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Appendix D: All the Things You Are Trio Transcription
All The Things You Are Trio Transcription

Transe, Alistair Peel Jerome Kern/Larry Grenadier
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Appendix E: Transcript of Interview with Larry Grenadier

Recorded Tuesday the 18" of October
AP = Alistair Peel (interviewer), LG = Larry Grenadier (subject)

AP: The first one I've got here, is that I'd like to hear a little bit about your general mental process
with improvising. Do you find that everything you do is a conscious decision? Or is it more reactive,

more instinctual usually?

LG: Yeah, in general it's more the latter; it's more reactive, and instinctual. It’s pretty hard for me to
talk too much about improvisation, because to me even still it’s a pretty mysterious thing. | mean,
once you learn the tune, in the sense of knowing the changes, the form, the melody, and having
played it a lot — you know just getting really comfortable with it enough so that you’re not thinking
bar to bar, you’re not thinking “E minor, A minor” —you know, beyond that next point where we get
to, only by knowing the tune really well... then we’re just kind of hearing melodies and hearing the
shape or the movement of the harmony. It’s really just following the flow of that for me, and
reacting to what the other people who are playing with me are doing, you know whether its just the
drums are playing, or whether Brad’s playing. It’s really completely that, it’s kind of the opposite of
working something out and saying “at this point in my solo I’'m going to do this”... which is just a
disaster, and not really in the spirit of why we play jazz to begin with. So it’s really like that for me,
and in general for jazz musicians, but even maybe more for me in a sense like, | really don’t think
about modes or, that I’'m going to play this scale over that chord. | know what the scale is of course, |

know what the chord is. It’s really to find the melodies that work throughout the harmony.

AP: Yeah okay, that’s more what | was getting at, so you’re not going “alright I’'m going to go up and
land on this flat 9", you just kind of hear the sound of the line and follow that, because you know

that it fits the chord

LG: Exactly, exactly. And it’s more like colours, you know it’s like a certain colour or a shape, | almost
think of it geometrically... Like there’s a shape to the line, and that it’s trying to balance out the
whole sound that’s happening. It's one thing if you’re playing by yourself, but once you add anybody
else like a drummer or a piano player... Also — | think bass solos are kind of unique in that way,
because it’s not like a saxophone player that has this big carpet to play on top of... Bass doesn’t
always have that carpet, and also just sonically it’s much lower pitched so it’s hard to ride on top of
everything. So it’s almost like we’re just continuing what we’re doing when we’re playing a bassline,
in a way. We’re having this dialogue, where maybe we’re stepping to the front of the dialogue a bit

more than we would when we’re playing a bass line, but its really close. The wall between what’s a
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good bass line and what’s a good solo is kind of transparent, it doesn’t really exist. It's the same

thing to me.

AP: Yeah great. Okay this is really good, you’re actually answering a few other questions I've got
ahead of time... So from there | guess, the next question, which you’ve possibly already answered, is
do you, when you’re going into a trio or duo situation, do you consciously adjust yourself already for
that situation, by maybe being more aware of certain aspects of duo playing? Or is it totally fresh,

and once the first note’s played, that’s when you’re there?

LG: Umm, | think that what my concern is less of what instruments are there; more so my focus is
who is playing those instruments. Because, it’s all about the personalities of the people playing and
you know, like one drummer has one thing, and the next drummer comes in and it’ll be a whole
other set of issues, of sonic issues, and feel, and how comfortable we are, and | think for me it’s all
about who it is.

| mean, people ask me, “do you play differently in a piano trio, as opposed to a saxophone trio” and |
mean, | could say “yes | do”, but its not really what’s going on. It really depends on who is playing,
and what the comfort level, is and how well we know each other. You know, you could say that with
a saxophone trio the bass might have to be more clear with the harmony, and the shape of the form.
And that’s true sometimes, but then other times — if I'm playing with Mark (Turner) and Jeff (Ballard)
for example — | don’t really have to worry that Mark is going to get lost in the form, or that he’s not
going to know what I’'m doing; there’s enough trust. And the same thing with drums, you know like
we can play off of each other, and there’s a trust. We know that we’re not messing up, that we’re
just playing with the time, or elaborating on the time. So it’s really about who I'm playing with. If I'm
playing with somebody for the first time, then there’s some thought going into it of maybe like
playing more simply at first, just to get a sense of where we’re at, to find a common ground. So

that’s kind of my main concern, the personalities rather than the instruments.

AP: Okay yeah cool, that makes a lot of sense. So | guess, you’re talking about the people, do you
find then in this situation, where you play with Brad in all the recordings, but in one context there
are no drums and the other there is. So do you think that the way you change is now reliant upon
the fact that there is one less personality to react to? Or that you need to be more clear with where

it’s going?

