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By Ben Givan 

Most analyt ical l i terature o n jazz stil l places a p r e m i u m o n structural 
unity. Ear ly writers, such as A n d r e H o d e i r (1956) a n d G u n t h e r S c h u l l e r 
(1958), sought to l eg i t imize the mu s i c i n the eves o f the m u s i c o l o g i c a l 
c o m m u n i t y by d e m o n s t r a t i n g its accessibility to t radi t ional formalist inter
pre ta t ion . T h i s m e t h o d o l o g i c a l o r i e n t a t i o n persists in m u c h current jazz 
analysis (e.g., B l o c k 1990; M a r t i n 1996; L a r s o n 1998; M a r k e r 1999). In re
cent years, h o w e v e r , the f o r m a l i s t view o f j a z z i m p r o v i s a t i o n s as au
t o n o m o u s artifacts, whose aesthetic value stems f r o m their in ternal coher
ence, has been c h a l l e n g e d o n the g r o u n d s that it remains as inseparably-
t ied to an inapposi te , E u r o p e a n ideo log ica l heritage as the conservatism it 
opposes . E t h n o m u s i c o l o g i s t s a n d " n e w " musicologis ts have instead pre
fe r red to divert their a t tent ion toward jazz's i m m e d i a t e social c o n t e x t — 
p r i m a r i l y the vernacular cul ture of black A m e r i c a — a n d its historic roots 
i n sub-Saharan A f r i c a ( T o m l i n s o n 1992; Walser 1995; F l o y d 1995). T h i s 
m o r e h u m a n i s t i c perspect ive has served to d i s p e l f o r m a l i s m ' s c la ims to 
objectivity. 

A c o m p r o m i s e can be f o u n d between these o p p o s i n g standpoints by re
g a r d i n g musical structure a n d social context as inextr icably i n t e r d e p e n d 
ent ( M o n s o n 1996:186, 190). But a fur ther possibil i ty that has yet to be 
c o n s i d e r e d seriously is that jazz m i g h t be subjected to close analysis with
o u t necessari ly i n v o k i n g the organic i s t c o r o l l a r y that the m u s i c i tse l f 
ought , at some level, to exhib i t a u n i f i e d structure. Inde e d , as this paper 
w i l l show, an e x a m i n a t i o n o f manifestations of" d iscont inui ty , rather than 
of unity, may offer insight in to the creative processes u n d e r l y i n g i m p r o 
vised p e r f o r m a n c e . 

T h e improvisat ions o f guitarist D jango R e i n h a r d t (1910-1953) provide 
a fitting case-study, because they often exhib i t s t r ik ing discont inui t ies . T h e 
crit ic W h i t n e y Bal l iet t recently descr ibed R e i n h a r d t ' s characteristic m o d u s 
o p e r a n d i as fol lows: 

R e i n h a r d t m i g h t start a m e d i u m - t e m p o b a l l a d w i t h three or f o u r 
bars o f s l ight ly a l tered m e l o d y , p layed i n s ingle notes b e h i n d the 
beat, each phrase graced by his vibrato (almost a t remble ) , pause for 
a beat, a n d go in to a b r i e f mock double - t ime , rest again, d r o p in an 
abrupt , massive c h o r d , a n d release a hiss ing u p w a r d r u n . T h e n h e ' d 
cut his v o l u m e i n ha l f a n d turn in to the br idge wi th a delicate, fern
l ike single-note var iat ion o f the melody, le t t ing his notes l inger a n d 
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b e n d a n d float on his vibrato. Just before the e n d of the bridge, he 
w o u l d loose a n o t h e r offbeat c h o r d , let it s h i m m e r for three o r four 
beats, work t h r o u g h a h u m p l i k e arpeggio , lower his v o l u m e again, 
a n d r e t u r n to a s ingle -note v a r i a t i o n of the o r i g i n a l m e l o d y a n d 
c o m e to rest. (Ball iett 2000a:99) 

It is this capric ious quality of the guitarist's music, vividly captured here by 
Ball iett , that makes it resistant to coherence-seeking formalist readings. 

In c o n f r o n t i n g this seemingly elusive body o f work , a useful starting 
p o i n t is an insight or ig ina l ly suggested by H o d e i r . In 1962, H o d e i r pub
l i shed a short analysis o f R e i n h a r d t ' s solo o n the blues " S o l i d O l d M a n , " 
a 1939 r e c o r d i n g that also featured Rex Stewart, Barney B i g a r d , and Bil ly 
T a y l o r o f the D u k e E l l i n g t o n Orches t ra . H o d e i r ' s t ranscr ipt ion is repro
d u c e d i n example 1. T h e solo lasts for onlv a single twelve-measure chorus, 
a n d H o d e i r ' s c o m m e n t a r y concludes with the f o l l o w i n g insight: 

[ T ] h e cur ious cons t ruc t ion o f this blues involves three phrases, d i 
v i d e d as fol lows: [measures] 1-3, 4 - 7 , 10-12. W h a t happens between 
the first beat of the seventh measure a n d the first beat o f the tenth? 
Does D jango stop playing? N o t at a l l ; these three measures contain a 
fairly l o n g phrase, w h i c h does not belong to the solo proper. It is part of 
a n orchestra l " a c c o m p a n i m e n t " w h i c h Django " h e a r d i n his head" 
whi le p lay ing his improvisa t ion . T h e "parenthe t i ca l " character of this 
phrase s h o u l d be a p p a r e n t to every attentive l i s tener . ( H o d e i r 
1962:188; emphasis i n the or ig inal ) 

H o d e i r draws a t t e n t i o n to a p h e n o m e n o n that recurs i n many o f 
Re inhardt ' s o ther r e c o r d e d improvisat ions . F o r instance, a n excerpt f r o m 
Reinhardt ' s 1946 solo o n "Love 's M e l o d y " (ex. 2) contains a similarly "par
enthet i ca l " passage ( m . 7) that, l ike the phrase descr ibed in the quotat ion 
above, is suggestive of a n a c c o m p a n i m e n i a l texture d u e to its reduced 
v o l u m e a n d repetit ive character . T h e present article draws some further 
observations bv ex t rapola t ing f r o m H o d e i r ' s four-decade-old remarks. 

T o b e g i n , c o n s i d e r H o d e i r ' s view that the " o d d phrase o u t " i n Rein
hardt 's solo conveys the sense o f b e i n g an accompaniment that is subordi
nate to the s u r r o u n d i n g musica l mater ia l , a n d that it f u r t h e r m o r e repre
sents the concre t iza t ion of a mus ica l image that he heard in his head. T h e 
latter c la im is c o r r o b o r a t e d by the testimony of manv i m p r o v i s i n g musi
cians. Jazz per formers often describe their creative processes i n terms of 
the a c t u a l i z a t i o n o f m u s i c a l ideas that are first i m a g i n e d internal ly ; i n 
some cases they c l a i m consciously to " t h i n k a h e a d , " usually by n o more 
than a bar or two. 1 
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B u t the i m p r o v i s e r ' s m i n d is not exc lus ive ly o c c u p i e d by images of 
events that w i l l subsequently be real ized as s o u n d . A p e r f o r m e r of most 
mains t ream jazz styles is usually g u i d e d by a preexis tent theme. By pre
s c r i b i n g a fixed t e m p o r a l - h a r m o n i c s tructure ( a n d i n m a n y instances a 
melody , too) , the theme dictates a set o f creative constraints. T h u s jazz i m -
provisers must keep these constraints i n m i n d . M a n y say that they retain 
an i n n e r image o f the harmonies ( "chord changes") whi le they play, a n d 
some use the m e l o d y itself as a c o n t i n u a l object o f re ference . 2 O n e o f this 
art icle 's basic premises is that d i scont inui t i es w i t h i n a given i m p r o v i s e d 
solo may result f r o m a per former ' s attentive shifts between dif ferent c o n 
c e p t u a l fields. T h i s p r e m i s e also u n d e r l i e s the w e l l - k n o w n d i s t i n c t i o n 
posi ted by H o d e i r himself , whereby "paraphrase i m p r o v i s a t i o n , " w h i c h is 
expl ic i t ly based o n a pre-exis t ing melody , is d i s t i n g u i s h e d f r o m "chorus 
phrase i m p r o v i s a t i o n , " w h i c h observes only an established h a r m o n i c struc
ture ( H o d e i r 1 9 5 6 : 1 4 4 ) . A s Lawrence Gushee has n o t e d , one o f the deep
est f o u n d a t i o n a l assumptions o f H o d e i r ' s analytical f ramework is that the 
i m p r o v i s a t i o n a l process is based o n "separable levels o f m e n t a l activity" 
( 1 9 8 1 : 1 5 8 ) . O t h e r authors have both r e f i n e d ( K e r n f e l d 1 9 8 1 : 1 7 ; 1 9 9 5 : 1 3 1 ; 
M a r t i n 1 9 9 6 : 3 4 ) a n d quest ioned ( L a r s o n 1 9 9 9 : 2 8 6 ) H o d e i r ' s d i c h o t o m y ; 
however, this paper does not direct ly a d o p t o r adapt his scheme. Instead, 
it proceeds f r o m the same basic suppos i t ion that contrast ing regions o f a 
musica l i m p r o v i s a t i o n may derive f r o m separate elements o f the i m p r o 
viser's conceptual m o d e l , but ultimately derives some addi t ional hypotheses 
that are specif ical ly geared toward Re inhardt ' s music . 

