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a renalssance of interest in improvisation as a means of

musical expression. As characterized by a wealth of sup-
portive literature, improvisation is presently viewed as
an extension and integration of the compositional and per-

formance components of musical endeavor.

Need for the Study

The need for the proposed study derives from the
position and ilmportance of improvisation in historical con-
text, the relationship of improvisation to the temporal and
expressive nature of the musical art, the importance of

iensive muUBician-

ship, and, lack of avallable informaticm and research

concerned wilh whe experiential factors and percepts rela
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Lo Che Sysiematic develapient of improvigacignal skills.
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first music may have been derived from mating calls, battle

ture, collective labor, or ceremonies associated with magic
or religious rites. The origin of music can be attributed

to the human need of emotional expression. Explanations
concerning the origin of music share the common desire to
relate music to the most profound experience of the individual

and the group involved.

The spontaneous invention and shaping of

music while it is being performed is as old as

music itself. The very beginnings of musical

practice can scarcely be imagined in any form

other than that of iTstantaneous musical expression

-- of improvisation.

In non-western cultures the distinction between
improvisation and composition is less distinct. Frequently,
the composer and performer are one and the same. According
to Grout, all music prior to the development of mensural
notation was largely monophonic in conception and hetero-

phonic in perception and practice.2 A heterophonic texture,

by nature, requires free and varied interpretation of a

between early western and non-western musics were tonal

and rhythmic rather than textural. Coincidental with the

1Zrnst Ferand, Improvisation in Nine Centuries of
Western Music, (Zurich: Arno Volk Verlag Han Gerig Kg.
Keln, Reprint 1961), p. 5.

2Donald Jay Grout , A History of Western Music,
{New York: W.W. Nortom and Company, inc., 1973y, p. &.
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improvisarional parameters*changed and new, different styles
developed. The common denominator betveen composed, notated
music, and improvised music, it can be theorized, 1is the need
for spontaneous musical expression. The ipherent limitation
of the developing notational system in indicating the subtle-
al
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Improvisation and composition are opposed

concepts we are teld--the one spontaneous, the

other calculated; the one natural, the other arti-

ficial. But on the other hand, we are given to

believe that improvisation is a type of composition

that characterizes those cultures that have no noca=

tion, 2 type that releases the sudden impulse t

music through the direct production of sound. 17

On the basiz of its integrity and closeness & the
netece of music and temporal expression, it is not surprising
that curriculum development in masic during the last decade
included imprevisation as am important cogmate area. Both
the comprehensive musicianship cemponent of the Contemporary
Beusie °re)e't2 and the Manhagtaavilles Music Curriculus

?rcs-am} view lmprovisation 85 a means of esereising musical

2arune Betile, "Thoughts on Improvisstion: & Cempara-
dve Appeoach,” The.é@sﬁcaﬁ Quactesly, ¥, Ho. 1 fjaa«evgf

15743, . 4&.

Lemaries L. Gary and Beth Landis, Cemprehensive
%usﬁ@ Program, {Washing ::@.@,: ﬁ@sia ancaﬁaev Hatienal
@aﬂgn?=='ﬁ and &merican 8sszsciation of Schosls of Music
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the value of improvisation as a means of developing musical
perception in the development of the Schulwerk concept.l

n, accerding to Leonard and House, is

a creative act optimizing the potential for self—expression.2
In an article concerned with improvisation as a pedagogical
‘resource in the piano studio, Hood relates that it is unimag-

"

inable to teach music without this [improvisation ]

w

most versatile of tools."

While there is evidence of significant interest in
the utilization of improvisation in music education programs,
an observation by Talmadge in 1960 remains relevant.

Improvisation skills, which are prime

objectives in the musical practice of other

cultures as well as in the practice of our own

folk musicians, have been generally neglected

in both pzblic and private music education

programs.

According to Baker, the reason for the lack of

emphasis on the development of improvisational skills is

1 _ N
“Carl Orff, "Orff-Schulwerk: Past and Future,"
Source Book III: Perspectives in Music Education, Bonnie

owall, ed. (Washington, D.C.: Music Educators National
Conference, 1966), p. 388.

2Charles Leonard and Robert W. House, Foundations
and Principles of Music Education (New York: McGraw-Hill
Book Company, 1959), p. 260-261

1iar

5 A. Ho od My Studio--Improvising, A Useful
Tool," ClaV1er XI No. 2 (February, 1972), p. 42.

4W.H. Talmadge, “"Teaching Improvisation," Music
Educators Journal, XLVII, (November/December 1960), p. 58.

he twentieth century, Carl Orff as eariy as 1524 recognized
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twofold: the popular view that such skills are inherent

and not subject to systematic development; and °
fear and ignorance on the part of the teacher."l
Relatedly, it can be noted that much of the available
material concerned with the teaching of jazz improvisation
deals directly with the acquisition of technical playing
skills within a stylistic context. Little or no attention
is given to the experiences and percepts that help shape
the personality and abilities of the improvising jazz
musician. The present study represents an attempt to
determine what relationships exist between certain experiences
.‘and percepts of a selected group of professional musicians

adept at jazz improvisation.

Purpose of Study

The purpose of the study is to determine what rela-
tionships exist between certain experiential factors and
percepts of a selected group of professional musicians

adept at jazz improvisation.

PROCEDURES

The Collection of Data

As consistent with the stated purpose, the study

involves the identification and categorization of the

mL

. s iy
Ll

Instrument 1iSL, XXVI {(November, 1571

:
“David Baker, "Jazz Improvisation-The Weak Link,"
)
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experiential factors and percepts of musicians adept at jazz

Loate

improvisation. The focused personal interview was chosen as
the means for securing data from jazz improvisérs. In the
research compiled by Jeter, literature pertaining to the
interview is demonstrated as one of the most effective means
of obtaining informati,on.1

The focused interview differs from the unstructured
interview in four ways:

1. It takes place with persons known to have

been involved in a particular concrete situation.

2. It refers to situations which have been analyzed

prior to the interview.

3. +It proceeds on the basis of an interview guide

which outlines the major areas of the inquiry
and the hypotheses which locate pertinence of
data to be secured in the interview.

4. It focuses on the subjective experiences--

attitudes and emotional responses regarding the

particular concrete situations under study.2
In further explanation of the last factor, subjective
experiences, it should be observed that jazz improvisation

is frequently concerned directly with personality development

lJohn David Jeter, "An Analysis of Expressed and

Observed Difficulties of Beginning Vocal Music Teachers."

(Unpublished doctoral dissertation, Indiana University, 1966)
n. R-34
n. 8-36,

Pauline V. Young, Scientific Social Surveys and Re-
search (3rd ed; Englewood CIiffs, New Jersey: Prentice-Hall,
inc., 1956), p. 212.-
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nvolving the jazz improviser's emotional reactions to a

articular playing situation. Thus, the relacionship that

o

exists between personality development, emofional involvement,
-and jazz improvisation is inevitably subjective. The

focused interview allows for subjective experiences to be
discussed in informal conversaticn. The interview guide
utilized for the present study was deviséd to include the
following five areas related to the purpose of the study:

(1) improvisational concept, (2) initial improvisational

attempts, (3) early experiences that contribute to the

-

development of improvisational skills, (4) recommendations
~that can be given by the interviewee to a young player who
aspires to learn jazz improvisation, and (5) information
concerning the current improvisational situations in which
the interviewee is involved. Each interviewee was also
encouraged to develop areas of his personal interest that
were not included in the interview guide.
A criterion list was established for each area
included in the interview guide as follows:
I. Improvisational Concepts
A. Definition of improvisation
B. Contrast between improvising and non-
improvising musician
C. Musical expression

D, Person

}
=

eXpressio

E. Stylistic preference



¥. Listening preference
II. Initial Improvisational Attempts

1
aa . P, v a—

B. Influential Personalities
C. Aspirations

D. Ambitions

E. Complaints

F. Recommendations

ITI. Early Experiences
A. Formal training
B. Informal training
C. Music at home
D. Music at school
E Church music
F. Other
IV. Recommendations
A. Formal training
B. Informal training
C. Environmental music
D. Other
V. Current Improvisational Situations
A. Professional involvement
B. Required skills
Volunteered information is included if it is relevant.
Twenty-nine professional musicians adept at jazz

improvisation were identified for participation in the



study. All participants were either professional recording

-t

artists and/or jazz educators of national recognition.” The
establishment of the list of the most desirable persons to
interview was done through personal acquaintances and
contacts. The primary data was obtained by means of personal
interviews with the twenty-nine participants. The interviews
included in the study took place in the following cities:

1. Tulsa, Oklahoma

2. Oklahoma City, Oklahoma
3. Wichita, Kansas

4, New Orleans, Louisiana

5. Memphis, Tennessee

6. Baton Rouge, Louisiana

7. New York, New York

8. Philadelphia, Pennsylvania
9. Boston, Massachusetts

10. Dekalb, Illinois

11. Washington, D.C.

12. Detroit, Michigan

13. Chicago, Illinois

14, Bloomington, Indiana

15. Los Angeles, California
16. San Francisco, California

17. Denton, Texas

1A complete listing of participants is included in
Chapter Four.



18. Dallas, Texas

19. Las Vegas, Nevada

Each interview sessicn was arranged at a time that
was mutually convenient to the researcher and the participant
and characterized by an open discussion covering the five
areas included in the interview guide. Each interview fluc-
tuated in length and degree of privacy. The elements of
time and privacy in relationship to each interview were
largely dependent upon the location of the interview and the
volubility of the interviewee. Locations of interviews in-
cluded dressing rooms of night clubs, backstage at Carnegie
. Hall, sidewalks, recording studios, offices, taxicabs,
subway trains, airports, restaurants and private homes. 1In
every case subjects were extremely cooperative. Most subjects
appeared eager to be interviewed, and all were friendly,
helpful, and most cordial to the interviewer.

In conducting the personal interviews, the investi-
gator reaiized the importance of establishing rapport and a
channel for communication with each interviewee. Responses
were recorded on tape and transcribed by typew

The data obtained was analyzed. Complete responses
were broken down into sections which were then categorized
under the broad classifications employed in the interview
guide. Commonalities in experiences among the subjects were
identified and compared. Conclusions were drawn, based on the

comparisons made.
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Limitations of the Study

The study was limited to the identification and
categorization of experiential factors and percepts of
musicians adept at jazz improvisation. The study was limited
to structured interviews with a minimum of twenty-five pro-
fessional musicians who improvise jazz music. All musicians
interviewed were professional recording artists and/cr

nationally recognized jazz educators.

Defin

|=te

tion of Terms

Improvisation. Music which is simultaneously composed

and performed.

Improvising Musician. Musicians currently involved

in musical activities which require improvisation.

Experience. Knowledge or practical wisdom gained

from observation and actual practice in one's individual
environment; the totality of the cognitions given by per-

ception.

Percept. A psychologist's term for sensations that

are referrable to definite recognizable things.



CHAPTER II

JAZZ IMPROVISATION: AN HISTORICAL PERSPECTIVE

Jazz is a style of music indigenous to the United
States of America that first arose in the late nineteenth
and early twentieth centuries.l Jazz utilizes improvisation
as a primary element of construction. During each period
in its history, highly skilled improvisers shaped the
directions in which jazz developed. In fact, the improvi-
satory manner of performance is about the only element of
consistency to be found in the many different types of
musics that are called "Jazz."

According to Levey:

Jazz is improvisation. Without the soloist's
highly skilled improvisations a musical presentation
is not jazz. It may be pop music, it may be dance
music, but it isn't jazz. Good jazz scores and
compositions are "frozen" improvisation, and they
seem tO swing because they have the ‘feel’ of being
improvised. Still, without the creative improvising
soloist a jazz score is just that: a written-down
and thus frozen shadow of jazz, a piece of music that

at best can only reflect the 'spirit of improvised
jazz.

Frank Tirro, Jazz A History (New York: W.W. Norton
and Company, Inc., 1977), p. 5

s
3.

=t~

7

Jospeh Levey, Basic Jazz Improvisation (Delaware
Water Gap, Pennsylvania: Shawnee Press, Inc., 1972), p. 1.

12



It is often stated that jazz is the music of the

. . . one point should be made clear and that is
each new style (or era) in jazz was pioneered by the
American Negro musician. Any talented player of any
race can probably learn to play the different styles.
Race truly has nothing to do with the developing of
the styles after they are once innovated, but it was
the American Negro who did (and continues to do) the
innovating.

The innovative role of the Afro-American in jazz can
be attributed to his direct relationship to the culture that
gave birth to the music. As explained by Ellis Marsalis as

follows:

To think in terms of improvisation and what it's
about, I would have to say that the difference between
a musician who can improvise and one who cannot impro-
vise is cultural. For a long time it was common for
black musicians to say that the white boys can't play.
But we listen to Joe Farrell and Chick [Corea] as well
as the Brecker brothers, and we immediately see that is
not true. When I was a kid it was not that easy for
white kids to get access to the [black] music. Their
parents wouldn't allow it. Consequently, it's like
the business of not being around the water; your chances
of swimming are pretty slim, but due to the breakdown in
cultural rigidity,_jazz is now being played by individ-
uals of all races.

It is commonly accepted that jazz resulted from a
blending of cultures: European, African, and American.
However, it may not be well understood that the basic ingre-

dients in that blend that now sounds so smooth and

lPaul O0.W. Tanner and Maurice Gerow, A Study of Jazz
(2nd ed., Dubuque, Iowa: William C. Brown, Co., 1973), p. 1&.

2 .. . e s
Taken from an interview with Ellis Marsalis.



sophisticated were not smcothiy made. Social customs forced
the African to adapt his music to European practice rather

than the opposit

[\

. It is accurate to say that the African
way of experiencing music was, by necessity, filtered through
the European system. It rose because of the irresistable cre-
ative urge of the black man and woman who resisted all

efforts by early slave owners to eradicate African culture.

To the White American Christian, African culture appeared to
be "heathen,' so it was threatening. Slaves who were tal-
ented musically preserved what they could of their African
concepts of music making by adapting the white master's
_instruments, styles, forms, hymns, popular songs, tonal

harmony and the like. The result was what we now call
U"spiritual," "jazz,' "ragtime,'" '"blues, " and so on.

This music was improvised both because the slaves
brought a rich improvisatory background from Africa and
because their kind of music was not easily notated in
standard western notation. Even if the music had been
easily notated the slaves had no knowledge of western
notation. Thus, the early ‘''composers’ of
performers who created spontaneously or not at all. They
did not try to preserve their creations because it was so
easy and pleasurable simply to create a new piece.

The jazz composer still prefers extempcraneous
creation of his musical ideas as they are inspired by the

musical moment or by other intangible considerations.



manner:

Jazz improvisation is the spontaneous creation of
music in the jazz style Like traditional composition,
jazz improvisation is a craft. It is a conditioning of
the mind, body and spirit, brought about by the study
of mu51cal principles. This conditioning becomes a
necessary prelude to the professional practice of the
art, despite the implications of the word spontaneous.
Just as spontaniety is ccmbined with conditioning, so

1s the existing style of jazz combined with originality
of expression. Onc is lost "“*bo"* the other, and so
we seldom hear an improviser's solo that does not con-
tain melodic fragments or patterns: from the melody

of the tune used, from a fellow performer's solo, from
an influential player of the time, from a different
tune altogether, from material previously improvised,
or from patterns (original or borrowed) currently
studied in individual practice. Another obvious
combination is creation and performance. The jazz
improviser pre-hears in his mind the next musical event,
and then has the added task of playing it cleanly and

with feeling. This is the process of jazz improvisa-
tion.

Three unique factors concerned with jazz improvisation
are: 1) the utilization of group improvisation in addition
to solo improvisation, 2) the blend of an Afro/European/
American style of playing, and 3) the.acceptance of any
improvisational attempt by a jazz improviser that utilizes
or extends the jazz syntax. Jazz improvisation at its peak
is an expression of the improviser's feelings about life.

Giuffre states:

what hits me is that when the jazz player picks
up his horn or sits down at his instrument it is just a
continuation of his living. There's no separation and

l — -
erry Coker and others, Patterns for Jazz {Lebanon
Indiana: Studio P/R, Inc., 19707} introduction.

3




I believe this comes through_ to the audience. Jazz
sounds like its being lived.* -

This personalized element within jazz music thus separates
it from improvisation in other idioms.
A musician who has mastered the style of Bach and

understands the theoretical basis of the music could con-

vincingly improvise in the style of Bach, provided he hnas
s R Sy 1. 2 P, e B, ~ .
mastery of his instrument. This same degree of wastery in

jazz would only at best be an expression of another person's
life experience and totally miss the poin
sation which is expression of one's feelings concerning the
life experience. However, one's ability to feel music
"within the jazz context does not warrant creative license

- without instrumental mastery.

This is not to indicate that instrumental and stylis-
tic mastery is not a requisite for jazz improvisation. How-
ever, jazz improvisation at its ultimate presupposes the
mastery of skills and attempts to allow for each individual
improviser to make his statement concerning life.