LG: Heh, yeah that’s an interesting question. | mean it’s probably a little bit of both, | mean... without
drums... That is one musical environment | think that the bass player has to somehow consider when

they’re playing, because there’s not that person to react to, but there’s also one less rhythmic
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instrument which is super important to what we do as jazz musicians. So not only do | have that
responsibility to make sure that it stays together rhythmically, but that there’s a good rhythmic
foundation for the other instrument — that being piano, being Brad — that he has enough rhythmic
stimulus to make it interesting for him. So it does change. | mean, its funny, these things that we’re
talking about are not things that I’'m actually consciously thinking about in the moment or even
before the gig. It kind of goes back to that balance thing, of sonic balance. While I’'m playing, I'm
hearing it differently than if there was a drummer, so I’'m responding and reacting in the moment to
that. I'm not thinking about it too much beforehand at all, just reacting to that new sonic space that
is available. Then it’s all up to the choices that | make; do I fill up some of that space? Or do | choose
not to fill it up? And how is Brad reacting to that new space? Is he playing rhythmically a little busier?
There are all these questions that come up while we play and we’re all reacting to them, and making
decisions instantaneously, and then make a decision based off that decision, and you know its just a

continual conversation about where we’re at in the moment. Does that make sense?

AP: Yeah that does make a lot of sense. That’s great... yeah, | was wondering how much was
forethought or how much was instinctive, but its obviously more a moment-to-moment, instinctive

kind of thing.

LG: You know, | think... We haven’t really played duo very much. That one gig that | think you're
talking about, it just happened because Jorge had to go home because his baby was being born. So,
we weren’t planning on doing a duo gig, it just happened out of an emergency situation, so there

was very little thought about it until we started playing.

AP: Yeah | was wondering what the story was, but yeah that’s fair enough. So you remember the gig,

obviously, | think it was somewhere in Germany?
LG: | remember it vaguely...
AP: Yeah, obviously I’'m not asking you to recount anything...

LG: Yeah, no | remember the circumstances of why it happened, and | do remember it being in

Germany... and somebody did tell me that there was tape of it, but | actually haven’t heard it.

AP: Yeah | think there’s around seven tracks, that I've got anyway.

LG: Okay.
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AP: Okay so, | guess the next question | have here is... are there any particular recordings or duos or
trios that you’ve kind of taken on board as a good construct to build [your own approach] from?

Specifically duo, but yeah, any albums that you’ve really checked out?

LG: Well sure. | mean, probably a lot of the ones that you have... But the interesting thing for me
talking about duos or even trios is that there are a lot of records that AREN’T duos or trios, but which
become duos and trios, in parts. And then, that’s an inspiration in itself. The whole record doesn’t
have to be a duo for me to find information to take from. For example, if you take any trio, at some
point if becomes a duo usually, you know for a bass solo. Take Sonny Rollins trio with Wilbur Ware
and Elvin Jones, at some point when Wilbur is soloing it’s a duo. And how that feel is, and how
Wilbur is able to be very clear about the form and the tune, but really playful at the same time —
stretching it or being risky about it. Not just playing the same thing, but going the next step and
saying, “Okay, let’s play with it”... and Elvin reacting to that. When one of them stretches it, maybe
the other maybe holds it down a bit. Or with Ornette; hearing how when Ornette stops or Don
Cherry stops, where Charlie Haden and Billy Higgins or Ed Blackwell, what happens in that dialogue —
that duo moment. And the same thing with trio, | always found if you listen to Miles when Herbie
lays out, you know... Then all of a sudden it’s a trio between Miles, Ron and Tony. You have to say
that, yeah there are some differences. It does change up, but it’s not set... It doesn’t necessarily
mean that Ron plays more simply, or that he shows the root more. | mean sometimes, yeah. But
then sometimes it’s the chance for the music to really open up because the piano isn’t playing. And
then Ron can even be more mysterious, and then there’s the trust with Miles knowing that he’s cool,
and he knows the tune, or what the changes are. So, it’s like those moments to me, that happen all
the time, even in a big band, its constantly breaking down and there are these moments of duos or
trios... That’s why I’'m really hesitant to say that there are certain strict rules about duo playing or
trio playing, because it’s whatever can be.... It allows for more freedom, sometimes it necessitates a
more strict playing of the form and the harmony has to be more clear, but definitely not as a rule. It
really depends on what is going on in the moment. And then, the duo thing... | guess there are some
duo records of piano and bass... But also just the whole duo thing between drums and bass. | mean, |
think of it more in my imagination of how those two — the bass and the drums — are always playing
together, and there’s always that duet going on, even when other people are playing. | mean it has
to; it starts with the drums and bass. And then harmonically, it’s often the bass and the piano, that
duo that’s happening underneath the larger band. | mean, in our imagination we can kind of wipe
out the other people for a second and just focus on those two instruments, we get a lot of

information that could be useful, in whatever situation.
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AP: So you can kind of look at a quartet record, and then break it down to just how two of those

people are interacting — is that what you’re talking about?

