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Now Pat Patrick introduced Trane to Sun
Ra and to Sun Ra's material-his poetry, philoso-
phy-—- and to his records. That's how Trane man-
aged to kick his habit. He heard our records and
was given this philosophy which Sun Ra was print-
ing on pamphlets. . . and Trane got these and got
these records and three month later he quit Miles
and that's when his sound started booming

through. (Townley, 1973, p.18)
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When Coltrane's message reaches a

person, he is obviously affected. He begins to

reject

Actions and thoughts detrimental to man-
kind and starts to direct his energies toward bet-
terment of human conditions. When a whole mass
of individual people thinks this way, the social
strength of music is very obvious (Abrams, Baker.
R., Ellison, C., 1973)
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@139 1 The Form of Coltrane's "Ascension” in Real Time

Real Time
(Mins.) Section Description

0 1A Ensembles statement and development of opening motive in the collectively
improvised approached.

3112 1B Coltrane's solo tenor sax improvisation.

5:45 2A Ensemble improvisation.

7:42 2B Dewéy Johnson's solo trumpet improvisation.

9:28 3A Ensemble improvisation.

11:51 3B Pharoah Sander's solo tenor sax improvisation.

14:25 4A Ensemble improvisation.

15:38 4B Freddie Hubbard's selo trumpet improvisation.

17:37 5A Ensemble improvisation.

18:50 5B Archie Shepp's Solo tenor sax improvisation.

20:02 6A Ensemble improvisation. |

21:15 6B John Tchicai's solo alto sax improvisation.

24:13 7A Ensemble improvisation. |
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Real. fime Section Description
(Mins.)
25:10 7B Marion Brown's solo alto sax improvisation.
27:15 8A Ensemble improvisation.
29:48 8B (1) McCoy Tyner solo piano improvisation.
33:12 2) Duo bassist' improvisation.
35:38 9A Ensemble improvisation and statément of opening formular in the
collective improvisation approach.
40:02 End of piece

. Y a a & A
lu section 1A saawasinauainnaudalnshiflasdiugiuvas "Cycle of Four Modes” &4

1lsznavaae B Flat Aeolian, D Phrygian, G Flat Lydian, a8z F Phrygian @1ua13149 2

Real Time (ﬁins.) Mode in Which Collective Improvisation Occurs
(0] B Flat Aeolian (B flat, C, D flat, E flat, F, G flat, Aflat, B' flat)
1:45 D Phrygian (D, E flat, F, G, A; B flat,C,D')
2:16 G Flat Lydian (G flat, Aflat, B flat, C, D flat, E flat, F, G' flat)
2:32 F Phrygian (F, G flat, Aflat, B flat, C, D flat, E flat, F)

ARINMNAUNAUGAT LETULMIARNN InamnTuau eI e TasNasS USa s Friddie Hubbard

A s v 9 ' Y a = '
%mluunmu Lﬂmpamau vlﬂaﬁ‘iﬂ Elﬂ’J'IZJEE‘Tﬂ’J’]

The first take we made, | laughed--- | mean it was really weird, funny to me. Everybody in
there wés laughing, 'cause it sounded like a bunch of noise. After we played the melody
[opening] and that was the end of it. Actually, after we played one note of the scale,
everybody hit that note and then you played whatever you felt like off that particular scale.

I had a hell of a time making up stuff, again, you know. Mostly what | did was scream, | think
that's what he wanted me to do was scream on top (Rusch, 1984, p.21-22)
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