Jazz developed as an improvisatory art form. Impro-
visation to the jazz musician has always been a means of
self-expression. Even though the musical/social context has
varied, improvisation remains the essence of jazz. Eéch

generation of jazz musicians has taken the tools and re-

urces of their pericd and utilized them as advantageously
1., . . .
Jimmy Giuffre, Jazz Phrasing and Interpretation
(New York: Associated Music Publishers, Inc., 1969y, p. 61.
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n any orm, precise
division of time in relation to events is impossible.
According to Hodeir:

The arbitrariness of cutting time up into unjusti-
fiable neat slices is in this case {[the case of jazz]
intensified by the thinness of the slices. Since the
career of a musician sometimes lasts much longer than

the historical period to which it belongs, it is easy
to imagine the confusion to which such z procedure can

lead. MNonetheless, jazz has ?een characterized at given

timesg by imnortant movements
S Dy
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Jazz has many sources which are derived from many
parts of the world. Volumes have been written concerning
the combining of the various sources and the periods of jazz
history that evolved as a result of jazz innovators initia-
ting different interpretive concepts. With this in mind,
the historical perspective that is presented is intended to
provide a brief overview of jazz history for the reader with
a limited jazz background and is not intended to serve as a

comprehensive history of jazz.

African Origin

Jazz owes its existence to a unique blending of two
musical traditions: the west African and the European-

American. This blending came about because of musical, as

Andre Hodeir, Jazz: Its Evol
Dacapo Press, 1975), p. 2
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orces in the two cultures. Two of the major
social forces bearing upon the origins of jazz were the

survival of strong cultural values of the West Africar

1

Negro and the channeling of these values into the musical
forms of North America.

Jazz is cultural in that it involves the usage of
ases that have been handed down by older musicians.
is a part of the oral expres31uu which came over on
the slave ships. The cultural infusion with Western
civilization subsequently caused certain musicians to
play in a particular way. For example, there were nc

trumpets, clarinets, or trombones in the bush of Africa.

However, there was an assortment of nature instruments

which consisted of drums, gourds, and animal skin instru-
ments which were used to make music with a heavy rhyth-
mic influence as opposed to European emphasis on har-
monic and melodic resources.

N
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The beginning of jazz came about through this unique
blending of the harmonic resources of the European-American
with the basic percussive elements of African tribal music.
Jazz developed as the dance music of Afro-America.

Jazz also developed as a result of attempts made by
slaves to express their feelings about their plight through
song. More accurately, the inherent.musical feeling and
interpretive nuances associated with the jazz way of playing
developed due to the manner in which slaves approached the
performance of music. The slave had been brought to America
and stripped of all cultural ties.except his music. Wheaton

cites this force as 'a tremendous reservoir of creativity,

on, and originality, affecting the worl

. . .
cn, originasLit !

'.-Iu

energy, frustrat

[o N

1Taken from an interview with Ellis Marsalis.
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musical styles as no single source has before or since."

According to Wheaton:

Forced immigration of blacks to. the new world,
along with the transference of basic aspects of Western
culture from the old world via the millions of Irish,
Scotch, British, French, German, Jewish, Polish,
Italian, Portugese, Spanish and other nationalities
created a melting pot of cultural backgrounds and
activities that have produced new directions and

developments in all of the art-forms. However in
jazz, we have the perfect balance between tribal and
non-tribal culture; the use of Westernm European form,

harmony and instruments, with African rhythm, syncopa-

tion, improvisation, call and_response, intonation, and

notebending scales and modes.
Music was by far the most vital and demonstrative expression
in the life of the Africans who became American slaves.

In African society music was not a luxury; it was an
integral part of living. The common denominator for the
many different life styles in Africa was the love and total
involvement with music that was expressed by Africans.
"Music follows the African through his entire day from early
in the morning till late at night, and through all the changes
of his life, from the time he came into this world until

after he left it.”3

1

“Jack W. Wheaton, '"The Technological and Sociological
Influences on Jazz as an American Art Form" (unpublished
doctoral dissertation, University of Northern Colorado,
1976), p. 25.

2Wheaton, P. 23-24.

3 .

Fred Warren and Lee Warren, The Music of Afr
Introduction (Englewood Cliffs, New Jersey: Pre

T’\

AP

TOTA A T
.y L5706, p. 3.
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In African society there were traditional songs and dances
that were completely necessary to the rituals celebrating
each milestone encountered in life. In rituals, ceremonies,
and celebrations there was special music designed for the
occasion. Music was passed from one generation to the next
by word of mouth. It was a means of preserving the tradi-
tions, ambitions, and lore of the tribe.l

One such example can be seen in the birth of a baby.
In an African village, the musical tradition surrounding
the birth of a child would begin even before the child was
born. The expectant mother approached the village witch
doctor for assurance of a successful delivery. The witch
doctor then performed a song and dance designed to insure
successful delivery. Other instances in African life that
required special musical rituals were the naming of a baby,
the appearance of a baby's first tooth, the loss of a child's
first tooth, a child reaching the age of puberty, and various
agricultural festivals.

In addition to ritualistic music, Africans also created

found in the use of music by certain African tribes to
force termites from the ground for purposes of eating them. 2

No matter what the purpose of the music, religious or

1. -
“fanner, p. L4,

2

Warren and Warren, p. 11.
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functional, it was a powerful influence in the life of the
African.

The most commen feorm of musical performance in African
society was the ensemble performance which included instru-
mentalists, singers, and dancers. Most of the time only males
played musical instruments. The women of the society joined
in the singing and dancing. Essentially there was no audi-
ence because onlockers participated in the musical activity
by clapping hands, tapping the feet, and shouting words of
encouragement to the performers. A successful celebration
was one in which all members of the community participated
and the interaction between the various roles contributed
to the manifestation of a perfect whole.l This emphasis on
communal activity illustrated one of the basic characteris-
tics of the African tradition in music and dance. 1In the
ideal situation, a similar communal spirit is exhibited by
an ensemble which has come together for the purpose of
playing music in the jazz tradition. '"Each individual brings
a certain level of expertise and musical understanding to
the engemble. However,
that occurs as a result of the coming together of the select
individuals that is important, rather than each individual

statement."2

Eileen Southern, The Music of Black Americans (New York:
W.W. Norton and Co., Inc., 1971), p. 12.

2

Taken from an interview with Milton Hinton.



To say that music was and is importart in the life

of an African is an understatement. According to Warren:

His mother sings to him throughout chilcdhood, even
when he is a tiny baby. Through songs he learns about
the members of his family and the important people,
places and events of his community, his tribe and his
country. By singing songs which contair a moral, his
mother teaches him what his people consider to be

ight or wrong.l

The African child learns about life through music.

oneness with music shared by African society further explains
the establishment of a conducive aesthetic environment that
could nourish and cultivate a personalized, expressive,
improvisational music.

In addition to the African musical .zesthetic,
Wheaton lists the following nine elements as the basis of
African tribal music and as the basic African contribution
to jazz.2

1. Call and Response: A musical ritual in which

a leader shouted a cry and was answered by a response from

a group.

2. Syncopation: Accents that do not occur after

each bar line in a regularly recurring and predictable way.

IWarren and Warren, p. 12,

2. .
Wheaton, p. 26-37. (Wheaton discusses each con-
tribution in detail).



The African, however, doesn't think in terms of bar lines;

therefore, syncopation in African music does not exist from
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the African’'s point o
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view. Syncopation can only occur
in the Western context of a regularly recurring accent.
"Syncopation constitutes the process of rebelling against
the regularly recurring accent."t

3. Poly-rhythm: Two or more rhythmic patterns
going on at the same time.

4. The Riff: A relatively short melodic phrase that
is repeated in ostinato fashion over a changing chord pattern,
originally used as a background device, although it later
came to be used as foreground material in the riff-tunes of
the swing era. In African music the riff is usually a re-

occurring rhythmic pattern.

5. Bass Ostinato: A persistently repeated melodic

and/or rhythmic figure, often shorter and less complex than
the riff, and usually found in the bass. 1In African music
an example can be found in the role played by the supporting

drum within an African drum ensemble.

fe)
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ovisation: Music which is simultaneously

composed as it is performed.

7. Audience Participation: In African music, there

is essentially no audience. Onlookers participate in the

musical activity by clapping the hands, tapping the feet,

1Warren and Warren, p. 35.
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and shouting werds of encouragement to the performers. This
aépect of African music removes it from the realm of a con-
sumer’s art to a feeling of little distance between the
performers and the audience.

8. Complex Scales and Intervals: The Africans, and

many other tribal cultures around the world, do not divide
the octave into twelve semi-tones. Some African scales con-
‘tain as many as twenty-four semi-tones. An example can be
found in the xylophone music of the Chopi people of Mozam-

bique.

9. Free Use of the Voice: The African singer

utilizes techniques that are different from those of Euro-
pean singers. Africans employ such vocal sounds as moans,
wails, shouts, guttural sounds and falsetto. The unique

usage of the voice by African singers serves as the basis

of the vocal style'of playing that is characteristic of jazz.

European Contributions

While the essential characteristics of African tribal
music are easily recognizable in jazz, it would not be jazz
with these elements alone. Ingredients from another culture,
the culture of Western Europe, Help to make jazz the first
international hybrid art-form encompassing both Eastern and

Western aesthetic concepts.l

;
“Wheaton, p. 37.



The primary elements of Western European mus
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¢ that
are essential to jazz are melody, form, and harmony.l An
example of music that influenced the early development of
Afro-American music can be found in hymn tunes based on old
folk songs of middle Europe which were brought to the colo-
nies and introduced in the church in the sixteenth century.
Sea chanties and other folk songs with primary harmonies I,
IV, and Vs and with melodies based on the diatonic scale
were also brought to the colonies. The progression of the
harmonies used in early colonial tunes was often I-IV-I-I-
V,-I, a progression that formed the harmonic basis of early
jazz.

No one can truly say how the first Africans brought
to the United States learned the language or any techniques
required for the performance of European music. In the
beginning, slaves had no formal education and absolutely
no training in European music techniques. Therefore, in
trying to repeat songs that they heard the masters singing,
slaves probably sang certain notes out of tune or sang
notes altogether. An interesting point is that
the Africans probably heard their singing as ''correct' and
not as a distoftion of the original because of the nature

of the native music to which they were accustomed.

1. . A
Wheaton, p. 3

~J
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The European masters, taking for granted that the

"out of tune'" singing done by the slaves was just another

barb

)

ric characteristic, made no attempts to have them sing
the "proper' notes. It was important that the slave did the
work properly but not the singing.

In addition to dealing with foreign scales and melo-
dies, slaves were forced to sing in the master's language
to calm his often paranoic fears of conspiracy and uprising.
The broken English used in early blues songs is just one
example of the effect of the alterations made by early
African slaves attempting to perform European songs.

Another contribution of European music to jazz is
the element of form. According to Tanner, ''The musical
forms of Europe became standard procedure in jazz works. "t

This point is further substantiated by Wheaton in the
following statement.

The essential characteristics of western European

music, melody, form and harmony are as essential to
the structure of jazz as the African elements .
without the superstructure of European form, melody
(later altered to fit the more comfortable African
vocal scales) and harmony, jazz would be only African
folk music transferred to the new world with English
lyrics and some new world instruments The
purification and idealization of melody in western
European music via centuries of plain-song, the de-
velopment of form, a by-product of the linear,
logical developmental mind of European man, and the
use of tension-release via tertian harmony, disso-
nance resolving to consonance, were the trinity of

1

“Tanner, p. 16.
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European instruments were another very important
contribution to jazz.b Early attempts by African slaves to
perform on European instruments or homemade facsimiles re-
sulted in many instrumental inflections that were to be-
come part of the "jazz way of playing.'

As slaves, black people who wanted to play trumpets,

pianos, and the like usually had to teach themselves. They

invented their own fingering, embouchures, and positions.
The resultant tone quality, intonation, and technical
facility lacked refinement, but the performances pulsated
with vitality because the performers wanted to play their
instruments to express themselves musically. They were
motivated by creative desire rather than the orders of a
parent who thinks his child should learn to play an instru-
ment.

As in any music, when more advanced tools are gained
by the performers of that music, it reaches a higher level
of refinement, presentation, and communication. According

to Fielder:

The complete European contribution, as far as jazz
is concerned, did not manifest itself until Afro-Americans
were allowed to study and master the techniques of
European music. As a matter of fact, European music is
still contributing to experimentalism in jazz by

lWheaton, p. 37-38.
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presenting elements of jazz in European costumes.

United States Origin

As the Africans brought to America as slaves adapted
to their new life, their native music changed. Music was
vital to the African slaves as a means of communication, as
well as a deep expression of their feelings which could not
be otherwise expressed.

The music that was performed by the slaves was
directly influenced by the culture of the particular colony
to which they were brought. Latin Catholic colonies would
allow slaves to play their drums and sing and dance when not
working, but slaves in the British protestant colonies were
ndt allowed to perform their native music. The British
thought it their mission to convert the heathen slaves to
Christianity. Their native music represented their feared
non-Christian culture.

Three musical forms resulting in the Africans encoun-
ter with America are the field holler, work song, and Negro
spiritual. The field hollers and work songs were original
creations of the African slave, while the Negro spiritual
may have partially resulted by the adaptation of European
hymns by the African. .

The field holler was a result of slave attempts to
communicate with each other by son

fields. Spoken communication between slaves was often

liam Fielder.

}—l

rom an interview witn Wi
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forbidden. 1In the field holler the slaves expressed feelings
about their work. Many of the songs used words with double
meanings in order to fool the overseer. The field holler
was also used to communicate over long distances.

The work song was another type of song that was a

spontaneous creation arising from work

I
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was part of the African tradition
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energy, to facilitate physical motion by use of rhythm, and
to furnish mental diversion without interrupting labor.
Because of its functional nature and therefore constant
use, the work song was a major source for the preservation
and continuation of the African music tradition in America.

In addition to field hollers and work songs, the
musical life of the slave was also affected by his contact
with the folk songs of Western Europe and by the hymn tunes
of the protestant church. The toil of slavery, European
musical influence, and the lack of technical information
concerning the production of European music, coupled with the
slaves's remembrance of African musical tradition, contributed
to thé Negro spiritual. Had slaves initially been con-
sidered to be human beings, or had European/Americans made
positive attempts to facilitate a rapid acculturation of
slaves, the Negro spiritual might never have come into
existence. According to Jones:

When the first slaves were brought to this country,

there was no idea at all of converting them. Africans
were thought of as beasts, and there was certainly no

=5 S BN
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idea held among the whites omehow these beasts
o) " reo T t' o AS

roul it by expost
late as the twentieth
'pTOVlnc the Negro's close oxonlp to lower
animals that have been immens ~} popular in the south.
The idea that perhaps slavery could be condoned as a
method of converting heathens to the Christian God

did not become popular until the latter part of the
eighteenth century, and then only among a few ''radical"
northern missionaries. There could be no soul-savin
activities, N.N. Puckett points out in his book Folk
Beliefs of the Southern Negro, where there was no soul.*
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In other words, had slaves been systematiéally trained
in European performance practices, they would have been able
to perform the music of the Europeans ''correctly" and the
consistent "mistakes,'" along with the hardships of slavery,
necessary to produce the Negro spiritual would have never
been committed. The uniqueness and beauty of the Negro
spiritual was brought to the attention of the world as a
result of a European tour in 1878 by the Fisk Jubilee
Singers from Fisk University.

In the fashion typical of a bondaged people, the
slaves revealed through the vehicle of the spiritual their
conditions of life, their hope for a better world, and their
desire for freedom. Tanner attributes the origin of the
spiritual to the impact of Chfistianity on the slave.2
Concerning the music produced by Negro Christianity, Jones

presents a different view.

Leroi Jones, Blues Beqple (New York: William
Morrow and Co., 1963), p. 32.

2Tanner, p. 19.
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there was that music which issued from pure African
ritual sources and which changed to fit the new re-
ligion - just as the ring shouts were transformed from
pure African religious dances to pseudo-Christian
religious observance, or the Dahomey river cult
ceremonies were incorporated into the baptism
ceremony. Early observers also pointed out that a
great many of the first Negro Christian religious
songs had been taken almost untouched from the great
body of African religious music. This was especially
true of the melodies of certain black Chrigtian

spiritualslthat could also be heard in some parts
of Africa.

From Christianity the slaves borrowed such leaders
from the old testament as Moses, Daniel, Joshua, and Ezekiel.
They created spirituals about them such as "Go Down Moses,"
- "Didn't My Lord Deliver Daniel," "Joshua Fit The Battle
of Jericho," and "Ezekiel Saw de Wheel."

By the mid-nineteenth century, many spirituals had
hidden meanings that were understood only by slaves. Some
spirituals were used as signal songs to aid in the escape
of slaves on the underground railroad. Some songs actually
gave travel directions to slaves who were unable to read
and had to travel at night. Spirituals-using the idea of
the river, such as "Deep River," expressed the hope felt by
slaves of one‘day crossing over into the "promised land."
The term promised land was often used to refer to the free

northern states as opposed to the slave states of the South.

Leroi Joneg
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An example of a Negro spiritual that was used as

s}

signal song is ''Oh, Mary Don't You Weep."

Oh, Mary don't you weep, don't you mourn

Oh, Mary don't you weep, don't you mourn

Pharoah's army got drownded

Oh, Mary don't you weep

This song was used teo advise a slave that the way
was clear for an attempted escape. The reference to the
army used in the song was to the Egyptian Pharoah's army
that was drowned in the Red Sea while attempting to recap-
ture the Hebrew slaves that were being led to the promised
land by Moses. The army that was actually being referred
to by the slaves was the army that would be sent to recap-
ture a runaway African slave.

