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NEPEAMOBA

CdopMoBaHiCTb MUCTELTBA IMNPOBI3aL,il — 0AMH 3 HAWBAXJIMBILLNX YUNHHUKIB GOPMYyBaHHS
BMKOHABCbKOI MaWCTepHOCTI [)Ka30BOro My3ukaHTa. basoto gna po3BuTKy B CTygeHTa
IMNPOBI3aLiMHOr0 MUCNEHHS Ta HabyTTa HUM NPaKTUYHUX HAaBUYOK 3aBXAKW bBynu npuknagm
3 TBOPYOCTI HANBIAOMILLMX AXKA30BUX MY3MKAHTIB, O BXOAATb A0 ICTOPIT AXKa3y AK CaMobyTHI
nocTaTi CBOEI €MOXM Ta € penpe3eHTaHTOPaMMn OKPEMUX AXKAa30BUX CTUIIB.

OZHUM I3 HaMaBTOPUTETHIWWX MPMKNAAIB BIPTYO3HOro BMKOHABCTBa, $CKPaBOro
IMNPOBI3aLiHOr0 MUC/IEHHS Ta HEOPAWHAPHOI TEXHIYHOI MAaNCTEPHOCTI AN cakcodOoHICTIB
€ TBopuicTb OxyniaHa KeHHowbonna Eppepni (cnpasxHe iM's mysmkanTa xyniaH Eggi,
15.09.1928 - 08.08.1975) - BMAOATHOrO aMEPUKAHCLKOro [)Ka30BOro afbT-CcakcodoHicTa,
npeactaBHuka b6ibony, ogHOro 3 HaWTanaHoBUTIWKMX nocnigoBHUKIB Yapni [lapkepa.
CeigyeHHsaM ceiToBol nonynapHocTi xyniaHa KeHHoHbonna Epgepni € Ton ¢dakT, wo nicng
CMepTi My3ukaHTa ioro iM'a byno ysiuHeHo B 3ani mxasosol cnasu (Jazz Hall of Fame)
My3uyHoro XypHany “Down Beat”.

Y 3anponoHOBaHOMY HaBYasibHO-MeTOAMYHOMY nocibHuKy «10 TpaHckpunuin ona anbt-
cakcodoHa [kyniaHa KeHHoHbonna Eppepni» npe3eHTOBaHO HaWBILOMILWI KOMMO3WULIT,
L0 AEMOHCTPYIOTb XapaKTepHI pUCK IHAMBIAYaNbHOr0 MUCIEHHS BUKOHaBLA, cneuniky noro
norikuy BubyanyBaHHI BlacHMX cono, Habip yntobaeHnx NnpuinomiB Ta BUKOHABCbKMX MPUHLMUNIB
MY3WYHOIO MPOCTIPY IHAMBIAYaNbHOCTI BUAATHOIO aNnbT-cakcodoHicTa.

HeMoXxnmBo ysiBUTM [)Ka30BOro cakcodoHicTa, 9KWUM Yy TiM YK [IHWIM Mipi He 3a3HaB bu
TBOpYoro Bnamey [>xyniaHa KeHHoHbonna Epnepni. NpencraBHuk 6ibony ta xapa-bony we
32 XXUTTH BBaXXaBCH «IKOHOW AXa3y» Ta B3ipueM cakcodoHOBOI BIPTYO3HOCTI, @ NICAS CBOEI
CMepTi CTaB OAHIE 3 KYOBUX Piryp MoBM cnpasxHboro 6ibony. CborogHi KeHHoHbonN
Enpepni 3anvwaeTbcad NpuKNagoM HenepeBepLUEeHOro BOJSIOAIHHS LUIMPOKMM CMEeKTPOM
CakCOPOHOBMX aPTUKYNALINHUX NPUMNOMIB, AMHAMIYHOI FHYYKOCTI Ta bnucky4yoi daHTasil,
L0 [O03BONAN0 NOMY 3a/MLLIATUCA BMI3HAaBaHWM Ta BOAHOYAC HIKOAN He NOBTOPOBATUCS.

Bin nporwoB mManxe 0boB A3KOBY A9 CBOr0 MOKOMIHHA «wWwKony Mannsa» - cBOEpIgHUI
PO3BMTOK MaWcTepHoCTI nig 6e3nocepepHiM BnanBoMm Benukoro Mawnnsa [esica. Y 1959
poui OxyniaH KenHoHbonn Eppepni bpaB yyacTb y cTBOpeHHI 3HaMeHuToro anbbomy «Kind
Of Blue» pa3om 3 Mannsom [esicom, [>xoHom KontpenHom, binnom EBaHcoMm, YiHToOHOM
Kenni, MNMonom Yembepcom Tta [Dxummi Kobba. [i3Hiwe KenHoHbonn Eppepni 3i cBoiM
MonopnLwmnm bpatom, kopHeTuctoM HetoM Epgpepni, cteopuB BnacHui kBiHTeT. CaMe 3 L€l noail
noyanucsa Moro 3pifni TBOPYI MOLUYKM, WO TPMBaNM Mamxe ABafUATb POKIB O MO0 CMepTi
B 46-piYHOMY BiL.

Y HaBYaNbHO-METOANYHOMY NOCIBHMKY 3aNpPONOHOBaHO HOTHUI MaTepian — IMNPOBI3aLinHI
po3ginu pecatm komno3uuin [xyniaHa KeHnHoHwbonna Eppepni, €Ki CTBOPEHO HUM
K KOMMO3UTOPOM | BUKOHaBLEM. BOoHM € pi3HMMM 3a pPIBHAMM CKNAAHOCTI | caMe Le L03BONdE
BMKOPWUCTOBYBaTW MaTepian nocibHuka B poboTi He TiNbKWU 3i CTYAEHTaMM, L0 HAaBYaKTbCA
3a kBajidikaLinHUMKN pPIBHAMW OCBITU «bakanaBp» Ta «Marictp», a " 3 NoyYaTKiBUAMU —
MooALWNIM bakanaBp. 3aCBOEHHA CTUSILOBUX MPUHLMMIB 3HAMEHUTOIO BUKOHABLA CIpUSTUME
PO3BUTKY aHaNITUYHONO MMUCNIEHHS, PO3KPUTTIO TBOPYOro noTeHuiany, ¢GopMyBaHH
IHOWBIAYyanbHOI MaHepu CTyaeHTa-cakcodoHICcTa Ta LO3BONMTL 3baraTuT Moro penepTyap.

Po3bupaTtn TpaHcKpunuil cnif B YMNOBIIbHEHOMY TeMni, NPUAINAIOYM OCHOBHY yBary
MPaBUIIbHOMY YUTAHHIO HOTHOMO TEKCTY, BOAHOYAC AOMAaraTUcs HaCMYeHol 3By4HOCTI, YACTOTH
IHTOHYBaAHHS, AMHAMIYHOI THYYKOCTI, apTUKYNALIMHOI BMPA3HOCTI Ta NoOrikn ¢dpasyBaHHS,
o o0byMOBNEHO My3MYHOW IHTOHAUI€0. Y po3ydyyBaHHI Ta BUKOHAHHI TPAHCKPUMLIN
ocobnuBy yBary Tpeba NpuAainaTM MOEOHAHHIO YITKOCTI WTPMXIB, cneundiui apTukynauil
Ta eKCNnpecuBHOI eHepril 3ByKOBMA0DyBaHHA, ke € 0COONMBICTIO IHAMBIAYaNbHOI MaHepu
I>xyniaHa KeHHoHbBonna Eppepni.
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3anponoHoBaHW HaBYalbHO-METOAMYHUIN MOCIOHMK NpU3HAYeHO AAS BUKIIAAAHHS
B 3aknafax npodinbHol, $axoBoi nepenBuLLOl, BULLOI MY3UYHOI OCBITWU, A€ 3L4INCHIETLCA
OCBITHIM NpoLec 3 NIAroTOBKM CakcodOHICTIB A)Ka30BMX Ta eCTpafHUX aHcaMbiB | opkecTpiB.

HaBuyanbHo-MeTOoaMYHMIA nocibHuK «10 TpaHckpunuin gna aneT-cakcodoHa [xyniaHa
KeHHoHbBoOnNna Eppepni» € NpakTMYHOK YaCTUHOW Kypcy «My3nYHUI IHCTPYMEHT 3a daxoMm
(cakcodoH)», Ak BXoAMTb [0 OCBITHIX Mporpam Monoawwux bakanaspis, Gakanaspis,
MaricTpis creuianizauii «MysuuHe mMucteutso ectpagu (oxas)» Kuiscbkoi MyHiuunanbHol
akapgeMii My3uku iMm. P. M. [niepa Ta 1 koneg>xy. lNocibHMK BignoBigae BUMOraM 3a3HayvyeHoro
BULLE KYpCY, MOro CkjlafeHo Ta po3pobneHo JoueHToM kadeppu pkaszoBol My3mkun KMAM
iM. P. M. T niepa, 3acnyxxeHnm aptuctom Ykpainum 0. B. PykomoinHikoBuMm.

