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This paper addresses the way in which recent jazz musicians, including myself, have re-articulated elements of early jazz to the extent that the music creates an impression, or notion, of early jazz – a representation – and the types of representation that occur. Of course, elements that may be traced to early jazz have remained in jazz musicians’ vocabularies throughout every era in various ways, and since the growth in jazz repertory explicit attempts to re-create or re-present early jazz have become common, alongside the continuing practices of jazz revivalism and traditionalism. However, certain musicians are notable because the techniques they use often reveal, in a playful and creative way, the constructedness of representations of the past. As Ajay Heble writes in his account of the Art Ensemble of Chicago’s referential practices:
Any representation of the past, any evocation of “old times”, is inevitably a reconstruction informed by the present. (2000, p. 73)
 The first part of this paper will discuss three musicians whose methods of evoking old times differ, and who provide us with a wealth of approaches to constructing imaginary pasts. The second part will address my own attempts to explore, in practice, representations of the past, while addressing issues of meaning and effect, particularly the issue of parody.
Dave Burrell

Burrell is an African-American pianist active on the New York free jazz scene of the late 60s, who has in the past quarter century established himself as a eclectic, conversant in jazz from disparate eras. Example 1 is a transcription of a solo performance by Burrell of his A.M. Rag, also known as Margie Pargie. 
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Example 1: Excerpt, A.M. Rag (Burrell 1991). Author’s transcription.
Burrell constructs a particular notion of ragtime via a number of striking characteristics. Firstly, the left hand part follows the familiar ‘oom-pah’ contour of ragtime, but the harmony outlined by the part is very simple and largely static. The bass notes on beats 1 and 3 are nearly always the root note of the chord, and the mid-register chords on beats 2 and 4 use two notes – the minor 7th and major 3rd of the chord – to articulate a basic dominant 7th harmony (I7 for most of the piece, with a brief jump to IV7 in bars, but via parallel movement rather than voice-leading). The melody is largely pentatonic, but there are moments when the melody and the treble harmony note imply chords outside the tonic, including IV-, a common chord in Joplin’s rags. The left hand, however, continues to play I7. The piece consists of 3 phrases that vary in length, including a 2-note kind of tag that is striking in its pithiness. The order of the phrases is unpredictable.
This unpredictability create a structural complexity beyond the 4, 8 and 16-based units of most published ragtime, and yet in combination with the exaggeratedly simple left-hand, the pentatonic melody and the occasional lack of harmonic co-ordination between the two hands, the effect may be considered one of primitivism. It is perhaps this effect that has lead Stanley Crouch to describe the piece, in his liner notes to the album High Won High Two, which featured the first recording of the tune, as a “homemade rag” (Crouch 1969, liner notes). Samuel Charters, in his liner notes to Jelly Roll Joys, writes that the piece “sounds like the old Missouri folk ragtime of turn of the century” (Charters 1991, liner notes). However, published ragtime does not display the irregular metric elements that Burrell incorporates, or the use of a dominant 7th chord as the tonic. Without substantial recorded examples of itinerant and ‘folk’ pianists of the turn of the century, it is possible that the image Burrell constructs of folk ragtime is perhaps one that aligns with critical imaginings of the music’s primitive origins without clear evidence of its authenticity. 
In the context of published and recorded ragtime, the exaggerated simplicity and asymmetrical units of Burrell’s tune may, in addition to primitivism or even a constructed notion of authenticity, suggest parody or humour. However, the piece may also resist this notion, perhaps due to the lack of a clearly known referent to form the basis of the parody. 
Michiel Braam
Whereas parody may be difficult to determine in Burrell’s piece, a piece by Dutch pianist Michiel Braam called Green (Trio BraamDeJoodeVatcher 2002)  presents an example in which the interpretation of a parodic, comic effect is perhaps more sustainable. Example 2 is the basic melody of the ‘head’ of the piece (the composed element before improvisation occurs).
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Example 2: Excerpt, Green (Trio BraamDeJoodeVatcher 2002). Author’s transcription.
The diatonic melody and the descending chord progression are so simple as to suggest an intentional, humorous revision of the pre-bop, standards based jazz language. Indeed the piece seems to play with the listener’s expectations of more complex development, with those expectations being thwarted, at the end of the melody, with the simple resolution to the tonic, with the tonic note in the melody being played resolutely on the beat.  
One way of understanding Braam’s approach is by placing it in the context of creative Dutch jazz since the 60s – there is a tradition in Holland of music that is particularly self-reflexive and full of meta-musical approaches, including fake mistakes, code-switching and musical games. These techniques produce an effect of ironic distance that has lead Kevin Whitehead to describe pianist Guus Janssen, an important precursor of Braam, as playing “jazz in quotation marks” (Whitehead 1999, 183). 
Aki Takase