LG: Yeah, and it’s always moving, it’s never sitting still. Something else comes in, another voice
comes in and then there’s that reaction. There’s also guitar trio, which is really different again.
Guitar trio in general | would say is more like a saxophone trio... | mean, guitar can play chords of
course, but they’re often playing single lines, and for me having played a lot of guitar trio too, it’s
more similar to me of a saxophone trio than a piano trio. So, the way | react to that is a bit more in
the saxophone realm than as if | was playing in a piano trio. But then, once again it depends on

who’s playing guitar... It goes back to that; it’s really the personality, or the person.

AP: Totally. So | know it’s probably a bit of a moot point when you’re talking about people of your
level or the guys you play with, but with the duo thing is there still more of a responsibility — like say
when you're playing with Brad — is there still more of a responsibility on the bass as a time keeper?

Or are you guys so in-sync at that point?

LG: Yeah. | mean... | think if | was telling a class about playing duo, I'd say “yeah you have to make
sure that the time stays cool, that the form stays cool, that you really know the changes”... And then,
once you have that, and you’re playing with a great musician in duo then you don’t have to worry
about any of that stuff. It’s the same old thing: you learn all that stuff in order to forget it basically.
When you know a tune, you’re not thinking “okay Em7b5, A7b9, Cm” you know? You’re not thinking
like that, because you know it so intrinsically. And it’s the same thing with the time. When you’re
playing with another great musician who has great time, you don’t really have to worry about it. But
you’ve had to worry about it, to get to the point where you don’t have to worry about it. So if I'm
playing duo with someone with maybe not so clear time, or maybe somebody who doesn’t know the
tune so well... and its duo, then yes I'd have to play much more clearly harmonically and
rhythmically; more simply... but that kind of goes out the window if I’'m playing with somebody

who’s got it all together.

AP: Yeah that’s great. Okay, so this next point might get a little hazier, because I'm talking about
some specific rhythmic things that you do in these solos... But | get the feeling that they might have
been things that you worked on for a while, so maybe it might make a little more sense... In All The
Things You Are, there seems to be a common rhythmic thing you do, where you divide the bar into
the four-plus-three clave, and play triplets across the first four beats, and then a 5 over 3 sort of
figure... Was that something you were consciously working on back then? This is kind of a minutia-

type thing.
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LG: Right... Um... this is in 7 right? Yeah you know... the rhythmic stuff...

AP: | guess | was wondering if this was something that you workshopped either with the band or by
yourself, or maybe if it was just more organic: that you were so comfortable that you were able to

just play.

LG: Yeah. My memory of that is kind of similar to most things in that, | didn’t work out specific
rhythmic devices to play over odd meters. The only thing | did, and it was specific actually to that

tune, is | do remember practicing All The Things — because we’re playing it in two keys right?

AP: Yeah it moves between solos.

LG: Right, so | do remember just in order to get more comfortable with the key as well as the time
signature, of just playing it by myself at home in time. And just getting the feel of that key, and
getting comfortable with 7. First by hearing the clave of the 7 (Claps the four-plus-three clave). And
then, just having it go inside. So | don’t have to articulate that clave all that time. | can feel it, but |
don’t have to play it, just for my own ability to not mess up, so it gets more free. And that’s really it, |
know that some bass players have really thought about odd meters much more than | have. Of like,
really working out this permutation against this one and having many ways to play it... Mine was a
bit more organic | guess, of just trying to feel that passage of time. Over 7 beats a certain amount of
time passes... Whatever it is, if it's 1.5 seconds or whatever it is, and just filling up that space
however | want to. And if | had to break it down, and say what | rhythmically did | wouldn’t be able
to tell you (laughs). It is different, | know other bass players who’ve thought about it much more
scientifically, but for me it was more just trying not to mess it up... for my own self. Because when |
started playing with Jorge and Brad, they had been playing in some odd meters already. | had played
in some, but | hadn’t done it that much. They were able to do it much better than | was. It was really
helpful because | knew that they knew where they were, so if | messed it up | could listen and find it
again. So by doing it at home by myself, in tempo, with the form just playing chorus after chorus, it
helped me just get more strong by myself... so when | went in to play with them I just felt like | had it

more together.

AP: So you could feel like you weren’t reliant on anyone.

LG: Exactly. But at the same time, it was pretty free and reactive, in that rhythmically — I mean
maybe some things do recur, because those were my go to things — but it wasn’t so conscious. It was

just the vocabulary | had available to me at that point in time.

AP: So it had been something that somehow worked its way into your ear.
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LG: Right.