HaByanbHO-MeTOAMYHMIA NOCIBHUK MICTUTb HOTHI TEKCTU BECATW IMNPOBI3aLiMHUX PO34iniB
komno3nuin IxyniaHa KenHonbonna Egpepni. [1o KOXXHOro 3 HUX Haf@HO CTUCUA KOMEHTaPp,
L0 BKJIOYAE HeobXigHI pekoMeHpauil ong poboTu CTydeHTIB, — Bif XapakTepy Ta 06pa3HoCTi
MaTepiany [0 CTPYKTYPHUX 0COBAMBOCTEN, IHTOHALIMHUX XapakTePUCTUK, KOHKPETHUX
NPUMOMIB BMKOHABCTBA. [eKCT BUKNAAEHMA BOMA MOBAMU: YKPATHCBHKOI Ta aHMINCbKOIO.

[MociBHMK MoXe BMKOpWUCTOBYBaTUCA Ang  poboTu 3i cTygeHTamu B rany3i 3HaHb
02 «KynbTypa i MucTeuTBO», cneuianbHicTb 025 «My3nyHe MucTeuTBO» Nif Yac BUKIafaHHA
HaBYaNbHUX AMcUUNAiH: «lcTopia AXa3oBol My3nkun», «OpkecTpoBa npakTuka», «Metoanka
BUK/AAAHHA TPU Ha My3UYHOMY iHCTPYyMeHTi» (ona myxoBux iHcTpyMmeHTiB), «Ctunictuka
okasy», «[>xazoBa iMnpoBi3auia», «lHCTpyMeHTO3HaBCTBO» ANngd cneuianidauil «MysnyHe
MUCTeLTBO ecTpaam (oxas)».

FOREWORD

The art of improvisation is one of the most important factors in the performance skills
of jazz musician. Examples of the works of the most famous jazz musicians who entered the
history of jazz as distinctive figures of their era and became the representatives of individual
jazz styles have always been the base or the improvement of improvisational thinking and
practical skills of a student. One of the most authoritative examples of virtuoso performance,
bright improvisational thinking and extraordinary technical skills for saxophonists is the work
of Julian Edwin Cannonball Adderley (September 15, 1928 - August 8, 1975) - an outstanding
American jazz alto saxophonist, representative of the bebop era, one of the most talented
Charlie Parker followers. The fact that after the death of the musician he was inducted into
the “Down Beat” Jazz Hall of Fame is testimony of Julian Cannonball Adderley’s worldwide
popularity.

The proposed manual “10 Transcriptions of Julian Cannonball Adderley for Alto
Saxophone” presents the most famous compositions that show the characteristic features
of the individual thinking of the artist, the specifics of his logic in the construction of his
own solo, a set of favorite techniques and performing principles, so they create the musical
space of the individuality of the great alto saxophonist.

Today it's impossible to imagine a jazz saxophonist who would not have been influenced
by Julian Cannonball Adderley in one way or another. The representative of the bebop and
hard bop, who was considered an “icon” of jazz in his lifetime and a model of saxophone
virtuosity, became one of the key figures of the true bebop language after his death. And
even today, Cannonball Adderley is an example of unsurpassed possession of a wide range
of saxophone articulation techniques, dynamic flexibility and brilliant imagination, allowing
him to remain recognizable and, at the same time, never repeat.



Passing almost obligatory for his generation, the “school of Miles” - a kind of skills growth,
foremost, a wind instrument player, under the direct influence of the great Miles Davis
(in 1959 he took part in the creation of the famous “Kind Of Blue” album, along with Miles
Davis, John Coltrane, Bill Evans, Wynton Kelly, Paul Chambers and Jimmy Cobb) - Cannonball
Adderley with his younger brother, cornetist Nat Adderley, founded his own quintet. That was
the start of his mature creative quest, which lasted almost twenty years, and ended only with
the death of a great saxophonist at the age of 46.

The musical notation of the proposed educational manual is the improvised sections
of the ten compositions of Julian Cannonball Adderley, created by the composer and
performer for twenty years. They are different in terms of complexity, and this allows the
use of the material of the manual to work not only with a student of “bachelor” and “master”
levels, but also with a beginner (“junior specialist”). The assimilation of the stylistic principles
of the famous performer will promote the development of analytical thinking, the disclosure
of creative potential, the formation of the individual manners of the saxophonist student, and
at the same time, enriching his or her repertoire.

Understanding the transcription should be ata slow tempo, focusing on the correct reading
of the musical text, while attaining the saturated sonority, purity of intonation, dynamic
flexibility, articulation expressiveness and the logic of the phraseology, based on musical
intonation. During studying and performing transcriptions, special attention should be paid
to combining the clarity of the strokes, the specifics of articulation and the expressive energy
of sound production, which is a special individual style of Julian Cannonball Adderley.

The proposed educational and methodical manual is intended for students and teachers
of higher education institutions of music, as well as for senior students of colleges, where
the educational process for saxophonists for jazz and pop music ensembles and orchestras
is carried out.

Educational and methodical manual “10 Transcriptions of Julian Cannonball Adderley
for Alto Saxophone” is a practical part of the course “Musical Instrument for the Specialty
(Saxophone)”, which is included into the educational programs of bachelors, masters
of specialization “Musical art of pop (jazz]” of the Kyiv R.M. Gliere Institute of Music, as well
as junior specialists (college]. The manual meets the requirements of the above-mentioned
course, which is compiled and developed in accordance with educational programs and
curricula of the Kyiv R.M. Gliere Institute of Music, by Honored Artist of Ukraine, senior
teacher Oleksandr Rukomoinikov. Many years of practical and teaching experience
of the author of the manual became the basis for the creation of this work. The manual
contains musical texts of the ten improvisational sections of Julian Cannonball Adderley’s
compositions. Each of them has a brief commentary that covers the information that is
needed during the student’s work - from the nature and imagery of the material to structural
features, intonation characteristics, and specific performances. The text is presented in two
languages: Ukrainian and English.

The proposed educational manual is aimed at higher education institutions of culture and
arts of Ukraine, it can also be used in the field of knowledge 02 “Culture and Art” specialty
025 "Music Art” for the teaching of subjects: “History of Jazz", “Orchestral Practice”,
“Teaching methods of playing a musical instrument” (for wind instruments], “Stylistics
of Jazz", “Jazz Improvisation”, “Organology” for students of specialization “Musical art
of pop (Jazz)” for bachelor and masters degrees, as well as junior specialist.



1. «boreMiq nicna HaCTaHHA TEMPABU»

«Boremis nicna HactaHHa TeMpasu» (“Bohemia After Dark”) - komno3suuis OxxyniaHa KeHHoHbona
Enpepni 3 ogHoMMeHHoro anbbomy bapabaHwumka KeHHi Knapka. Anbbom BuinwoB y yepsHi 1955
POKY | BBaXKAETbCS HAMBULLUM [OCATHEHHAM Yy My3UYHiN Kap epi Knapka sk nigepa fo Moro emirpauir
B Espony.

[cHye pgymka, Wo 3anuMc came LUiel koMno3wuuil Epnepni BiZKPWB HOBWIK eTamnm pPO3BUTKY
xapga-6ony. CyTTeBy ponb y LbOMy 3irpana yyacTb Ak bpatie [xyniaHa Ta Heta Epgepni?,
Tak i Bigomoro pxasoBoro niaHicta Xopaca CinbBepa®, ofHOro 3 OCHOBOMOJIOXKHWKIB Xapa-
bony, wo HabyB NonynspHOCTI JOCKOHANICTIO MeNOoAIMHMX IMNPOBI3aLin, MalCTepHICTIO NMOEAHAHHS
6110308010 Ta «paHKOBOro» 3BydaHHs (He BUKIIIOYEHO, L0 TEPMiH «baHK» 3aKpinMBCSA came 3aBAAKM
Ha3.i n'ecu Cinbeepa 1952 poky “Funky Hotel").

“Bohemia After Dark”™ - ogHa 3 HannonynspHiwmx komnosuuin Epgepni. CtaHgapTHa dopma
AA1BA2 - ocHoBa N'ecu MOMIpHOTo TeMMY Ta CNOKIMHOMO, NiPUYHOT0 HACTPOH.

ig yac po3ydvyBaHHS iMMpoBi3aLil ocobanBy yBary BapTo MpUAIAMTU HeCTaHOAPTHIA YacTuHi B
(Bridge), B akiit BiciM TakTiB cakcopoHOBOT iIMNPOBi3aLil BUTPMMaHO Ha OLHOMY aKopA,.