D i s c o n t i n u i t y b e t w e e n t e m p o r a l l y p r o x i m a t e m u s i c a l events leads 
H o d e i r to c l a i m that one phrase in R e i n h a r d t ' s p e r f o r m a n c e of " S o l i d O l d 
M a n " "does not b e l o n g to the solo p r o p e r . " T h e technique of juxtapos ing 
contrast ing mater ia l has n u m e r o u s precedents i n various musica l cultures, 
a n d it is often associated wi th effects such as a n t i p h o n y , o r n a m e n t a l inter
p o l a t i o n , a n d the i l l u s i o n o f s imultaneous p r o g r e s s i o n . 3 D i f fe rent ia t ion i n 
the d o m a i n o f any given musical parameter can p r o d u c e these effects, b u t 
they are most readily achieved by the explo i ta t ion o f t imbra l a n d spatial 
contrasts between two or m o r e di f ferent instruments , o r groups o f instru
ments . F a m i l i a r e x a m p l e s o f such pract ices i n c l u d e the rori spezzati o f 
Renaissance V e n i c e , the cal l -and-response rout ines o f West A f r i c a n a n d 
A f r i c a n - d i a s p o r i c m u s i c a l t r a d i t i o n s , a n d the d i s c o n t i n u i t i e s i n c e r t a i n 
works o f Igor Stravinsky. H o w e v e r , the effect that H o d e i r ident i f ies i n 
R e i n h a r d t ' s blues c h o r u s — c o n v e y e d by jus t one p e r f o r m e r , p l a y i n g a sin
gle m u s i c a l i n s t r u m e n t — i s also c o m m o n . G u n t h e r Sc hul le r has drawn an 
analogy between pianist E a r l H i n e s ' s use o f dynamics a n d musica l texture 
"to d is t inguish between pr imary a n d secondary m a t e r i a l " ( 1 9 8 9 : 2 8 0 ) a n d 
the interpolat ive effects f o u n d in various p i a n o works by C h o p i n a n d Liszt . 
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A n d P a u l B e r l i n e r observes that h o r n players sometimes give the impres
s ion of p l a y i n g cal l -and-response f igures " w i t h themselves" ( 1 9 9 4 : 1 9 5 ) . 
Char les H a r t m a n even compares cer ta in o f B o b b y M c F e r r i n ' s a cappel la 
vocal improvisat ions with the style bri.se of]. S. Bach 's works for u n a c c o m p a 
n i e d v i o l i n o r ce l lo ( 1 9 9 1 : 1 1 1 ) ; bo th use registral contrast to create the 
i m p r e s s i o n of s imul taneous ly u n f o l d i n g c o n t r a p u n t a l l ines . I n m a n y i n 
stances, such techniques o f abrupt d iscont inui ty can be classified accord
i n g to m o r e than one o f the three categories n o t e d above. T h u s , w h i l e 
E d w a r d T . C o n e i n t e r p r e t s the " s t r a t i f i c a t i o n " of m u s i c a l ideas i n 
Stravinsky's Symphonies of Wind Instruments i n terms o f the resul t ing i l l u s i o n 
o f s imultaneous progression that he calls " i n t e r l o c k " ( 1 9 8 9 : 2 9 4 ) , R i c h a r d 
T a r u s k i n compares the same w o r k to a responsor ia l Russian O r t h o d o x re
l igious service ( 1 9 9 6 : 1 4 8 8 ) . But to date, the w o r k o f C o n e a n d others deal
i n g wi th discont inui ty i n Western art music has n o paral le l i n the l iterature 
o n jazz. 

T h e present article makes R e i n h a r d t ' s various uses o f musica l d iscont i 
n u i t y the basis of a speculat ive poet ics o f his i m p r o v i s a t i o n a l process . 
D i s c o n t i n u i t y w i l l be d e f i n e d very general ly as d i f f e r e n t i a t i o n i n the d o 
m a i n o f one or m o r e musica l parameters between temporal ly p r o x i m a t e 
events. R e i n h a r d t usually creates d iscont inui t ies by means o f changes i n 
texture—such as al ternations between c h o r d a l a n d single-note p l a y i n g — 
or t h r o u g h shifts i n register or motivic content . These techniques most of
ten suggest o r n a m e n t a l i n t e r p o l a t i o n or the i l l u s i o n o f s imultaneous p r o 
gression. T h e f o l l o w i n g selected examples w i l l i l lustrate that discontinuit ies 
are consistently used to re inforce c o n c e p t u a l d i s t inc t ions . 4 

E x a m p l e 3 displays an e x c e r p t f r o m R e i n h a r d t ' s 1 9 3 7 r e c o r d i n g o f 
W . C . H a n d y ' s "St. L o u i s B lues" (the o r i g i n a l m e l o d y appears above R e i n 
hardt 's r e n d i t i o n ) . W h e n he arrives at the theme's m i n o r - m o d e "habanera" 
sect ion midway t h r o u g h his solo, R e i n h a r d t chooses to play the o r i g i n a l 
melody , w i t h a few embel l i shments . B u t between each o f its phrases he i n 
terpolates a f l a m b o y a n t d o u b l e - t i m e passage. T h e f a m i l i a r m e l o d y a n d 
the u n f a m i l i a r a c c o m p a n i m e n t are d i f f e r e n t i a t e d by register , speed o f 
m e l o d i c m o t i o n , a n d also t imbre , since the m e l o d y is played o n the gui 
tar's lower strings. T w o contrast ing musica l ideas alternate, c reat ing the i l 
l u s i o n o f one i n s t r u m e n t p lay ing a m e l o d y (bracketed i n example 3 ) whi le 
a n o t h e r plays an o b b l i g a t o . 5 T h i s e x a m p l e is, however , an e x c e p t i o n a l 
case. M o r e f requent ly R e i n h a r d t , l ike many soloists o f the swing era, tem
porar i ly reverts to the o r i g i n a l m e l o d y for just a single phrase or two dur
i n g the course o f an e x t e n d e d i m p r o v i s a t i o n . 6 E x a m p l e 4 , an excerpt f r o m 
the top o f his second chorus o n James P . J o h n s o n ' s " C h a r l e s t o n " ( 1 9 3 7 ) , 
indicates that, at the b e g i n n i n g o f the chorus 's second eight-bar section 
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Example 3 (cont.) 

( m m . 9-12) , he interrupts his single-string solo by inter jec t ing a ( rhythmi
cally altered) paraphrase o f the o r i g i n a l m e l o d y whose dist inct c o n c e p t u a l 
o r i g i n is h i g h l i g h t e d t h r o u g h b e i n g p layed i n octaves, c r e a t i n g a sharp 
discont inui ty . 

