast and interplay:
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CHORUS #1 CHORUS #2 CHORUS #3 CHORUS #4

single time some double time double time single time to half time
medium range medium range high range medium to low range
pp mf ff 13! i —
thin texture more involved dense lessening of density

4. Tn most good melodies there is considerable evidence u‘ hich, when combined with other

things, acts as a unifying factor. However, the player is cautioned to avoid f00 much repetition ofa curve, anote or
a phrase except for special effect. Repetition in the melody can, however, be 's.ufﬁgi‘ently disguised to allow amore
extensive use. The changes which effect the disguise might include al@iog of intervals, rhythm, dynamics, etc.
In the sample melody measures 2, 3, 5, 11, and 12 are modifications of the same curve.™™

5. Another general rule to be observed<move) ythm 1€
plenty of motion in the harmonic rhythm. The extremely rhythmic player opens up more possibilities for the
rhythm section to engage him in interplay, as in the following example:
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6. Most melodies havei@_ﬂmmt distinguish them from other melodies of the same type.
The melody might contain a sudden rhythmicshift, a note that sggggg__,)gmgg‘ngwglar interval that is used

more than others or some other such device. Inthe sample melody the main unifying factor is the tse of alternating
half steps and whole steps (diminishéd Scale order) and the implied major triads in measures 1, 7, 8, 10, 11, and

S Bt ‘“*—WWM‘
7. The player must strive for propet balance between the new and the old{the novel and the familiar). Every

o~

melody must have enough recognizable elements to provide stability Bt enough of the novel to prevent the

listener from anticipating every melodic, harmonic, and rhythmic occurence.

8. Melodic@ﬁwéses are not all otmmmngth is by and large governed by the idea itself. Long
phrases are usually broken into smaller units with implied cadence points. From a practical standpoint shorter
melodies are more easily remembered when it is time to develop them. In the sample melody the first phrase is
four measures long and dovetails into the second phrase, which consists of measures five and six. The third phrase
is made up of measures seven through twelve.

The preceeding rules are not meant to imply that the improvisor is always left completely on his own to
make melodies. In fact, most of the time he has the option of either using the melodic material from the tune he is
playing or using other material as a starting point. (Refer to chapter X1.)

The ability to consistently conceive memorable, original melodies is truly a gift, but the methods for
constructing fluent, workable lines can be learned.

- SUGGESTED READING . . .

A Composer’s World (Chapter 4) by Paul Hindemith

Serial Composition (Chapter 5) by Reginald Smith Brindle

Studies in Counterpoint (Introduction, Chapters I, IT) by Ernst K?tenek
The Rhythmic Structure of Music by Cooper & Meyer

Structure and Style (Section I) by Leon Stein

SUGGESTED RECORDINGS...
Listen to any recordings of performers you enjoy. Pay particular attention to the points raised in this chapter.
SUGGESTED ASSIGNMENTS. ..

1. Study some of your favorite composed melodies with regard to the rules listed in this chapter.

2. Transcribe and study improvised solos by your favorite players. See how they adhere or donot adhere to the
tenets espoused in this chapter.

3. Practice improvising. concentrating on one of the rules at a time. As fluency increases. include other rules.
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Chapter XIII

TECHNIQUES TO BE USED IN DEVELOPING A MELODY

We will now examine some of the techniques used to develop a melody.
consideration is the use of tension and relaxation,.a =

- REPETITION

‘/ethtlon is an important unifying prlnmple used in traditional western music (jazz included). Exact

repetition palls very quickly so the task'of the player is to use repetltlon skillfully and subtly. Exact repetition of an
.idea more than two times, except for special purposes, is rarely effective.

Again the over-riding
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1. One of the easiest techniques for avoiding exact repetition is Qctave dlsplacement gf all or part of a line
strength and its weakness is its lack of subtlety.
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2 2. Another technique for avoiding exact repetition is' Sequence equence is the technique of transposing a
section of a theme by an interval other tha octave. Thisusually implies a change of key center and for this
reason it proves valuable to the jazz player who is faced with the concept of constant modulation in dealing with

. vertical structures (changes). Even sections using this technique become uncomfortable to listen to after two or
three repetitions.
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The technique is considerably more effective if slight changes are made in the sequences, as in the following

e

examples: " N
(a) Change f contour k Vi ":}/ 0¢ {,4:!(: /6/(5.
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3. Extension is a technique of modification in which the phrase is extended to include more measures than
its original form. e process might take place over many measures with a note or notes being added to each
subsequent repetition. This technique is particularly effectiveina situation where the harmony is slow-moving or
static, as in““So What,” “ Speak Low,” the blues, etc. (Needless tosay, this technique presupposes the ability of a :

player to remember the phrases he plays.)

