EXPLORING JAZZ GUI

Wi JIM HALL
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Jim Hall

L Fother and Whiney Bl e compared him f jngo Renhardtand Chatie Christian in stature and
thwace. Bl Dsond compans it Pl Casal. i ok describe b s st of e, st

it improviions. hetielss guaristpar excellence.” Sonny Rolin s e o him s “the grsest garid n

juz” and Ak W Jim Wil

e  Jong accumulated and even hoarded wisdom — that Kind of wisdom that i esched by aving inelgly absorbed
§ perenc... s chooes of i i offy. misery. i
litions, " Whit itions and wondesmerts in the

o this man tha the English call “The Quil American?”

sim i in New Yok and O, y yarsfnt in New Yo, then in
vasfirst inroducnd to music b boe by his mother who playe pian his

Cotumbus and ulinately in Cleveland,

srandither and his uncke who .-w it Vi B 10 years o his mother gave i a giar o
o y st By the age of 13 i had
ceondian, clarind, s and. of course, gt The
o o s “Solo Flight” which phing of Calie

Chrsian, It vas insant addiction” recalls Jim.

10 vas er . playing y o Fred Sharp.
i ol combos thronghout high s, i dthe

s theoey. OF Ut e i rcals 1 plye g on weckends bt st al Ut ivolved in oz | thought | vas
wing o o ol clsical composing and teach on the id. Then, vy throvgh my fist semester ovards my mster's

g, | knew | o ry being a guiarist o ke t woukd trouble me the est o my |

Shorly therafer Jim quit Los Angelesin
company offrend and fllow musician Ry Grazino. Upon ariving n Los Angees, Jim ived withhisgrat aunt and
voraein 3 e et Viente Gomez. 1t sin

e french o player by the e of John Graas at the local musician's union who recommended i to Chico
Hanion for his quite. 1 s then, in 1955, vith Buddy Collte o e, Freddie Kotz on el and Carsn Sith on
buass. that Jim Hall began to attract national, then international, attention.



Jim stayed with Chico’s group for one and a half years. During that time there wene several trips back fo the Eas
Coust o play at Newporl and in New York. During one prtiular engagemen, playing opposie Max Rosch's group a
Basi Strc, Ji
jine Jimmy Giffe’ trio, orignaly with bassist Ralph ena, then bassstJim Allas and fnaly trombonist Bobby
Brookineyes. “Giufe’s dea — at et Jined us = vas

colletively.” realls i, T beleved it didn't make any difference whether or no thegroup had bass o drums.

first met Sonny Rolins with whom he vas to later work. In 1957, aflr eaving Chicos group, Jin

Hlesaid theinstruments should be able o keep time themselvs. 1t vas dain hard, yel it vas one of the most
enlrging experinces e had.™

im et the G trio brifly to tour Europe and South America with both Yo Montand and il Fitzgerad. 1t vas
while on tour in South America with Fla Fizgrald that Jim, engrossed with the “local” music et thetour o spend
six weeks i Rio de Jaeiro just s he Bassa Nova vas coming il being. This expasare vas o prove inalabie and
become a part of Jin's musial veratiity s videnoed aer in his recondings with Sonny Rllns (“What's New”
Vicor 1962) and Paul Desiond (“Take Ten” - RCA 1963 and “Bosa Antigua” - RCA 1963)

Upon his reum to the tates, Jim e the Jimmy Giufiretrio and styed unil 1950 when he moved back to the
West Coust. Back n Los Angekes Jim workee with s own combos s wel 35 with Ben Webstr'sgroup with Jimmy
Ronles on piano, e Mitchel on Bass, and Frank Bl on drus. 1t vas also during this perod that Jim made bis
st i ottt B s and o “Undercurret” (Ut Artists 1950, Throughout the

g ts a5 Hamplon Hay y b

s, Zoot Sims, P Desmond, Lee Konitz, and, of course, Simmy Gifre and Chico Hlamilton.

Jim vas acive
L

i the early ‘6. prompled by friend and fellow musican John Lewis, Jim moved back to New York Ciy where he

worked in aduo ith Konitz. T 1961 came what Jim looks back on as the urning pont in bis carer. Sonny Rolis
jis coning out of  tworyesr etirement, asked Jim to o his group with Wallr Ferkin or en Riey and Bobby
Cransliv. They stayed together for a it over  year ebearsing aflernoons at the old Five Spol Ofthal year Jim
recalls “le (Sonny. Rollin) had a vay of taking a tune apart and puting it back togetber again ight i frot of your

eyes..is loase and adenturesome vay of playing influenced my plying.”

