





thing remains but the naked formula of notes". Petersonin L’Impossiblen
basso-osuus (A) ndyttdd sen sijaan olevan yleispédtevd (ensimmdisen ver-
sion basisti oli Ray Brown, jilkimmiisen N. H. Orsted-Pedersen), misti
voitaisiin pditelld sen kuuluvan itse asiassa varsinaiseen teos-"kaavaan".
Sen sijaan improvisatoristen vilijaksojen yhtéldisyydet (joitain samantapai-
sia soittokuvioita) eivit kuulu teos-"kaavaan" L’Impossible vaan Peterso-
nin improvisointityylid kaiken kaikkiaan luonnehtiviin ja jossain médrin
kaikelle piano-jazzille ominaisiin "yleisiin kaavoihin". Molemmat versiot
noudattavat my0s saman tapaista ABA"-muotokaavaa, jota ei sitdkédédn voi-
da pitdd nimenomaan L’'Impossible -"kaavan" karakteristisena ominaisuu-
tena vaan perinteiseen jazz-improvisaatioon kuuluvana "yleisend kaavana".
Sitd noudattavat myos Petersonin Lefcon ja Wellsin "sdvelmén" You Look
Good To Me pohjalta tekemit improvisaatiot vuosilta 1964 (Verve 8§10047-
1) ja 1981 (Pablo D2308231). Nédmi kaksi mainitun "sédvelméin" mukaan
nimettyd improvisaatioversiota eroavat jyrkésti toisistaan ennen kaikkea
"sdvelmin" erilaisen rytmisen kisittelyn vuoksi: ensimméinen versio on hi-
taan kehtolaulun kaltainen ja tasaisessa rytmissé, toinen puolestaan nopea
ja "pisteellisessd" rytmissd. "Sévelmd", johon molemmat versiot pohjautu-
vat, on tulkittu autenttisesti ainoastaan harmoniankulun pédilinjojen ja
melodisten sdveltasojen suhteen. Itse karakteerit ovat rytmisen hahmon
vuoksi tdysin erilaiset.

L’ Impossiblesta ja You look Good To Me -improvisaatioista poikkeava
suhde "kaavoihin" on Petersonin Blues Etudessd vuodelta 1973 (Pablo
2310701) - joka muuten identtisestd nimestidin huolimatta on erilainen kuin
Blues Etude vuodelta 1966 (Mercury 6641577). "Etydi 1973" on sikéli tdy-
sin "vapaa improvisaatio", ettd sen perustana ei ole mitddn selvisti erot-
tuvaa sdvelmi-"kaavaa"; improvisaatiota ohjailevat "yleiset nopean bluesin
kaavat". Toisaalta Peterson kdyttdi joitain traditionaalisen pianoetydikirjal-
lisuuden alkeellisimpia sdvelkulkuja, erddnlaisia sormiharjoituskuvioita,
joita voidaan pitdd yleisind virtuoosisen musiikin "kaavoina". Ylimalkaan
tille improvisaatiolle on leimallista perpetuum mobile -tunnelma ja Peter-
soninkin taiturilliseen tyyliin nihden poikkeuksellinen artistisuus, joka pai-
kotellen tuntuu tdysin itsetarkoitukselliselta. Itsetarkoituksellinen artis-
tisuus ja nopea blues, siind Blues Etuden (1973) "kaavan" karakteristisim-
mat piirteet.

Joitain yleistyksid

Keskustelu sdvellyksen ja tulkinnan osuudesta jazz-musiikissa luo aasinsil-
lan (?!) ldnsimaiseen taidemusiikikin. Ennen yksityiskohtaisesti nuotinne-
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tun ja suunnitellun teos-"kaavan" vakiintumista ainoaksi vaihtoehdoksi
1800-luvulla, monet arvostetut siveltaiteilijat korostivat ilmaisukarakteerin
sdilymisen ja voimistumisen tirkeyttd esityksessd: improvisoiden tulkitse-
van esittdjin tuli aina noudattaa "kaavan" affektisisdltod. Saman kaltaisia
ajatuksia ovat esittdneet my0s erdit jazz-muusikot, kuten esimerkiksi Or-
nette Coleman, joka on korostanut sdvelmd-"kaavan" merkitystd kokonai-
suuden kannalta: "sdvelmin" peruskarakteerin tulee kuulua improvisaation
jokaisessa soitetussa sdvelessd (ks. Berendt 1976: 110-111). Mielenkiin-
toista kylld, Coleman on korostanut olevansa "ensi sijassa sdveltdjd, ei
solisti tai yhtyeen johtaja" (ks. Harri Uusitorppa, Helsingin Sanomat,
3.10.1987, s.35). Tamid selittdd sen, ettd hdn korostaa ennalta laaditun
suunnitelman - sdvelma-"kaavan" - merkitystd jazz-improvisaatiossa, mika
ei ainakaan jazz-kulttuurissa ole itsestddnselvyys - siitd kertovat jo ylld
mainitut Petersonin improvisaatio-versiot sdvelmistd You Look Good To
Me: saman sidvelmd-"kaavan" pohjalta kaksi tdysin erisdvyistd improvisaa-
tioversiota. Colemanin vaatimukseen sisdltyy ajatus sdvelmaistd "kaavana”,
jossa kiteytyy tietty ekspressiivis-konstruktiivinen merkityssisdltd. Myos
sdvelmd-"kaava" on sen mukaan tulkittava niin autenttisesti kuin mahdol-
lista. Tétd taustaa vasten ndyttdisi olevan mahdollista jakaa jazz-kulttuu-
rikin tulkinta- ja improvisaatiopainotteiseen haaraan. Edellisen piirissd
musiikillista toimintaa hallitsee pyrkimys paljastaa, tulkita "kaavan"
merkityssisilto - jalkimméisen piirissd ennalta laadittu "kaava" on malli
jollekin sédvelkudoksen aspektille ja ohjailee sen kautta automaattisesti
improvisaatiota ilman, ettd esittdjd erityisesti pyrkisi sitd tulkitsemaan.
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Summary

