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POROVNAVACIA ANALYZA JAZZOVEJ A ROCKOVE] HUDBY -

POROVNAVACIA ANALYZA JAZZOVEJ A ROCKOVEJ HUDBY

Pri skimani principov a zakonitosti uplatiiovanjch v hudbe si teoretici v hudobnych dejinach
pomahali hladanim logickych postupov v takjch pomocnych disciplinach, ako si matematika, akustika
ainé. Dokonca i nové metddy kvantitativne] analyzy, zavédzajice do hudby informatiku za poslednych
dvadsat rokov, vychadzaji z predpokladu, Ze existuji spoloéné zakony, platné pre v3etky komunika-
tivne systémy, do ktorych patri jazyk, literatira, hudba a umenie a si sistredené do novej vednej dis-
cipliny tzv. synergetiky. (Ferkovd 1997, Rendekovd - Martindkovd 1997). Vychadzajic z vysledkov
fenomenologie predpokladédme, Ze skladatel, resp. hudobnik vklada do hudobného diela ¢i impro-
vizacie logické principy, ktoré si , prejavom hlbokej Struktire mysle* (Cicourel 1974) a ,racionalita je
konstruovand ako $truktira podvedomia® (Mendoza De Arce 1974, 5. 244), vysledny produkt sa poslu-
chadovi &i analytikovi javi ako premysleny, zmysluplny, v ktorom kaZda Struktara ma svoj vjznam. Ak
teda tvorca vloZil do svojho produktu takéto logické principy, na zaklade ktorych funguje viznamovost
jednotlivych truktir, potom sa pytame, aké sii to principy, vzfahy a zakonitosti. KedZe predpokla-
dame, Ze tieto principy su prejavom ludskej mysle, hladali sme ich podla vzoru nasich predchodeov
vpomocnych hudobnovednych disciplinach - matematike, logike, 3tatistike i sociologii a pokisili sme
sa 0 iny typ hudobnovedne]j analyzy. Pravda, nie vdy je pouitie kvantitativnych metéd v muzikolégii
efektivne a casto maZe byt samoucelné, snaziac sa za kaidi cenu uplatnit pocitaéové programy pri
viskume, hoci je nevyjasneny predmet a ciel’ badania. Ukazuje sa, Ze zatial k najlepsiemu vyuzitiu
pocitacov v muzikologii dochddza vtedy, ked' mé konkrétny pragmaticky zimer napriklad v podobe
prepisu do notového zaznamu alebo pri realizcii spektrélnej analjzy, analjzy dzky ténového trvania
alebo formovej Struktiry (Beck 1974, Fodermayr 1990, Schneider 1997).

Rozne pristupy k vyskumu modernej popularnej hudby a jazzu

Doterajsie badania v okruhu nonartificidlnej hudby nemaji jasny obsah analyzy a tecretici sa
snaZia vyrieSit tento problém v zdsade dvoma pristupmi. Prvy naznacuje, Ze tento typ hudby je
omnoho viac ako iné Zinrovo-stylové okruhy zviazany so socidlnym prostredim, a preto sa ma ana-
Iyza zameraf na hudobno-sociologicki stranku diela, t.j. hudobne-sociologické odhalovanie poza-
dia hudobného produktu a sociologicky vyklad hudobnej kultiry (Dorizka 1977, s. 68, Tagg 1982,
s. 43). V druhom pristupe ma ist o analyzu hudobno-teoretickii, respektujicu typické znaky tohto
okruhu hudby (sound, rytmus, improvizdcia, cover version, vyrazovost a pod.).

Philip Tagg rata pri analyze so siedmimi aspektami, s ktorymi okruh modernej popu-
larnej hudby a jazzu pracuje, a ktoré maji byt predmetom hudobno-teoretickej analyzy.
Menuje aspekty ¢asu (trvanie, tempo, metrum, periodicita, rdzy a medzirdzy, rytmickd textira
a motivy), melodické aspekty (registrdcia, melodické rozpdtie, rytmicko-melodické motivy,
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londlny slovnik®, farba), orchestrilne aspekty (typ a pocet hlasou, ndstrojové obsadenie,
frdzovanie, farba, akcenty, technické aspekty predvedenia), aspekty tonality a faktary (tondine
centrum a typ tonality, harmonické idiomy, ,harmonicky rytmus®, typy harmonickych zmien,
akordické alterdcie, vztahy medzi hlasmi, party, ndstroje, kompoziénd faktira a metida),
dynamické aspekty (iroveri zoukovej sily, akcenty, pocutelnost hlasov), akustické aspekty
(charakteristiky znovupredvedenia pri opdtovnej realizdcii, stupeni rezonancie, vzdialenost medzi
zoukovym zdrojom a posluchdcom, simultdnny ,vonkajsi* zvuk), elektroakustické a mechanic-
ké aspekty (filfrovanie, kompresia, fdzovanie, zakrivenie, posunutie, mixovanie, timenie, pizzi-
cato, chvenie jazykom); (Tagg 1982, s. 47-8).