Jim continued to tour and the carly 60 working froquenty with At Frme,
and drummer Pt Lahoca, as wella with L Konitz, Bill Fvans, sl Destond, St Getz, Sonny
Mervill, Red Mitchell, and Zoot Sims. In 1965, weary of the road, Jim decided to give up louring for awhile.




ot married. seted in New York City and joined the Merv Griffin Show orchestra. Three and a half years later
Jim et theGrifin Show rady 10 tou the cub and concert cicuit once again, hi L

e s s Jim quite acive o the ciruit as wel s recording with Gerry Mlligan, Quincy Jones and Herbie
Hancock, an touring Europe foo,

Tn the s, Jim i ings. i Colean.
Then. 00 stranger 1o duo playin, im entered nlo partnerships with a number of basssts ncluding Ron Carter R
Mtbel,Jck Six. Harvie Swart. Jay Leonhart and Michael Moore. Peromances of tvo of thes duo groupshave
e capturd on recortings: throe albums ith Ron Carter first o Miestone relesse entitod “Alone Tosther™
(1972 and then i the s “Live at the Villge st and “Teephone™ both on Concord Recards: and with Red
ithel an album simply enitkd“Jim Ut Mithel” e lve ot Sweet il in New Yok ity (At e
[z

Hecordings in the s have included “Concierto™ (CTI 197) featuring bassist Ron Carte saxophonit Pl Desmond,
trumpeter Chet Baker and pianist oand Han, with one entireside o the LP deicated to Don Sebesky’s
arrangement of the adagio movement o Jooquin Rodrigo's “Concierto Do Arsnjue.” n 75 the trio rcording i
Hal Live” with drumer Tery Clarke and basistpianist Don Thompson vas lso released. The (i was expanded in
1575t recond the AW Torizo album efitled “Commitment” eaturing Ar Frmer and Tommy Fanagan. Shorly
thereltr the trio made a tour of Jaan where they reconded o albums “Live In Topkyo” and “Jzz nprssions of
Japan” (ASMHorizonand Acists House) the e faturin al oriinal material,

During the as few years Jim has continued o be vy active and tll pursues more new avenues of musical
expresson. T additon i sork by Bobby i Radio
Symphony funded by th Swedis d pl jarz orioned violin virtuso
ik Perman and concert pianist/conductor Andre Previn, Jim also recorded four other albums. Throe of these:
were on Concord Records, “Cireles™ with Thompson and Clarke, “First dition” 3 do abum with pianit George
Shearing.and “Three” with Steve Lipina on bass and Akira Tanaon drums. The fourth albu, enttled “Rower of
Thre, on Blue Note Recods with Michael Mrucciani o piano and Wayne Shorter on saxophone, vas ecorded fve
at the Montreax Juz Fstval.

On June 26, 190 the JVC Jzz Festivl honore Jm with a Town Hall oncert. called “The Jim Hal Invitationsl.” Jim
performed in dueds with Ron Carter, Bob Brookmeyer, Gerry Mullizan and Fat Metheny. He also played! with Gars



hisonn quare tuingGil G, piao. Stee LaSpin, b and oy Chre, drums. Guitarits Jobn
Amberronbi, Mo Berndei, Vich Gondick
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Self-Expression

e e 1 b s ot o The e Bt e s i e, Mt s
s v comend. o comngl, o e ek i i he e s o e 3 pesive e o Gy,

= el s st - L
e

Ko of oy qutioning o

Rl the sy T Can | ke eoough money il oz s tht | dont e sk iy b o e
i . Wit a miutel g b

1o ply s your revand, Thoms s o clerpay o™

Wt t o ply s and speilly

o inprnise s o iy
s bl I i e, when ¢ v

o o ),

s vy . Just

. M s ao  po e,
s o mmersing e in o il Tk, ry i, S b it ™

kit
it et yours, o bl I chvap?. Anillsion? A doeit? Wil it nrichthem and yout 1 vl do this
ot thing, a ot et ¥ e ainady

i the ol T pportunty o ek in publc and ks ooey at s st ofBons,a prvig. It can
disppear quickly. oftn with o obvios o, the s vay i ppean,

18 you gk masic oy with 30 ye tovand “makin " you'emisin e i poit e ol bl ok
i the e, ersonsl revards ot ar urie o Ui e .




I've made some recordings which have sold well. Often, the more popular ones are not my favorites. but I have never
done a recording specifically for commercial reasons. I've always figured that salability would be a by-product of
having made something truly good: a recording with some content. Besides, while calculatedly commercial records
may get hot and sell a lot for a few months or a year, a really class jazz record will be in demand forever. Having

integrity isn’t all self-denial. Self-expression can pay-off, too.