The second verse of the song would inform the slaves
of the time that they were to be prepared to escape. The
time used would change from night to night.

Every night at ten o'clock

This old world will reel and rock

Pharoah's army got drowned

Oh, Mary don't you weep

The well known spiritual '"Steal Away' appeared at
POl P S £ L R R, - 1 T2 1 1 1 -y . " - “«~ A
i€ vlime€ Or tne sSiave rYepeliiion leda by Nat Lurner in Lo3l.
This song had a double meaning and was used to signal
slaves to join the revolt.

The early affiliation and identification with religion
as the only means of being delivered from slavery helps to

explain the importance placed on the church in contemporary

black America, and further explains why such a vast majority
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of "jazz" performers cite church music as one of the basic
influences on the early development of their style.

Even though much of the early slave music in America
was vocal by necessity, Southern provides substantial evi-
dence that indicates that slaves played musical instruments.
Because little or no records were left by black men in
colonial America, the history of black musicians was pieced
together with the aid of colonial newspapers, town and court
records, legislature journals, diaries, letters, personal
narratives, missionary reperts, journals, and fiction of

white colonists and travelers to the New World. According

. to Southern:l

The colonial newspaper provides a rich source of
information about slave musicians. From the beginning,
the advertising columns in newspapers (the Boston
News-Letter, established in 1704, was the first per-
manent one) regularly carrled llstlngs of slaves
"for sale'" or "for hire. Numerous listings included
references to the possession of musical skills by
slaves, for their market value was thereby greatly
increased.

Southern cites the following examples of newspaper

advertisements:

le young handsome Begro Fellow
about 18 or 20 years of age; has every quallflcatlon
of a genteel and sensible servant and has been in
many different parts of the world. . . . He . . .
plays on the French horn . . . He lately came from
London, and has with him two suits of new clothes,

and his French horn, which the purchaser may have
with him.

1Southern, p. 28-29.



To be sold a Negro Indian slave, about forty years
. . - 11

of age, well known in town, being a fiddler.

Run Away: A negro named Peter, about 44 years of

age he carried away a fiddle, which is much

delighted in

when he gets any strong drink.

As pointed out by Southern,1 there were some slaves
who toured as concert artists, playing European instruments.

However, more ofter

instruments
or attempted

tions by book or teacher. The invention of new imaginative

and unconventional ways of manipulating European instruments
that resulted from the enforced self-instruction of the
slave, served ultimately as the basis of the "jazz way"

of playing.

The attitude taken by most classical European
musicians throughout history toward jazz music and jazz
musicians can be traced to the initial opinions held by
early European slave masters of the first self-taught
black musicians in America. Untrained slave instrumentalists
were considered to be incorrect players; therefore, a music
based on an ignorant incorrect way of playing by an inferior

race would by qualification have to be an inferior music.
This attitude has slowly been changed due to the breakdown
in cultural rigidity 6 and jazz is now accepted as one of

America's greatest contributions to the world of art.

Even though some slaves were taught to perform

lSouthern, p. 251.



European music on European instruments, this was an
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exception to normal procedure. Southern provides an
account of a blind slave who was a concert pianist.

; Thomas Green Bethune (1849-1908) was born
in Columbus Georgia, a slave of the Oliver family,
and later sold along with his mother, Charity Wiggins
to a Colonel Bethune. Blind from birth, Thomas gave
no indication of possessing musical talent until the
age of seven, at which time he amazed his owners by
his ability to play on the pianc scme difficult
excercises he had heard others perform. Although
Blind Tom was not given musical instruction, he was
aliowed free access to the piano and soon developed
a large repertory of classical and popular music and,

as well, of his own compositions. His musical memory
was so highly developed that he could play any piece
to which he had listened . . . . On one occasion,

at the White House, Blind Tom played correctly a
piece twenty pages in length a short time after
hearing it . . . . Bethune's recitals typically
consisted of eight parts, each with a title, e.g.
Classical Selections, Piano-Forte Solocs, Fantasias
and Caprices, Marches, Imitations, Descriptive Music,
Songs, and Parlor Selections. Audiences were given
a list of the pieces in his repertory and allowed

to select the ones they wished to hear. One program,
for example, listed eighty-two pieces,leach category
including from eight to twelve pieces.

An important influence on blacks after the Civil War
was the military band. The military band's importance in
all French settlements, was quite influential on the begin-
nings of jazz.2 Many early jazz players started out by

playing in marching bands. Manuel Crusto, clarinetist with

the Preservation Hall Jazz Band, states that in his early

lSouthern, p. 252.

2 .
“Tanner, p. 25.
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childhood days in New Orleans "any exXcuse at all was good

L

enough for a parade.'"™ A well-known New Orleans tradition

called the "'second line'" developed out of the practice of
non-musicians, mostly children, dancing while following a
parade band.

An important function of early marching bands was
that of playing at funerals. On the way to the cemetery
‘the band would play a slow mournful tune such as "Just a
Closer Walk with Thee.'" After the burial the band would
return from the cemetery playing a jazz march such as
"When the Saints Go Marching In." This joyous return was
to symbolize the departing of a soul to a happier place.
The introduction of Africans to European instruments is
without question one of the most significant events in the

development of the "jazz way of playing."

The Blues

One of the most important and influential Afro-
American idioms in the background of jazz is the blues.
Perhaps the blues has influenced jazz more than any other
form.2 Often the blues is acknowledged as being the
substance that contributes the very essence and soul of

jazz. A contemporary jazz artist, Lou Donaldson observed:

— ~ (AR S

Taken from an interview with Manuel Crusto.

s ]
“Hildred Roach, Black American Music Past and
Present, (Boston: Crescendo Publishing Co., 1976), p. 70.
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Young players come to me all the time that want to
play in my band. I audition them and they can play
all over their horns. They can play chord substitutions
and scales for ever and ever, but when I ask them to
play the blues, they can't. They play chords. You
see, if you are not playing the blues, you are not
playlng jazz. Now you may be plaving good music that is
well executed but it is not jazz.

As in the usage of the word jazz, the word blues has
varied meanings and interpretations that are highly de-
pendent upon the context. According to Shockett:

. There are many conflicting theories concerning
the origin of the blues as a musical form of expression.
None are satisfactorily documented due to the almost
total lack of early research in either written or no-
tated form. The weight of existing evidence, however,
points to beginnings among the early Negro slaves in
America.

The blues is virtually a vocal form that was derived
 from the same emotional and environmental experiences that
produced other musical forms of the Afro-American. The
vocal style of playing utilized in the blues resulted be-
cause of the playing of European instruments by the southern
Negro in the only style that he knew, which was a vocal
style. The vocal/instrumental interplay idea is one of
the fundamental ingredients essential to the blues per-
formance.

Contrary to some popular beliefs, the blues does

not have to be sad. When used in jazz the blues usually

.
tTaken from an

B.I. Shockett, "A

St
Recorded by Jazz Instrumenta
rk

ylistic Study of the Blues as
e 11
Ph.D. dissertation, New Yo

ist, 1917-1931", (Unpublished
Un;versity, 18645, p. 12.
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refers to a definite musical form which expresses a variety

of moods. Like a majority of vocal forms, the blues is

o

he structure of & single stroph is as follows:
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However, in its initial development, the blues structure
varied from player to player and performance to performance.

In playing the blues, early performers would sometimes
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momentarily touching on the subdominant chord and returning
immediately to the tonic chord, not playing the dominant
chord at all. At other times the dominant might be inserted
briefly, somewhat extending the phrase.1

This concept does not support the popular idea that
the blues is derived from the English ballad which is some-
times cast in twelve-bar form. Because the standardized
form of the blues didn't really comé into its own until the
publication and popularization of the blues by W.C. Handy in
1914,2 it would be more accurate to state that the modern
form of the blues from the time of Handy may have been de-
rived from English ballads or other European forms. Many
historical discussions of the blues begin with Handy as a

matter of convenience when in actuality the "blues

This opinion is taken from an interview with Muddy
Waters.

2Roach, p- 70
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idea'"!l existed long before Handy or any twelve-bar versicn

“

of the blues.

In the early blues, form and content were so nearly
the same that the form varied with the content. It did not
become the fixed form illustrated on page twenty-six until
established by W.C. Handy in the early twentieth century.
Whatever the length of musical idea was needed to express a
given emotional idea, it was used. The phrase structure,
along with harmonic background, was lengthened or shortened
to accommodate.

Any blues form constructed before the appearance of
the standardized bluesvform would by necessity not be con-
sidered a predictable or fixed form because each performance
would unfold a different form. The improvisation of form,
as applicable to jazz, can be traced to African tradition
in that "the form of some of the music is largely determined
by the context in which the performance is presented.”2

The improvisation of content and form by early blues

performers was a result of the attention given by them to

subjective spirit energy" or free, spontaneous invention
governed entirely by emotion and feeling 6 rather than ob-

jective technical considerations' and rational procedures.

1 . . . .

The blues idea is mentioned in reference to early
improvised bilues forms as opposed to predetermlned blues
forms such as the eight, twelve, s

blues.

A +lhdamt~y 1
lxteen ana t_ul"‘l_j twso-o0ar

2 - . . N . ..
Taken from an interview with Kwasi Aduonum, citizen
of Ghana.
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Early blues players found it easiest to be coﬁtrolled by
"subjective spirit energy' and to alter form to fit the needs
of content because many were self-taught and any technical
observations were made from an individual, subjective point
of reference.

The early improvised blues form consisted of no set
number of measures for each harmonic, and rhythmic change
called upon the player for free expression of spirit energy
and creativity. That is why, to modern ears, many older
blues players appear to be playing in the wrong meter and
entering with the vocal lines in the wrong place. Each
player developed his cwn system and technique of playing
to express his musical ideas which were generated entirely
by emotions. The musical content produced in the expression
of these emotional ideas was later analyzed objectively and
standardized forms were developed for convenience of notation,
publication, popularization, and duplication. As happened
with other musical forms in history, the emotional idea
preceded the notation, publication, popularization, and dupli-
cation process; practice preceded theory.

Wifh the standardization of the blues form in the
twentieth century, the emphasis shifted to the player's
ability to make a precise statement of the blues within a
given space and over a given harmonic background (with little
regard to changing and evolving forms) rather than place em-

phasis on the use of space and harmonic background for total
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"spirit energy.,''~

communication of
Modern examples of the blues idea, as departin
the commonly accepted traditional twelve-measure blues form
can especially be found in the performances of James Brown
Sly Stone, The Commodores, and other contempcrary popular
performers and composers who utilize what is currently
referred to as the '"funky vamp' style in their compositions.
The conception of the early blues, as well as the modern use
of the blues, is a way or manner of playing, rather than a
form. As previously stated, the standardized blues form was
a result of the analysis of the musical content used to
express certain emotional needs. The acceptance of the
blues as a manner of playing further explains why players
like Charlie Parker could play the blues on any song form.
Extended blues forms and othér applications of the
blues idea are discussed in later sections of the study. The
blues as presently discussed is limited to the standardized
twelve-measure blues form. To non-musicians and to many
untrained blues musicians the standardized blues form is
known primarily by the structure of the text. It congists
of three lines, which form a rhymed couplet in iambic pen-
tameter, with the first line repeated; for example:

For you my love I'll do most anything
For you my love I'll do most anything

. . . - - 5 - : . .
This 1dea is developed further in the section on
free jazz.



I love you baby and hope you feel the samel

The adaptation of a couplet in iambic pentameter from
Shakespeare could produce a usable blues test as follows:

The quality of mercy is not strained

The quality of mercy is not strained

It droppeth as the gentle rain from heaven. 2

Initially the blues as a vocal form was entirely
spontaneous. Blues singers are often renowned for their
ability to improvise verse after verse of the blues without
repeating themselves. To many modern blues enthusiasts,
such a virtuoso display seems impossible. However, the
singers who improvise in this fashion do not start from
point zero, but have the following commonly accepted unstated
rules as a point of departure. h

The first line of the blues states a problem or
presents a situation. The thought is. then repneated in the
second line for emphasis. Sometimes a minor change may be
made in the line for the placement of additional stress.
The problem or situation is then concluded in the third or
punch line, as this example from "Stormy Monday Blues"
illustrates:

They call it stormy Monday, and Tuesday's just as bad

Yes, they call it stormy Monday, Lord, and
Tuesday's just as bad

Wednesday's worst and Thuréday's oh so sad.3

" .
“Taken from Shakespeare's Merchant of Venice.

3Traditional blues.



In a standard phrase of four measures in 4/4 meter,
the blues text is finished on the first beat of the third
measure. The rest of the third measure and all of the fourth
are instrumental.

Many blues traditionalists feel that the standardiza-
tion of the blues form by Handy and others, while simpli-
fying the problem of writing down the blues for preservation,
destroyed the true essence and nature of the style. "The
standardization of the blues form is consistent with the line
of western thought which attempts to allow for the possi-
bilities of exact reproduction."1

The concept of western thought versus non-western
thought also explains why the early blues performers, still
close to their African roots, could spontaneously invent a
style of singing entirely governed by feeling and need of
expression rather than rational analysis. The modern
standardized blues form can thus be attributed to the
typical thought process of western man who wants to analyze
in order to understand the blues, rather than act in the
tradition of the earlier African slaves, and improvise an
unstructured blues simply for expressive satisfaction.

A point of interest to students of the blues cradi-

tion is the usage of bent or freely inflected pitches by

1

Taken from an in

2 ~— Noaia
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the blues singer. As pointed ocut by Jochn Duncan, twentieth-
century authority of Afro-American music, this "worrying"
of the tones was a result of the flexible African conception
of a scale. Perhaps because they produced music by singing
and playing percussion instruments, they did not entertain
the concept of a fixed scale as built into western instru-
ments like the piano, trumpet, clarinet, and soon it did
not offend the sensibilities of the early blues singers
when they would seem to slide into various pitches of the
diatonic scale, because in their way of thinking there was
no such thing as a diatonic scale, and the western concept
of being in tune was meaningless.

In the early stages of the development of the blues,
any pitch could be "worried." However, as attempts were
made to adapt the blues way of playing and singing to
western notation and integrate the worried tones into the
western diatonic system, the blues scale came into existence
with its "blue" notes. The "blue' notes were arrived at
by flattening the third, fifth, and seventh degrees of the

major scale and omitting the second and sixth degrees.

il
7

_ — n%}@ 25

Even though the "blue” notes are commonly explained

as coming on the third, fifth, and seventh degrees of the

diatonic major scale, in practice any tone can be slightly



flattened or sharpened and does not have te have a pitch

P S . N
variation of a hall step.

Ragtime
Ragtime was basically minstrel band music transferred

to the keyboard. It emerged in the late 1890's when clubs

hi
and cabarets began replacing the expensive minstrel bands
with a pianist. The music they played was at firstc, largely

improvised. Later, when it became popular, hundreds of
piano rags were written down and published.
According to Tanner:

Ragtime, then, was a piano solo that coexisted with the
early New Orleans Dixieland era. It influenced the inter-
. pretation of jazz by shifting the rhythm from a flat 4/4
to the 2/4 interpretation mentioned and by additions to
the j%zz repertoire, such as 'Maple Leaf Rag' and '"Tiger
Rag."

A pianist, who was hired in place of a six- or seven-
piece band had to develop a solo style of playing which
would imitate the sound of the full band. This need for a
full sound forced the pianist to develop what was considered

to be a set of novel techniques for the time as described

by Tanner.

. The left hand was required to play both the
bass notes and the chords. Leaving the right hand free
for highly syncopated melodic lines. This was much more
difficult than merely accompanying for a vocalist or
instrumentalist where it was only necessary for the
pianist to be responsible for the bass notes with his
left hand and the chords with his right.3

lRoach, p. 68.

2Tanner, p. 53.

3

Tanner, p. 49,
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Ragtime selections were composed in a definite form,
showing European influence.l An example of a ragtime compo-
iticn, '"Maple Leaf Rag," the first great piano rag composed
by Scott Joplin, is built on four melodies. The form of
this rag can be diagrammed as A B A C D with each melody in
the multi-sectional rag receiving equal stress. In rags,
the themes used in each section were usually sixteen measuresg
in length. However, at times eight or thirty-two measure
sections are employed.

Ragtime melodies consist of eighth and sixteenth
notes above a walking bass. The melody is usually dotted
and played over a bass in cakewalk rhythm. The bass
played in an "omm pah' fashion jumps back and forth from

register to register.

Example 1:

- 'L
4

1
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Another typical ragtime b¥ss line uses the tenth

with the root and third or fifth of the chord.

Example 2:
 Cr — é—*4%g 3
il - 7 p s 5
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The physical action and the full chord on beats two

and four of the leaping ragtime bass line illustrated in
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example one accounts for the common practice by ragtime
pianists of accenting the off beats in each measure. These
off-beat accents, whether intentional or not, contribute

much to the characteristic rhythmic motion of ragtime music.

New Orleans Dixieland

According ¢t
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and musicians. Some believe that jazz was develo
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multaneously in many different locations all over the United
States. Even though this point remains controversial, the
"fact remains that '"New Orleans bred more jazz and more im-
portant names in jazz than any other area at the beginning

2

of the twentieth century."” Of the many players in Dixie-
land history, Louis Armstrong is often given credit for
synthesizing this idiom. '"With a genius for placing the
right note in just the right place - or just rightly out

of place - Louis stated the basic framework for later

players to explore."3

lOrtiz Walton, Music Black, White and Blue: A
Sociological Survey of the Use and Misuse of Afro-American
Music (New York: William Morrow and Co., Inc., 1972), p. 50.