AP: It’s kind of interesting, because for someone who hasn’t thought about it, or wasn’t thinking
about it... these two devices come up a lot, so it must have been something that you were listening

to at the time, because both of the transcriptions are from around the same year.

LG: Yeah | think that sounds right. | think that’s exactly what it is, you know it’s just what | was
hearing at the time. But you know, it does bring up the other thing of like, rhythmic thematic
material that I’'ve used, or which can be used to create some form of continuity in a solo. It’s not just
a melodic theme, but it can be a rhythmic seed that continues through the solo a bit, so that gives
the solo some continuity. | know that back then we were playing a lot of fast tempos, where it
became an issue of like, okay now it’s a bass solo, so what do | do? I’'m not going to play eighth notes
— I mean | can’t play eighth notes, | can’t play triplets that fast — so what do | do? | do rhythmic
permutations of it that are a slower tempo, but that become kind of, rhythmic patterns that

continue through the solo, that give it some continuity or thematic material.

AP: Yeah, and that’s actually really obvious from what I've got... it’s very clear. In those faster
tempos, or | guess even in the 7/4 tune which is still fairly up... How do you feel that? I’'m assuming
you feel it in larger time-increments, you’re not feeling crotchets, you’re feeling some sort of larger

bar length, or more than one bar-length time span.

LG: Yeah, typically yes. | mean All the Things is a little trickier like that, because the changes are
moving by fast. But you know, on a tune that’s... | don’t know. What's the other tune that you’re

looking at?
AP: Long Ago and Far Away, a really fast one.

LG: Right, so that’s a good example actually, so even though the changes are moving, there is a kind
of, tonic centre that is very clear in that tune, and then the bridge goes to a new key and a new tonic
place, and it kind of sits in it for more than a bar or two at a time, so that helps, you know? | can kind
of play through the changes a bit more, and have a melodic or rhythmic motif that is long, and
thinking of the changes as one sound a bit. On All the Things it’s a bit trickier, but still you could think
a couple of bars at a time. And also this idea that I'm often not thinking about 7 beats, I’'m thinking
about the time that’s going by. It’s just a certain amount of time that a clock would pass, rather than
the metronome knocking off 7 beats. It’s a bit more philosophical maybe, but it is what’s happening

you know; to not think so regimentally. I’'m just trying to say something in that time period.
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AP: It’s a lot more organic than going “alright I’'m going to hit the third quaver of this bar, and then

do this next thing.”

LG: Yeah, | wouldn’t be able to do that (laughs). | mean, | think this all brings up the idea that we do
what we do because that’s what we are able to do. We all have certain talents and deficiencies
maybe, where we focus our mind. And, for me it’s more that way of playing, as opposed to “I'm
going to play this Phrygian, over this permutation of 7” you know, | can’t think like that, | didn’t learn

to play music that way.

AP: Yeah, that’s great to hear for a variety of different reasons in my own playing, that | won’t touch
on just now. So you said that you spent a lot of time working on All the Things, but do you work on

playing on soloing on tunes by yourself regularly?

LG: No (laughs). Yeah | mean, | really don’t. | spend my time learning the instrument better, making
sure | know the tune. But that’s why it’s hard for me to talk or even teach improvisation, because it’s
something else going on, and I’'m a little hesitant to go too deep into it, because | don’t want to mess
up that part of it... You know, it’s a bit of being scared of over-analysing anything, or being so
prepared that I’'m not in the moment, or not reacting to the people I'm playing with. | mean, | have

practiced playing solos on tunes at home, but not much...

AP: Ah okay, because another thing that | was going to mention, which seems to be present at least
in both the duo versions, there seems to be almost some sort of self-accompaniment thing going on
during your solos. You'll play a long tone at the start of a phrase to kind of centre it almost? And was

wondering if that was maybe a practiced thing, or some kind of classical study type thing?

LG: Mhmm, um | think it brings up the thing that I’'m sure you’re aware of... which is that as a bass
player, when you solo you often have to be everything at one time; you’re the soloist, but you're
also the accompanist, you’re the piano player, the drummer and the horn player. You're kind of
having to fulfil a lot of roles. The bass is tricky as a solo instrument... A lot of times the harmonic
accompaniment is sparse, or not there at all so we kind of have to be aware of little guide posts —
not necessarily for us, but for everybody else. Like, “here we are”. That’s why arpeggiated lines are
really helpful on the bass, because it can really clearly outline “here’s the chord that I’'m on right
now”, because if you just play a melodic idea it might not really give the flavour completely of the
chord. So kind of dealing with the inherent issues of being a bass player and soloing — kinda having

to cover a lot of bases, and helping out with the form or the chord...

AP: Yeah okay great, that makes a lot of sense! Well that’s really all the main questions I've got. So

I'll leave you to your day... Again thanks so much Larry for doing this.
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LG: My pleasure!
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