On the performing and composing activity in music - especially
in jazz

The analysis of music as a performing art is only possible if the dialectical
character of the relation between performing and composing activities in
music can be operationalized. The activity of a composer manifests itself in
plans which can also be called models - a concept often used to describe
forms like the Arabian magam or the Indian raga. All kinds of sets of rules
dictating the nature and details of a performance can be called models. The
notation - often thought to be one of the necessary characteristics of a
composition - is of course not at all essential to a model. Notation is, as
Busoni put it, only one transcription of the original idea of the composer;
another transcription is, according to Busoni again, the performance. The
performer of a given model thus takes the notation (if existing) as one
object, but by no means the only one, of his interpretation. His aim is to
understand the model itself. In preindustrialized, more intimate musical
cultures the model was often orally transmitted, and not at all so detailed as
in late 19th century music as far as the individual tones are concerned.

A model can be either general or specific - that is, either common to a
certain musical culture as a whole or only specific to a particular,
individual manifestation of musical activity. The general models define the
so-called styles of music as well as characteristic forms. Compositional
technics like the topics of the 18th century or serialism are also general
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models, as well as the so-called performance practices and other "schools".
The most common European kind of specific model is the composition or
piece of music; in India it is the raga and in traditional jazz the
arrangement. According to Berendt (1976), "the arrangement in jazz begins
at the moment something is agreed upon in advance". Arrangement is thus
a model, mostly based on another model called tune.

In general, a model is anything that gives a musical activity its form of
manifestation. The activity called composing aims at preparing new
models for performances. The pure performer does not have this aim; he is
making music based on a variety of models. The manifestation is the result
of the activity: the manifestations of the composing activity are models,
whereas the manifestations of performing activity are performances based
on models. The composition-models in western art music have not always
been as detailed as they have been from the late 19th century on. Many
kinds of compositions have been developed from rather detailed
improvisation-models like variation, the ostinato-forms and toccatas, which
were called compositions as soon as the plan was made before the
performance and it was mostly notated; the difference between a
composition and an improvisation of the performer was anything but clear.
An essential aspect of a piece of music was not its tones and notes as such
but its character and affect - which were communicated by the specific
models most closely related to the general models.

The manifestations of musical activity can be either primarily com-
positional or performing. The purest forms of manifestations are the
composition model of German romanticism in the late 19th century, and a
totally spontaneous improvisation based only on general models in a given
musical culture. A special case is the collective folk tunes, which may also
act as models but which are a property of a collectivity, not of an
individual composer. They are often formed by a number of people of
different generations. They reflect the general models of a culture more
directly than other kinds of manifestations. The general models are also
mostly collectively prepared - though not necessarily, since the
compositional schools with their characteristic manners are often based on
innovations by a given individual composer.

It may be necessary to underline that composing does not mean here
the production of new musical structures in general, but planning a set of
rules for the performance. The performer often produces new musical
structures either by improvising some details or just by interpreting
innovatively - but he is not composing. Improvising is composing only if
the aim of the activity is planning new models. If the performer plans
either his interpretation or his improvisation before the performance -
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which is often the case - he is preparing detailed models for his
performance and thus acting as a composer. Here we can see the complex
dialectics of musical activities.

The so-called interpretation of a model is actually always a composing
activity, since only a detailed preparatory planning of a performance based
on a given model is a true interpretation of it. When Leopold Mozart, on
the other hand, demands that a performer should take a look at the piece in
order to get an idea of its character before starting to perform it, he takes
for granted that the piece of music can be performed without its detailed
interpretation on the basis of the general model - Rattner would say: the
given topic. The performer should realize the general model of the piece
and after that perform the detailed model (that is, the piece) in the closest
relation to the given general model he is already familiar with. The
composer relies here on models common to himself and the performer.

In this paper the concept of a model is discussed with recent ideas on
the concepts of musical work, composing, arrangement, improvisation,
interpretation and performance in general. A special emphasis is given to
topics in jazz music. A broader discussion of these questions may be found
in our paper Improvisaatio, virtuoosisuus ja tulkinta (1988).
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