CrokiiHMin Temn, rpa nepeBaxHO B cepefdHbOMY pericTpi (nuwe iHomi 3  nepeMilleHHAM
[,0 BUCOKOrO), Mana KinbKicTb ApibHUX TpUBaNocTeit - yce Le CTBOPHE iNt03i0 HaAMIpPHOT 4OCTYMHOCTI
B PO3yyyBaHHI, HeCKNIaAHOCTI MaTepiany AAa BUKOHaBUSA. Ane TpyAHOLL B LbOMYy BUMaAKy
nonaratTb caMe B TMOEQHAHHI NerkocTi Ta eHeprinHOCTI pyXy cakcodOHOBOI MeNoAMKM, BilbHOMY
Ta HEBMMYLLUEHOMY Mepexofi 3 pericTpy B pericTp, 3 LOBrMx piBHUX Jo ApibHUX TpuBanocTen,
abo cMHKONOBaHWX PUTMIB, y TPUPOLHBbOMY dpa3dyBaHHI, y AMHaMILi NOEAHAHHA aKLLEeHTOBaHUX 3BYKIB
Ta NAaBHUX PyXiB MeNOANKMN.

CtyneHToBi pasoM 3 nepgaroroM 000B'93k0oBO  cnif, npoaHanisyBaty Bci B yacTuHm
TpaHckpunuii.  ApgXe  po3yMiHHA  cneuudikn  MeNofiNnHMX  pilleHb, SKi  BMKOPUCTOBYE
y cBoin iMnpoBizauii IxyniaH KeHHoHbonn Epgepni, fonoMoxe JOCAIAUTW NOTIKY PUTMIYHUX 3MiH,
bynoBy dpasyBaHHS, a B pe3ynbTaTi 4acTb MOXJIMBICTb NpoayMaTh Ta BMOyayBaTW FHy4YKy OWHaMIKy
cnneckiB Ta cnagiB ry4yHocTi, WO HanbinblW MPUPOAHO BiAMNOBIAATMME IHTOHALIMHOCTI MenoanKu
KOMMo3unu,il.

' Audio: The Full Cannonball Adderley story playlist: http://bit.ly/Cabu-CannonbBallAdderle.
Audio: Cannonball Adderley «Bohemia After Dark». PlayVK. Music and Bands.
URL: https://playvk.com/song/Cannonball+Adderley/Bohemia+After+Dark
Cannonball Adderley (alto saxophone)
Nat Adderley (cornet]
Jerome Richardson (tenor saxophone, flute)
Donald Byrd (trumpet)
Horace Silver, Hank Jones (piano)
Paul Chambers, Wendell Marshall (bass)
Kenny Clarke (drums)

~

[Oue., Hanpuknag: Cannonball Adderley. Biography by Scott Yanow. / AllMusic, member of the Rhythm One group.

URL: https://www.allmusic.com/artist/cannonball-adderley-mn0000548338; Cannonball Adderley. American musician. Encyclopaedia
Britannica. URL: https://www.britannica.com/biography/Cannonball-Adderley; Nat Adderley. American musician. Encyclopaedia
Britannica. URL: https://www.britannica.com/biography/Nat-Adderley#ref810084.
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[Ows., Hanpuknag: Horace Silver. The Official Website of Horace Silver. URL: http://horacesilver.com/home.php; Horace Silver. American
musician. Encyclopaedia Britannica. URL: https://www.britannica.com/biography/Horace-Silver.



1. “Bohemia After Dark”"

“Bohemia After Dark” - Julian Cannonball Adderley’s composition from the eponymous album by
drummer Kenny Clarke. The album was released in June 1955 and is considered to be the highest
achievement in Clarke’s musical career as a leader before his emigration to Europe.

It is believed that Adderley’s recording of this track opened a new phase in the growth of hard
bop. The significant role was played by participation of brothers Julian and Nat Adderley? , as well
as the famous jazz pianist Horace Silver?®, one of the founders of hard bop, gained popularity with the
perfection of melodic improvisations, the skill of combining blues and funky sound (it is possible that
the term “funk” comes from the name of Silver’'s “Funky Hotel” theme (1952]).

“Bohemia After Dark” is one of Adderley’s most popular compositions. The standard form AATBA2.
The piece is based on a moderate tempo and a calm, lyrical mood.

When studying improvisation, special attention should be paid to the non-standard part B (Bridge),
in which eight bars of saxophone improvisation are played on one chord.

The quiet tempo, playing mainly in the middle register (only occasionally moving to the high one),
the small number of short durations - all that creates the illusion of excessive learning availability,
the simplicity of material for the performer. But the difficulty in this case lies precisely in the
combination of the lightness and vigor of the saxophone melody motion, the free and easy passage
from the register to the register, from equal long to short note values, or syncopated rhythms, in
natural phraseology, in the dynamics of a combination of accentuated sounds and smooth motions
of melody.

The student, together with the teacher, must definitely analyze all the B parts of the transcription.
And understanding the specificity of melody solutions, which Julian Cannonball Adderley uses in its
improvisation, will help to investigate the logic of rhythmic changes, the structure of fragmentation,
and as a result will allow you to think over and build a flexible dynamics of bursts and falls, which
most naturally corresponds to the intonation of melody composition.

! Audio: The Full Cannonball Adderley story playlist: http://bit.ly/Cabu-CannonbBallAdderle.
Audio: Cannonball Adderley «<Bohemia After Dark». PlayVK. Music and Bands.
URL: https://playvk.com/song/Cannonball+Adderley/Bohemia+After+Dark
Cannonball Adderley (alto saxophone)
Nat Adderley (cornet)
Jerome Richardson (tenor saxophone, flute)
Donald Byrd (trumpet)
Horace Silver, Hank Jones (piano)
Paul Chambers, Wendell Marshall (bass)
Kenny Clarke (drums)

2 See, for example: Cannonball Adderley. Biography by Scott Yanow. / AllMusic, member of the Rhythm One group.
URL: https://www.allmusic.com/artist/cannonball-adderley-mn0000548338; Cannonball Adderley. American musician. Encyclopaedia
Britannica
URL: https://www.britannica.com/biography/Cannonball-Adderley; Nat Adderley. American musician. Encyclopadia Britannica.
URL: https://www.britannica.com/biography/Nat-Adderley.

% See, for example: Horace Silver. The Official Website of Horace Silver. URL: http://horacesilver.com/home.php; Horace Silver. American
musician. Encyclopaedia Britannica. URL: https://www.britannica.com/biography/Horace-Silver.



1. BoHEMIA AFTER Dagy

(Boremis nicns HaCTaHHA TemMp4asu)

(| CANNONBALL ADDERLEY BOHEMIA AFTER Dagy 1955. Savoy 20 70816 )
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2. «3aHenane nip’a»’

«3aHenane nip’'a» (“Fallen Feathers”) - komnosuuis Engepni - HeBeNMKMIA, CMOKIAHUIA TBIp Ha-
cniBHoro xapaktepy. Mae knacuuHy dopmy AATBA2. OcobnueicTio cono € Te, Wo iMNpoBi3aLia rpa-
€TbCA cakcodOHICTOM Tinbkn Ha B yactuHy. lig yac posydyBaHHA cnifg 3BepHyTV 0cobnmBy yBary Ha
BapiaLiHICTb BUKaAy TEMW B MOBTOPIOBAHMX PO3AiNiax Ta Ha HEBENINKY KafeHL 0, L0 TaKoX BUKOHY-
€TbCS y>Ke BiSIbHO.

CrneundivyHo puUCO0 MEeNoAMKM KOMMO3WLII € PO3BMHEHA Mefi3MaThka — He ulie eneMeHT
npuvKpacKu, a W 4acTUHa MenofiNnHOro po3BUTKY. PUTMiYHa MPUMXAMBICTb MENOAUKN € MPUKMETOH
KOMMo3uuil — caMe us 0cobnMBICTb CTAae My3MUHOI ifeeto iMMpoBi3auil cakcodoHicTa. JocuTb yiTke
Ta nnaBHe GppasyBaHHs (BUCXiLAHUIA pyX KOMNEHCYETHCA CUMETPUYHUM CMYCKOM) Haaae Menoamui Aeskor
CMorNafanbHOCTI, CTaTUKK, KPY>XKNSTHHS HaBKOJIO YMOBHOTO LEHTPY. Ta B LbOMY CeHCi HanbinbLiotw
CKNTAQHICTIO CTalTb caMe HaWApibHiWwi HioaHcu cayHhy cakcodoHa — BIPTYO3HICTb BUMOBEHHS
IHTOHALIMHWX CTPYKTYP MESIOAMKN Ha M SKil fUHAMILL.

2. “Fallen Feathers™

“Fallen Feathers” written by Adderley - a small, quiet work of chilling character. It has a classical
form AATBA2. The peculiarity of the solo is that improvisation is played by the saxophonist only in part
B. When studying, special attention should be paid to the variation of the theme in repetitive sections
and in a small cadence, which is also performed very freely.

A specific feature of the melody of the composition is the developed melismatics - not only
an element of decoration but also a part of the melodic development. The rhythmic whimsical
of the melody is a sign of the composition - exactly the feature that becomes the musical idea
of the improvisation of the saxophonist. Quite clear and smooth phrasing (the upward movement
is compensated by a symmetrical descent) gives the melody some contemplation, statics, circling
around the conditional center. And, in this sense, the tiniest nuances of the saxophone sound - the
virtuosity of pronouncing the intonational structures of melodica in soft dynamics become the greatest
complexity.