Zdd sa, Ze hudobny material, ktory Tagg uvadza a poklada ho za zakladny obsah analyzy
medernej populdrnej hudby a jazzu, mdze byt predmetom polemiky. Mozeme diskutovat o tom,
ktoré prvky ¢o konkrétne vyjadruji, kam patria z hladiska vytvoreného systému, ¢i nie je lepsie
hovorit o artikulacii alebo tvorbe tonu namiesto ,frazovania, akcentacie a pouzivania pizzicata;
¢i nie je presnejSie pouzit pojem sound a zvukové aspekty v sivislosti s farbou, instrumenticiou,
nastrojovym obsadenim a pod. Napriklad akustické a dynamické aspekty, tak ako ich Tagg pome-
niiva a rozpractiva, sil isto zaujimavé, ale obavame sa, Ze st dolezité len pre konkrétne predvedenie
a analyzu realizovane] skladby. Naopak, v historii jazzu a rocku sa elektroakustické aspekty
podielaji na tvorbe dobového soundu a st podstatnymi faktormi pri formovani estetického ided-
lu daného historického obdobia a sicasne Stylu. Napriklad iny zvukovy, a teda i esteticky idedl
predstavujii v rockovej hudbe 60. a 90. roky, podobne odli3ng je zvukovy a esteticky ideal jazzu
povedzme obdobia swingu z 30. rokov 20. storoéia a iny typ predstavuja 50. roky, ¢o zjavne sivisf
so zdokonalovanim technickjch moznosti hudobnjch nastrojov a celkovej ozvucovacej techniky
(Meltzer 1987) a tym i estetickych atributov danych hudobnych okruhov.

Podla nasho nazoru to viak nie je podstatné v tejto faze viskumu. Teoretici pri vyskume
eurpskej hudby aZ na konci 20. storocia upozoriiuji na nedokonalost teoretickej paradigmy,
v ktorej sa vo svoje] analjze v historickom vyvoji uberali len jednym smerom - zameriavali sa na
viskum hudobnej formy, harmonie a tonality a tak sa ukazali nedostatky v rozpracovani tejto ana-
Iytickej metddy a jej neschopnosti postrehniit zékonitosti vyvoja hudby v 20. storoéi. Otazkou teda
zostdva, ¢i predsa len bohatstvo zanrovo-3tjlového okruhu nonartificiélnej hudby nie je ststrede-
né najma v rytme, sounde a osobitom spracovani hudobného materislu, akym je improvizicia
a cover version (Berendt 1974). Analyza by sa mala v prvom rade sistredoval najma na vyskum
tychto aspektov a vietky ostatné pokladat aZ za druhoradé a podstatné len pre komplexng viskum
hudobného produktu a hudobnej kultury. (Dodnes nie je rozpracovand téma podielu improvizdcie
na historickom vyvoji rockovej hudby v kompardcii s jazzovou hudbou. Tejto problematike sme sa
venovali v dizertacnej praci a v Stidii Improvizdcia a jej rozne podoby v jazze a rocku uverejnenej
v Stovenskej hudbe 1994/XX, ¢. 2, 5. 297-321)
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RHYTHMICAL ARCHETYPES IN JAzZzZ AND Rock

If we try to explore the rhythm in jazz and rock as a driving movement with a proper and spe-
cific organization', we encounter two types of problems.

First of all, the rhythm is tied by various musical and non-musical aspects - this is where the
purely musical problems (such as musical thinking, special musical perception of time, or specific
time organization) meet the psychological aspects (the emotionality), acoustical aspects (physi-
cal measurability of time) and sociological® aspects (the specific proprieties of musical rhythm
are in close relation to the geographically bound society). This explains the varying understan-
ding of rhythm throughout the European music, African tribal music, etc. (see Sachs 1953,
Seashore 1967). Hence in the course of the examination of the issue of rhythm all the above com-
ponents are to be generalized, for instance by means of special methods of computer-aided or sta-
tistical analysis, and the entire issue is to be simplified in order for us to be able to focus on its
singular part (see Dorizka 1977, Tagg 1982).

The second type of problems relates to the effort of expressing the rhythm in writing in form
of a musical score.” In the course of our research into jazz and rock we rely on the traditional way
based on empirical methods. It consists of listening to the music found on recordings and the sub-
sequent attempt to translate this music into writing by means of the traditional European scoring
method. We are aware of the imperfection of this scoring method as well as of the multiple scoring
options for the execution of one single rhythmical passage. Hence the encountered rhythmical or
musical phenomena are not always sufficiently expressed in the musical notation thereof, but the
running of repeated comparative checks helps finding potential deviations, errors or nuances.