2Tanner, p. 41.

3Bob Gilkerson, '"Aesthetics of Jazz," (Unpublished
paper, Oklahoma City University, 1977), p. 29.



Walton further explains the early concentrated de-
velopment of jazz in New Orleans in terms of the status
anxiety that grew out of the unique social structure.l New
Orleans, originally settled by Indians, became the property
of France in 1718, The Spanish took over in 1763 and the
United States gained control with the Louisiana Purchase in
1803. From the time of French Territory.in 1718, New Orleans
was inhabited by African slaves. 1In the process of changing
hands and cultural rule, the ethnic-cultural mixtures for

which New Orleans is noted came into existence. According

to Walton:

Before the Louisiana Purchase, the ethnic-cultural
mixture of Spanish and French gave rise to a group
termed creoles. Most of the creole families were also
the product of African and/or Indian ancestry. Inter-
breeding was increased by placage, whereby the white
male possessed a concubinage of two or more families
mothered by both white and black females . . . . bio-
logical integration, coupled with massive foreign
immigration, led to intense competition and group
crisis. Jazz helped to create a sense of common
cultural identity and uplift of morale in Afro-American
communities where éongitions had been made ripe for
intra-group conflict.

Dixieland developed during the same time span as
ragtime. Both styles of music had common ancestors, but
their differences are readily apparent. Ragtime is usually
for the piano, while Dixieland is written for an ensemble

consisting of clarinet, cornet or trumpet, trombone, and a

.
‘Walton p. 48,

L= S TS 2 ¥ S Py

2Walton, p. 50.
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rhythm section consisting of drums, a plucked string bass or
a tuba, and a guitar or banjo. No piano was used in the
first Dixieland groups because they were often the same
groups that played for street marches or funeral proces-
sions.

Another major difference in ragtime and Dixieland is
the homophonic texture of ragtime in contrast to the
polyphonic texture of Dixieland. The difference becomes
more apparent upon examining the specific roles of the
instruments in the Dixieland ensemble. The cornet usually
plays the melody because it is one of the loudest instru-
~ments. The player can take the liberty to embellish the
melody as he sees fit. However, he does not stray so far
from the melody that it cannot be easily recognized.. The
clarinet's function is to improvise a counter-melody in an
obligato style to the melody played by the trumpet. While
the trumpet and the clarinet play the melody and counter-
melody of a composition, the trombone improvises a ground
bass largely based on the chord tones in the harmonic pro-
gression, strongly emphasizing the roots. The basic role of
the rhythm section is to provide rhythmic/harmonic accompa-
niment.

The typical structure of a Dixieland arrangement is an

amalgamation of the statement-departure-return procedure of

orim with elements of the concerio.
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At first there is an ensemble chorus followed by solo
choruses which are followed by a return of the ensemble

chorug,
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Chicago Dixieland

Chicago Dixieland is a type of music that appeared
during the 1920's in Chicago and other northern cities. The

style is a variation of the type of Dixieland that was

+ o~
played in New Orleans carlier. Many thecries are proposed
K 1.2 .1 T 1 A R IPA-PREE N -
. P ~d faoo -
concerning the manner in which Dixieland jazz leift New

Orleans and moved north, but the most plausible explanation
singles out the Mississippi river-boat traffic which pro-
~vided jazz bands for the entertainment of the passengers.
When, after the first World War many Storyville
establishments that supported jazz groups were closed, the
musicians took jobs playing in bands aboard river boats.
Some took jobs with boat bands just to travel. Others
moved north, primarily to Chicago, because during the pro-
hibition era all of the better speakeasys maintained jazz
groups. The migration of southern non-musicians north pro-
vided the demands for jazz. Although Chicago along with New
York's Harlem gets most of the credit for supporting jazz in

the 1920's, the truth is that jazz bands flourished in most

of the important commercial cities in the north.l Because
mAaac+ ~F +1
oL UL [

mo he recordings were made in Chicago and New York, the

impression is created that these two cities were the sole

LTanner; D. 55.



supporters of the jazz scene. This impression is somewhat

distorted.

Personalities important to the development and per-
formance of Chicago-style Dixieland were located in major

cities from coast to coast. One of those who moved from
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jazz records by a Negro band. Ory was also among the first

-

to make a jazz radio broadcast. As a trombonist, Ory helped
free the trombone from its role as a glorified tuba to
assume a more melodic place in the Dixieland jazz ensemble.
'fhe contrapuntal texture of his bands was noticeably more
complex than that of his contemporaries.

Even though Chicago-style Dixieland was being played
in other northern cities, Chicagc's thriving night club and
speakeasy industry provided an insatiable demand for jazz
dance music. As in‘New Orleans, jazz in Chicago was played
against a colorful background. Al Capone and other orga-
nized criminals provided the excitement of the vicarious
thrill of observing the gangster life style at one level
and an atmosphere of fun and carefree living for the general
public at another level. The '"roaring twenties,'" as they
are often called, were for many people just one, big
with entrepreneurs laboring to provide them with new play-
things. This period saw the invention of the first ''talking

movies'" in 1926 and the first jukebox in 1927. The latter



provided a new and large market for jazz records.

The need for party entertainment in Chicago during
this period provided a promoter by the name of Harry James
with a reason to visit New Orleans in 1916 in search of
bands. One was an all-white band called the 'Original
Dixieland Jazz Band.'" This band is famous for making the
first jazz records.

Joseph "King' Oliver was another important jazz per-
former in Chicago during the 1920's who capitalized on the
great demand for jazz musicians by performing in two estab-
lishments a day for many years. Oliver started playing the
_tornet around the age of thirteen in New Orleans where he
was born. After working with various local groups and
perfecting his jazz style, he became a recognized great
along with Buddy Bolden, Freddie Keppard, Bunk Johnson, and
others.

A very important influence on the Chicago style was
a band called "The New Orleans Rhythm Kings.'" Even though
this band was called the '"New Orleans Rhythm Kings," it is
1at, as a group, they had never played in New
Orleans. The Rhythm Kings, unlike other non-Negro bands of
the day, openly acknowledged the King Oliver style as the
basic style that they copied.

One of the chief early Chicago groups was the'Wolverine
Orchestra' led by the cornetist, Bix Beiderbecke. Leon Bis-

marck Beiderbecke was born in Davenport, Iowa, in 1903. His
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family was very well to do and provided him with piano
lessons at an early age. He later taught himself to play
the cornmet by listening to recordings of the original Dixie-
land jazz band and King Oliver's band.

In each stylistic period of jazz history certain instru-
mentalists developed a particular style which served as a
model for their contemporaries and the néxt generation, like
Monteverdi and Beethoven in Europe. At other times, an
outstandingly gifted artist appears when one style has
matured to a point near its peak, like Bach and Handel in
Europe. Louis Armstrong occupies the latter position in the
~development of Dixieland jazz.

Louis Armstrong was born in New Orleans in 1900. At
the age of twelve he was sent to the Colored Waif's Home
for Boys because he shot off his father's .38 caliber
revolver celebrating New Year's Eve. While in the home he
learned to read music and play the drum, bugle, and cornet.
After several years of playing in New Orleans, Armstrong
moved to Chicago, joining King Oliver's band in 1922. From
this point on his career is filled with many successes whi
included records, movies, club and concert engagements, some
of which, like his performance for King George V in London,
represented the ultimate social acceptance of this dance
idiom with the unsavory beginnings.

Une person that was noticeably influenced by Armstrong

was the jazz pianist Earl "Fatha' Hines. Hines developed



a style of piano playing called "trumpet style' which was
based on Armstrong’'s melodic style.

Through yvears of application and experimentation
the great performers of Dixieland arrived at a basic style
of Chicago Pixieland that was different from the New Orleans
style in ﬁany respects. A table of a compariscn of the two

styles, New Orleans and Chicago Dixieland, follows.

NEW ORLEANS STYLE DIXIELAND CHICAGO STYLE DIXIELAND

1. Instrumentation 1. Instrumentation
Clarinet, cornet, trombone, banjo, Clarinet, cornet, trombone, tenor
tuba, drums (piano used in later saxophone, guitar, string bass,
New Orleans Dixieland bands). drums and piano.

(a) The tenor saxophone is added,
the guitar is used in place of
the banjo, and the string bass
is used in place of the tuba.

- (b) The piano and string bass could
. be used because the bands no
longer had to march.

(c) Banjo players could easily
switch to guitar because the
first guitars only had four
strings and were tuned like
banjos.

(d) The tenor saxophone gave more
body to the ensemble and added
another solo color. 1Its role
was similar to the clarinet.

2. Playing Style 2. Playing Style
(a) Easy, relaxed playing style. (a) More tension and drive.
(b) Simple arrangements. (b) More elaborate arrangements

with extended introductions
and endings.

(c) Solos were often no more than (¢) Individual soloist became
extended elaborations of the more important.
melody as played by the cor-
nestist.
{d) Regular accentuation. {d) Accented off-beats by rhythm
section.

(1) The placement of accents in
Chicago Style Dixieland was
largely due to the addition
of piano players who were
accustomed to playing off-
beat accents.

(2) String bass players observed
the practice of following
the piano player's left
hand rather than playirng on
all four beats in the same
fashion as the tuba player
of New Orleans Dixieland.

(3) Guitar players accented beats
2 and 4 or just did not play
1 and 3 altogether, following
the style of the pianc player.

(4) Snare drum accented the off-
beats, bass drum maintained
a steady beat.
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Chicago Dixieland is still played today. However, the

musicians that perform the music often perform it in a manner

have been exposed.

Boogie-Woogie

Boogie-woogie is a piano style based on ostinato

principles which utilize eight eighth-notes to a measure.
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Often the patternis used in the melody as well. Sometimes
the written patterns are all eighth-notes, but even these
are performed as dotted eighths followed by sixteenths. The
chords were often the same as those used in the blues. (1,
v, V).

There are two basic methods of playing boogie-woogie:
one in which the left hand plays a single line basso ostinate
in dotted rhythms as illustrated above, and the other in
which the left hand plays chords also in dotted rhythms.

In both cases the right hand functions independently of the
left, often creating the effect of two pianists. The right
hand sometimes plays in the riff style that was later to

become very important in the big bands of Kansas City.



56

The full style of piano playing in boogie-woogie became
popular at a time when economic factors necessitated using
fewer musicians as in the ragtime style. The style was most
often played by untrained pianists who could not read music

and who could only play in the boogie-woogie style.

rhythmically to this day. However
rhyvihmically to

transferred to big bands.

"Swing' refers to the era of the 1930's and 40's
during which large dance bands played written arrangements.
Tﬁe arranéements were usually based on ensemble and solo
improvisations previously established by accomplished
soloists and ensembles. The arrangements alsc allowed for
additional solos to be improvised extemporaneously by
individuals within the ensemble. Many of the arrangements

called for fast tempos; however, ballads were also performed

at moderate to slow tempos. The term "swing'" is often used
in conjunction with all jazz music to designate an underlying

drive and vitality in the music.

Whatever the style, ensembles of creative performers
who think alike musically usually '"swing' while lesser groups
do not. Because of its vague usage, the term sometimes
itself. As used
here the term "swing' applies to the musical style of the

era of big band jazz referred to above.
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Some of today's connoisseurs feel that all of the big
bands of the swing era sounded alike, and, because improvisa-
tion was suppressed, were not really playing jazz. However,
Tanner! explained that a major concern of the big bands of
this period was to establish an identifying trademark, a
recognizable sonorous personality, as it were. Improvisation
was too '"'accidental.'" The Tommy Dorsey band, for example,
was characterized by his beautiful solos, and the Glen
Miller band featured a clarinet lead accompanied by the
saxophone section.

As previously mentioned, the written arrangement was
very importént to the success of the big bands of the swing
era. Unlike the small Dixieland combos of New Orleans and
Chicago that could rely almost totally upon group improvi-
sation for the creation of content and form of the music,
the bigger bands of the swing era had to call upon the
services of professional arrangers to provide written-out

parts for each member in the ensemble except the soloist.

This was done to prevent what might become chaotic im-

provisations endemic to la

=

groups.

rge
Fletcher Henderson, himself an accomplished jazz
pianist, was the foremost arranger of the era. His arrange-
ments established a pattern that was imitated by others.
Henderson ., born in Georgia in 1897, was

a schocled pianist

who went to New York in 1920 for post-graduate study in

lTanner; p. 68.
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chemistry at Columbia University. While in New York he
became so interested in music that he dropped chemistry
in order. to pursue it full time. He had a varied career,
playing with W.C. Handy in 1920, and later with Ethel

Waters. He led his own band after 1923, and served as
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To meet the need for more control that came with the
enlargement of the band, Henderson produced his first
pioneer arrangements. He established the independent use of
. sections within the band. For example, they would often
"play short, repeated riffs behind. a soloist in the style
of African ostinatos. This composed riff style, in turn,
grew out of the earlier practice of big bands who improvised
in riff style to accompany soloists. It provided a simple,
formulaic means of writing for a large group of musicians
who were playing without notated parts.

Many great jazz musicians went through the Henderson
band. Among them are Louis Armstrong, Roy Eldridge, Cole-
man Hawkins, Lester Young, and Don Redman who was himself
a pioneer arranger. Redman was born in West Virginia in
1900. He studied at the Boston Conservatory. As in the
case of Henderson, it was his conservatory training that
provided him with the theoretical basis essential to his
arranging technique. Before starting his own band in the

1930's Redman played saxophone in Henderson's band and
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with McKinney's Cotton Pickers. He is also credited with
leading the first black band to play on a sponsored radio

series. The name of. the series was Chipsc which was done

her important figure of the swing era was Edward
Kennedy '"Duke'" Ellington, born in Washington, D.C., in 1899.
Ellington is remembered today in the world of jazz as one
of the greatest jazz bandleaders, pianists, and composers
who ever lived. His composition and arranging styles did
much to synthesize European and jazz musical languages.

. The "Ellington sound" became one of the most famous ever

in the history of jazz. It is more difficult to describe
than the Tommy Dorsey or Glenn Miller sounds because it

was more subtle and sophisticated. Former Ellington band
members report that this sound was largely based on the
individualistic approach taken by Ellington in writing for
each member in the band. Much of his and Billy Strahorn's
arrangements consisted of unstated versipns of solos im-
provised extemporaneously by band members.

The many contributions cof great band leaders and
bands of the swing era are far too numerous to be discussed
within the scbpe of the present summary. However, the
writer must mention such names as William '"'Count'" Basie,
Paul Whiteman, Benny Goodman, Tommy and Jimmy Dorsey, Glen
Grey and the Casa Loma Orchestra, Woody Herman, Glenn Miller,

Harry James, Gene Krupa, Lionel Hampton, Teddy Wilson, and



Stan Kenton. Further research into the contributions of

these band leaders and their organizations will establish

| S

the overall picture of the swing era with greater clarity.

Bebop
The bebop era started to develop towards the end of
the swing era in the late 1940's and early 1950's in New York.

The music of the period is clearly a revolt against the

musical ideals of the previous big-band period. For large
ensembles with several persomns on one part, the arrangements
necessarily had to be completely notated. Players who liked
-to improvise were eager to return to the small ensemble
format.

No one can actually say where the style first began
or who its initiates were; however, Charlie Parker, a
pioneer of the bebop style, is reported as saying that he
heard early bebop played by Buster Smith in Dallas in the
late 1930's and early 1940's. Bebop music usually utilized
an A B A form which consisted of a unison melody flayed
by improvised choruses which were then followed by a return
of the initial melody played by saxophone and trumpet. The
word '"bebop'" itself may have been invented as a vocal imi-

tation of the percussive, rather emphatic, sound of a

typical phrase ending in this style.

:
“An excellent source is "A Study of Jazz'" by Paul
O0.W. Tanner and Maurice Gerow.



follows:

SWING

1. Written Arrangements

a)

b}

NN

(c)
7 3\
&y
2.
(a)

(b)

(c)

(d)

Music for dancing.

Tempos vary from fast tc ballads;
predominantly quarter note move-
merni.

Four tone chords.

Regular accenis occuring on the beat.

Rhythm Section

The snare drum was used to play
off-beats while the bass drum
played on-beats one and three.

Piano player usually played in a
steady eighth note styvle with
accents sometimes on beats two
and four.

The guitar played steady eighth
notes, and was used primarily
as a rhythm instrument.

The string bass played straight
quarter and eighth notes and was
used primarily to keep the pulse.

The overzall role of the rhythms
section was to keep the pulse
primarily for dancing.
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Extemporaneous Arrangements

amt mmm AF avs
L L OWLL Vi ow
BEBOP
1.
(a)
(b}
(e
(d)
2.

(a)

(b)

(c)

(d)

(e)

Music for listening.

Mostiy fast tempos; predominantly
eighth and sixteenth note move-
ment.

Extended harmonies (use of 9th,
11th, 13th as well as altered
chord tones and poly-chords.

Off the beat accents.

Rhythm Section

The drummer began to use the
bass drums for off-beat accents.

(1) Use of eighth notes on the
cymbal.

(2) Accents often placed on the
fourth beat of the measure
or much syncopation used.

Piano: use of irregularly spaced
chordal punctuations in place
of the steady eighth note rhythm.