! Audio: Cannonball Adderley. Fallen Feathers.
URL: https://www.youtube.com/watch?v=8Ja_h8niNOE.
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2. FALLEN FEATHERS

(3aHenane nip'a)

( TULIAN "CANNONBALL" ADDDERLEY 1955. EmAgey 36043 )
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3. «lnaTTa y ropoLwlok i Mics4yHe CAUBO»

«MnaTta y ropowok i MicayHe caneo» (“Polka Dots and Moonbeams”) - nonynapHa nicHg,
My3uka [xummi BaH XioceHa, TekcT [yxoHHi Bepka (1940 p.). 3anuc 1939 poky “All or Nothing at
All" BBaxkaeTbcs nepwmm xitom @perka CiHaTpu - horo BucTyn ByB 3anmcaHuin 3 opkecTpoM ToMMi
Hopci - ane HacnpaBpgi NicHs He 3'9BMNAck y YapTax LOTW, NOKKU 3rofoM i1 He BunycTunu y 1943 poui.
Lle oovH 3 HaMnonynaApHILIKX A)Ka30BUX CTaHAAPTIB.

Meca Eppepni - 3 yHikanbHoro koHuepty 1955 p., B AKOMy, OKpiM CTaHOApPTHOI akoMnaHy4yol
puTM-rpynu, bepe yyacTb rpyna CTpyHHMX IHCTpyMmeHTiB. CaMe Takuii cknaj BMKOHABLIB CTBOPHE
TOW 0CcOBNMBMI HACTpIN M'ecK, WO 3aJaETLCS NIPUYHOI TeMaTUKO 0bpa3HOCTI «MiCaYHOro carBa»
FK BTiIeHHS 3arafKoBWX, MOTAEMHUX 0COOUCTICHMX Mpii Ta 06pa3y XiIHOYHOCTI.

Lle TpaguuinHa HacniBHa pxka3oBa banafa 3 fcKpaBO BMpaXeHMM BapialiliHO-iMApPOBi3aLinHUM
BMKNagoM Temu. TemMaTM3M Takoro TUMy 3aBXAW BUMArae Bif, BMKOHaBLS HaBW4YOK, Hacamnepep,
[enikaTHOro Ta BOAHOYAC iIHTOHALINHO BUBIPEHOI0 03BYYYBAHHA KOXKHOT HOTU B MOEAHAHHI 3 FPAMOTHUM
po3noginoM guxaHHs. CtyneHToBi HeobXiLHO 0CO6MBO yBaXKHO BUPIBHIOBATM IHTOHALLIIO Ta CNigKYBaTK
3a TUM, 06 BoHa be3 KonMBaHb 3afuLlanacs CTiINKo.

IMmnpogi3auis Egpgepni BubynosaHa 3a NpUHLMNOM YepryBaHHSA 30iNblUeHHA-3MEHLLEHHSA PUTMIYHOT
yactoTn Menogmkun. CaMe Le cTBOpE To 0cobnunBmnin edekT rHy4KOCTi, NAACTUYHOCTI, EMOLINHOCTI
CONlo - XapakTepy, KW Bignosigae Ha3ei TBOpY. oCUTb BUCOKMIA pPiBEHb TEXHIYHOI BIpTYO3HOCTI
NnoB'A3aHMin caMe 3 UMM MOEQHAHHAM LWBMAKMX Ta BOAHOYAC MJABHUX PUTMIYHUX MEPEXOAIB,
3 BIACYTHICTIO 3BYKOBOIO HaTUCKY, BIAKPUTOI eHepril, akLeHTyBaHHA, Ta 3i cneundiyHnM 3aBAaHHAM
LOTPMMaHHS OLHOI0 HacCTPOO 3@ YMOBMW MOCTINHOT 3MiHM TUMNIB Ta HaMNpPsIMIB PyxXy.

3. “Polka Dots and Moonbeams”

“Polka Dots and Moonbeams” - a popular song written by Jimmy Van Heusen, lyrics by Johnny
Burke (1940). The 1939 recording of “All or Nothing at All" is sometimes credited as Frank Sinatra’s
first hit - he performed it with Tommy Dorsey and His Orchestra - but in actuality, it didn’t make the
charts until its re-release four years later in 19433 This is one of the most popular jazz standards.

This Adderley’s recording is from the unique concert of 1955, in which, besides the standard
accompanying rhythm group, a group of string instruments is involved. That cast creates the special
mood of the play, which is given by the lyrical themes of imagery of the “moonlight” as the embodiment
of mysterious, secret personal dreams and the image of femininity.

This is a traditional jazz ballad, with a pronounced variation and improvisation of the theme.
Thematism of this type always requires the performer of skills, first of all, delicate and at the same
time intonationally verified sounding of each note, in conjunction with the competent distribution
of breathing. The student should carefully balance the intonation and ensure that it remains stable
without fluctuations.

Adderley’s improvisation is based on the principle of magnification alternating - reducing the
rhythmic frequency of melodica. That is what creates the special effect of flexibility, plasticity, and
emotionality of the solo - a character that corresponds to the name of the work. The rather high
level of technical virtuosity is connected precisely with this combination of fast and, at the same
time, smooth rhythmic transitions, without sound pressure, open energy, accentuation, and with the
specific task of maintaining one mood with a constant change of types and directions of movement.

' Audio: Cannonball Adderley. Polka dots and Moonbeams. Music Dom.
URL: https://music-dom.com/song/Cannonball+Adderley+-+Polka+Dots+And+Moonbeams.

2 us.: «Polka dots and Moonbeams». JazzStandards.com.
URL: http://www.jazzstandards.com/compositions-0/polkadotsandmoonbeams.htm.

3 See: «Polka dots and Moonbeams». JazzStandards.com.
URL: http://www.jazzstandards.com/compositions-0/polkadotsandmoonbeams.htm.
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3. PoLKADOTS ANO MOONBEAMS
(TTAaTTa y ropowok i micsauHe caiiso)

( CANNONBALL ADDDERLEY AND STRINGS 1955, EMARCY 36063 )
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4. «Po)xeBa KIMHaTa»'

«Poxesa kimMHaTta» (“Rose Room”] - mxasoeuit ctangapt 1917 p., Mysuka A. XikmaHa, crioBsa
I. Binnbamca. MMicHa oTprMana Benuky NonynsapHiCTb B eNoxy CBiHry. [i Ha3Ba NoB'A3aHa 3 XUTTEBUMM
nogigsMn Komnosutopa: XikKMaH «MpeAcTaBMB CBOK KOMMO3WULIK B IHCTPYMEHTanbHIN Bepcil
B 1917 poui, Buctynatoum B KiMHaTi Rose B roteni St. Francis B CaH-®paHumncko», — nuweTbes
y BiANoBigHIN cTaTTi IHTepHeT-BMAaHHA Jazz Standards.com?. [Jiok ENiHITOH NpUBHIC HOBUIA crnieck
nonynsapHocTi nicHi B 1932 p., ni3Hiwe BiH TaKoX 3acTOCyBaB FapMOHit0 MiCHI ANA CBOET KOMMNO3MLLiT
1940 poky “In Mellotone™,.

LLlogo opwuriHany nicHi, To Ha caWTi HaBOAATbLCA HacTynHi faHi: «Y 1919 poui komnaHia Columbia
Records npuse3sna rpyny no Helo-Mopka ans 3anuncy, i y BepecHi Ljboro poky B MapadoHChKill cecii BOHM
3pobunu «PoxeBy kiMHaTy». HacTynHoro poky ix 3anuc b6ys bectcenepom ans «Columbia Records»*.
«Komnosutop Anex Yaingep y cBoin KHU3I «AMepuKaHCbKa NoMynsipHa NicHA: BeNWKI HoBaTopw»
(1900-1950), Ha3mBae ii «rapHot0, BifIbHO, NMPUMPOAHOIO MicHeto, 6e3yMOBHO Monepey CBOro Yacy»®.

Ua komnosuuia Eppepni - ackpaBui npuknag nposiBy BipTYO3HOr0 [OXXa30BOr0 TEXHILU3MY
BMKOHABLIB — He N1LLEe conicTa, a 1 niaHicTa. Po3ropHyTi nacaxi, Wo WBMAKO 3MIHIOKTb HanpsaM pyxy,
Ta TUNW PUTMIYHOTO rPynyBaHHS, eHeprinHe 3ByKOBUA0OYBaHHA 3 BE/IMKOIO KiNbKICTIO aKL,eHTOBaHMX
3BYKiB, NepeBa>kHO CMHKOMOBAaHMUX, CKNafatTb MAacuB TPYLHOLWLIB A5 BUKOHaBLUS. CakcodoHicTy nig
Yyac BMBYEHHS CNif 3BepHYTM ocobnuBy yBary Ha AOCUTb HepiBHOMIipHY mobymoBy ¢pas; MaTepian
BMMarae BifL BWKOHaBLS BOJIOAIHHA HaBMYKaMK apTUKyNsauil, Lo aBTOMaTUYHO afpecye n'ecy
nepeBaXKHO CTyLeHTaM CTaplUMX KypciB cTyneHiB «bakanaBp» Ta «Marictp». CakcodoHicTy chnig
fomaraTucs YiTKOCTI Ta 1erkocTi y BUKOHaHHI ¢pa3 i3 ApibHMMuy TpuBanocTamun. EHeprinHum xapakrep
KOMMO3MKL,il, po3ropTaHHs MaTepiany 3a npuHUunom motto, AMHaMI3M pyxy, CTBOPEHUI MeNoLIMHUMMN
XBUASIMU — yCe Lie [0/y4aE KOMMO3ULI0 0 IPynu TEXHIYHO BIpTYO3HMX Ta CKAALHUX Yy PO3ydyBaHHI
n'ec.