T h u s m e l o d i c paraphrase can be i d e n t i f i e d as a consistent source o f 
d iscont inui ty i n R e i n h a r d t ' s improvisat ions . T h i s t echnique may serve as a 
cognit ive a n c h o r that r e m i n d s b o t h listeners, a n d perhaps, i n a c o n f i r m a 
tory sense, the p e r f o r m e r also, o f the o n g o i n g improvisa t ion ' s u n d e r l y i n g 
thematic d e r i v a t i o n . It s h o u l d be n o t e d that, i n R e i n h a r d t ' s solos, para
phrases o f the o r i g i n a l m e l o d y are of ten not so unequivoca l ly set o f f f r o m 
the i r s u r r o u n d i n g s . Instead, they of ten a p p e a r as subt ler references i n 
w h i c h c o n c e p t u a l dist inct ions are not r e i n f o r c e d by means o f expl i c i t c o n 
trasts. C o n s i d e r , f o r instance, the guitarist 's 1938 i m p r o v i s a t i o n o n " B o d y 
a n d S o u l , " t ranscr ibed i n example 5. T h i s solo begins i n the guitar 's u p p e r 
register with a paraphrase of the melody 's o p e n i n g that inverts its charac
teristic ascending perfect fifth in to a f a l l i n g f o u r t h (m. 1). In the succeed
i n g measures, however, R e i n h a r d t reverts to a m o r e l i teral expos i t ion of 
the melody , a f u l l two octaves lower than at first ( m m w . 3 f f ) . T o w a r d the 
e n d o f the first eight-bar sect ion R e i n h a r d t departs f r o m the m e l o d y wi th 
a double - t ime e x c u r s i o n o f the sort seen i n the "St. L o u i s B lues" excerpt . 
T h r o u g h o u t the r e m a i n d e r o f the solo, he cont inua l ly returns to the out
l ine o f the wr i t ten melody ; i n m m . 9-10 , it is isolated f r o m the d o u b l e -
t ime elaborative gestures, but o n other occasions, such as the e n d of m . 13 
( C - A - F ) , it is integrated seamlessly in to i m p r o v i s e d mater ia l . E x a m p l e 5 
brackets regions substantially based o n the o r i g i n a l theme. T h e d i m i n i s h 
i n g level o f d i f ferent ia t ion between m e l o d i c paraphrases a n d i m p r o v i s e d 
passages f o u n d i n this so lo recal ls C o n e ' s c o n c e p t o f "synthesis , " the 
process whereby "diverse elements are b r o u g h t i n t o closer a n d closer rela-
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Example 4: "Charleston" (1937). CHARUiSTON, by Cecil Mack and James P. Johnson. © 
1923 (Renewed) Warner Bros. Inc. All Rights Reserved. Used by Permission. W A R N E R 
BROS. P U B L I C A T I O N S U.S. INC. , Miami , FL 33014. 
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t i o n w i t h one a n o t h e r " (1989:295). B u t C o n e ' s f o r m u l a t i o n also impl ies a 
te leo log ica l process , w h i c h is not evident i n R e i n h a r d t ' s i m p r o v i s a t i o n . 
Rather , the m e l o d y seems to act as a constant m e n t a l guide that occasion
ally is a l lowed to reappear i n various guises. 7 
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Example 5: "Body and Soul" (1938). 
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A s e c o n d use o f d i s c o n t i n u i t y i n R e i n h a r d t ' s music is e x e m p l i f i e d at 
the c o n c l u s i o n o f his solo o n "Body a n d S o u l . " H e r e he creates an abrupt 
d iscont inui ty by i n t r o d u c i n g a n ascending five-note gesture played i n oc
taves. T h i s gesture (also bracketed i n ex. 5) is conceptual ly separate f r o m 
the m a i n b o d y o f the solo. Its f u n c t i o n is to demarcate the f o r m a l b o u n d 
ary between the theme's first s ixteen measures a n d the b r i d g e . In fact, 
R e i n h a r d t played an almost ident ica l figure at the same p o i n t in the pre
c e d i n g c h o r u s , w h i l e a c c o m p a n y i n g the previous soloist. These sorts o f 
" s t r u c t u r a l m a r k e r s , " x o f ten c h a r a c t e r i z e d by octave d o u b l i n g as i n the 
present example , are a recurrent feature o f his work as an accompanist . 
W h e n s imi lar devices o c c u r i n his solo improvisa t ions (often p r o d u c i n g 
dis junct contrasts) they can convey the same f u n c t i o n a l meanings . 

T h e procedures descr ibed above can also be h e a r d i n Re inhardt ' s 1937 
i m p r o v i s a t i o n o n " T h e She ik o f A r a b y " (ex. 6) . T h i s solo opens i n the 
gui tar ' s u p p e r register wi th the b e g i n n i n g o f the w r i t t e n m e l o d y — t h e 
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Example 6 (com.) 

f a m i l i a r a s c e n d i n g n e i g h b o r - n o t e m o t i o n . But after just two measures 
R e i n h a r d l skips abruptly d o w n to his ins trument ' s lowest octave for almost 
all o f the first chorus , d e p a r t i n g entirely f rom the o r i g i n a l tune. T h e up
per register is not "reactivated," so to speak, u n t i l three measures in to the 
second chorus (m. 35); this is a c c o m p l i s h e d not by another disjunct regis-
tral shift, but by one of Reinharclt 's t rademark chromat ic scales, an espe
cially conspicuous means o f traversing the divide between low a n d h i g h . 
A n o t h e r s t r ik ing m o m e n t o f discontinuity d u r i n g this excerpt is the seven-
note motive, played in octaves, that briefly interrupts the lower-register ac
tivity ( m m . 22-24) . T h e r e are at least two plaus ib le ways to account for 
this in ter j ec t ion . In its h i g h l i g h t i n g o f an F . l - D ne ighbor -note re la t ion
ship, it recalls the o r i g i n a l melody 's c l imact ic m o m e n t ( " Y o u ' l l rule this 
l a n d . . .") , but due to its locat ion w i t h i n the f o r m — s l i g h t l y "too early"—it 
w o u l d be c o n s i d e r e d an ant ic ipators p a r a p h r a s e . A l t e r n a t i v e l y , it may 
f u n c t i o n as a structural m a r k e r o f the sort descr ibed in the previous exam
ple, since it occurs at the e n d of an eight-measure f o r m a l uni t . 

In a d d i t i o n to m e l o d i c paraphrases a n d structural markers , a t h i r d ex
p l a n a t i o n for d iscont inui ty i n Reinharclt 's music is the in terpreta t ion or ig
ina l ly suggested by H o d e i r in his c o n i m e n t a i y on " S o l i d O l d M a n " : the 
i n t e r p o l a t i o n o f a c c o m p a n i m e n t a l mater ia l . A clear example of this tech
n i q u e is h e a r d o n Reinharc l t ' s 1937 r e c o r d i n g of "Japanese S a n d m a n . " 
T h e p e r f o r m a n c e features members o f the D i c k y Wells Orches t ra , with a 
r h y t h m sect ion consist ing of Re inhardt ' s guitar plus D i c k F u l l b r i g h t and 
B i l l Beason on bass a n d d r u m s , respectively. T h i s makes for a fairly th in 
musical texture when the guitarist solos, so he compensates by s t r u m m i n g 
chords between phrases o f his habi tual s ingle-s ir ing m e l o d i c improvisa t ion 
(ex. 7) . T h i s e x a m p l e strongly supports H o d e i r ' s hypothesis that, whi le 
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i m p r o v i s i n g , R e i n h a r d t ' s m i n d m i g h t be o c c u p i e d by not only a f ixed ref : 

erent in the f o r m of his theme's m e l o d i c a n d h a r m o n i c m o d e l , but more 
over by an associated a c c o m p a n i m e n t a l " b a c k g r o u n d " texture.' 1 In a d d i 
t ion to t h i c k e n i n g the music 's texture, the real izat ion o f this conceptual 
b a c k g r o u n d in the f o r m of repetitive, ostinato-l ike patterns can also pre
vent a loss of m o m e n t u m d u r i n g lul ls between phrases b e l o n g i n g to the 
musical f o r e g r o u n d . T h e effect is o f s imul taneous progress ion : the back
g r o u n d mater ia l remains conceptual ly present even whe n aurally absent . 1 0 

R e i n h a r d t was adept at s w i t c h i n g swiftly be tween b a c k g r o u n d - t y p e 
rhythmic figures, m e l o d i c paraphrases, a n d straightforward " f o r e g r o u n d " 
improvisa t ion , even at y e n - fast tempos. T h i s facility is evident d u r i n g the 
o p e n i n g o f his 1 9 3 5 solo o n "I've H a d M y M o m e n t s " (ex. 8) . T h e solo's 
first five measures conta in a reiterated eighth-note f o l l o w e d by a series 
o f s t r u m m e d chords . T h i s passage contrasts starkly wi th the material that 
fo l lows ( m m . 5 - 9 ) . 1 1 It seems s t rongly a c c o m p a n i m e n t a l i n charac ter 
s imply by virtue o f its pitch-repetitiveness, even d u r i n g the very b e g i n n i n g , 
w h i c h contains n o chorda] p lay ing . A t m . 5 , R e i n h a r d t abruptly shifts to 
the p r i n c i p a l me lody (shown above the t ranscr ip t ion) , with a few embel l 
i shments , a n d it is not u n t i l five measures later that he begins t ruly to 
improvise m e l o d i c l ines for the first l i m e ( m m . lOff ') . 