The Method

We have analyzed the occurrence of rhythmical archetypes for the individual jazz and rock
styles, whereby we considered any shape of jazz or rock commonly referred to by professionals
and reporters as being a style. Furthermore, we analyzed a total of 823 examples, of which 403
were to be in jazz styles (ragtime - Scott Joplin, traditional jazz - Buddy Bolden, King Oliver,
James Johson, Jelly Roll Morton, Original Dixieland Jazz Band, Louis Armstrong, Bix Beiderbecke,
Sidney Bechet, Bessie Smith, swing - Fletcher Henderson, Count Basie, Duke Ellington, Ella
Fitzgerald, Woody Herman, Benny Goodman, Charlie Barnet, Leroy Holmes, Buddy Rich, Harry
James, Lionel Hampton, John Kirby, bebop - Charlie Parker, Dizzy Gillespie, Thelonius Monk,
Miles Davis, cool jazz - Modern Jazz Quartet, Stan Getz, west coast jazz - Dave Brubeck Quartet,
Chico Hamilton Quintet, Jimmy Giuffre Trio, third stream - Stan Kenton, hard bop - John Coltrane,
Sonny Rollins, Freddie Hubbard, Art Farmer, Benny Golson, Donald Byrd, Charlie Mingus, soul
jazz - Ray Charles, free jazz - Ornette Coleman, Cecil Taylor, Archie Shepp, Eric Dolphy, Don




RHYTHMICAL ARCHETYPES IN JAZZ AND RoOCK

Cherry, jazzrock and fusion music - Weather Report, Chick Corea, Herbie Hancock, Oregon, John
Abercrombie, Flora Purim and Airto Moreira, Billy Cobham, Steps Ahead, Michael Brecker, Spyro
Gyra, mainstream - Keith Jarrett, Wynton Marsalis, Randy Brecker), and 420 examples in rock sty-
les (rock and roll - Bill Haley and Comets, Chuck Berry, Jerry Lee Lewis, Johnny Hallyday, post
rock and roll and hard rock songs - Beatles, Yardbirds, Eric Clapton, John Mayall, Rolling Stones,
Kinks, Animals, Alice Cooper, Led Zeppelin, Deep Purple, Who, experimental rock - Velvet
Underground, Frank Zappa, art rock - Pink Floyd, Yes, Emerson, Lake and Palmer, Queen, efec-
tronic rock - Jean Michel Jarré, Jon Anderson and Vangelis, Kraftwerk, punk rock - Sex Pistols,
Ramones, Slaughter and The Dogs, Buzzcocks, The Unwanted, The Damned, new wave - Elvis
Costello, Talking Heads, Blondie, heavy metal - Black Sabath, Metallica, fron Maden, AC/DC,
hard core - Dead Kennedys, Sonic Youth, Exploited, Ramones, Beastie Boys, Body Count, speed
metal - Sonic Youth, Exploited, Dead Kennedys, Napalm Death, Ramones, Metallica, trash -
Napalm Death, soft rock - UZ, gothic rock - Nick Cave, The Mission, Sisters of Mercy, The Cure,
Diamanda Galds, Dead Can Dance, Lacrimosa..., new age - Sade, Enya, heavy metal of the nine-
ties - Steve Vai, Joe Satriani...).

The examples representing the individual styles were selected at random. However the ques-
tion remains how often do archetypes occur in individual songs, whether the frequency of occur-
rence differs in jazz and in rock, what is the probability of occurrence and how can the occur-
rence of archetypes be numerically proven.

For our purposes a song of duration of about 3 to 5 minutes was considered as being an exam-
ple in rock music. As far as jazz and mainly its modern styles (from the bebop style onward) are
concerned, the song duration found here is considerably longer, which is why any alteration of
the rhythm pattern occurring after 5 minutes in one song was regarded an individual example.
The duration itself is of utmost importance when observing patterns, since the general repetiti-
veness of patterns is the focus of the conducted analysis (see Zaminer 1972).

Rhythm in Jazz and in Rock Music

First of all let us try to summarize the known facts on rhythm in jazz. On one hand many text-
book-style articles speak about a specific rhythm found in jazz calling it syncopated, while on the
other hand some theoreticians consider the syncope being a phenomenon found exclusively in
European music: ,The syncope is naturally an entirely European matter and it is nothing but the
exceptional shift of accent from the beat to the off-beat” (see Polediidk 1964, p.107).

Nevertheless they admit a certain similarity to exist between the syncope in European music
and the employment thereof in jazz, which taken advantage of in the notation, For example rag-
time was syncopated music and in sheet music the offbeat accents are being translated as synco-
pation (the accents instead of resting on the first and third beat get shifted to the second and fourth
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V Kapitolach o-jazze a rocku
autorka porovnava roznorodé
hudobné okruhy. Hlad4 podob-
nosti a odliSnosti jazzu a rocku

v starych a novych Styloch,

charakteristické znaky v mo-
dernych Styloch acid jazzu,

speed metalu, hard coru...

Pri pouZiti modernych metod

- analyzy rytmu, soundu, pouka-

zuje na hodnoty, ktoré do jazzu

- arocku priniesli také osobnos-
-ti ako L. Armstrong, M. Davis,
- J. Hendrix, Y. Malmsteen...
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