T Audio: «Rose Room». Cannonball Adderley.
URL: https://www.youtube.com/watch?v=W84287bbo3l.

2 nB.: «Rose Room». Jazz Standards.com.URL: http://www.jazzstandards.com/compositions-1/roseroom.htm.
® Tam camo.
4 Tam camo.
5 Tam camo.
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4. “Rose Room”™

“Rose Room” - jazz standard written by Art Hickman in 1917 lyrics by Harry Williams. The
song has gained great popularity in the era of swing. Its name is associated with the life events
of the composer: Hickman “introduced his composition in an instrumental version in 1917 while
performing in the Rose Room at the St. Francis Hotel in San Francisco?". Duke Ellington brought a
new surge in the popularity of the song in 1932. Later he also used the harmony of the song for his
1940 composition “In a Mellotone™.

As for song original, portal JazzStandards.com says that In 1919 Columbia Records brought the
band to New York to record, and they waxed “Rose Room” in a marathon session that September.
The next year their recording was a bestseller for Columbia Records*. Composer Alec Wilder, in his
book American Popular Song: The Great Innovators, 1900-1950, calls it “a good, loose, natural song,
definitely ahead of its time"®.

This Adderley’s composition is a vivid example of virtuoso jazz technics of performers - not only
a soloist but also a pianist. Open passages that quickly change the direction of movement and types
of rhythmic grouping, energetic sound production with a lot of accented sounds, mostly syncopated,
constitute an array of difficulties for the performer. When studying, saxophonist should pay special
attention to the rather uneven construction of phrases. The material requires the performer to
possess articulation skills, which automatically addresses the play mainly to senior students of the
bachelor’s and master’s levels. Saxophonist should seek clarity and ease in phrases with short note
values. The energetic nature of the composition, the deployment of the material on the basis of
motto principle, the dynamism of motion, created by melodic waves - all this adds the composition
to a group of technically virtuosic and difficult to learn pieces.

Audio: «Rose Room». Cannonball Adderley.

URL: https://www.youtube.com/watch?v=W84287bbo3l.

See: “Rose Room”. Jazz Standards.com.

URL: http://www.jazzstandards.com/compositions-1/roseroom.htm.
Same origin.

4 Same origin.

Same origin.
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4. Qose QooM

(Poxesa kimHaTa)

( TULIAN "CANNONBALL" ADDDEQLEY 1955. EmAgey 36043 )
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Poxera KimHaTa
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Poxera KiMmHaTa
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5. «3akoxaTtuca B noboB»'

Komnosuuis «3akoxaTtucs B noboe» (“Falling In Love With Love”) - ue 3HOB ofgHa 3 NipUyHMX
n'ec Eppnepni. «3akoxaTncs B ntoboB» — NONYNAPHUIA AXXa30BUIW CTaHAApPT, NicHA 3 Mio3ukny Pivapga
Pop>xepca i JlopeHua XapTta «Xnonui i3 Cipaky3», npeM’epa skoro Bigbynace y 1938 poui.

«Jlipuka xopy HacTifibku gopocnia, 3pobneHa 3 Takux 4YygoBmx obpasiB, WO  CKIafatoTbCsd
3 TaKUX «CriBa4mMx» CJiB, LLLO BOHM BMJNBaOTb, Ha MO OyMKY, Ha MeJlofilo», — CKasaB Mpo MiCHK
amepukaHcbkuii komnosuTtop Anek Yannpep?.

Y kHusi “Can’t Help Singin” [xxepanbg MacT nuie: «Y cBOiX KpalLmx MiCHAX KAC0THa Nipuka XapTa
NPOHN3Yye conofki 3Bykn Pogykepca, HeMOB HixX. Y «3akoxaTucs B ntoboB», 0[HOMY 3 HaNAipUYHILLNX
BanbCiB OyAb-KONMM HanMMcaHUX aMepuKaHueM, cniBayka ripko pokopse cobi 3a AuTady AypicTb
BipuTn Byab-koMmy». Anek Yannpep y KHu3i «AMepukaHcbka HapofHa MICHA: BeNWKi HOBaTopm»,
1900-1950 pp., nuwe: «OckinbkK nipuMka Bipwa MoB'A3aHa i3 TKaUTBOM, Lie MOXe MOSCHUTH
3Ha4YHy MOHOTOHHICTb Mesioflil Ta nepepsy Ha ¢opTeniaHo, aka BigbyBaeTbca Tpuyi (MOTUB Kosneca,
Wo nosepTaethcal)». A B KHM3I «EHuMknonepia niceHb AMepPUKAHCBKOO My3M4YHOrO TeaTpy»
Tomac C. Xuwak BigMivae: «Pogxxepcy Baanocs CTBOPUTM METOAUYHO NOBTOPHOBAHUIN y30p Y My3uLy,
KM nepenbavae MOHOTOHHICTb Tpyda»®.

CnornaganbHa, TPOXM HOCTanbrinHa nipyMka koMno3uuii Engnepni «3akoxatuca B ntobos» LiIKoM
BUTPMMaHa B €AMHOMY xapakTepi. HacuyeHicTb nacaxiB cakcodoHOBOI MmapTil 3BYKOBUM MOTIKOM
LpibHUX TpMBanocTen He NOBMHHA 00TAXYyBaTW GakTypy; NAACTUYHICTb MENOAINHOI NiHil cakcodoHy
CTBOPIOETLCA MNepeBaXKHO 3a [0MOMOrol rHy4ykoro ¢pasyBaHHA Ta apTukyndauil. CakcodoHicTy
noTpibHO cnifkyBaTh 3a M'SAKOK aTakol 3BYKY 3affs 30epeXeHHs NerkocTi nacaxiB, HAaCUYEeHOCTI
LOBIMX BUTPUMAHUX HOT, iHTOHALIMHOT NPUPOAHOCTI MEeNi3MaTuKM — 3 UMM MOB'A3aHUIN OCHOBHUN
MacuB BUKOHABCbKOI CK1aAHOCTI.

5. “Falling In Love With Love™

The composition “Falling In Love With Love” is again one of the lyrical plays of Adderley. “Falling
In Love With Love” is a popular jazz standard, a song from the Richard Rodgers and Lorentz Hart
musical “The Boys from Syracuse”, premiered in 1938.

The American composer Alec Wilder? said the following about this song: “The lyric of the chorus
is so adult, made of such wonderful images, comprised of such “singing” words that they influence
my opinion of the melody”.

In his book “Can’t Help Singin” Gerald Mast says, “In their best songs, Hart's acid lyrics cut
through Rodgers” sweet sounds like a knife. In “Falling in Love with Love”, one of the most lyrical
waltzes ever written by an American, the singer bitterly chides herself for the childish foolishness
of believing in anyone”. Alec Wilder in his book “American Popular Song: The Great Innovators,
1900-1950" says, “Since the lyric of the verse has to do with weaving, it may account for the considerable
monotony of the melody and for the piano interlude which occurs three times (a spinning-wheel
motif)”. In his book The American Musical Theatre Song Encyclopedia Thomas S. Hischak explains,
“Rodgers manages to work a methodically repeating pattern into music that suggests the monotony
of toiling™.

Contemplative, slightly nostalgic lyrics of Adderley’'s composition “Falling In Love With Love” is
completely sustained in a single character. The saturation of saxophone party passages and the sound
stream of short durations should not burden the texture. The ductility of the saxophone melodic line
is created, mainly, through flexible fragmentation and articulation. Saxophonist needs to follow a
soft sound attack to preserve the ease of passages, the saturation of long sustained notes, and the
intonational nature of melismatics - the main array of performing complexities depends on that.

" Audio: The Jazz Effect. Cannonball Adderley. Google Payments. URL: https://play.google.com/store/music/al-
bum/%D0%9A%D1%8D%D0%BD%D0%BD%D0%BE%D0%BD%D0%B1%D0%BE%D0%BB%D0%BB_%D0%AD%D0%
B4%D0%B4%D0%B5%D1%80%D0%BB%D0%B8_The_Jazz_Effect_Cannonball_Adde?id=Buicgsodg235m3qursmksy-
f2jag&hl=ru.

2 Nlus. / see: «Falling in Love with Love». Jazz Standards.com URL: http://www.jazz standards.com/compositions-2/fall-
inginlovewithlove.htm.