F o l l o w i n g f r o m this i n t e r p r e t a t i o n , the series o f eighth-notes in m m . 
3 2 - 3 6 c o u l d be i d e n t i f i e d as a n o t h e r a c c o m p a n i m e n t - l i k e passage. T h i s 
r e a d i n g is admit tedly m o r e tenuous than the previous one, because whi le 
this second passage is also fairly repetit ive, (and, l ike the earl ier passage, 
has a h e i g h t e n e d sense o f m o m e n t u m d u e to the cross-rhythms p r o d u c e d 
by accent ing every' t h i r d note) , R e i n h a r d t in t roduces several other pitches 
after b e g i n n i n g wi th on ly F^. Nonetheless , wi th the e x c e p t i o n of the f ina l 
B^s (m. 3 6 ) , this passage's m e l o d i c prof i l e is markedly dif ferent f r o m that 
of the p r e c e d i n g measures. 1 - Repetit ive f igures o f this sort may a d d i t i o n 
ally carrv a f u n c t i o n as inte l lectual - labor-saving devices: thev enable the 
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Example 8: "I've Had My Moments" (l«JSf»). /'»'/•.' HAD MY MOMENTS, bv Gus Kahn and 
Walter Donaldson. <9 1934 (Renewed) EMI Rohbins Catalog Inc. and Donaldson Music-
Co. A l l rights outside the U.S. control led hv EMI Kobbins Catalog, Inc. A l l Rights 
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soloist to "keep things g o i n g " while a l l o w i n g h i m an extra second or two 
to gather i n s p i r a t i o n for m o r e involved activity. 

In the previous two examples , the des ignat ion o f certain musical mate
r ial as part of an improvisat ion 's b a c k g r o u n d has been largely predica ted 
o n its e x h i b i t i n g a relatively h o m o g e n e o u s character . A musical accompa
n i m e n t can, however, be dis t inguishable f r o m a pr imary melody without 
b e i n g comparat ively repetit ive. T h e i r regular c o r n p i n g of a pianist , o r the 
sporadic inter ject ions by a d r u m m e r o n a snare or bass d r u m , are often i n 
tegral elements o f an interactive jazz r h y t h m sect ion as it supports an i m 
p r o v i s i n g soloist . I n the c o n t e x t o f a l a rger e n s e m b l e , such as the b i g 
bands o f the Swing E r a , a soloist may be a c c o m p a n i e d by i n s t r u m e n t a l 
b a c k g r o u n d s , o r riffs. A n d i n R e i n h a r d t ' s m u s i c one f inds instances o f 
m u s i c a l d i s c o n t i n u i t y r e s u l t i n g f r o m the i n s e r t i o n of r i f f - l ike m a t e r i a l 
w i t h i n a single-note solo. T h i s represents a n a d d i t i o n a l sort o f d i s c o n t i n u 
ous p r a c t i c e ; it may be c o n s i d e r e d a secondary type o f b a c k g r o u n d -
o r i e n t e d technique . 

R e i n h a r d t o f t e n juxtaposes short , r i f f - l ike f ragments against m o n o -
p h o n i c m e l o d i e s , usually wi th symmetr ica l metr i c g r o u p i n g s . T h i s tech
n i q u e is i l lus t ra ted i n e x a m p l e 9, f r o m his 1939 r e c o r d i n g o f " jeepers 
Creepers . " In the n i n t h measure of his second i m p r o v i s e d chorus , the gui 
tarist in t roduces a two-measure phrase f e a t u r i n g three-part chords . T h e 
chords are answered by a single-note melody . A variant of the c h o r d a l pas
sage follows, a n d is i n turn succeeded by an entirely di f ferent single-note 
phrase ( m m . 13-16) . T h e cumulat ive result is reminiscent o f the sort o f 
ca l l -and-response effects f r e q u e n t l y h e a r d in b i g b a n d a r r a n g e m e n t s , 
w h e n a soloist alternates with a larger ensemble . 

B i g b a n d arrangements o f the Swing E r a often feature short riff-l ike en
semble passages at the b e g i n n i n g of a chorus , o r o ther s ignif icant f o r m a l 
d iv is ion , c reat ing a sort o f musica l p u n c t u a t i o n d u r i n g an i m p r o v i s e d solo. 
In the same wax, R e i n h a r d t tends to inter ject b r i e f r i f f - l ike statements, 
general lv two or four measures in d u r a t i o n a n d played i n chords or oc
taves, at the b e g i n n i n g of a formal sect ion. E x a m p l e 10, an excerpt f r o m 
his 1949 solo o n I r v i n g B e r l i n ' s " M a r i e , " i n d i c a t e s o n e s u c h instance 
( m m . 9-12) , p layed in octaves at the top of a new chorus . Passages such as 
this may also f u n c t i o n as structural markers . H o w e v e r , they dif fer f r o m the 
m o r e c o m m o n instances o f such devices i n that they usually begin o n or 
a r o u n d the downbeat o f a new formal unit , whereas m o r e expl ic i t struc
tural markers tend to end approx imate ly on (or slightly before) the c ruc ia l 
downbeat . 

Before p r o c e e d i n g fur ther , it is w o r t h n o t i n g that i n certain cases back
g r o u n d mater ia l , di f ferent iated f r o m its s u r r o u n d i n g s by register, texture, 
o r motivic content , may not necessarily f u n c t i o n only as a contrast ing sup
p lement to the f o r e g r o u n d . F o r instance, it can occasionally be the site o f 
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self -contained motivic deve lopment , as occurs i n a comparat ively lengthy 
e x c u r s i o n toward the b a c k g r o u n d d u r i n g R e i n h a r d t ' s 1939 solo o n 
" H . C . Q . Strut." T h i s s imple i h e m e features a repetitive bass l ine that de
scends chromat ica l ly f r o m 4 t h r o u g h 3, u n d e r p i n n i n g a II—V'—I h a r m o n i c 
progress ion. T h e m e l o d y a n d bass l ine o f the tune's A-sect ion are shown 
i n example 1 1. (The bass player o n the r e c o r d i n g general ly plavs this bass 
l ine wi th little variat ion.) T w o measures in to his solo's second chorus (m. 
6 i n example 12), R e i n h a r d t switches abrupt ly f r o m an elaborate arpeg-
giated f o r e g r o u n d m e l o d y to a f igure der ived f r o m this u n d e r l y i n g bass 
l ine . 1 : 1 A t first, the bass pitches are d o u b l e d an octave higher , with Reinhardt 
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also a d d i n g another note a m i n o r seventh above each bass-doubl ing note. 
T h e resultant motive, w h i c h is i n sharp contrast to al l that precedes it, is 
soon t rans formed into a three-note a s c e n d i n g gesture that is d e v e l o p e d 
over the next ten measures. T h e n , just as abruptly , Re inhardt reverts to 
f o r e g r o u n d m o d e (m. 16), g iv ing the impress ion of having m o r e or less 
resumed where he left off. D u r i n g litis in ter lude , w h i c h is clearly inspired 
bv the t ime's bass l ine and out o f character with the s u r r o u n d i n g upper-
register m e l o d i c activity, R e i n h a r d t remains creatively involved with the 
solo 's b a c k g r o u n d l o n g e n o u g h to e n d o w it w i t h a degree o f variety, 
rather than treating it as comparat ively h o m o g e n e o u s ( in the m a n n e r of 
examples 7 a n d 8) . 