As with Dave Burrell, Takase is often noted as an eclectic with a vocabulary that spans early jazz to free jazz and post-bop. In various projects, Takase has created a highly playful and exuberant impression of early jazz, and one method by which she achieves this is by mixing stride with clusters and ‘outside’ gestures drawn from free jazz.  A clear example of this can be found in the trio recording Oska-T (Takase 1995), with Reggie Workman on bass and Sunny Murray on drums. At circa. 4.16, Takase begins playing a stride-like texture, with the left hand playing low bass hits on beats 1 and 3 and mid-register chords on beats 2 and 4. However, instead of identifiable chords, many of the strikes are clusters, in both hands. The passage is extremely difficult to transcribe accurately, and although occasionally notes that relate strongly to the key of Ab are clearly audible, the overall effect is one of ‘stride in clusters’.
Takase’s clusters foreground the rhythmic function of a stride left hand, but in doing so she constructs an image of stride that sidesteps the smooth voice-leading and rich functional harmony of stride in the playing of James P Johnson and Willie ‘the Lion’ Smith, and particularly in the playing of swing-era pianists who developed stride patterns, such as Fats Waller, Art Tatum and Teddy Wilson. Perhaps even more than Burrell’s primitivism, Takase highlights the rhythmic, percussive side of stride. At first glance, this may seem to be a reductive account of the style, risking a notion of black pianism as essentially rhythmic and percussive. However, the use of clusters connects strongly to progressive developments in free jazz and Western concert music, and the context of Takase’s playing – two widely acknowledged pioneers of free jazz accompany her – helps underline this connection. Also, the possible sense of ‘burlesque’ may be read as aligning with the sense of burlesque and irony that stride players themselves exhibited, particularly Fats Waller. Indeed, Takase has recently produced an album called Plays “Fats” Waller (Takase 2004), and the website of the agent for her Fats Waller project seems to be marketing Takase as an apt interpreter of Waller’s musical spirit (Constanze Schliebs Asianetwork 2013). Perhaps the free jazz elements in her music may be read as analogous to the sense of rambunctiousness and free-wheeling fun of Waller’s small group music – codes change over time, and what may have seemed rambunctious in the 1930s may not seem that way anymore. Takase’s music, in that sense, provides an image of early jazz informed by contemporary codes.
The Imaginary Delta

I would like to introduce my own practice now, particularly a commission from Manchester Jazz Festival 2011 that was released as an album on SLAM in 2012, titled The Imaginary Delta. The commission was for a suite of compositions for a seven-piece band of piano, bass, drums, clarinets, trombone, trumpet and a musician on laptop, diddley bow, chains and other objects. The music was to revisit early jazz forms from a contemporary perspective, much as the musicians we have heard so far have done. 
One of the objectives of the project was to complicate the effect of representation beyond the dominant sense of parody or humour that appropriating early jazz may potentially have, while nonetheless underlining the constructedness of the music as a representation of the past. A sense of ironic distance may inevitably arise from any music in which its own constructedness is highlighted, and the incongruities that result from the re-contextualisation of a past style may result in a comic effect to some degree. The aim in The Imaginary Delta was to find a balance, a rich variety of meanings.  
One method by which a sense of the constructedness of representation could be achieved was by incorporating samples from 1920s recordings. The recordings themselves, along with written histories, are the mediated means by which I access the music and from which I construct my concept of it. To include them in the music seemed like a way of explicitly acknowledging their role in the imagining of early jazz.  Another method was to liberally mix vintage and contemporary idioms, which problematizes any notion of authentic representation while allowing for affinities between eras and styles to be suggested; the representation becomes one that is informed by contemporary codes, as Aki Takase’s music seems to be.
For the purposes of this paper, I would like to focus on two methods by which The Imaginary Delta addresses the objectives described above.
Drawing on 1920s ‘exotica’
 A number of the pieces in The Imaginary Delta draw on types of early jazz tune that have a ‘darker’ tonal or harmonic quality than much ragtime, blues or tin pan alley, perhaps through the use of minor keys or ‘exotic’ chromaticisms. For example, Arabian Fantasy draws on Ellington’s Cotton Club-era ‘jungle’ pieces such as The Mooche (Ellington 2000), in addition to other examples of exotica in early jazz. Example 2 shows the horn section figure at the beginning of Arabian Fantasy, which consists of a voicing moving up and down in stepwise, parallel motion, in the manner of Ellington’s horn voicings in The Mooche.
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Example 3: Excerpt, Arabian Fantasy (horn parts in first section).