® Tam camo / see origin.
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5. FALLING IN LovE WITH LovE

(3akoxartucsa B No608B)

(| CANNONBALL ADDDEQLEY AND STRINGS 1955. EMARCY 36063 )
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6. «CaMo3aMMaHHAa»'

Tpwv HacTynHi Komno3uuii: «CamosaimMaHHa» (“Spontaneous Combustion”), «Le Tyt (“This Here”),
«3 BucoTn nonboty» (“Hi-Fly”) - n'ecn 3 anbbomy “Spontaneous Combustion”. ABTop koMmo3uuii
“Spontaneous Combustion” - [xynian KeHHoHbonn Epgepni. MpotaroM Micaua nicns 3anucy
anbbomy “Bohemia After Dark” y yepsHi 1955 p. Engepni Hanucas e aekinbka TBOPIB, Y TOMY YnCHi —
“Spontaneous Combustion”. Mi3Hiwe go “Bohemia After Dark” goganu Takox Wi KoMno3uuil, i HOBUI
anbbom oTpmMaB HasBy “Spontaneous Combustion”. A Bxe B 1959 p. 3anuc koHuepTy KBiHTeTY Engepni
B CaH-@®paHumcko byno BuaaHo nig HazgBoto “The Cannonball Adderley Quintet In San Francisco™ -
B OCHOBI HafaHOI TPaHCKpUNUIT came Le cono My3sukaHTa. Lls bnio3oBa koMnosuuia - ackpaBuin
NpvKNag BUTOHYEHOT0 My3UKYBaHHSA: MOEQHAHHS BIPpTYO3HOCTI, MAaMCTEPHOCTI BONOAIHHSA HIOAHCaMU
cayHay cakcodoHa, BUKOHABCbKOI eHepril Ta CBOEPIAHOT CTaTUYHOCTI XapakTepy MaTepiany Ennepni
- [a€ ysBMIeHHSA NPO XapakTepPHWUN CTUb MY3UUYHOTO MUCAEHHS cakcodoHicTa. EMoUiHI gMHaMIYHI
cnneckMTacnagu, YepryBaHHs 30inblLIEHHS Ta 3MEHLLEHHSA TPUBANIOCTEN, YiTKe apTUKYtOBaHHSA — Habip
NPUNOMIB, MPUTaMaHHM CTUIO My3MKaHTa. g yac BMKOHaHHA Tpeba npuainnTK yBary caMme LibOMy
MOCTIMHOMY KOJIMBAHHIO MiXK CnjleckaMun Ta cnagamu, wo GopMye 0cobnnBUIN HACTpiN KOMMO3MLI.
ATaka 3Byka NoBMHHa byTU eHepriliHo, a Tylle — FHY4YK1M, BOAHOYAC NoYaTokK Ta 3aBeplueHHs dpa3
Tpeba CTBOPUTU YiITKUMMU.

6. “Spontaneous Combustion™

Three following compositions: “Spontaneous Combustion”, “This Here", "Hi-Fly” are the pieces
from the album “Spontaneous Combustion”. “Spontaneous Combustion” is authored by Julian
Cannonball Adderley. During the month after the recording of “Bohemia After Dark” album in June
1955, Adderley wrote several more songs, including “Spontaneous Combustion”. Later these songs
were added to “Bohemia After Dark”, and the new album was named “Spontaneous Combustion”.
In 1959 recording of Adderley’s quintet live performance in San Francisco was issued under
the name “The Cannonball Adderley Quintet In San Francisco” - the proposed transcription is based
on that solo. This blues composition is a striking example of sophisticated music: the combination
of virtuosity, the skill of possessing nuances of saxophone sound, performance energy and
the peculiar static nature of the Adderley’s material gives us an idea of a specific style of saxophonist’s
musical thinking. Emotional dynamic bursts and recessions, alternation of increase and decrease
of note durations, clear articulation create a set of techniques, inherent to the musician’s style.
During performing, it is necessary to pay attention to this constant fluctuation between surges
and recessions, which makes a special mood of the composition. Sound attack should be energetic,
and a touch - flexible, thus the beginning and completion of phrases should be made clear.

" Audio: Cannonball Adderley. Spontaneous combustion (year 1959).
URL: https://www.youtube.com/watch?v=rRHtC7PDpAU.

2 Audio: The Cannonball Adderley Quintet In San Francisco (1959) (Full Album).
URL: https://www.youtube.com/watch?v=ymnXaRéh9p0.
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6. SPONTANEOUS COMBUSTION

( Camo3ammaHHs )
IN ES (| CANNONSBALL ADDEZLEY QUINTET IN SAN Feancisco 1999, )
K. Eapepni
BLUES
TpaHckpunuia O. PykomoliHikoea
J=176 =
% 4 % . — ;
+‘ ] i 2 2 Vi | | - L 4 L 4 5
P N
54# 4#{:*,{\ £ e Penye
I i i 2 2 i | | ! E
[ 7 3 %
3— P
j — ~ 'H: 2T
el ciia
— - #"'\_/—HiC/‘ _3_ 3 3
~, 2
EF&Fb‘ . ] A A A
' SEdidaEr I PRI P
E) = =
,ﬁEE? A ———|
it Ll e et = e
— . SN————"

35



CaMO3aUMaHHS

—

——d —

£ .o

~

F_

/

Wk
P_,_

-

:

P

—3=
[”2
7

—3—
> P
—~—

2 abel

‘”——.—‘
N—

/\

36



CamMO3aMMaHHS

SN

o
@

h

e

P
ﬁ--p-
|4

—tf e

?

\
— o ¥

.

>
et

o

—J—

]

I’-F--F—-f--p-

> N\

I’-F- 4

§

——

. T el

e

37



CaMO3aUMaHHSA

id

--d

o —

i

;

7
|

.'. o
|
3

38



CaMO3aUMaHHS

#F » A 5 . i ~
#‘:t‘:’, / — ) \ %__
j§ [r— — N ir— ‘ .
NS . ‘C,#‘rr ~— g : z

9]
~ o riF i —
#‘r—c) o i s o e 7 , e
y
A Y — b| N\
% - === ¥ "%
{ o 2
ﬁ'_b' N — L r
1 3
r—r ﬂ' — o y - h":' .
= :
10
%—;PLHC' PSS | TP, tr el
PR Iy . 7 . T
PP ST

39



1LU t
LY
4
q
Q
Q
x
T
I
o
s
UW A,'
™ q
o
S
o
O
(
(
o%
ul
-

» -F’\

ﬁ

i

.F .

—
.ﬂ- o

¢

——d

o
3

)

1)

Lo P

40



7. «le TyT»

Komnosuuia «Le Ttyt» (“This Here”) Takox BigHOoCMTbCA [0 BUe3ragaHoro anbbomy “The
Cannonball Adderley Quintet In San Francisco”, sknin BBaXKaeTbCs OAHWUM 3 KpaLMX KOHLEPTHUX 3a-
MUCIB rPynu, a Ckag My3nKaHTIB YBIMLIOB B iCTOpPItO AXKa3y K NpuKag noegHaHHs banckyyol BipTyos-
HOCTI COJI0 KOXHOI0 My3uKaHTa, 1X $paHTa3iMHOCTI, BUHAXIANMBOCTI Ta HermepeBepLUEHOro CNiflbHOTo
cayHay?.

Knacuunnit dank-gxasosuit Banbc “This Here” niaHicta konektney Pobepta (6066i) TiMmoHca
BIKPVBAE KOHLLEPTHUI 3anuc.

IMnpogi3auia Ennepni npeacraBise oguH 3 ynobneHMx TUMIB MUCEHHS CakCOPOHicTa, 3a SKUM
LOMiHYI0Tb [0Bri ¢pa3n 3 KoNMBaHHAM NobyaoB i3 rpyn CMHKOMOBaHWX TPUBANOCTEN Ta eni3ofis
BipTyo3HMX nacaxiB binbw gpibHUXx HOT. Cnfeckum PUTMIYHOrO HarHiTaHHs 3MIHITbCA [0CUTb
NAaBHUM pPyXoM.

IMApoBi3aLinHWIA MaTepian, KNI OXOMJIHE LWMPOKWIA fiana3oH, BUbynoBaHMI y xapakTepHii MaHepi
Enpepni: nig yac po3yyyBaHHs poboTa BUKOHaBLA 3 TEKCTOM NoJsisirae B 0cobanBIN yBa3i o apTUKyNaLii.
Tpeba pobmBaTUCs YITKOCTI IHTOHYBaHHS, BMPA3HOCTI Ta ACHOCTI KOXHOT0 3BYKY. CknagHoLi MOXyTb
BMHWKHYTW B TEXHILi CTBOPEHHS THYYKWUX Ta MPUPOAHUX XBWUJb, B AKUX BifbOyBa€ETbCA NOCTINHA 3MiHa
PUTMIKW, HANPAMY pyXy Ta akLeHTyBaHHS Ti€l YL iHLIOT JONi TaKTYy.

7. “This Here™

“This Here" is also belongs to the above-mentioned “The Cannonball Adderley Quintet In San
Francisco” album, which is considered to be one of the best concert records of the band, and the
cast of musicians entered into the history of jazz as an example of the combination of the brilliant
virtuosity of each musician’s solo, their fantasy, ingenuity and an unsurpassed common sound®.