Together , the f o r e g o i n g examples suggest the f o l l o w i n g hypothesis: dis
c o n t i n u o u s regions o f Re inhardt ' s improvisat ions may be manifestat ions 
o f d i f ferent strata o f his subjective consciousness. H i s p r e d o m i n a n t m o d e 
of creative p e r f o r m a n c e involves the p r o d u c t i o n o f novel m e l o d i c mate
r i a l . But this f o r e g r o u n d e d , p r i m a r y mater ia l is conce ived with reference 
to a h a r m o n i c scheme that o r d i n a r i l y supports a melody . F r o m time to 
t ime, this m e l o d v — u s u a l l y cons igned to R e i n h a r d t ' s i n n e r consciousness 
—is made expl ic i t , of ten i n a way that sets it off f r o m the s u r r o u n d i n g pas
sages. F u r t h e r m o r e , Re inhardt also appears to sustain an i n n e r image of 
the passing harmonies i n the f o r m of a repetitive rhythmic os t ina to . 1 1 T h i s 
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a c c o m p a n i m e n t a l b a c k g r o u n d is sometimes made expl i c i t as wel l , of ten 
wi th f u n c t i o n a l i m p l i c a t i o n s — s u c h as to p r o v i d e s t ruc tura l markers , to 
create r i f f - l ike exchanges , to s u p p l e m e n t a sparse m u s i c a l a c c o m p a n i 
ment , or to keep the music g o i n g whi le he gathers insp i ra t ion . 

W h i l e c lear-cut d i s c o n t i n u i t i e s can be h e a r d i n a s igni f i cant p o r t i o n 
o f Re inhardt ' s r e c o r d e d solos, they are not the n o r m . It is more c o m m o n 
for less exp l i c i t d iscont inui t ies to arise w i t h i n i m p r o v i s e d mater ia l , al l o f 
w h i c h appear to be " p r i m a r y " in character (a long the lines o f " B o d y a n d 
S o u l " (ex. 5) , where m e l o d i c paraphrase a n d " p u r e " i m p r o v i s a t i o n were 
less sharply d i f fe rent ia ted) . But even in these m o r e typical scenarios, it 
may be possible to d iscern the same sorts o f c o n c e p t u a l d is t inct ions . T o 
i l lustrate, this paper conc ludes with some remarks o n two c o m p l e t e solos, 
b o t h o f w h i c h c o n t a i n relat ively few e x p l i c i t contrasts . These p e r f o r m 
ances were r e c o r d e d just a day apart i n 1946, a n d , co inc iden la l ly , are bo th 
improvisat ions o n themes by G e o r g e G e r s h w i n : " L i z a " a n d "Embraceab le 
Y o u . " 

E x a m p l e 13 is a t r a n s c r i p t i o n o f R e i n h a r d t ' s solo o n " L i z a , " d i v i d e d 
a m o n g three separate staves. Above these staves, a f o u r t h staff displays the 
melody as or ig ina l ly p u b l i s h e d . T h e lowermost staff contains musica l ma
terial b e l o n g i n g to the " b a c k g r o u n d level " o f the p e r f o r m a n c e . T h e m i d 
dle staff is reserved for al l passages that paraphrase the written melody at 
approx imate ly its o r i g i n a l locat ion i n the piece's f o r m . T h e top staff of the 
t ranscr ipt ion holds everything else, w h i c h is to say all " f o r e g r o u n d " musi
cal mater ia l w i t h n o expl i c i t c o n n e c t i o n to the o r i g i n a l melody. 

E x a m p l e 13 h i g h l i g h t s several n o t e w o r t h y features o f the so lo . First , 
note that a four-measure m e l o d i c paraphrase appears at the b e g i n n i n g of 
the f inal A-sect ion of this A A B A f o r m d u r i n g a l l three o f Re inhardt ' s cho
ruses ( m m . 29, 61, a n d 93) . E a c h o f these paraphrases begins with a 
that dovetai ls w i t h a p r e c e d i n g m e l o d i c l i n e . In the first c h o r u s ( m m . 
27-28) , the l inear progress ion C - B - A precedes the paraphrase, a n d i n the 
t h i r d chorus a n o t h e r descent, f r o m Et , is h e a r d (m. 92) ; in the second 
chorus an ascending c h r o m a t i c scale cu lminates wi th the same p i t c h , G 
( m m . 59-60) . These references to the theme's o r i g i n a l me lody f u n c t i o n as 
a consistent means o f p u n c t u a t i o n w i t h i n this solo. 

T h e t ranscr ipt ion also indicates that six di f ferent b a c k g r o u n d ostinato 
figures o c c u r d u r i n g Re inhardt ' s solo o n " L i z a " ( m m . 9-12, 4 5 - 4 8 , (56-71, 
75-77, 90 -92 , a n d 98-100) . T h e t h i r d of these ( m m . 66-71) straddles the 
in i t ia l downbeat o f a new thirty-two-bar chorus , thus de-emphas iz ing this 
f o r m a l b o u n d a r y . (This p r o c e d u r e counteracts the s t rong per iod ic i ty of 
m u c h of the r e m a i n d e r o f the solo , w h i c h is heavily based o n four -bar 
phrases.) In contrast, the b e g i n n i n g of Re inhardt ' s second chorus (m. 37) 
is m a r k e d by an emphat ic four-measure rif f - l ike pattern, played in octaves. 
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These obsen'ations are suggestive w h e n viewed f r o m the perspective o f 
recent work o n the cognit ive psychology of mus ica l improvisa t ion by E d 
Sarath. Sarath has posited a m o d e l o f the i m p r o v i s i n g music ian 's menta l 
processes that regards spontaneous c r e a t i o n as a r i s i n g f r o m "cogni t ive 
event cycles" ( 1 9 9 6 : 8 - 1 2 ) . E a c h cogni t ive event cycle consists o f a per
f o r m e r ' s r e c e p t i o n o f p e r c e p t u a l data ( s t e m m i n g f r o m b o t h e x t e r n a l 
s o u n d s 1 5 a n d the si lent i n n e r presence o f the theme) , a n d subsequent se
lec t ion o f a strategy for c o n t i n u i n g the i m p r o v i s a t i o n . T h e h i g h e r the fre
quency o f these cognit ive event cycles, the better able he wil l be to exe
cute fresh strategies, conce ived " i n the m o m e n t . " Conversely, the slower 
their f requency, the m o r e l ikely he is to use repet i t ion , or pre-established 
mater ia l , whether it be drawn f r o m his own repertoire of m e l o d i c f o r m u 
las, o r f rom elements o f the theme itself." ' Sarath's m o d e l has loose paral
lels w i t h the remarks o f saxophonis t L e e K o n i t z , who has descr ibed his 
own improvisatory process in terms of a series o f conceptua l "levels" rang
i n g f r o m non-creative repl ica t ion o f a theme, t h r o u g h increas ing degrees 
o f e m b e l l i s h m e n t , to "the creat ion o f w h o l l y new m e l o d i e s " (quoted in 
Ball iett 1 9 9 6 : 4 8 5 ) . T h e perspectives o f Sarath a n d K o n i t z suggest that it 
may be possible to assign hypothet ical "creative levels" to different passages 
f r o m Re inhardt ' s solo o n " L i z a . " Repetitive b a c k g r o u n d mater ia l may i n d i 
cate a relatively low creative leve l—a slow rate o f cognit ive event cycles, in 
Sarath's terms. E m b e l l i s h e d , or otherwise sl ightly m o d i f i e d , expressions 
o f the pre-existent m e l o d y i m p l y a somewhat greater creative level , a n d 
o r i g i n a l , spontaneously conce ived mater ia l o f comparat ive c o m p l e x i t y may 
represent a stil l h i g h e r level of cognit ive act ivi ty . 1 7 