The guitar became a more melodic
instrument and players started
to play more single live solos.

The string bass is used to keep
the pulse; however, the melodic
line is more interesting and
chordal punctuations became more
pronounced.

The overall role of the rhythm
section is still to keep the
pulse; however, the duplication
of the individual instruments
is not as important. Each
instrument within the rhythm
section is now free to perform
specific tasks.
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Bebop players changed the phrase length and rhythmic
construction. In the place of the neat symmetrical phrases

£

of "swing,'

phrases were substituted that seemed uneven and
unnatural by comparison. These changes in rhythmic concept
and phrase construction help account for the changing role
of the rhythm section.

Another important stylistic difference between swing
and bebop is the level of tension. The increase in tension
in bebop is brought about largely by the increased variance
in harmonies, tempos, and degrees of rhythmic complexity.
Increases in the complexity of these basic elements forced
‘musicians to gain a much more thorough knowledge of harmony
and acquire greater technical facility than had been nec-
essary to play in a big band.

Another important change in the music of the bebop
era occurred in the use of standard tunes over which new
tunes were written. In other words, bebop players would
vary the harmonies and melodies of well-known tunes to
produce comnpletely new tunes. Many times more than one, new
tune would be invented from the same standard tune.

Example:

I Got Rhythm - Anthropology
Cheers

The Mceon - Bird Love
Ornithology
Slightly Dizzy
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The bebop era is considered by many authorities to
be the common practice period for the study of jazz. The
bebop era produced many colorful personalities.' Some of
them are Charlie Parker, Dizzy Gillespie, Bud Powell, Lou

Donaldson, Clifford Brown, Fats Navarro, Sonny Stitt, Barry

Harris, J.J. Johnson, and Thelonious Monk.

Cool Jazz

|

. M~ PR TN T
The Cool School o
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racticed a new stylistic
concept of jazz interpretation towards the end of the 1950°s.
Just as bebop was a revolt against the swing era, the cool
‘jazz school and all non-mainstream bebop interpretations
were revolts against bebop proper. 1In contrast to the
extroverted overstatement of bebop, cool jazz was charac-
terized by conservatism and understatement. Jazz became
restrained chamber music that was to be listened to and
enjoyed by the very relaxed, 'cool," and '"layed back” listener.
As in the bebop era, drugs were often used to produce the
necessary state of mind for performance and enjoyment of
cool jazz. This association has led to the popular mis-
conception that drugs are a necessary ingredient for im-
provisation and musical enjoyment. Additional comparisons

of bebop and cool jazz school follow:



BEBOP
1. Instrumentation
{a) Rhythm section with two or three

horns, usually trumpet and saxo-
phone.

2. Form

{a) Forw achieved ihrough use of
standard tunes, usually A A B A.

3. Playing Style

(a) Strong attacks to accommodate the

heavily accented, punctuated line.

4. Meter

(a) Consistent regular duple meter.

64

1. Instrumentation

(2) Small chamber jazz group. Could
contain as many as eight to ten
players.

(b) The introduction of instruments
not associated with jazz. (Flute,
French horn, oboe, fluegelhorn).

(c¢) Introduction of strings to jazz.
(d) Introduction of the tuba in a
melodic role.
2., Form

2N
\<y

3. Playing Style

(a) Smooth phrasing with charac-
teristic delicate attacks.

(b) Not much use of the extremes
of the instruments.

(c) Little or no vibrato was used.

(d) More traditionally schooled
players became interested in
jazz.

(e) With the invention of long
playing records in the 1950's,
longer jazz compositions and
improvisations could be recorded.

(f) As in bebop, the harmony parts
were conceived horizontally which
produced more independence of line.

4. Meter
(a) Use of odd meters that could vary

or switch back and forth within
a composition.

Personalities who have made significant recordings

in this style are Miles Davis, Claude Thornhill, Gil Evans,

George Shearing, Lester Young, Stan Getz, Chet Baker 6 and

Gerry Mulligan.

Funky Jazz

The style of playing called "funky jazz' is one of

the newest, most controvers

e

al, jazz-styles today, No one

knows where and when the term emerged, and it is difficult
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to write a convincing definit
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on because its proper per-
formance depends on the emotional attitude or the feelings
of the performer.1 Critics have questioned the jazz artis-
try of "funky' players.

The style is based on a rhythmically simplistic usage
of each instrument in the ensemble. The "funky" feeling of
a composition is produced through the almost hypnotic repe-
tition of several extremely simple, but individual, rhythmic-
harmonic ostinatos played by each member of the ensemble.
The composite sound of all these ostinatos is called the
"groove."

In the initial stages of "funky'" jazz, such as that
played by Horace Silver's band, the sound often resembled
gospel music. Also important is Art Blakey and the Jazz
Messengers, which, at one time, featured trumpeter Lee
Morgan. Morgan, even though very thoroughly schooled in
the "bop' styling of Clifford Brown and Dizzie Gillespie,
became a very influential player in developing the funky

style of trumpet playing that today characterizes many of

Hubbard. Morgan's recording of "The Sidewinder' became

a nationwide success and helped open the eyes and ears of
the jazz player to possibilities of wide musical acceptance
by the general public and commercial success.

To some extent "funky' style can be viewed as the




result of interaction between rock-and-ro

|_J

1 and jazz.

Interesting also is the influence of rhythm-and-blues bands

ike the .James Brown band of the 1960's that helped establish

’-l

the "funky'" jazz market. James Brown's band was one of the
first to utilize the big band instrumentation in a truly
"funky' sense. His early music was characterized by a
repetitive riff-style over which he used vocal sounds to
stimulate the listener. The music was supportive to the
voice and geared to unthinking, gut-level emotions.. There-
fore, its repetitiveness, although objectively boring and
eveﬁ irritating to unsympathetic listeners, was a secondary
"factor that was not distracting to the sympathetic listener.
However, a person who likes music to display imaginative
harmonic and melodic designs would consider this funky style
to be coarse and inartistic.

No matter what the artistic views of some critics,
the fact remains that the experiments in "funky-style" by

bands like James Brown's in the 1960's helped pave the

way for the success that is being enjoyed in the 1970's by

Washington, Jr., and many others. Also stemming from this
movement are many groups that are primarily composed of

"funky-style'" players with little jazz background. Groups

ike the Chioc Players, th

he Commodores, Parliament, and Sly

pesd

cr

and The Family Stone fall into this category.

At present the most successful jazz artist as
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measured by record sales and public following is the

player who plays ''funky-style' in some form. This has
caused many artists to accuse the players of "funk" of
commercialism. However, at every point of change in the
history of any music--baroque to classical, classical to
romantic, Dixieland to swing, or swing to bebop--there is
much controversy and accusation of lowering standards for
quick success. Time will tell whether or not this criticism
is valid.

The older styles did not die, however; the new style
blended with them. A case in point is Randy Brecker's
""Some Skunk Funk." It utilizes bebop phrases, a 'funky"
rhythmic ostinato, and a melodic line based on traditional
harmonies. In addition, at various points the composition
incorporates obscured tonal centers in a fashion that is
often employed by classically oriented composers.

Brecker is among the first generation of jazz-
oriented musicians who matured during a period when an

unusually wide range of jazz styles were being played.

I

ot

is an especially rewarding experience to listen to

players of this generation improvise in a new idiom com-
bining ragtime, blues, hot jazz, "funky,'" bebop, and electric.
Here one must not forget Bob James who arranges the music

of Bach, Purcell, Pachelbel, Moussorgsky, and other

European composers in '"funky'" style. The success of these

arrangements helps clarify the fact that '"funky'" is a style
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of interpretation rather than a notated style.

Free Jazz
"Free Jazz'" also called '"New Music'" or "Black
Music" is the most radical development since the intro-

duction of bebop. It is probably the most varied stylis-
b

ot

pee
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caliy, cause the stylistic guidelines are set up ad hoc

o

<r +
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the recognition of, and sensitivity to, certain recognizable
unifying factors previously agreed upon. The performers
try to expose their emotions as well as exhibit their
playing abilities. Thus, interaction and communication are
of first importance. In other words, the emotional process
of each individual within an ensemble that is performing
free jazz is more important than the end reéult.
Personalities who have made significant recordings
in this style are Miles Davis, John Coltrane, Ornette

Coleman, Don Cherry, Eric Dolphy, Charles Mingus, Cecil

Taylor, Albert Ayler, Sam Rivers, Mulhal Richard Arbrams,

and Sun Ra.

ped in the interview
n

d, Dave Leibman, and



CHAPTER III

PEDIGOGICAL SOURCE MATERTIAL

The siudy was concerned with determining what rela-

tionships exist between certain experiential factors and
’ T Y . |
nercepts of a selected group of professional musicians adept

at jazz improvisation. The present chapter reports on
selected books and related material used for teaching jazz
improvisation. In view of the vast number of jazz improvi-
sation method books currently available, the only books in-
cluded in the study are those that could be consulted as
primary sources.1 Also included is a review of studies
which are relevant in design or content to the present study.
All material listed is contained in the Bibliography.

The chapter is divided into two parts: Part One -
an examination and classification of the method books;
Part Two - a review of related studies. Each method was

examined with respect to physical and teaching data.

1 e s . . . .
For a more complete listing of jazz improvisational

books and related materials, see the series of articles in the
National Association of Jazz Educators Journal, April/May,
1975-December/January, 1977-78, by Dr. John Kuzmich, '‘Survevy
of Teaching Material for Jazz Improvisation." )
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The results are summarized in the following format.

ol

Number of pages

II: Teaching level

IITI. Teaching approach

IV. Inclusion of recoxrd
V. Teaching method

VI. Inclusion of discography and/br bibliography
The method books are divided into two classes: (1)

Comblete Method Books and (2) Supplemental Method Books.



PART ONE - EXAMINATION AND CLASSIFICATION
OF METHOD BOOKS



~J
N

Jamey Aebersold

A New Approach to Jazz Improvisation consists of

exercises and jazz compositions that are to be played with
a pre-recorded rhythm section. The method is founded on
the premise that one element essential to the learning of

jazz 1mprovisatior

is the playing of jazz compositions with
other musicians.

b
, a

The record includes a blues in F, a blues in B
24-measure composition, a cycle of dominants, and six tracks
employing various minor, major, and dominant seventh scales
and chords. All of the recorded tracks are constructed in
two-, four-, and eight-measure phrases. Written chord
charts are provided for each instrument.

I. 28-page booklet plus a 20-page supplement

IT. Beginning
ITI. Teaching Approach

Theory

Ear Training

Scales/Chords

Rhythmic and Melodic Patterns
IV. Play-along record
V. Individual and Class Method
VI. Discography and Bibliography included

Classification: Complete Method



A NEW APPROACH TO JAZZ IMPROVISATION: VOLUME II
Jazz and Rock
Nothin' But Blues

by
Jamey Aebersold

deals with the blues in several of its many forms. The
" book contains two slow blues in the keys of G and F, two
medium-fast blues in Bb and F, one minor blues in C, one
6/8 blues in C minor, one medium blues in C, three rock
" blues, and one blues using substitute chords written in the
key of F.
Chords and scales to be used in playing the blues
structures are provided.
I. 25 pages
IT. Beginning - Advanced
ITI. Teaching Approach
Theory
Ear Training

Scales/Chords
Rhythmic and Melodic Patterns

4
4

|

Play-along Record
V. Individual and Class Method
VI. Discography and Bibliography included

Classification: Complete Method
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A NEW APPROACH TC JAZZ IMPROVISATION: VOLUME III
The II-Y-1 Progression
by

Jamey Aebersold

Volume Three of A New Approach to Jazz Improvisation

deals with the 11-v/-1 progression as applied to jazz
improvisaticon and composition. OSide one of the play-along

: ) I .
recording contains four tracks: (1) The II-V'-I progressiocn

in all keys, (2) II-V random progression in 21l keys, and
(3) V7+9—I progression in all keys. Side two contains four
recorded tracks: (1) G minor blues, (2) bebop tune, (3)
II—V7 progression I in three keys, (4) F blues with an eight-
measure bridge.
I. 32 pages with a l6-page supplement
IT. Beginning - Advanced
ITII. Teaching Apprcach
Theory
Ear Training
Scales/Chords
Rhythmic and Melodic Patterns
IV. Play-along records
V. 1Individual and Classroom method
VI. Discography and Bibliography included

Classification: Complete Method



A NEW APPROACH TO JAZZ IMPROVISATION: VOLUME IV
MOVIN' ON

by
Jamey Aebersold

Volume Four of A New Approach to Jazz Improvisation

offers an opportunity to practice jazz improvisation with
a play-along record consisting of nine compositions that
provide a more complex harmonic and tempo challenge than

Volume I, II, and III. The record and book contain
novas, a waltz, two up-tempo pieces in 4/4, three medium
tempo Latin tunes, and one tune which alternates between
7/4 and 3/4.

Chords and scales accompany each composition.

Aebersold also includes suggestions for use of the book.

I. 37 pages
11 Advanced
I11 Teaching Approach
Theory
Ear Training
Scales/Chords

Rhythmic and Melodic Patterns

]
4

i

Play-along records
V. Discography and Bibliography included

Classification: Supplemental Method

two bossa
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A NEW APPROACH TO JAZZ IMPROVISATION: VOLUME V

A TYT ANT AATTY

M TaArTe m ~
TiMe TO FTLAY MUSIC
by

Jamey Aebersold

Volume Five of A New Approach to Jazz Improvisation

ai

0
t

on 1S seve 1gs written by Aebersold and one so

written

by Dan Haerle. The purpose of this volume is to

give the student of improvisation an opportunity to play
complete compositions that represent a cross section of
jazz/rock. Suggestions for improvising on each song are
provided.
I. 33 pages
IT. Intermediate - Advanced
III. Teaching Approach
Theory
Ear Training
Scales/Chords _
Rhyttmic and Melodic patterns
IV. Play-along record
V. 1Individual and Classroom Method

VI. Discography and Bibliography included

Classification: Supplemental Method



A NEW

rd
rg

J
(@]

..
(@)

H TC JAZZ IMPROVISATION: VOLUME VI
ALL "BIRD"
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Jamey Aebersold

The purpose of Volume Six of A New Approach to Jazz

Improvisation is to provide a pre-recorded rhythm section

for students who wish to study Charlie Parker’s music. The
compositiong in thig volume represent ten songs ranging
from blues to Latin. The tempos are medium to fast with

most falling into the medium category. Scales that should

be played against certain chords are written below the chord

symbols. The compositions on the album are: 'Now's the

Time," '"Billie's Bounce,' "Yardbird Suite,'" "Confirmation,"

1

"Dewey Square," "Donna Lee,'" "My Little Suede Shoes,'" and

"Ornithology."
I. 40 pages
II. Advanced

IITI. Teaching Approach
Theory
Chords/Scales
Ear Training
Melodic and Rhythmic patterns

)
4

=~

Play-along record
V. Individual or Classro@m method

VI. Discography and Bibliography included
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PROACH TO JAZZ IMPROVISATION: VOLUME VIT
MILES DAVIS

L
b
b

by
Jamey Aebersold

The purpose of Volume Seven of A New Approach to

Jazz Improvisation is to provide a pre-recorded rhythm

IR R oSO U U, (. T T o .1 o N Tl I
SeCtildni +O0T SrudeiictsS wino wisSih to Study Lne music Or rMiljes
Davis. Historical notes concerning the compositions utilized

in this volume are included. Scales accompany chords that

_____ accompany chords th
may be questionable to the student. The songs included in
this volume are: '"Four," "Tune Up," "Vierd Blues," "The
Theme," "Solar,'" "Dig,'" "Milestone," and '"Serpent's Tooth."
I. 33 pages
II. Advanced
IIT. Teaching Approach
Theory
Chords/Scales
Rhythmic and Melodic patterns
Ear Training
IV. Play-along record
V. Individual or Classroom method

VI. Bibliography and Discography included

Classification: Supplemental Method



A NEW APPROACH TO JAZZ IMPROVISATION: VOLUME VIII
SONNY ROLLINS
by

Jamey Aebersold

The purpose of Volume Eight of A New Approach to

Jazz Improvisation is to provide a pre-recorded rhythm

~section for students who wish to study the music of Sonny

-~ T - 2 A ~aat o~ ¥ - -~ — o~ g oS o PR Sy T PR |
Rolliins. Historical ir nation concerning Roiiins and

information concerning the compositions utilized in this
volume are included. Scales accompany chords that may be

questionable to the student. The songs included in this

volume are: ''Doxy,'" "St. Thomas,'" "Blue Seven,' 'Valse
Hot," "Tenor Madness,' 'Solid," '"Pent-Up House," "Airegin,"
and '"Oleo."