The concert recording is opening with a classic “This Here” funky jazz waltz written by the pianist
Robert (Bobby) Timmons.

Adderley’s improvisation represents one of the favorite types of saxophonist thinking, which
is dominated by long phrases with the fluctuations of constructions from groups of syncopated
durations - and episodes of virtuoso passages of shorter notes. Splints of rhythmic injection are
replaced by a fairly smooth movement.

The improvisational material, covering a wide range, built in the typical Edderli style. When
studying, the work of the performer with the note text lies in the special attention to articulation. He/
she must seek clarity of intonation, expressiveness, and clarity of each sound. Difficulties may arise
in the technique of creating flexible and natural waves, while a rhythm is constantly changing, the
direction of movement and the accentuation on one or another beat of bar.

' Audio: This Here. Cannonball Adderley Quintet, 1958/1959
URL: https://vinyloteka.ru/cannonball-adderley/san-francisco

2 [lne., Hanpwuknag: Chell Samuel. Cannonball Adderley: The Cannonball Adderley Quintet In San Francisco.
29 wions 2007 r. All about Jazz. URL: https://www.allaboutjazz.com/the-cannonball-adderley-quintet-in-san-
francisco-julian-cannonball-adderley-riverside-review-by-samuel-chell.php

3 See, for example: Chell Samuel. Cannonball Adderley: The Cannonball Adderley Quintet In San Francisco.
June 29, 2007. AllAboutJazz.com
URL: https://www.allaboutjazz.com/the-cannonball-adderley-quintet-in-san-francisco-julian-cannonball-adderley-
riverside-review-by-samuel-chell.php
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7. THIS HERE
(Le TyT)

( CANNONBALL ADDERLEY QUINTET IN SAN FeANCISCo 1959 )
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8. «3 BUCOTU NONbOTY»

AsTop nmicHi - PeHpi BecToH. «3 Bucotu nonboty» (“Hi-Fly”) - BipTyo3Ha KynbMiHauia Lboro
KOHLLePTHOrO 3anucy, AeMOHCTpaLis BUKOHABCbKOro TexHium3My. Came uen 3anuc 3pobuB n'ecy
“Hi-Fly” Pengi BecToHa A)ka30BUM CTaHAAPTOM.

Lle opgHe 3 HaWcknafpHiWmMx cepef npencTaBneHux Yy nocibHuky cono Epnepni. EHepriiHuni
OVHaMIYHUIM pyx cakcodoHOBOI MapTil BMMara€ Bif BMKOHaBLS BOJIOAIHHA BWCOKWMM PEricTPOM,
TEXHIKOI LWBMAKUX PEFiCTPOBUX NEPEXOAIB, PUTMIYHOI HYITKOCTI, MAMCTEPHOCTI IHTOHYBaHHS.

8. “Hi-Fly”

“Hi-Fly” written by Randy Weston is a virtuoso culmination of this live record, a demonstration
of the technique of performers. It was the recording that made Randy Weston's “Hi-Fly” a jazz
standard.

Thatis one of the most complex, among the presented in the manual, Adderley’s solo. The energetic
dynamic movement of the saxophone part requires high register possession from the performer,
a technique of rapid register transitions, rhythmic clarity, and perfect intonation skills.
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3. HI-FLY
(3 BUCOTU NONBLOTY)

(| CANNONSALL ADDEQLEY QUINTET IN AN Feancisco 1959 )
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3 BUCOTU MOMbOTY
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9. «Bepba nnaye ana MeHe»'

«Bepba nnave gna mexe» ("Willow Weep For Me”) - nonynsapxa nicusa (1932 p.), aBTop My3uku
Ta cniB - EHH Porenn. Lle Bigomuin pkasosuin ctaHgapt. Popma komnosuuii — AABA, xoua nicHs byna
HanucaHa B po3Mipi 4/4, [ocUTb NolwvpeHe Ti BUKOHAHHSA Y BanbcoBoMy pyci (3/4).

MicHa “Willow Weep For Me” byna npepactasneHa B 1932 poui Bokanictom Mysi MapuenniHo
3 opkectpoM Tega ®io Pito, a BXe HacTynHoro Micausa i BukoHas on YalnTMmeH i3 BokanoM |peH
Tenop; obnaBa BUKOHAHHSA cTanu xitamu B rpygHi 1932 p.

«EHH PoHenn npuceatuna «Bepba nnave ana meHe» [pkopaxy [epLuBiHy, KOMNO3UTOPY, SKUR
LOMOMIT T po3noyaTn poboTy B My3unyHin iHOycTpil. Y 6iorpadii ['epwsiHa [IxoHa [Mencepa «llam’aTb
npo Bce Te: xutta xoppxa lNepwsiHa» PoHenn nuwe: «[>xopax bys ons mMeHe cBATMM. BiH byB
MOIM KyMUpOM. A cTana cecTpoto CiM'i i cTana noro ctaBneHunkoM. Poboua BiggaHicTb, 6e3 cymHiBy,
Byna >xectoM npodecinHoi NoAsSKK, a He IMITOBaHMMK necTowaMm». BBaxaeTbcs, WO aBTOP MiCHI
EHH PoHenn B NnpsiMoOMy CeHCI HagMxHynacs NpocTo Kpacoto Bepbu, Lo cnoHykaso il 4o HanMcaHHa
CNaBHO3BICHOT KoMMno3uuil. «Mix pagicHMM cniBoM ApMCTpOHra i MaaByYMM CynpOBOLOM Tpynu
Ockapa lNeTepcoHa MoXxHa Tinbku yaBuTn Bepby, Wo nnave cabo3aMum pafocTil», — ckasas Mpo MiCHIo
I>Ka30Bui niaHicT Hoit Bepman®.

Ennepni BukopuctoBye posMip 12/8, o Hagae Moro BUKOHaBCHLKIM Bepcil 0cobaMBOT pyxamnBoCTi
B MOEAHAHHI 3 HeabuaKow MeTPOPUTMIYHOK THYYKICTIO Menofauku. PuTMiYHa HeperynboBaHICTb
- Be/NKa KiNbKiCTb CUHKOM, BUKOPWUCTAHHA PI3HOMAHITHWUX rpyn TPWBAanoCTel, — MOCUIIIOETLCS
HarHITaHHAM TEeXHIYHWUX CKNIAfHOLLIB: pUTMIiYHI dirypu cTatoTb Bce 6ifbll CKNagHUMK, TPUBANOCTI —
Binbw opibHMMK, a giana3oH nacaxis - 3pocTae. [ocaratoum niky BipTyo3HOCTI iMnpoBi3auis Ennepni
TPUMAETLCA Ha HbOMY [0 KiHLS CONO.

Lle ogMH 3 HAMBIPTYO3HILUNX Ta HANCKAAAHILLMX Y TEXHIYHOMY CEHCI MPUKNALIB My3UYHOTO MUCTIEHHS
cakcodoHicTa. BukoHaHHA noTpebye BUTPMBANOCTi, MAaNCTEPHOCTI Ta ,OCKOHAMOr0 BOMOAIHHS TEXHIKOO
rpv ramonofibHMx macaxiB Ta aprnenXxio B LWBWMAKOMY Temni, 6e3 BTpaTh fierkocti Ta cneundiyHol
rpauiosHoi pyxnusocTi. JopeyHo byne BignpauloBaHHS HaMCKNafgHiWMX nacaxiB okpeMmo, nogibHo
[0 TEXHIYHMX BMpaB.

' Audio: Willow Weep for Me. Cannonball Adderley Late Night Jazz: The Ultimate Collection.
URL: https://www.youtube.com/watch?v=Qwqgtn-kn908.
Alto Saxophone: Cannonball Adderley
Drums: Kenny Clarke
Bass: Paul Chambers
Composer: Ronell
2 [lne.: Willow Weep for Me (1932). Jazzstandards.com.
URL: http://www.jazzstandards.com/compositions-0/willowweepforme.htm.
3 Tam camo.

4 TaM camo.
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9. “Willow Weep For Me™

“Willow Weep For Me" is a popular song written in 1932, music and lyrics by Ann Ronell. This is
a well-known jazz standard. Form of composition - AABA. Although the song was written in 4/4, it is
often performed in the waltz movement (3/4).

“Willow Weep for Me” was introduced by vocalist and whistler Muzzy Marcellino performing with
Ted Fio Rito and His Orchestra on 1932. The next month, Paul Whiteman and His Orchestra’s Victor
recording with singer Irene Taylor entered the charts?.

Composer Ann Ronell dedicated “Willow Weep for Me” to George Gershwin, the composer who
helped her get her start in the music industry. In Joan Peyser’s Gershwin biography, “The Memory
of All That: The Life of George Gershwin”, Ronell is quoted as saying, “George was sacred to me.
He was my idol. | became like a sister to the family and was his protege”. Ronell's dedication was
undoubtedly a gesture of professional thanks rather than flattery by way of imitation.? It is believed
that the author of the song Ann Ronell literally inspired by the simple beauty of the willow, which
prompted her to write the famous composition. “Between the joyous singing of Armstrong and the
buoyant accompaniment of Oscar Peterson’s group, one can only imagine the willow weeping tears
of joy!”, the jazz piano player Noah Baerman said about this song®.