In addition to this clear appropriation, Arabian Fantasy includes rhythmic irregularities that are absent in the source musics. In the introductory section, the descending parallel voicing varies in length each time (and, in bar 9, the extension of the sequence allows a brief resolution on the bII chord, an unusual harmonic movement by the standards of the original genres). The 4/4 time in which the sequence is based is interspersed with 5/4 bars at points of rest, which anticipate the 5/4 groove on which the later sections of the piece are based. The groove is a kind of modified rumba or tango rhythm, in which the characteristic dotted crotchet beat that opens those rhythmic patterns remains, but the pattern is extended by two beats.
Perhaps unlike Dave Burrell’s A.M. Rag, in which the rhythmic irregularities contributed to a possible sense of primitivism, the combination of chromatic harmony and rhythmic irregularities in Arabian Fantasy seems to allow for the appropriation of an early twentieth century genre without an overly primitivist, parodic or comic effect, while underlining, through the explicit modification of source materials, the constructedness of the representation of the past. It also creatively extends the musical possibilities of the source genre, allowing the music to become part of contemporary jazz practice. 
Appropriating Joplin
Ragtime is particularly vulnerable to irony and comic effect, perhaps due to its now naïve-sounding melodic-harmonic characteristics and its coding as ‘cornball’ music through its appropriation and use as the soundtrack to silent comedy films. A possible way of complicating the effect of referencing ragtime, beyond primitivism or merely comic readings, is by drawing upon Scott Joplin’s melodic vocabulary, a more lyrical style than others of the time. The final part of Sedalia Rag from The Imaginary Delta consists of a Joplin pastiche, based on melodic formulae found in Joplin’s rags. For example, in Pine Apple Rag (1908), Joplin creates a melodic figure in the bass notes of the ‘oom-pah’ left-hand part by using the major 3rd of chord IV, the minor 3rd of chord IV- and the major 3rd of chord I as a descending chromatic line (see example 4). In Sedalia Rag, this figure is incorporated into the main melody (see example 5, bar 3). The band is instructed to play in a loose, rambunctious manner, but it is hoped the simple, Joplin-derived lyricism of the melody adds more than just a sense of burlesque, and may even have a poignant effect (although, of course, predicting the emotional response of a listener is difficult).
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Example 4: Excerpt, Pine Apple Rag (Joplin 1908).
[image: image5.png]| ]

| ] o

\
L/

¥/ A
=K 1\ @

1)

A

0
gD

al
\

>

N
N
L
BL
R
Yl 2
. Y

A
N\
L)

»
p” A
y AV _





Example 5: Excerpt, Sedalia Rag (melody of final section).

The opening section of Sedalia Rag develops the ragtime vocabulary still further, by creating lines – played by bass clarinet and trumpet – that begin as simple diatonic phrases before ‘side-stepping’ into different keys. The band responds between phrases with a kind of free ‘tumult’(see example 6).
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Example 6: Excerpt, Sedalia Rag (opening section).
The juxtaposition of idioms – both in the call-and-response between the lead instruments and the band, and the mixing, in the lead lines, of diatonic melody and the contemporary practice of harmonic ‘side-stepping’ – results in an incongruity that may be read as comic, an effect that is perhaps more evident in this section than at any other point in The Imaginary Delta. However, the relative harmonic-melodic sophistication produced by the side-stepping may create a kind of ‘hybrid’ effect, playfully ironic but with structural substance and musicianly interaction that adds to, and complicates, the irony.
Of course, irony, parody, pastiche and primitivism are cultural codes, relying for their use in any interpretation on the listener’s prior knowledge. The codes brought to an interpretation may vary from listener to listener, and there is a danger, in any attempt to trace the codes operating in a particular piece of music, that the readings of the writer and the reader do not line up. Nonetheless, engaging in practice with an awareness of these issues may result in a richer dialogue with the source musics, and encourages creative thinking regarding their representation.
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