Extension:

, I C—;m|7 r__I__r—] | . ’
S - Se— _H—nl—q—b“——ﬁt
t—F 1 —1 —1 i
> - — =

Jl o
Eﬁl
i :
3




technique of omitling a note
v take place over an extended :
situation where the harmony is slow-moving or static.

4. Truncation =
—extension, the procsss m
particularly effective in

)

Truncation:
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Both extension and truncation are more effective when the phrases which utilize the techniques
consecutive; however, the technique is still useful as long as the phrases are close together enough to
remembered and perceived as modifications of the same basic idea. Thelonious Monk’s “Straight No Chaser™

_—.a marvelous example of both extension and truncation.

g 5. Augmentation (or elongation) refers to the process of increasing the rhythmic values of a theme. Thisis
{sually done by increasing the value of the notes by a constant ratio. A caution: don’t stretch the theme too much:
it loses its identity.

Augmentation:
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E 6. Diminution is the process of decreasing the rhythmic values of a theme. This is usually done by
decreasing The value of the notes by a constant ratio.

Diminution:
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In an actual jazz situation sasgmentation and diminution are rarely used in a pure form and are generally
ed briefly, are modified. 2nd are used in combimation with =ach other and other developmental techniques.
T Fﬁ;ﬁgm&mt_ig_n is the techeigee of presenting the them s. This particular technique is very
popular with many jazz players, zmong them T= e ous Monk., J. J. Johnson, and John Lewis, toname just a few.
Almost all jazz players use this =chmigee. comsciously or otherwise.
Fragmentation: (The materizl = s sxampie comes f-om the sample melody in chapter XII.)
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8. Inversion. 9. Retrograde. 10. Retrograde inversion.

All motifs or themes have four basic forms: original, inv er=1wrogwwmon
I

8. Inversion changes each ascending interval mto the corresponding ¢ descendmg interval and vice versa.
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nversion: (This example is an inversion of the first three measures of the sample melody from chapter XII.)

—$ cll-’{\l ,l!l !J% PR I N —

9. Retrograde is the playing of a th;eme backwards, that is, beginning with the last note and ending with the
first note.

Retrograde: (This example is the retrograde of the first four measures of the sample melody from chapter XII.)
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K!w 10. Retrograde inversion is the technique of combining retrograde and inversion, that is, playing a line
both upside down and backwards.
(0—‘—‘-__%__—‘—-——-_'_____—

Retrograde inversion: (This example is the retrograde inversion of a portion of the first four measures of the

sample melody from chapter XII. The example starts at measure four, as does the example of retrograde,
and moves backwards towards measure one.)
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Inversion, retrograde, and rWeneral lly considered pract1cal or musically feasible

for use I ajazz context except in extremely modified form. These strictly calculated practices are the antithesis of
jazz. First of all, it would require a remarkably mathematical mind to remember and transform any but the
simplest themes exactly; once transformed they would probably appeal only to the pendant. Usually a musical
hint of one or more of the three techniques is enough to convey the basic idea.

) 11. R ic and melodic displacement are techniques of removing a rhythm or a theme frohus.u&ugl
‘ ! position in the time or harmony. The following examples use material from the sample melody in chapter XII:
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12. Contextuzl placement for consonance or dissonance is
ithin t z v in such 2 manner as to render the 1A
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13. Tonal shift refers to the technique of arbitrarily moving a theme or theme fragment tQ another key area
irrespective of the underlying harmony. This is a technique practiced more and more by modern players to add
harmonic and melodic interest to the line. It usually occurs with the horn moving independently of the rhythm
section and often involves a half step or whole step movement. (Listen to Sonny Rollins, Ornette Coleman, and
John Coltrane.) The following example uses material from the sample melody in chapter XII:
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Lf 14. Cﬁgw’oge is simply the technique of changing the scale color of the theme or theme fragments,

for example, changing from the major scale color to the ascending melodic minor scale color. In the following

example which uses material from the sample melody in chapter XII, the diminished scale color in measures five
and six has been changed to a major scale color:

 F7  (B® major seale color)
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15. Juxtaposition of tune sections is the process of using the material from one section of the tune in
another section of the tune (eithet Verbatim or altered). In the following example which uses material-from The—
sample melody in chapter X1I, transposed material from measures nine and ten is used in measures one and two:
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lime. S—olification takes place when we remove everything but the

r 16. Simplifying or complicating the
/ essence of the line, getting rid of embellis=mz 22 --orating material. Complication takes place when we add
/’ embellishing and decorative (or other a2 =oms —2-=rial to the line. The following examples use material from
the sample melody in chapter XIL
Simplification:
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17. Alteration of shape.

Changing the size of the interval:

W The following examp

This can be done in two ways: (1) changing the size of the interval and (2)

les use material from the sample melody 1n chapter XII.
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ing example uses material from the sample melody in chapter XII:
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solating andusing rhythmic aspectshf the composition, for instance, using unique rhythmic factors.

=<ample Uses material from the sample melody in chapter XII:
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