There are record shops where one can find recordings from practically the beginning of jazz. After all, recording and
jazz sort of grew up together: In Japan, I was taken to a store where I found my first recording as a leader (“Jim
Hall, Jazz Guitar”), long since out of print in this country. The Japanese had made beautiful pressings of it and had
reproduced the original cover, so they weren’t just old, scratchy copies. What a joy! Also there were lots of hard lo
find Ben Webster; Art Tatum and Tal Farlow records and  there were people in the store buying them. The invention
of the compact disc is also helping this process of not allowing good recordings to disappear:

The point is this: when I make a record, the money gets spent fast but the record is there forever. Why not make it :

good one? Why not use it to express myself? Why not communicate something decent?



Preparation: Mental

Y i, 1 do. s i sometimes sy ok one's e it perbming el I feling
sacticlary rttled ane no confident ight bekore show tme, 11 ake some deep breths and tell mysel that o the
aext bour or so L am the star. B if | don' ey belee it v go t be that fo the audince: they beliene it
o o spend teir money and they deserve s good a performanece s | can muster: They ealy do. (1 can be

deprossed on my own tme.)

Nothing can be more ralting than nol Knowing what we're ging o phay. | always have a program plan and exen if |

chunge L on the Sage, ' comforting o have. I refeves mo of the pressare of having o hin ofthe et e whi

eforming. You'e all beand thos erible sinces whilethe musicansask esch otber “wlat do you vantto ply

and the audience begins o ask tslf “who carest™

A typical s plan may contin five s an should have a defnite shape 0 . 1 usualy hik of the opering tune
it then the st tune. A lw tune (peraps  bllad)coud proceed the st tune, Then 1 ok out the ther o,

maybe a blues plus  medium tempo.

The fist une i very important. ' the first s the audience isging (o esr and it should vork approprstely for
you an alontiongeling earcatche. This doess' mean it has 0 be st and “Sho-ofy.” bt it could be. Remember
the “Magic Mocting.”

Concentration i  big factor in my perfoming well especilly sin 'm no a virtuoso guiaris, and 1 vly on bing

tae i 1o what i Fapening arounc me. Thisconctration process starts wel before the s note i played,
conines s the music startsan 1 e more and more sensiize {0 thealber musicans. 1 esches s ighet plane

when 1 an play anythingthat e to be playe with my eyes losed—eser looking at th guitar fingrboard,

ALt paint, T really a part o the msic

Boore ok | ry no o hear any i it can be distrating and confusing. Listening o ot Marin taes or an

bour may make me fove Pt Marling’s plying, but it ol Jim Hal the guiar p he's the

e w's ol w10 ol oy
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Preparation: Physical

1 2  bigf of ot wates: 11 can get my hands warmod-up an all o the parts stretche loose and comfortable |
<t ety o chancrof pesbeming vell evenatr a ectc i wilh it varup e, Prcticin ih bokore
e s oty o do with confidenceanyvays | van o syl bout my e o the g stings.

Sceeately hot ater helps me. 1t brings bock a comfortable feling to hands that may have been numbed by liftng

sspifier andor driving fo sevral hours. 1 rmenmber talking about this with il Fans at Café Bobemia, e wsed

by runing ot valer o his hands: holding them under an
pils method.

o arm up n a varily o vays (subjec 1 svilbil

Thi s one ofthe reasons | ry 1o arrive early at a gg: | vt to e wellrd of the rosd befor Uhe first downbeal

Vimagine. They vant . rlased, ply wel, and

. For musicians, the injuries are mostly narcssstic although physical hrts can happen. o

B tennis players often arrive a a lournamen st a i days early o et wsed to he court surfce — speed.

boance, e, — and the general ambiance. Being a ennis fan, | take a ol of cues from these people.

1 Vi startingan oversas tous, 1 often ge the a day o two early o et rid of jeag and make sure al my
quipment survived the plane trip. 11l alo do some muscle-trtching in the hotel oom every day and try o aim
= concentraton tovard thefirs performance, not unlike a ennis player. 1 do, howener, avoid thowing my itar

i anger whenever possibe
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Mousic Notation
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Preparing For A Record Date
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Simple Samba

By James S. Hall
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Something Tells Me

By Jane Horbort Hall










“Something Tells Me™
- Explored: Melody &
Accompaniment
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“Waltz New” - Explored
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Chorale and Dance
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A Look At The First 16 Bars of the Melody
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Bar 3 repeats Bar 1. Bar 6 iitteshigher: expands dowtwand itervals but ends on the same

S 3 2 5 D
hars $10imitate bars 67 vt expanded downvard intrvals, B oters carly s an elsion, phrase comes to rest e

Bar Il imitales Bar 1a major 3 pater

These pattens are rpeated and varied throughout the 5 bars ofthe elody:the sl wise dowmard 3 note groups
nd the pward, chordalgroupsof 4 quarer ke
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“Cross Court” - Explored

This tune i t be played in octaves with the bass. In my group, bass means Steve Laspina. who plays the regular

upright,acoustc bass with an ease that 1 much admire. | write  lo of piecs with Seve in mind; chulenging tings
Uhat wouldt work with just any bass plyer: Steve alvays plays them better than | do — ith a ot more assurance
and throws the challenge right back at me.