Adderley uses a 12/8 time signature, which gives special mobility combined with extraordinary
metro-rhythmic flexibility of the melody to his version. Rhythmic irregularity - a large amount
of syncopation, the use of different groups of durations - is compounded by the sprawl of technical
complexity: rhythmic figures are becoming more complex, note values are shorter, and the range
of passages increases. Upon reaching the peak of virtuosity, Adderley’s improvisation holds on that
to the end of the solo.

This is one of the most virtuoso and most difficult (in the technical sense) of the saxophonist’s
musical thinking examples. The performance requires endurance, skill and perfect possession
of gamma-Llike gaming techniques and arpeggios at a fast tempo without loss of ease and specific
graceful mobility. It will be appropriate to work out the most complex passages separately, similar
to technical exercises.

' Audio: Willow Weep for Me. Cannonball Adderley Late Night Jazz: The Ultimate Collection.
URL: https://www.youtube.com/watch?v=Qwqgtn-kn908.
Alto Saxophone: Cannonball Adderley
Drums: Kenny Clarke
Bass: Paul Chambers
Composer: Ronell
2 S.: Willow Weep for Me (1932). Jazzstandards.com.
URL: http://www.jazzstandards.com/compositions-0/willowweepforme.htm.
3 Same origin.
4 Same origin.
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9. WiLLow (WEEP For ME

(Bepba nnaye ana meHe)

(| CANNONBALL ADDERLEY BOHEMIA AFTER Dagy 1955. Savoy MG-12017)
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10. «Yepoki»'

Astop n'ecn «Yepoki» (“Cherokee”) - Peit Hobnb. Komnosuuia 6yna HanucaHa B 1938 poui
aK yacTuHa cioitv “Indian Suite” (Cherokee, Comanche War Dance, Iroquois, Seminole i Sioux Sue)?.
OkpiM “Cherokee” Peit Hobnb Hanvcae cnoBa Ta My3uKy A1 HAacTynHWX MiceHb — nepLui ABi 3 HUX
«bynu xiTaMu HoMep OAMH y Nomn-vyapTax» — «J1l0b6oB € HacMinuBiwoto pivyto» (“Love Is the Sweetest
Thing”, 1932), «lymka npo te6e» (“The Very Thought of You”, 1934), «[Jotuk Bawwux ry6» (“The Touch
of Your Lips”, 1936) i «Y MeHe Hikoro He byno no te6e» (I Hadn't Anyone Till You”, 1938)°.

OpHa 3 HamsigoMilmx iHTepnpeTauin Temmn “Cherokee” - xpecTomaTiiiHe BMKOHaHHS OpPKeCTpy
Yapni BapHerta (3anuc Ha nnatisky 1939 p.); «nocnigosHicte “Cherokee” nig Hassow “Redskin
Rhumba” 3romom ctana nicHeto BapHeTa»*. «Xoua e 6yB xiT ana opkectpy Charlie Barnet, “Cherokee”
HacnpaBfi He BBaXaBCA 3aco0bOM Aka30Boi iMNpPOBi3aLi o npubyTTa Yapni Mapkepa B Hbto-Mopk
Ha noyaTtky 1940-x pokiB», — 3a3HayaB Axka3oBuUin MysukaHT Kpic Tann®. OgHWMM i3 HalBigOMILLMX
€ BuKkoHaHHs “Cherokee” Yapni Mapkepom i3 Tpybauem [i33i innecni (1946 p.), gocuts BiaMiHHe
BiA opuriHany.

Tema “Cherokee” HanucaHa B TpaguuiiHin dopmi — AAT1BA2 (Bridge - cepepaHin posain). Koxen
po3gin - 16 TakTiB; bridge MiCTUTb BiAXWIEHHS BifL OCHOBHOI TOHANIbHOCTI MOCEpPeHULTBOM CEKBEHLLIN.

IMnpogi3auis Epnepni - ue AEMOHCTPYBaHHSA BipTYO3HOr0 BOJIOAIHHS IHCTPYMEHTOM, eHepriiHol
MOTOPWKM, afyke nay3yBaHHS MiHIManbHe. My3nMKaHT BUKOPUCTOBYE Macaxi, Lo CTPIMKO 3MIHIOTb
HanpsaM pyxy B LIBWAKOMY TeMni (TpUBANOCTi — BOCbMI, TPiosli BOCbMWUMMU], MOEQHYIOUYM LOCUTL LOBTI
dpasmn 3 KOPOTKMMU EHEPFiIMHUMM MOTMBaMU. [1oyaTok Maixxe KoXHOT dpa3u 3i cnabkoi abo BiZHOCHO
cnabkoi goni, BUMarae M'akoil ataku 3ByKa, a TEXHIYHICTb MaTepiafy — NJaBHOro TyLle Ta BUPA3HOCTI.

Li ocobnuneocTi 06yMoBAOIOTL [OCTATHIO CKNAAHICTb A9 BUBYEHHS IMNpOBi3aLil, agXXe BUKOHAHHS
Takoro MaTepiany noTpebye Linoro KOMNAEKCy HABMYOK Ta BMiHb, Cepef SKUX — apTUKYNALINHA YITKICTb
B YMOBAaX LUBUAKOTO PYXY, MABHICTb PEricTPOBUX NEPEXOLIB, MAUCTEPHE BOMOLIHHSA TEXHIKOK AUXAHHS.
Meca byne KopucHoto B poboTi 3i cTyaeHTaMu cTyneHs «bakanaBp» Ta «MaricTp», Tak i «MoJIoALWNN
bakanaBpa», afyke pO3BMBAE HE TiSIbKN TEXHIYHI HABUYKW, @ M BMIHHS [0aTU BUKOHABCbKI TPYAHOLL
MaNCTEePHO Ta apTUCTUYHO.

" Audio: Cannonball Adderley. Cherokee. URL: https://www.youtube.com/watch?v=S1nftlevj48.
2 [ne.: Cherokee (Indian Love Song) (1938). Jazzstandards.com.
URL: http://www.jazzstandards.com/compositions-0/cherokee.htm.
3 Tam camo.
4 Tam camo.
° Tam camo. [IuB. Takox: CumMoHeHko B. Menogun gxasa: Antonorus. 3-e n3a. Kuis : MysuyHa Ykpaina, 1976, C. 165.
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10. “Cherokee”

Ray Noble wrote and introduced “Cherokee” at 1938 as the part of “Indian Suite” (Cherokee,
Comanche War Dance, Iroquois, Seminole, and Sioux Sue)?. “Cherokee” was not Ray Noble's first hit
song. He had written the words and music to “Love Is the Sweetest Thing” (1932), “The Very Thought
of You” (1934]), “The Touch of Your Lips” (1936) and “I Hadn’t Anyone Till You” (1938)°.

One of the well-known interpretations of “Cherokee” titled “Redskin Rhumba” subsequently
became Charile Barnet's theme song (1939)*. “Although it was a hit for the Charlie Barnet Orchestra,
“Cherokee” wasn't really considered a vehicle for jazz improvisation until Charlie Parker’s arrival in
New York in the early 1940's"® - said Chris Tyle, a jazz musician. One of the most famous performances
of “Cherokee” theme was recorded by Charlie Parker with trumpeter Dizzy Gillespie (1946), quite
different from the original.

The theme “Cherokee” is written in the traditional form - AA1BA2 (Bridge - the middle section).
Each section has 16 bars; bridge contains transition from the primary tonality through the sequences.

Adderley’s improvisation is a demonstration of the virtuoso possession of an instrument, energetic
motility because the pause is minimal. The musician uses the passages that rapidly change the
direction of movement at a fast tempo (duration - eight, triols eight), combining long enough phrases
with short energetic motives. The beginning of almost every phrase from a weak or relatively weak
beat requires a soft sound attack, and the technical quality of the material - smooth touch and
expressiveness.

These features cause enough difficulty for studying improvisation because the execution of such
material requires a whole range of skills and abilities, among which - articulation clarity in conditions
of rapid movement, smoothness of register transitions, mastery of the technique of breathing.
The play will be useful in the work of both undergraduate and graduate students as well as college
students, as it develops not only technical skills but also the ability to overcome executive difficulties
skillfully and artistically.

' Audio: Cannonball Adderley. Cherokee.
URL: https://www.youtube.com/watch?v=S1nftlevj48.
2 See.: Cherokee (Indian Love Song) (1938). Jazzstandards.com.
URL: http://www.jazzstandards.com/compositions-0/cherokee.htm.
3 Same origin.
4 Same origin.
® Same origin. See also: V. Symonenko. Jazz Melodies. Anthology. 3rd Edition. Kyiv, Musychna Ukraina, 1976, Page 165.
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10. CHEROKEE

(Yepoxi)
((SAgA VAUGHT IN THE LAND OF HI-FLY FEATURING CANNONBALL ADDERLEY 1955. Meecuey 826320-2 )
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