O n e can thus view Re inhardt ' s per formance o f " L i z a " as f luc tuat ing be
tween dif ferent creative levels. For instance, after b e g i n n i n g with an eight-
measure passage of relat ively c o m p l e x m e l o d i c i n v e n t i o n , the first i n 
stance o f b a c k g r o u n d mater ia l ( m m . 9 - 1 2 ) impl ies a m o m e n t a r y p e r i o d o f 
r e d u c e d creative activity whose repetitive pi tch-content enables Re inhardt 
to devote m o r e o f his menta l resources to pre tent ions o f the f o r t h c o m i n g 
f o r e g r o u n d e d mater ia l that begins at m . 13. T h e r e m a i n d e r o f the i m p r o 
visation can be in terpre ted a l o n g s imi lar l ines. In this par t i cular solo, the 
f requent recurrence of certain melodic patterns with only m i n o r variations 
(compare , for example , m m . 1 9 - 2 0 wi th m m . 3 5 - 3 6 , o r m m . 4 1 - 4 2 with 
m m . 4 9 - 5 0 ) suggests that these may derive f r o m R e i n h a r d t ' s personal vo
cabulary o f m e l o d i c formulas . Al ternat ively , these sorts o f comparat ively 
fixed m e l o d i c ideas mav be specific to this occasion, a n d as such may either 
have been prepared beforehand, or invented in the course of the per form
ance. Irrespective of their actual derivat ion, their recurrence suggests a cre
ative level somew4iat beneath that o f non-repeated f o r e g r o u n d e d passages, 
such as the diverse material i n t r o d u c e d at the b e g i n n i n g of each chorus ' 
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br idge ( m m . 2 1 , 5.3, a n d 8 5 ) , whose uniqueness impl ies a more truly spon
taneous c o n c e p t u a l o r i g i n . U l t i m a t e l y , these sorts of speculat ive j u d g 
ments w o u l d be e n h a n c e d by a knowledge o f the guitarist 's customary for
mula ic vocabulary. 

(A s i g n i f i c a n t d i f f e r e n c e i n o r i e n t a t i o n between Sarath a n d K o n i t z 
o u g h t to be ra ised. Sarath construes his m o d e l o f the i m p r o v i s a t i o n a l 
process as a value hierarchy: a h i g h e r rate o f cognit ive event cycles impl ies 
a greater "creative p o t e n t i a l , " a n d is thus r e g a r d e d as a "creative g o a l " 
( 1 9 9 6 : 8 - 9 ) . T o the contrary, K o n i t z takes the view that " n o one level is 
more impor tant than any o ther" (quoted in Ball iett 1 9 9 6 : 4 8 5 ) . T h e latter 
p o s i t i o n seems m o r e reasonable ; con jec tures about creative c o g n i t i o n 
need not be l i n k e d to value judgments . T h e r e f o r e , in the present context , 
to speak o f " h i g h e r " or " lower" creative levels carries n o fur ther i m p l i c a 
tions as to preferabi l i ty or worth.) 

R e i n h a r d t is r e p o r t e d to have l e a r n e d the theme " K m b r a c e a b l e Y o u " 
only a few days p r i o r to r e c o r d i n g the solo t r a n s c r i b e d i n e x a m p l e 14 
(Peters 1 9 9 9 : 2 0 ) . l i k e his solo o n " L i z a , " R e i n h a r d t ' s i m p r o v i s a t i o n o n 
"Kmbraceab le Y o u " contains relatively few expl ic i t discont inuit ies . In this 
p e r f o r m a n c e the guitarist plays an expl ic i t paraphrase of the f inal phrase 
of Gershwin ' s melodv at the close of each of his two choruses ( m m . 3 .3-35 
and 6 5 - 6 7 ) . As in the previous example , these invocat ions o f the i m p r o v i 
sation's fami l ia r m e l o d i c subject f u n c t i o n as a sort of rhetor ica l punctua
t ion . In a d d i t i o n , "Embraceab le Y o u " contains an e x t e n d e d ten-measure 
digress ion that begins just p r i o r to the start o f the second chorus (m. 3 5 ) . 
T h i s repetitive passage, w h i c h consists p r i m a r i l y o f reiterations o f first the 
p i t ch El> a n d t h e n (% belongs to the c o n c e p t u a l " b a c k g r o u n d " ; it bears 
little direct resemblance to the n e i g h b o r i n g regions, a n d has the effect o f 
intensi fy ing the music 's groove. 

S o m e w h a t m o r e t e n u o u s is the p r o p o s i t i o n that the G - D - E l > scale-
segments at the b e g i n n i n g of Re inhardt ' s first chorus , a n d in several o ther 
locat ions , are subtle m e l o d i c paraphrases . These r h y t h m i c d i m i n u t i o n s 
of the melody 's fami l iar in i t ia l ascending gesture ( "Embrace me") are en
tirely integrated into the s u r r o u n d i n g mater ia l , a n d not at all h i g h l i g h t e d 
bv dis junct contrasts. However , the guitarist only employs them in approx
imately the same loca t ions as the passages f r o m G e r s h w i n ' s m e l o d y to 
w h i c h they bear a resemblance (most expl ic i t ly toward the b e g i n n i n g of 
the solo) ; this is the pr imary basis for the p r o p o s e d r e a d i n g . 1 " 

Final ly, it s h o u l d be acknowledged that e x a m p l e 14, l ike the previous 
e x a m p l e , assigns a substantial p r o p o r t i o n o f the solo to the c o n c e p t u a l 
" f o r e g r o u n d , " a n d that, again, knowledge o f Re inhardt ' s habi tua l m e l o d i c 
f o r m u l a s w o u l d p r o v i d e a c o n t e x t for d e t e r m i n i n g h o w he integrates 
pre-existent (i.e., e i ther the o r i g i n a l m e l o d y or his o w n formulas ) a n d 
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spontaneously c o n c e i v e d mater ia l . If R e i n h a r d t ' s solo o n " K m b r a c e a b l e 
Y o u " is viewed f r o m the perspective suggested by Sarath a n d K o n i t z , one 
can speculate that the improvisa t ion begins at a creative level w h i c h f luctu
ates between fragmentary expressions o f Gershwin ' s m e l o d y a n d c o n t r i b u 
tions o f the guitarist 's o w n . T h e n , midway t h r o u g h the solo, the p e r f o r m e r 
takes a short " b r e a k " — a p e r i o d of r e d u c e d creative activity w h i c h is m a n i 
fested by the " b a c k g r o u n d " passage that begins his second chorus . T h i s 
enables h i m to prepare for another burst o f h i g h e r level cognit ive activity, 
w h i c h predominates for the r e m a i n d e r of the solo. 

T h i s paper has suggested that the radical ly d i scont inuous character of 
R e i n h a r d t ' s m u s i c n e e d not represent solely a m e t h o d o l o g i c a l obstacle 
to be e i ther s u r m o u n t e d or c i r c u m v e n t e d , but may be worth c o n s i d e r i n g 
in a n d o f itself. (Converse ly , quest ions r e g a r d i n g s t ruc tura l uni ty have 
been largely bypassed. 1 9 ) B u t the above f ramework ' s appl icabi l i ty to the 
work of other jazz improvisers is not self-evident. W h i l e it w o u l d be all too 
easy to c a n y out the sort of "dissect ion" p e r f o r m e d here u p o n " L i z a " a n d 
"Kmbraceab le Y o u " o n man}' d i f ferent i m p r o v i s e d jazz solos by o ther musi
cians, this seems l iable to lead to h ighly arbitraty parsings. In the f inal pair 
o f examples , the i n t e r p r e t a t i o n o f d i s c o n t i n u i t i e s as s i g n a l i n g the per
former ' s m e n t a l shifts of at tent ion between " f o r e g r o u n d " improvisa t ion , 
melodic paraphrases , a n d repetit ive " b a c k g r o u n d " patterns can only be 

jus t i f i ed o n the grounds that one f inds, elsewhere in Re inhardt ' s oeuvre, 
m u c h m o r e cleat-cut evidence p o i n t i n g to a tendency to " th ink this way." 