1 heard “Cross Court” as string bass piece. A blues, it starts rather easly with a perfct 5th and then outines a 67

with a suspension (Dm over G). On guitar | use what | imagine a string bass fingering might be, kecping every!

on the bottom four strings as much as possibe. | think this makes a beter enscmble sound.

=30
® ® O—— @®— @ — Couldbenahamonicif
n n Y bass player agrees.

“The perfect 3t is a very familia “bass-sound” and i s under the hand wel on bass and guitar | desided to
explot this interval (perfct 5h) for the piece.

PSih Intervals
—

“This crossing under of the 20d
<mooth musical conpection. The same can be said for playing A and C on the th string with Is and 20d fingers

inger (aying on the th sring) moves the hand up the fingerbosrd and allows &

although the result isn't s dramalic.

F———
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It Phrase
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4 Phrase

Thos o s inteply il thedrums, ply by oy Baron s
Caurt.” These punchuations are used i bars 21-24 during the slos. foo. The harmany here s Asus o BT/, and
oo Sthi ine it Alsoa it interst yplied “3" ehythim in bars 2123
P s

: o o S ~

The drums acontthe it of each 3 beats and the gtar and bass star a half beat bt and play an eihth e
pttrn (thepater i  full beat Lt a the e of bar 2. Then i bar 24, the whole ting trns around again —
ok 10 the 4/ feling — and v again a the bop o the 2&-bar tane, a double blues. On the rcording. - the
wcond tme through “Cross Cour,” ielhornist Tom Harrlimprosises in the apenins efl by the it and bass.
1t makes e sounding texture, full of surprises and happy accients.

s and o and | ply ot drums
acompanying. This eas ot an “out chars” play by igelhorn an g The
o anely sound, i of 3 trumpet s 23 e .

e o s b s with the gitar:







“Cros Court” Out Choras Explred
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This sets up a one bar drum fill which really takes up phrase 4:

(Drums)

o S

fm p——— nf

Phrase 5 starts with pick up notes in Bar 8 using the triplel molive...
8

TR oy S S ;
o > v  —— —

...and climbs up to the 4th of the A57 chord in bar 9. More 5ths! The 4th gets resolved to the 3rd in bar 10.

9
e
Fo——y ey

T Phrase 6 the guitar plays a three-voice seing:

"
04 > > 2 3 " FaaiE

W I I v [ I E

The fligelhorn doubles the top part, and the inner voices wobbles from raised 4th to 3rd of G7. This rhythm vas
sugsested in bar 1.

1
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1he harmonic spread is carried 1m0 the Rext phirase atier the 4-bar Grui S010, Winch s reaily phrase {.
n 15

e

Phrase 8 is my sardonic Stravinsky-like phrase:




A thind solution would be a parallel minor 2nd dissonance instead of a major 7th or minor 9th. Remember; the guitar
sounds an octave below where it's written:

G

1s.

Phrase 9 starts with a continuation of the downvard motion from bar 16 with the same 3-part voicing (and possible
variations) and then reverts back (o a bright unison line and another opening for drums at bar 20:

105 fun 1o ply phrases 1 and 10 on strings ®. @ and ® . 1t lends a continuity of sound which is harder to get if
one includes string @:
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Jimmy Giuffre is really keen on the subject of phrasing and articulation. When I worked with him, we spent a lot of
time finding fingerings and pickings that would allow the guitar to blend with his clarinet or saxaphone, or with Bob

Brookmeyer’s valve trombone.

One final word on this: bar 8 feels especially nice played entirely on string 4. The left hand gets to do a little Fred
Astaire move up the dance floor from F: to Db. Speaking of moves, the great Don Budge, to whom this piece is
dedicated, told me that he used to think of music while he was playing a tennis match and hitting his famous
backhand cross court shot. Don said the music helped him move on the tennis court. Perhaps thinking of Don Budge

and Fred Astaire will help your hand move on the suilar:
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So...What Else Do You Know
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Lester Young'sopening phrase on “You'r Deiving Me Crazy™

Poverhos: i Plyin!”
“Poerhouse” (194).
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