I. 32 pages
II. Advanced

ITI. Teaching Approach
Theory
Chords/Scales
Rhythmic and Melodic patterns
Ear Training

IV. Play-along record

V. 1Individual or Classroom method
VI. Bibliography and Discography included

Classification: Supplemental Method
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A" NEW APPROACH TC JAZZ IMPROVISATION: VOLUME IX

WOODY SHAW
1

by
Jamey Aebersold

The purpose of Volume Nine of A New Approach tc Jazz

1 A Tacr-1a ot
Improvisation is tc provide a pre-recorded rhythm section
~F TTAa A QL aee
for students whe wish to study the music of Woody Sha

Historical information concerning Shaw and information
concerning the compositions utilized in this volume are
included. Scales accompany chords that may be questionable
to the student. The songs included in this volume are:
"Little Red's Fantasy,'" '"Katrina Ballerina,'" '"Blues for
Wood," "Moontrane," " In Case You Haven't Heard," "Tommorrow's
Destiny," "Beyond All Limits,'" (Bossa Nova), and "Beyond All
Limits," (Swing).
I. 46 pages
IT. Advanced
III. Teaching Approach
Theory
Chords/Scales
Rhythmic and Melodic patterns
Ear Training
IV. Play-along record
V. Individual or Classroom method
VI. Bibliography and.Discography included

.lassification; Supplemental Method



A NEW APPROACH TO JAZZ IMPROVISATION: VOLUME X
DAVID BAKER
by

Jamey Aebersold

The purpose of Volume Ten of A New Approach to Jazz

. . "
y is to provide a pre-recorded rhythm sec

Ot

t
i-J

w7h £ David Baker.
'Historical information concerning Baker and information
concerning the compositions utilized in this volume are
included. Scales accompany chords that may be questionable

‘to the student. The songs included in this vclume are:

"Aulil," "Le Roi," "Black Thursday,'" '"Bossa Belle," "Soleil
d' Altamira,'" "Le Miroir Noir," "Kentucky Oysters,' and
"Passion."

I. 40 pages
II. Advanced

I1I. Teaching Approach
Theory
Chords/Scales .
Rhythmic and Melodic patterns
Ear Training

=4

Pilay-along record
V. Individual or Classroom method
VI. Bibliography and Discography included

Classification: Supplemental Method
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JAZZ TIMPROVISATION - A COMPREHENSIVE
METHOD OF STUDY FOR ALL PLAYERS

by

David Baker

The purpose of this book is to provide a course of

Chapter
Chapter
Chapter

Chapter

Chapter
Chapter
Chapter
Chapter
‘Chapter
Chapter

Chapter

-
1

IIT -

v -

study concerned with jazz improvisation that will fit the
needs of the teacher, student, amateur and professional

It contains twenty chapters which cover the

Nomenclature

Foundation Exercises for the Jazz
Player

The Use of Dramatic Devices
An Approach to Improvising on Tunes

The II-V Progression and Other
Frequently Used Formulae

The Construction of Scales and the
Technique of Relating Them to Chords

The Cycle
Turn Backs

Developing a Feel for Swing

Developing the Ear
The Blues

Constructing a Melody

Techniques to be Used in Developing
a Melody '

Constructing a Jazz

Chord Substitutions



Chapter XVI - The Rhythm Section - Piano

Chapter XVII - The Bass Violin

Chapter XVIII - Drums

Chapter XIX - A Psychological Approach to
Communicating Through An Improvised
Solo

Chapter XX - Some Advanced Concepts in Jazz
Playing

I. 182 pages
II. Beginning - Advanced
ITI. Teaching Approach
Theory
Scales/Chords
Rhythm and Melodic patterns
Ear Training
IV. No play-along record
V. Individual or Classroom method

VI. Discography and Bibliography included

Classification: Complete Method
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OF IMPROVISATION, VOLUME I
METHOD FOR DEVELOPING
OVIS

IMPROVISATIONAL TECHNLIQUE

TECHNIQUES
A

(Based on the Lydian Chromatic Concept by George Russell)
. by

David Baker

This book consists of a set of exercises based on

George Russell's ''Lydian Chromatic Concept of Tonal Organ-

ization for Improvisation.' All exercises are written in

the key of C and organized in the following manner:

Section 1 - Exercises for all Scales Except
Blues Scaleg

Section II - Exercises for the Major and Lydian
Scales

Section III - Exercises for the Auxiliary
Augmented Scales

Section IV - Exercises for the Auxiliary Di-
minished Blues

Section V - Exercises for the Lydian Augmented
Scales

Section VI - Exercises for the Blues Scales

Section VII - Exercises for the Lydian Chromatic
Scales

The student is advised to transpose all exercises

to all keys.
I. 96 pages

ITI. Advanced

III. Teaching Approach
Scales
Melodic patterns

IV. No play-along record



V.
VI.

Individual or Classroom method

Discography included

Classification: Supplemental Method
1%
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TECHNIQUES OF IMPROVISATION, VOLUME IT
mITn T IT DMAANTACTANC
100 Ll1-V IONUUNLOoOLUND

David Baker

This book deals with exercises structured to help
familiarize the student of jazz with the commonly used
II-V pregression. All exercises contained in the book are
written in the key of C. Baker suggests that all exercises
be transposed to all keys.

I. 75 pages

II. Beginning - Advanced

ITI. Teaching Approach
Melodic and Rhythmic patterns

IV. No play-along record
V. 1Individual or Classroom method
VI. ©No Discography or Bibliography

Classification: Supplemental Method
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TECHNIQUES OF IMPROVISATICN, VOLUME IIX
TURNBACKS

1
Dwv
~J

David Baker

The purpose of this book is to aid the student of

jazz in the mastery of a familiar jazz progression called

the turnback. The reasons for using the turnback in jazz
are cutlined by Baker in the foreward. Also included are

This book consists of written examples of turnback
formulae and exercises for realizing them. All exercises
are in the key of C. However, the student is advised to
transpose them to all keys.

I. 84 pages

ITI. Beginning - Advanced
ITII. Teaching Approach

IV. No play-along record

V. 1Individual or Classroom method
VI. No Discography or Bibliography

Classification: Supplemental Method



TECHNIQUES OF IMPROVISATION, VOLUME IV
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David Baker

This book presents exercises that utilize the movement
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used in playing situations is outlined in the foreward.
Baker also makes suggestions for utilization of the book.
Exercises contained in the book cover triads, seventh
chords, extended seventh chords, diminished scales, and
melodic minor scales.
I. 250 pages
IT. Beginning - Advanced
III. Teaching Approach
Theory
Melodic and Rhythmic patterns
IV. No play-along record
V. Individual or Classroom method
VI. Discography included. No Bibliography.

~Classification: Supplemental Method



JAZZ STYLES AND ANALYSIS: TROMBONE

by

David Baker

This book traces the development of the trombone
as it relates to jazz. It is designed to show:

1. The depth and breadth of jazz trombone

2. Who theplayers of a particular era are
and to give an indication of their rela
Aimportance.

tive

3. The enormous diversity of styles and approaches

4. Historical, bibliographical. biographical
discographical information about each player

Included in the introduction of the text is a

transposition chart, stylistic categories of jazz trom-

bonists, an explanation of against-the-grain playing, and

suggestions for using the book.
I. 144 pages
IT. Advanced
ITI. Teaching Approach
Ear Training
Rhythmic and Melodic patterns
IV. ©No play-along record
V. Individual or Classroom method
VI. Discography and bibliography included

Classification: Supplemental Method



JAZZ IMPROVISATION METHOD FOR STRINGS

by

David Baker

This book is geared to the study of jazz improvisa-

tion as it applies to the particular needs of the string

player. It is in two volumes: Volume I for Violin and

1

<3
‘_I
(@
l_

a, and Voilume II
The opening section of each volume is devoted to

a discussion concerning the string player's relationship

to jazz and a discussion of an approach to jazz string

playing. Also included in each volume is theoretical

information and its jazz application, foundation exercises

for each instrument, approaches to improvisation, transcribed

solos, suggested assignments, records involving strings and

a bibliography of suggested readings.
I. 156 pages per volume
II. Beginning - Advanced
ITI. Teaching Approach
Theory
Ear Training
Scales/Chords
Rhythmic and Melodic patterns
IV. No play-along record
V. 1Individual or Classroom method

VI. Discography and Bibliography included
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ADVANCED IMPROVISATION

by
David Baker

Advanced Improvisation is a method book which

addresses the needs of the professional jazz musician, the
advanced student, and the teacher who desires to study
advanced improvisational concepts and their particular

azz. The book

general areas: improvisational concepts, ear training,
and techniques related to specific instruments. Some of

the explanations and examples presented in each area of
the book are as fcllows:

Pitch Material

1. Scales and modes of all varieties
. Quartal harmonies and patterns
. Polytonal structures

. Bitonal structures

. Atonality

2

3

4

5. 12-tone technique
6

7. Pantonality

8

. Microtones

Rhythmic and Metric Materials

1. Nonmeter
Z. Polymeter

3. Multimeter



Panmeter

Metric modulation

Training

(9%

Development of accurate listening techniques
Transcribing solos from records

Group improvisation and accompanying

Improvisational Concepts

1.

2
3.
4

Learning to improvise
Improvisation and scale relationships
Improvisation using a thematic referential

Vertical structures

Dramatic Effects

1.

2
3.
4

The use of dramatic devices
A chart of components for sound mixtures
Multiphonics

Avant-garde techniques

Techniques Related to Specific Instruments

l—l

M~ N

un

Multiphonics
Varied Vibrato
Tonguing techniques
Expanded range

Expanded emotional range
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Selected reading list, suggested assignments, and

recorded examples follow each chapter. An additional

ot

feature of Advanced Tmprovisation is the inclusion of 20

original compositions, all specifically composed to pro-
vide the improvisor with practice material geared to ex-
plore some of the problems encountered in contemporary
jazz. A 90-minute play-along cassette accompanies the
book.
I. 256 pages
II. Advanced
ITII. Teaching Approach
Theory/Composition
Ear Training
Scales/Chords
Rhythmic and Melodic patterns
IV. Play-along tapes
V. 1Individual and Classroom method

VI. Discography and Bibliography included

Classification: Complete Method



CHORDS AND PROGRESSIONS

by

Bugs Bower

This volume contains chord and scale exercises that

can be utilized by all instruments. It is divided into

two sections: Book One and Book Two. ‘- Book One consists of
exercises concerning chords that contain frem three to
seven parts Book Two containsg exercises based on chord
progressions.

I. 95 pages
IT. Intermediate - Advanced
ITII. Teaching Approach
Theory
Chords/Scales
Rhythmic and Melodic patterns
IV. No play-along record
V. Individual or Classroom method

VI. No discrography or bibliography

Classification: Supplemental Method
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Jerry €oker, Jimmy CaSale, Gary Campbell and Jerry Greene

The purpose of this book is to provide the student
of jazz improvisation with a collection of patterns that
will aid the development of the ability to improvise with-
in the jazz idiom. In the first portion of the book rudi-
mentary exercises are stressed. The rational used in
doing this is that the student should first absorb the
foundations for patterns, such as scales, modes, simple
chords, and four basic kinds of chord movement: (1) cycle
of fifths; (2) chromatic; (3) stepwise; and (4) in minor
thirds. Accompanying chord symbols are placed above each
pattern.

It is suggested by the authors that the book be used
by an instrumentalist regardless of the range of clef

normally used by the respective instrument.

L

173 pages

-
I~

Beginning - Advanced
III. Teaching Approach
Theory

Patterns
Chords/Scales

Ear Training

IV. ©No play-along record

VI. Discography included

Classification: Supplemental Method
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Charles Colin

This volume is composed of the following books:

1. Rhythms Complete by Dr. Charles Colin and
Bugs Bower.

2. Advanced Rhythms by Joe Allard.

3. 35 Original Studies in Modern Rhythms by

PR a =
Br. Charties Colin.

£

Famous Improvised Jazz Patterns edited by Hale
Smith.

5. Rhythms and Improvisation for All Instruments
by Bugs Bower.

The primary purpose of this book is to provide
exercises for the study of jazz rhythms. Chord symbols
accompany each rhythmic exercise.

I. 194 pages

IT. Beginning - Advanced

ITI. Teaching Approach
Rhythmic and Melodic patterns

IV. No play-along record
V. Individual or Classroom method

VI. No Discography or Bibliography included

Classification: Supplemental Method



This book consists of a series of fifteen songs
written in the jazz/rock style. The student is instructed
to use the following procedure.

i. Learn the song

2_ Dlay the record and listen

3. Play the same song with just the bass and drums
Theoretical information is provided with each song.
I. 30 pages
II. Beginning
III. Teaching Approach
Imitation
Theory
IV. Play-along record
V. 1Individual and Class method
VI. No Discography or Bibliography

Classification: Complete Method
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POLYTONAL RHYTHM SERIES FOR ALL INSTRUMENTS

by

Emile Decosmo

The books included in this series are:
1. The Cycle of Fifths

2. The II7-V7 Progression

3. The Polytonal Guitar

4. The Blues Scale

5. The Diminished Scale
6. The Dorian Mode

7. The Ionian Mode

8. The Tritone Mode

9. The Byzantine Scale

10. The Lydian Mode

11. The Aeolian Mode

12. The Mixolydian Mode

13. The Diatonic Mode

14. The Harmonic Minor Scale
15. The Augmented 11lth Scale

'16. The Arbian Scale

17. The Phrygian Mode

18. The Locrian Mode

19, The Melodic Minor Scale
Each book in

this serieg contains

sion, scale, chord, or mode which is developed into melodic
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motifs which form musical phrases that should be listened
to, played, and sung every day.

The books contained in the series can be used in
conjunction with any method. The purpose of each book is
the systematic mastery of the particular cycle, progression,
scale, or mode being used.

The exercises are presented using no time signature.
Rhythm patterns are given that are to be applied to each
exercise.

I. Each book contains approximately 30-50 pages

IT. Beginning - Advanced
IITI. Teaching Approach
Ear Training
Scales and Chords
Rhythm patterns
IV. No play-along record
V. Individual and Class method
VI. No Discography or Bibliography

Classification: Supplemental Method
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BUDDY DEFRANCO ON JAZZ IMPROVISATION

The purpose of this book as stated by the author is
to "provide important information slanted towards modern
jazz as played on the clarinet." Also included is some

essential information concerned with basic clarinet piaying

mm A F=y
LU CilT k)

ied rformance of any style of

(4]

The book is divided into five sections:
Section A

1. Tone Production

2. '"Legit'" Tone and "Jazz" Tone

3. Hand Position

4. Clarinet Practice

5. Tonal Characteristics and Registers of the

Clarinet
6. Modern Jazz and the Clarinet
7. Analysis and Comparison
8. Standards for Modern Jazz

9. Free Form Jazz

Section B
1. Scales and Intervals

2. Scale Studies

Section C

'_.I

. Chords

2. Inversions; Altered Chords



Resclutions of Chords; Test

3
4. Extended Chords

L

Cheord Symbol Equivalents

Section D
1. Rhythm
2. Syncopation

~

3. Scale Studies

[

Section E

1. Modern Jazz Improvising; Vibrato; Form;
Test

Blues in F
Blues in C
Blues Progression with Melodic Line

Blues in C Concert

AN U o~ WwWN

Recommendations on Interpretation and Con-
struction of the '"Line'"; Larger Jazz Forms

First Endings; Second Endings

7

8. Chromatic Study

9. Technical Study; Melody in G
0

Test

11. Superimposed Chords; Melody in D

12. A Blues Construction +in C Concert

13. The Clarinet as Related to Concert Key
14, Dual Chord Symbols

15. Jazz in Three-Four Meter

16. Jazz in Five-Four Meter

101



17.
18.
19.
20.

IT.
IIT.

Iv.
V.
VI.

Concluding Remarks
32 Bar Song
3/4 Jazz

Minor Blues

114 pages
Intermediate - Advanced

Teacblng Approach

No play-along record
Individual method

No discography or Bibliography

Classification: Complete Method

4
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IMPROVISATIONAL CONCEPTS AND JAZZ PATTERNS

by

Maury Deutsch

This book consists of nineteen chapters. Chapters
One through Three contain a discussion of intervals, scales,

chords. Deutsch considers mastery of this material to be
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Chapter Four, '"Basic Principles of Melody," is a discussion
of the construction and elaboration of the melodic line.
Chapter Five is a discussion of harmonic progressions.
Chapter Six, "Extended Tonality," discusses harmonic pro-
gressions that momentarily change keys. Chapters Seven and
Eight discuss chromatic harmony and procedures of modulation.
Chapter Nine, "Improvisational Progressions,'" pro-
vides examples of harmonic progréssions that can be utilized
in developing skills at improvisation. Chapter Ten, "Tech-
niques of Melodic Development,'" presents ways in which a
melodic line can be developed. Chapters Eleven through

Eighteen contain the following discussions:

Chapter Eleven -  Modal Harmony

Chapter Twelve - Neo-Modality

Chapter Thirteen - Twelve Measure Progression
Chapter Fourteen -~ Twelve Tone Row of Schoenberg
Chapter Fifteen ~ Hindemith System

Chapter Sixteen ~ Schillinger Tonic
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Poly-Harmony, Poly-Tonality

}

Chapter Seventeen
Chapter Eighteen - Aleatory Improvisation
Chapter Nineteen is a discussion on the development
of absolute pitch. Exercises are provided. The final
section of the book is a dictionary of seven-part chords.
I. 128 pages
II. Advanced
ITT. Teagping Approach
Pacterns
Chords/Scales
IV. No play-along record
V. 1Individual or Classroom method
VI. ©No Discography or Bibliography

Classification: Complete Method
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A SYSTEM OF TONAL CONVERGENCE FOR
IMPROVISERS, COMPOSERS AND ARRANGERS

by

Ted Dunbar

The system of tonal convergence as explained by
Dunbar is based on specific relationships of the
within the chromatic scale. Dunbar feelg that the removal
of a tone from the chromatic scale represents a tonality
or key center and that all remaining intervals, chords,
and scales have a certain type of converginal relationship
in a cadential motion sense to the key center.