O n e reason why this evidence readily lends itself to this interpretat ion is 
that the guitar, l ike all rhythm-section instruments , is convent ional ly played 
in very d i f f e r e n t ways at d i f f e r e n t t i m e s — f o r ins tance d e p e n d i n g o n 
whether the p e r f o r m e r is s o l o i n g (playing single-note lines) or accompa
n y i n g ( s t r u m m i n g c h o r d s ) — a n d these associations persist in o t h e r con
texts. B u t i m p r o v i s e d discont inui t ies that i m p l y a process o f sh i f t ing be
tween dif ferent psychological strata can be associated wi th any ins t rument . 
In a d d i t i o n to Ber l iner ' s account , c i ted above, o f h o r n players who p e r i o d 
ically play call-and-response-type figures "with themselves," the crit ic Gary 
G i d d i n s has n o t e d L o u i s A r m s t r o n g ' s abil ity to create an " i l l u s i o n o f self-
a c c o m p a n i m e n t " t h r o u g h the use o f obbl iga to - l ike i n t e r p o l a t i o n s whi le 
s ing ing ( G i d d i n s 1 9 8 8 : 1 2 7 ) . A n d the tenor saxophonist Sonny Rol l ins has 
stated intr iguingly , "There are times w h e n I feel l ike a one-man orchestra, 
where I h a d to be niv own rhythm section a n d all the other parts of the 
b a n d " (emoted i n Nisenson 2 0 0 0 : 1 1 6 ) . These examples raise the possibility 
that Re inhardt ' s specific uses of musical discont inui ty may not be u n i q u e 
to h i m alone, and that the f ramework set for th here may yet have broader 
appl icat ions . 



Appendix: Discography 

Title Matrix N o . Recording Date Currently Available Released 

" I l o d v a n d S o u l " 

( G r e e n - H e y m a n ) 

" C h a r l e s t o n " 

( M a c k - J o h n s o n ) 

c i . ( i 7 K i - i M a v 3 1 . 1938 

O L A 1 T(>;',-1 A p r i l 21 , 1937 

" E m b r a c e - a b l e Y o n " ( ) K F 27-1 

( G e r s h w i n - G e r s h w i n ) 

"H.c.Q. S u n t " OR 3802-1 

( R e i n h a r d t - G r a p p e l l i ) 

"I 've H a d M y M o m e n t s " P 7 7 5 3 8 

( K a h n - D o n a l d s o n ) 

J a n u a r y 31 . 194f> 

A u g u s t 2:>. 1930 

S e p t e m b e r , 1935 

" J a p a n e s e S a n d m a n " 

( W h i t i n g - E g a n ) 

"Jeepers C r e e p e r s " 

( W a r r e n - M e r c e r ) 

" L i z a " 

( G e r s h w i n ) 

" L o v e ' s M e l o d y " 

( R e i n h a r d t ) 

" M a r i e " 

( B e r l i n ) 

O I . A 1889-1 July 7, 1937 

C A 4 9 0 8 - 1 / M a r c h 21 . 1939 

2 H P P 

D R 10029-1 F e b r u a r y 1, 1916 

D R I002G-I F e b r u a r y I, 1910 

C Y V 38 J a n . / F e b . , 1919 

" T h e S h e i k o f A r a b y " O L A 1837 1 A p r i l 27, 1937 

( S m i t h - W h e e l e r - S n v d e r ) 

" S o l i d O l d M a n 

(Stewart) 

"St. L o u i s B l u e s " 

( H a n d y ) 

O S W 0 7 - 1 A p r i l 5, 1939 

O L A 1952-1 S e p t e m b e r 9, 1937 

Dpi ago With Hi<, A merit tin 

Friends ( D R G 8193) 

The Complete Django 

Reinhardt and Quintet 

of the Hat Club oj France Swing/ 

HMYSessions, l9M-l<t4K 

( M o s a i c M D o - 1 9 0 ) 

1'he Complete Django 

Reinhardt. . . ( M o s a i c 

M D I i - 1 9 0 ) 

Parisian Siring: Django 

Reinhardt and Slephane 

Crapj>elli with lite (hiinlet aj 

the Hut Cluh of France ( A V I D 

A M S C 1)48) 

Django Reinhardt, (hiiutet of 

the Hot Cluh of France: First 

Recordings! ( P r e s t i g e O J C C D -

1895-2 (P-7614) ) 

Django With His American 

Friends ( O R G 8493) 

Parisian Swing . . . 

( A M D A M S C (.18) 

Django Reinhardt and 

Step/tune Crappellt with lite 

Ouinlct of the Hot Club of France: 

Souvenirs ( L o n d o n 8 2 0 591-2) 

Django Reinhardt and 

Slephane Crappellt . . . ( L o n d o n 

8 2 0 591-2) 

Djatigology '49 

( B l u e b i r d 9 9 8 8 - 2 - R B ) 

77/c Complete Django 

Reinhardt . . . ( M o s a i c 

M D 6 - 1 9 0 ) 

Django Willi His American 

Friends ( D R G 8 1 9 3 i 

The Complete Django 

Reinhardt. . . ( M o s a i c 

M D 5 - 1 9 0 ) 

t M a n y t racks a r e a v a i l a b l e o n o t h e r c o m p i l a t i o n s i n a d d i t i o n to t h o s e l i s t e d h e r e . 
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No/ex 

* I w o u l d l ike to thank R a m o n Satyendra , Patr ick M c C r e l e s s , Robert P. M o r g a n , 
a n d M i c h a e l F r i c d m a n n for the i r c o m m e n t s o n ear l ier draffs o f this paper . A ver
s i o n was p r e s e n t e d at the A n n u a l M e e t i n g o f the Soc ie ty f o r M u s i c T h e o r y i n 
P h i l a d e l p h i a , P e r m . , N o v e m b e r 2001. 

1. F o r e x a m p l e , c larinet ist Pee W e e Russel l states. "I usually t h i n k about f o u r 
bars a h e a d what I ' m g o i n g to p lav" ; flugelhorn player Ar t F a r m e r observes "1 rarely 
k n o w what I ' m g o i n g to d o i n a solo m o r e t h a n a measure o r two a h e a d " ; a n d 
t e n o r s a x o p h o n i s t W a r n e M a r s h c l a i m s " M y m i n d w o r k s a h e a d a bar o r t w o " 
(Ball iett 1996:138, 447, 492) . 

2. F o r ins tance , v i b r a p h o n i s t M i l l Jackson attests that "I keep the m e l o d y in 
m i n d . I always r e m e m b e r the m e l o d y a n d t h e n I have s o m e t h i n g to fall back o n 
w h e n I get lost" (Bal l iett 1996:308). Pianist H a n k Jones states that " y o u t h i n k about 
the c h o r d p a t t e r n — n o t each c h o r d — a n d y o u t h i n k about the m e l o d y " (Bal l iett 
2000b:837) . 

3. O n e c o u l d , o f course , a d d to this list by i n c l u d i n g p h e n o m e n a such as the 
" m o m e n t f o r m " c o d i f i e d i n the wr i t ings of K a r l h c i n z S tockhausen ( for a s u m m a i y , 
see K r a m e r 1978) , o r v a r i o u s postmodern " c o l l a g e " techniques. E v e n the R o 
m a n t i c (or m o d e r n i s t ) n o t i o n o f o r g a n i c i s m can be c o n c e i v e d in d ia lec t i ca l terms, 
for e x a m p l e , as the synthesis o f c o n t r a s t i n g ideas (see C h e r l i n 2000) . 

4. O n all but three of the r e c o r d i n g s discussed in this essay R e i n h a r d t is a c c o m 
p a n i e d by m e m b e r s o f the Q u i n t e t o f the H o t C l u b of F r a n c e . P e r s o n n e l varies, 
but the Q u i n t e t ' s r h y t h m sect ion always consists o f two guitars a n d a d o u b l e bass. 
T h e three e x c e p t i o n s are the prev ious ly m e n t i o n e d p e r f o r m a n c e of " S o l i d O l d 
M a n , " a c c o m p a n i e d by B i l l v T a y l o r (bass) a n d Barney R i g a r d ( d r u m s ) ; "Japanese 
S a n d m a n , " a c c o m p a n i e d by D i c k F u l l b r i g h t (bass) a n d B i l l Reason ( d r u m s ) ; a n d 
" M a r i e , " a c c o m p a n i e d by G i a n n i S a i l e d ( p i a n o ) , C a r l o R e c o r i (bass), a n d A u r e l i o 
de C a r o l i s ( d r u m s ) . 