The book is organized into the following sections:

1. The Effect of Lydian Concept of Tonal Organ-
ization by George Russell

2. Conceiving this Convergene System (Scales and
Their Chords)

3. Scale Justification Sheets (24)

4. Scales of the System and Some Constituent
Chords and Their Resolutions

5. Scale Examples of Convergence

6. Chord Examples of Convergence

7. Scale-Chord Mixed Convergence Examples

8. Chord on Chord Convergence Emphasis

9. Convergence on the Seventh Chord, Minor Chord



VI.

80 pages
Advanced
Teaching Approach

No play-along record
Individual Method

No Discography or Bibliography

Classification: Complete Method
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JAZZ PHRASING AND INTERPRETATION

by

Jimmy Giuffre

The purpose of this book is to acquaint the student

with principles of jazz phrasing which can be applied to

)

erformance situations. Each problem concerning phrasing
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Exercises are presented in traditional notation as
well as notation that includes detailed illustrations of
" jazz phrasing indications.

I. 61 pages
II. Beginning - Advanced

IIT. Teaching Approach
Theory/Composition

IV. No play-along record
V. Individual and Classroom method
VI. No Discography or Bibliography

Classification: Supplemental Method
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IN SESSION WITH HERB ELLIS
by

Guitar Player Productions

This method consists of a play-along record with
an accompanying set of written compositions. The student
ed

to be utili

(o
®
N

is provided with a notated second guitar par
1

irst guitar part and rhyihm seciion.

and chords. Opportunity is provided for the student to
develop the ability to accompany as well as solo.

The album contains the following compositions:
"Bossa Ellis," "Kari Grows Up,'" '"Mitch's Lament,' '"Sweet
Georgia Brown,'" "Perdido," "It Could Happen to You,'" '"Patti

Comes Home,'" and '"Cherokee."
I. 16 pages
IT. Advanced
III. Teaching Approach
Imitation
Improvised Composition
Ear Training
IV. Play-along record
V. 1Individual method
VI. No Discography or Bibliography

Classification: Supplemental Method
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LEARN TO PLAY JAZZ SCOLOS

by

Lou Fratturc

This method book consists of nine chapters. Chapter
One, entitled "Basic Knowledge,'" contains all of the neces-
sary information and tools considered by Fratturo to be

essential to developing efficient jazz improvisational skills.

AT Aln oA P S P B R | PR |
Fratturc alsc pocints cut that much emphasis should be piacead
ol ot e = T~ 1 o o . 1.1 .
cn learning to improvise the blues because tne blues is

important to all jazz improvisation.

Chapter One consists of a theoretical explanation
of scales and chords. The key of C is used. An explanation
of the blues is presented using the following sequences:
(1) explanation of blues progression, (2) example of ar-
peggiated chords of the blues progression, (3) blues chords

in the key of C using non-chord tones, and (4) explanation
g

of non-chord tones leading to an explanation of the chro-

matic scale.

Chapter Two, "Primitive Improvising," contains
examples that use rhythmic alterations in developing im-
provisations. .Each example progfessively adds chord tones,
passing tones, and blues notes to aid the author's explana-

tion of melodic alterations. Students are given opportun-

PR -

ities {o use a compositional approach to complete examples

s =

Chapter Three, "Thematic Development,'" presents



pd
feed
(]

examples which show the alteration of a melody in the

following ways: (1) rhythmic, (2) intervalic, (3) rhythmic

I

and intervalic, (4) inversion, (5) augmentation, (6) di-
minution, (7) elision, (8) interpolation, (9) embellishment,
(10) elongation and/or embellishment, and (11) combinations
of any of the alterations. The chapter is concluded with
an explanation on how to develop rhythmic ideas that swing.

Chapter Four, '"Listening,' contains a list of jazz
artists that the student should listen to. Also included
are a listening guide and ear training examples.

Chapter Five, ''More and Different Progressions,'
present the blues progression with the addition of sub-
stitute chords. Scales are also presented with the chords.
Included in this chapter is a method of transposition which
includes a transposition charf.

Chapter Six presents written.jazz phrases to be
memorized by the student. Also presented is a method for
developing themes within a solo.

Chapter Seven, '"New Blues Progressions,' presents
examples of variations on the standard blues progression.

In Chapter Eight, "Turn-arounds or Cadences,"
cadential formulae are presented with examples of melodic
treatments of the various formulae. The student is en-
couraged to write individual melodic ideas using the formulae
e presented. A brief explanation on how to find

substitute chords and chord progressions is also presented
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in this Chapter.

Chapter Nine contains sequential exercises. The
exercises are presented in the following order: (1) Jazz
sequences cycle of 5ths; (2) chord sequences, (a.) major,
(b.) minor, (c.) augmented, (d,) diminished; (3) scale se-
quences, (a.) 7th scales, (b.) minor 7th scales, (c.) aug-
mented scales, (d.) diminished 7th scales.

Presented at the end of the book are all major,
minor, diminished, and augmented scales and chords.

I. 86 pages

IT. Beginning - Advanced

ITI. Teaching Approach
Compositional/Theory
Ear Training Exercises
Patterns

IV. No play-along record

V. Individual and Class method

VI. No Discography or Bibliography

Classification: Complete Method



DICK GROVE IMPROVISATICON COURSE, VOLUME IV

Volume Four of the Dick Grove Improvisation Course

contains eight lessons with accompanying worksheet/examina-

tions based on each lesson. The areas covered in this vol-

ume are:

The dorian mode, diatonic sequences, mixolydian

mode, phrygian mode, neighbor tones, the concept of modal

‘harmony, transcriptions and analyzations of recorded music,

and horizontal lines.

I.
IT.
IIT.

IV.
V.
VI.

238 pages, plus 84 -page workbook
Advanced
Teaching Approach
Ear Training
Scales/Chords
Rhythm patterns
Theory/Composition
Play-along records

Individual or Classroom method

No Discography or Bibliography

Classification: Complete Method
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GUIDELINES TC IMPROVISATION
QUTICK STEPS TQ POP PIANO, BOOK I

by

Marvin Kahn

This book is the first in a series designed for the
student of music who has studied the rudiments and wants to
learn something about improvisation. The book is based on
presenting information designed to help the student gain a
thorough knowledge of chords and chord constructions. The
book is divided into three parts: Chord Structure, Chord
Inversions, and Flat Choxrds.

I. 40 pages

ITI. Beginning

ITI. Teaching Approach
Theory/Composition
Chords/Scales

IV. No play-along record

V. Individual and Class Piano method

VI. ©No Discography or Bibliography

Classification: Complete Method
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GUIDELINES TO IMPROVISATION
QUICK STEPS TO POP PIANO, BOOK II

by

Marvin Kahn

Guidelines to Improvisation, Quick Steps to Pop

Piano, Book II, is the second in a series designed

for music students with a rudimentary knowledge who want to
learn to improvise.

This book contains all of the sevent
and inversions and presents them through examples in stan-
dards, original compositions, and drills. Melodic improvisa-
‘gion is introduced by utilizing neighboring tones. The
beginning of style is taught through the use of left hand
bass patterns for the waltz (3/4) and fox trot (4/4) meters.

The book is divided into three parts: Seventh
Chord Structure, Waltz Patterns, and Fox Trot Patterns.

I. 40 pages

IT. Intermediate
III. Teaching Approach
Theory/Composition
Chords/Scales
IV. ©No play-along record
V. Individual and Class Piano method
VI. No Discography or Bibliography

Clagsification; Complete Method



GUIDELINES TO IMPROVISATION
QUICK STEPS TO POP PIANC, BOOK
by

Marvin Kahn

115
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This book presents ninth chords and their applications

in melodic improvisation.

sented.

ninths,

chords are also presented.

the art of playing from a lead sheet are explained.

Alterations and exten:

elevenths,

Voici

28,
o
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io

(
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(
)
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and thirteenths and

The use of

ands are pre-
m of flatted

suspended fourth

the pedal point and

Techni-

cal material is illustrated using standard songs.

I. 40 pages
ITI. Advanced
III. Teaching Approach
Theory/Composition
Chords/Scales
IV. No play-along records
V. 1Individual and Class Piano Method
VI. No Discography or Bibliography.
Classification: Complete Method



[
[
(@)

BASIC JAZZ IMPROVISATION

by

.Joseph Levey

Basic Jazz Improvisation contains nine sections. The
introduction consists of a philosophical statement on im-
provisation and its importance to jazz. Musical examples

to be used in the study are mentioned.

implications. In this regard, melodic improvisation is em-
phasized.

Section Three, "Elaborating The Original Melody,"
provides an explanation of certain musical devices that can
be used in developing interesting melodic ideas within the

framework of a melodic skeleton.

Section Four, '"Creating a New Melody," discusses the
skills which must be mastered in order for a player to create
new improvised melodies based on set harmonic and rhythmic

progressions.
Section Five, "Improvising the Blues," discusses an
improvisational approach which utilizes the blues as a point

of departure. The application of scales to the blues pro-

gression is also treated in this section.

P o~ S~ LM ~ P | R L
Section Six, '"'Other Factors in Improvisation,

cusses additional subjects of importance in learning to



improvise jazz. Topics discussed include the importance of
tempo, a command of style, coherence, the jazz rhythm ccm-
plex and planning the solo.

Section Seven, ''Summary of Skills to Develop,'" pre-
sents a comprehensive outline of the skills that are con-
sidered important in developing the ability to play jazz.

Section Eight states the author's conclusions and
Section Nine presents selected examples of exercises that
can be used in practice sessions.

I. 51 pages and Appendix

IT. Beginning - Advanced
III. Teaching Approach
Ear Training Exercises
Scales and Chords
Rhythm Patterns
Theory
IV. No play-along record
V. Individual or Class method
VI. No Discography or Bibliography

Classification: Complete Method
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The major concern of this book is to provide insight
into the usage and evolution of changing time signatures as

related to jazz. The purpose of this book, as stated by

Levy, is to provide foundation for the student who is inter-
ested in exploring rhythmic possibilities,
The first section of the book discusses playing and

counting in odd meters. Meters are discussed in the follow-
ing order: (1) playing in five, (2) alla breve five,
(3) extensions of five, (4) all breve seven, (5) playing
in seven, (6) straight ahead seven, (7) other extended
meters, (8) clapping-counting etudes, and (9) mind benders.
Discussions one to eight contain written examples to
be counted and clapped. An explanation of the correct metric
division is provided. Discussion nine, mind benders, con-
sists of very complex metrical exercises which are theo-
retically possible but not commonly used.
The second part of the book consists of musical
etudes that utilize the rhythmic conepts discussed in part

one.

H .

71 pages

Advanced

-
[

ITI. Teaching Approach
Theory
Rhythmic Patterns
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IV. No play-along record
V. Individual and Class method
VI. No Discography or Bibliography

Classification: Complete Method
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BASIC JAZZ/ROCK IMPROVISATIONS FOR ALL
TREBLE CLEF INSTRUMENTS INCLUDING GUITAR

by

Rod Matson

This book is divided into two parts: harmony and
improvising. Part One, harmony, presents the basic funda-
mentals of music theory. The topics covered are: (1) scales;
(2) intervals; (3) chords; (4) chord studies; (5) inversions
of chords. Assignments are provided at the end of topics
one, two, three, and five. Topic four, chord studies, pro-
vides written out examples of various quality chords.

Part Two, improvising, discusses rock style, jazz
style, improvisation, passing tones, improvising on given
melodies, and the blues. The discussion of rock and jazz
styles presents certain identifying characteristics unique
to each style. Written examples are also provided.

Matson discusses improvisation from the standpoint
of using chord tones to structure an improvisation. Passing
tones are also incorporated.

Standard blues progressions are presented wit
variations.

I. 31 pages

IT. Beginning

IITI. Teachin
0

IV. No-play along record



V.

VI.

Individual and Class method

No Discography or Bibliography

Classification: Complete Method
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JAZZ IMPROVISATICN, VOLUME I
TONAL AND RHYTHMIC PRINCIPLES

-
Ny
~7

John Mehegan

This book utilizes melody, harmony, and rhythm in an

attempt to describe the process that occurs when a jazz

musician improvises. More specifically, th
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The book contains twelve sections which consist of
77 lessons. Section One covers scalular and chordal material.
" Section Two presents the chord progressions to selected‘
standard tunes in various keys. Section Three discusses
inversions. Section Four covers modulation. Sections Five
and Six cover arpeggios in various rhythmic combinations
and scalular and chordal material in rhythmic combinations.
Section Seven discusses chromatic tones, sensitive
tones, basic syncopation, and accents. Section Eight presents
the blues. Patterns are discussed in Section Nine. Section
Ten discusses minor scales and arpeggios. Section Eleven

presents selected voicing considerations. Section Twelve

discusses ear training, memorization, sheet music conversion,
and touch-technique,

i
/

T an
L. 4y

pages

IT. Beginning - Advanced
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Teaching Approach
Theory/Compesition
Scales/Chords
Ear Training
Rhythm Patterns
Melodic Patterns

IV. No play-along records
V. Individual or Classroom method

Classification: Complete Method
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John Mehegan

Volume II of Jazz Improvisation deals with the
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rhythmic genesis of improvisation is presented by means of

transcribed solos.

Various schematic outlines trace the

evolution of jazz rhythm, harmony, and the improvised line.

I. 137 pages
ITI. Advanced
ITI. Teaching Approach
Theory/Composition
Rhythm Patterns
IV. No play-along record
V. 1Individual and Classroom method
VI. Contains a list of Jazz Artists
Classification: Complete Method
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John Mehegan

This volume consists of a stylistic analysis of the

pianc styles of Teddy Wilscn, Art Tatum, Bud Powell, George
Shearine., and Horace Silver The volume is divided into five
......... g, and Horace Silver h

sections. A section is devoted to the style of each artist.
The theoretical considerations that contribute to an
understanding of each individual's style are presented.
I. 175 pages
II. Advanced

ITI. Teaching Approach
Theory

IV. No play-along record
V. Individual and Classroom method

VI. Contains a list of Jazz Artists

Classification: Supplemental Method



John Mehegan

Volume IV of Jazz Improvisation consists of a survey
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of the history of jazz pianoc from 1950 to the present. In-
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Peterson, Bill Evans, and other leading contemporary jazz
The book is divided into three sections. Section One
deals with the piano style of Oscar Peterson. Sections Two
and Three include illustrations of left-hand voicings,
right-hand modes, solo piano techniques, comping, turn-
arounds, modern funky piano, harmonic distortions, modal
fourths, minor blues, and modal fragments. Solo transcrip-
tions are included.
I. 288 pages
ITI. Advanced
ITI. Teaching Approach
Theory/Composition
Scales/Chords
Patterns
IV. No play-along record‘_

V. Individual or Classroom method

VI. Contains a list of Jazz Artists

Classification: Supplemental Method



JAZZ STYLES AND ANALYSIS: ALTO SAX

This book traces the development of the alto saxo-
phone as it relates to jazz. It is designed to show:

(1) the depth and breadth of jazz alto saxophone playing,

(2) who the players of a particular era are and their
relative iwportance, {3) the enormous diversity of

les and approaches, (4) each player's career back-

Included in the introduction of the text is a glossary,
a transposition chart, a fingering chart for the altissimo
register of the saxophone, an explanation concerning tran-
scribing solos, stylistic categories of alto saxophones,
and suggestions for using the book.
I. 104 pages
IT1. Advanced
ITT. Teaching Approach
Ear Training
Rhythmic and Melodic patterns
IV. ©No play-along record
V. 1Individual or Classroom method
VI: Discography and Bibliography included

Classification: Supplemental Method
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JAZZ IMPROVISATION FOR BASS CLEF INSTRUMENTS

by

Abe Most

This book consists of twenty-one etudes which are to
be learned by the student. Each phrase is to be transposed
to every key. As in the treble clef book, the student is
encouraged to invent his own phrases.

Ay —
44 pages

b

Advanced
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III. Teaching Approach
Melodic Patterns

IV. No play-along record
V. Individual and Class method
VI. No Discograpnhy or Bibliography

Classification: Supplemental Method
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JAZZ IMPROVISATION FOR TREBLE CLEF INSTRUMENTS

by

Abe Most

This book consists of twehty—one etudes which contain
phrases to be learned by the student. Each phrase is to be
transposed to every key. The student is further urged to
‘invent his own phrases. Most feels that the creative process
in improvisation is enhanced with the develcopment and memori-
zation of a sufficient number of jazz phrases.

I. 42 pages

II. Advanced
ITI. Teaching Approach
IV. No play-along record
V. 1Individual or Classroom method
VI. No Discography or Bibliography

Classification: Supplemental Method
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PATTERN FOR IMPROVISATION

by

Qliver Nelson

Patterns for Improvisation is a book containing

eighty-one exercises. The purpose of the book as stated by

P
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ility in all keys and
the confidence to cope with almost any musical situation."
Each example is without an accompanying explanation, the
only explanation being stated in the first two and one half

pages of the text. However, based on Nelson's stated pur-
pose, the brief introductory explanation is sufficient. There
-are no expressive markings in the music; however, the author
states that all examples are to be played with a melodic
legato jazz concept. The author assumes the mastery of
major and minor scales, the construction of simple chords,
and the understanding of musical forms. Each exercise con-
sists of a pattern written in sequence. There are no
written chord symbols; therefore, any placement of indi-
vidual patterns on chords is based on the player's ear.