5. O n several of R e i n h a r d t ' s o t h e r r e c o r d i n g s , a n a l o g o u s in terchanges o c c u r 
between two di f ferent ins t ruments . F o r instance, o n " S t u d i o 24" ( A p r i l H i , 1942; 
m a t r i x 16192) R e i n h a r d t interpolates gui tar " f i l l s " between melodic phrases p layed 
by pianist Ivcm de Bie . 

6. In fact, there are r e m a r k a b l y few r e c o r d i n g s o n w h i c h R e i n h a r d t plays, in 
r e c o g n i z a b l e f o r m , a m e l o d y that is not his o w n for a p e r i o d o f m o r e t h a n about 
f o u r measures w i t h o u t i n t e r r u p t i o n . 

7. A strict, pract ica l ly viable d e f i n i t i o n o f m e l o d i c paraphrase i n jazz i m p r o v i s a 
t i o n has e l u d e d jazz scholars for reasons i l lus t ra ted by e x a m p l e 5: p e r f o r m e r s o f ten 
ut i l ize paraphrase ve iv freely (for a b r i e f discussion o f this issue, see W i l l i a m s 1997— 
98) . F o r instance , Harker (1999:58ff) cites Louis Armstrong's d i m i n i s h i n g di f fer 
e n t i a t i o n be tween m e l o d i c paraphrases a n d a r p e g g i a t e d , h a r m o n i c a l l y - o r i e n t e d 
i m p r o v i s e d melodies as a feature o f the t r u m p e t e r ' s stylistic e v o l u t i o n d u r i n g the 
mid-to-late 1920s. 

8. T h i s t e rm is used by Ber l iner ' (1994:626 a n d pass im) . 
9. Musical a c c o m p a n i m e n t s , in a variety o f genres , are o f ten c h a r a c t e r i z e d by 

the r e p e t i t i o n o f shor t m u s i c a l uni ts . In the t e r m i n o l o g y o f Ges la l t psychology' , 
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repet i t ive a c c o m p a n i m e n t s const i tute a " g r o u n d " against w h i c h a l i s tener can i n d i 
v iduate a f o r e g r o u n d e d m e l o d i c " f i g u r e . " 

10. I s h o u l d e m p h a s i z e that i n this p a p e r the terms " f o r e g r o u n d " a n d "back
g r o u n d " o u g h t not be c o n f u s e d w i t h the same t e r m s as u s e d in S c h e n k e r i a n 
theory. 

11. H e r e it s h o u l d be a c k n o w l e d g e d that the ana ly t i ca l perspect ive taken i n 
this p a p e r genera l ly pr ivi leges the p a r a m e t e r o f p i t c h above r h y t h m . T h a t is, pas
sages o f music ate o f ten contras ted o n the basis o f d i f f e r i n g p i t c h - c o m p l e x i t y , even 
t h o u g h l l iev may not be so readi ly d i s t i n g u i s h e d wi th respect to r h y t h m (or, for 
that matter , t i m b r e , d y n a m i c s , a n d so f o r t h ) . T h i s bias is c lear ly o p e n to ques t ion . 

12. T h o u g h it is d i f f i c u l t to te l l conc lus ive ly f r o m the r e c o r d i n g , I suspect that 
b o t h o f these passages are actual ly p l a y e d by a l t e r n a t i n g three strokes o n a n o p e n 
s t r ing w i t h three s t o p p e d notes o n the adjacent lower s t r ing . 

13. I in te rpre t this as a " b a c k g r o u n d " f igure because o f its direct c o n n e c t i o n 
w i t h the t h e m e ' s h a r m o n i c m o d e l ( spec i f ica l ly , its bass p r o g r e s s i o n ) , t h o u g h it 
c learly does not e x h i b i t the sort o f ost inato- l ike f i g u r a t i o n that I have suggested is 
m o r e typical o f b a c k g r o u n d mater ia l i n R e i n h a r d t ' s m u s i c . 

14. L i k e m a n y o f this art ic le 's specula t ions , this c l a i m is clearly not ver i f iable . 
S t i l l , l i k e rnv conjectures that R e i n h a r d t may sustain a m e n t a l image o f a theme 's 
m e l o d y a n d h a r m o n i c s tructure w h i l e i m p r o v i s i n g , it is somewhat c o r r o b o r a t e d bv 
the accounts o f o t h e r p e r f o r m e r s . F o r instance , i n a masterclass at the U n i v e r s i t y 
of N e w H a m p s h i r e , D u r h a m , in the s p r i n g of 1992, the jazz pianist John B u n c h 
c o m m e n t e d that , w h e n p l a y i n g u p - t e m p o u n a c c o m p a n i e d i m p r o v i s a t i o n s , he 
w o u l d o f t e n i m a g i n e a d r u m m e r a c c o m p a n y i n g h i m . T h i s is a k i n to the "repet i t ive 
r h y t h m i c os t inato" about w h i c h I hypothes ize here , t h o u g h o f course a d r u m ac
c o m p a n i m e n t , u n l i k e a gui tar ' s , lacks p i t c h ( a n d , u n l i k e B u n c h , R e i n h a r d t is play
i n g wi th a c c o m p a n i m e n t ) . 

15. " E x t e r n a l s o u n d s " can i n c l u d e the p r e c e d i n g i m p r o v i s e d m e l o d y , as w e l l as 
the c o n t r i b u t i o n s o f o t h e r m e m b e r s o f the e n s e m b l e , o r even, m o t e rarely, sounds 
o r i g i n a t i n g outs ide o f the e n s e m b l e a l together . T h e latter sorts o f interact ive p h e 
n o m e n a (which are f u n d a m e n t a l to M o n s o n 1996) are not addressed i n this paper . 
I n d e e d , i n c o m p a r i s o n to the p o s t - W o r l d W a r II jazz styles that are Monson's p r i 
m a r y f o c u s , R e i n h a r d t ' s S w i n g E r a i m p r o v i s a t i o n s ( p a r t i c u l a r l y those w i t h the 
Q u i n t e t o f the H o t C l u b o f France) a p p e a r to involve far less m u s i c a l i n t e r a c t i o n 
of a n expl ic i t n a t u r e . 

16. T h i s s tatement represents my o w n o v e r s i m p l i f i c a t i o n of Sarath's account ; it 
is conce ivab le that a repeti t ive passage m i g h t wel l i n d i c a t e a h i g h e r rate of c o g n i 
tive event cycles, s h o u l d the p e r f o r m e r constant ly be e v a d i n g a c o n t i n u a t i o n that 
w o u l d , i n context , be a m o r e r o u t i n e poss ib i l i ty (see Sarath 1996:11). 

17. A g a i n , this g e n e r a l hypothesis is d r a w n only loosely f r o m b o t h Sarath's de
tailed f ramework a n d Koni t/ ' s far br iefer , a n d comparat ively m e t a p h o r i c a l , remarks . 

18. S o m e m i n o r a d d i t i o n a l observat ions : the f igure i n m . 16 that i n t r o d u c e s a 
new four-measure u n i t is here classif ied as a s t ruc tura l m a r k e r d u e to its s imi lar i ty 
w i t h o t h e r s u c h figures that R e i n h a r d t somet imes e m p l o y e d w h e n a c c o m p a n y i n g 
o thers , such as c a n be h e a r d o n " E c h o e s o f F r a n c e . " f r o m the same r e c o r d i n g 
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session ( J a n u a r y 31, 1946; m a t r i x O E F 28-1). A l s o , the f igure i n m . 28 is assigned 
to the c o n c e p t u a l b a c k g r o u n d solely because of its soft d y n a m i c level , s u c h that it 
suggests an e m b e l l i s h e d " e c h o " of the preceding Bl>-F.l> m o t i v e that invokes the 
o r i g i n a l m e l o d y . 

19. A d o s e analysis o f R e i n h a r d t ' s i m p r o v i s a t i o n s that f o c u s e d o n issues of 
s t ruc tura l un i ty m i g h t well y i e l d in teres t ing ins ights , but such questions have (in
tentionally) not b e e n a c o n c e r n o f this ar t ic le . 
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