Exercises 1-76 do not contain tempo indications which
aliow for freedom of expression. These exercises can be
played as fast or as slow as desired.

Exercises 77-81 are compositions by Nelson that

contain tempo indicati

of sequential development.
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1

58 pages

Advanced
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IIT1. Teaching Approach
Ear Training Exercises
Scales/Chords
Rhythm Patterns
No Tneory
IV. No play-along record
V. 1Individual or Classroom method
VI. No Discography or Bibliography

Classification: Supplemental Method
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PENTATONTIC SCALES FOR JAZZ IMPROVISATIONS
by

Ramon Ricker

The purpose of this book is to acquaint the advanced

high school or college improviser with the vast resource

1 1o R V-t o I SYNG 4

of melodic material available through the use of pentatonic
3 I ~A ~ L~ mmAd Aas A meae— e o

scales The method is intended tc be used as a supplement

to more comprehensive books on improvisation. The author

does not advocate the exclusive use of pentatonic scales in
improvisation.

Chapter One discusses the construction of the penta-
tonic scale. Chapter Two outlines the application of penta-
toriic scales to various chord types. Chapter Three outlines
the application of pentatonic scales to chord progreséions.
The blues is included in this chapter.

Chapter Four discusses altered peﬁtatonics. Chapter
Five presents excerpts of improvised solos that utilize
pentatonic scales.

Chapter Six consists of diatonic, chromatic, II-V-I,

turnaround, circle of fifths, and altered pentatonic exer-

cises.

-

80 pages
II: Advanced

I11. Teaching Approach
Theory
Melodic Patterns
Scales and Chords
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V.
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No play-along record

No Discography or Bibliography

lassification: Supplemental Method



The Lydian chromatic concept as defined by Russell
is a philosophy of tonality which can provide the musician
with an awareness of the full spectrum of tonal colorgs a-
vailable in the equal temperament tuning. This awareness
would give the jazz musician tonal resources from which to
draw his improvised lines and find his own identity. This
concept is established in the belief that this knowledge will
liberate the student's melodic inhibitions and help him to
intelligently penetrate and understand the entire chromatic
universe.

The book contains eight lessons: (1) Determining
the Parent Scale of a Chord, (2) The Lydian Chromatic Scale,
3) Chords and Chord Categories, (4) Types of Melodies,

3} Horizontal Polymodality (tonal gravity conveyed by the
scale), (6) Fingerings Applied to Scales, (7) The use of

(8) Construction of
Chord Patterns and the Substitu of C ds.
I. 50 pages, plus appendix
IT. Advanced
III. Tea aching Approach
Theory

Scales/Chords

IV. No play-along record



dividual and Classroom method

VI. Discography included

Classfication: - Complete Method
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Dominic Spera

This method is designed to introduce the beginning

student to the basic
improvisation. Each
'tape. The exercises
interpretation. The
with the blues.

I. 40 pages

IT. Beginning

theoretical and interpretive skills of
exercise is explained on a plav-alon

are also sung to aid the student with

entire method is concerned entirely

ITI. Teaching Approach
Imitation

Theory

IV. Play-along tape

V. Individual or Classroom method

VI. No Discography or Bibliography

Classification: Complete Method
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TECHNIQUES AND MATERTIALS FOR STAGE BAND

by

Hal M, Sherman

This book is designed to be used by the band director
or music director who is seeking information concerning the
teaching of jazz phrasing, improvisation, arranging, and all

special skills related to the study of jazz. The subjects

AL cmttcacnd 2am tlha a~ly awva 1Y ArmasamiRla 1 awrdme {2\ +hAa
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rhythm section, {(3) phrasing, articulation , and special

effects, (4) suggested rehearsal techniques, (5) improvisa-
.tion, (6) programming, and (7) jazz chart sources.

The discussion on jazz improvisations covers the
following subjects: (1) stylization, (2) ear training
(3) the blues, (4) three blues patterns, (5) the twelve
blues scales, and (6) blues lyrics and constructing a good
solo. |

I. 55 pages

II. Beginning - Advanced

III. Teaching Approach

oS ahtd
L A2

Ear Training Exercises

Patterns

(Suggestions are made to the music teacher
concerning exercises that can be utilized
as part of band rehearsals)

IV. No play-along record

<!
.

Individual and Class method

<
[

Discography and Bibliography included

c
1

lassification: Complete Method
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THE SOUND OF JAZZ

by

Carl Strommen and Sandy Feldstein

This method is designed to teach jazz concepts in the
jazz ensemble and concert band situations. The book is

divided intoc eleven units which contain eight complete

arrangements. Each unit combines the study of characteristic

Each unit utilizes a basic melodic pattern, background
pattern, and harmonic progression as the source from which
the studies and pieces are derived.

The book is scored for four part, plus rhythm
section; each part consisting of a prescribed combination
of instruments. This type of scoring allows for a complete
sound with any ensemble utilizing one instrument from each
part, plus rhythm section. This book also contains an
articulation and rhythmic interpretation guide.

I. 32 pages

IT. Beginning and Intermediate Level

ITI. Teaching Approach
Theory/Composition-
Rhythm Patterns
Chord Study

IV. No play-along record

V. Classroom Method
VI. No Discography or Bibliography

Classification: Complete Method
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THE CHORD APPROACH TO IMPROVISING

Walter Stuart

This book consists of a series of jazz exercises

ccompanying chord symbols. The exercises are written
b .
keys cf C, F, Bb, Eb, AY, G, D, A, and E-major
ThA £A171 >3 A+ ~F ﬁs—\n{--v-11n0-ir\v‘n T oTvrAarm et A A AL
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exercises:
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) exercises should first be practiced
tten, (2) the student should then ''re-compose' each
e by omitting éome notes or adding other notes of his -
oice, (3) original improvisations should be composed

in writing or just "ad-1ib," (4) exercises should be

s a guideline and inspiration rather than for direct

copying.

I

I. 19 pages
II. Beginning - Advanced
ITI. Teaching Approach
Composition
Ear Training
Rhythmic and Melodic patterns
IV. No play-along record

V. Individual or Classroom method

VI. No Discography or Bibliography

Classification: Supplemental Method
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ENCYCLOPEDIA OF MODERN IMPROVISATION

by

Walter Stuart

The Encyclopedia of Modern Improvisation consists of

six books: (1) Lessons in Rhythm and Syncopation, (2) Jazz

horuses on 21 Famous Songs, (3) Modern Jazz Passages,
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Approach to Improvising, (6) Jazz Scales (f
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Lessons in Rhythm and Syncopation. This book is
designed to aéquaint the student with rhythms and syncopated
patterns found in modern jazz and popular music. They are
arranged in progressive order with vertical lines below the
music to indicate the metric division. The exercises are
limited to 4/4, 3/4, and 2/4. |

Jazz Ad-Lib Choruses on 21 Famous Songs. This book

consists of written solos on 21 songs. Chord symbols accom-
pany each written improvisation.

Modern Jazz Passages. This book contains 190 jazz

passages that illustrate various styles of jazz improvisation.
?assages are written in all major keys with the exception of
F#. The student is encouraged to transpose each passage to
all keys.

How to Create You
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Jazz Phrases. This book

presents a system of putting together jazz solos based on the
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use of short phrases. 1,080 jazz phrases are presented
along with a system for assembling complete choruses and

rules for modifying jazz phrases to construct new phrases.

The Chord Approach to Improvising. This book consists

of a series of jazz exercises with accompanying chord symbols.

Jazz Scales. Jazz scales is a study of major scales

and harmonic minor scales using rhythmical jazz patterns.
I. 139 pages
IT. Beginning - Advanced
ITI. Teaching Approach
Theory/Composition
Ear Training
Scales/Chords
Rhythmic and Melodic patterns
IV. No play-along record
V. 1Individual or Classroom method

VI. No Discography or Bibliography

Classification: Complete Method



142

THE A B C's OF IMPROVISATION
Ty
vy

Richard Torres

This is a beginning level improvisation book con-
taining basic theoretical components considered by the author
to be necessary in order to improvise. The book contains
four chapters.

Chapter One consists of major, minor, major seventh,
diminished seventh, minor seventh, diminished seventh, and
augmented chords and their scales. Detailed explanation is
provided, as well as illustrations and musical examples.

Chapter Two contains major, major seventh, minor,
diminished, and augmented chord studies. Examples are pro-
vided that combine major chord arpeggios with dominant
seventh arpeggios and minor chord arpeggios with minor
seventh arpeggios.

Chapter Three contains examples using the II-V-I
progression and examples using the blues. Some musical

examples are written out. An analysis system is given in
this chapter.

Chapter Four consists of.an explanation of the key
center and how'to find the tonality of a given chord.

Suggestions for study are provided in the final



Iv.
V.

VI.

48 pages

Beginning Level

Teaching Approach
Ear Training
Scales and Chords
Rhythm patterns
Theory

No play-along recoxd

Individual or Classroom method

No Discography or Bibliography

Classification: Complete Method



GUIDE TO CREATIVE JAZZ IMPROVISATION

by

Rick Wald

The purpose of this book is to aid the student who
has an existing knowledge of scales and intervals and wishes
to study jazz improvisation. The book contains ten chapters.

Chapter One, "Interval Determination,’ explains inter-
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f intervals. Chapters Two through
Nine discuss major scales and modes with the inclusion of
exercises. Chapter Ten explains the blues and chord pro-
gressions.
I. 48 pages
IT. Intermediate - Advanced
IIL. Teaching Approach
Theory/Composition
Rhythmic and Melodic Patterns
Scales/Chords
Ear Training
IV. No play-along record
V. 1Individual or Classroom method

VI. Discography and Bibliography included.

Classification: Complete'Method



PART TWO - REVIEW OF RELATED STUDIES



A SELF-INSTRUCTIONAL, AUDIO-IMITATION METHOD DESIGNED
TO TEACH TRUMPET STUDENTS JAZZ IMPROVISATION

by

Allan Eugene Aitken

The general purposes of this study were to design a

isation trumpet literature.

Part Two of the study consisted of a text which was
designed with the following purposes in mind: (1) the de-
sign of a jazz improvisation method for the B-flat trumpet,

" (2) the design of a method incorporating the elements of
jazz, (3) the design of a method which is self-instructional,
and (4) the design of a method incorporating an imitative
approach to improvisation using a rhythm section and trumpet
artist.

The text consisted of 112 lessons that cover scales,
nuances, patterns, and cliches commonly used in jazz. A play-

along tape accompanies the text.



Walter Laning Burr
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The purpose of this study was to structure a college
curriculum for a major in jazz and studio music. On the

basis of a questionnaire administered to fifteen American

- 1 1 am m S AAre oS A
develcped that would meet the needs of the Bachelor of Music
3 ] ] A N man T s e ST
in performance, jazz, and studioc music. Accompanying recom-

mendations for the potential jazz educator are also included.
The jazz studies curriculum was based on the following
.categories: (1) jazz ensemble, (2) jazz improvisation,

(3) rehearsal techniques for the jazz ensemble, (4) jazz
keyboard, (5) arranging for the jazz ensemble, and (6) jazz

history and literature.



THE DEVELOPMENT AND EVALUATION OF A SELF-INSTRUCTIONAL
SEQUENCE IN JAZZ IMPROVISATION

by

Bert Lee Damron, Jr.

The purpose of this study was the development and
evaluation of a programmed sequence designed to teach jazz
improvisation to junior and senior high school wind instru-
mentalists. Comparisons were made between participating and
non-participating students. A comparison was also made of
the relationship of stage band and concert band experience
on the learning of jazz improvisation.

The construction of the self-instructional sequence
involved the usage of vocal and visual materials utilizing
a modal approach. Each instrumentalist was provided with a
packet that contained a performance book, worksheets, and
a cassette tape recording. The activities included were:
structured creative responses, applied ear training, applied
theory, transcription analysis, and improvisation. Forty
students were selected from secondary schools located in
Maryland.

At the conclusion of five weeks of study a performance
test was administered. Conclusions of the study were that
performance of jazz improvisation, as designed with this
study and evaluated by selected judges, can be taught by a

v A e~
PLOgrammed net



A GUIDE FOR THE DEVELOPMENT OF IMPROVISATIONAL
EXPERIENCE THROUGH THE STUDY OF SELECTED

by

Orlando DiGirolamo

The study presents an organized body of instruction

—aane T .

school instrumentalists. The main thrus

is the encouragement of instrumentalists to e
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and express themselves. Improvisation is used as an instruc-

tional tool and as an approach to developing comprehensive

‘musicianship.
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AN EXPLORATORY STUDY OF THE EFFECT OF IMPROVISATION
AND COMPOSITION ON THE ABILITY TO DISCRIMINIATE
SIMILARITIES AND DIFFERENCES IN MELODIC PATTERNS

by

Carl Joseph Eberhand

creativ
study consisted of an experiment in which two groups of
subjects were presented aurally and visually with melodic
patterns. Each subject was asked to use his visual and aural
capacity to place the patterns into families.

‘ The result of the test showed no significant differ-
ence in the scores of the experimental and control group.
However, the author felt that a longer experiment was needed

to distinguish the variables in question.
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FROM JAZZ TO SWING: BLACK MUSICIANS
AND THEIR MUSIC, 1917-1935

by

Thomas Joseph Hennessey

The purpose of this study was to examine the role of
the black musician in influencing and reacting to the changes
that occurred in jazz between 1917-1935 with the author using
the following time spans in disussing the era.

(1) Before 1917 - Jazz discussed from the standpoint
of a patchwork formation of local styles which
combined elements of Afro-American and European-
American musical traditions to produce an enter-
tainment music for urban America.

(2) 1917-1923 - Interaction of black and white mu-
sicians caused by influences of mass media,
records, and radio.

(3) 1923-1929 - Continuation of racial interactions
along with regional development of jazz styles.

(4) 1929-1935 - Band business and operation organized

on a national level.
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JAZZ IMPROVISATION AT THE PIANG -
A TEXTBOOK FOR TEACHERS

by

Bertram Lawrence Konowitz

The major purpose of this study was to create an
original, sequentially structural process for teaching
jazz improvisation at the piano. As a second purpose, an
‘approach to the improvisational experience is developed.
The final purpose of this study was to compose original piano
compositions which were specifically designed to initiate and

motivate jazz improvisation.
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AZZ IMPROVISATION FOR THE B-FLAT SOPRANO TRUMPET:
AN INTRODUCTORY TEXT FOR TEACHING BASIC
THEORETICAL AND PERFORMANCE PRINCIPLES

b s
Dy

John Willys McCauley

The purposes of the McCauley study are outlined as

{1) To provide an introductory text fcr teaching

Y XA

basic theoretical and performance principles of

trumpet.

(2) To present a review of selected rudiments of
music considered to be requisite to the study
of jazz improvisation with particular emphasis
on intervals, chords, scales, and blues funda-
mentals.

(3) To provide basic concepts of jazz improvisation
which would enable the serious student to discover:
and develop his own creative potential through
improvisatory experience and then proceed to
become more familiar with current improvisatory
practices.

(4) To compose original jazz improvisatory models
which were designed to initiate and motivate the

s toward proficiency in jazz improvisation.

The study is divided into two parts which utilize
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Part One contains research supporting the need for a jazz
improvisation text. Part Two consists of an improvisation
text which contains a sequentially structured review of
selected rudiments of music. Special emphasis is placed on
techniques of improvising jazz from pentatonic and modal

structures and from the twelve-tone matrix.
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DIFFERENCES IN MUSIC ACHIEVEMENT, MUSICAL EXPERIENCE,
AND BACKGROUND BETWEEN JAZZ-IMPROVISING MUSICIANS

TN ATIQOTATANC AM MITTT TIDITCTIIAAMANT
AND NON-IMPRCOVISING MUSICIARS AT TiIE FRESHMAN

AND SOPHOMORE COLLEGE LEVELS
by
William Theodore McDaniel, Jr.

The purpose of this study was to ascertain whether
there are significant differences between a population of
‘jazz improvisers and a population on non-improvisers with
regard to music achievement, musical experience, and back-
ground. McDaniel's hypothesis stated that a significant
difference did exist. The data-gathering instruments used
were the Aliferis Music Achievement Test (AMAT) and an
eleven scale invatory devised by McDaniel called the McDaniel
Background Test (MBT). This latter instrument was used to
secure information concerning background and musical ex-
perience of each subject.

A total of 297 students were selected from members of
the freshman and sophomore classes at eleven midwestern
junior colleges and universities and three southern univer-
sities. Jazz improvisers were selected on the basis of
taped audition and non-improvisers were selected randomly.

Three null hypothese were articulated in the
following manner:

(1) There are no differences in music achievement

1

as measured by AMAT between the jazz improvising

and non-improvising musicians.
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(2) There are no differences in background between
jazz-improvising and non-improvising musicians.

(}) There are no differences in musical experience
between jazz improvising and non-improvising
musicians.

Hypotheses one and three were rejected and while

hypothesis number two was accepted.
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THE OCCUPATIONAL SUBCULTURE OF THE JAZZ MUSICIAN:
MYTH AND REALITY

by

Charles Anthony Nanry

This study consisted of an outline of the occupa-
tional history of jazz, a discussion cf the social science
literature on jazz, and an empirical inﬁestigation of jazz
musicians in the New York area.

In defining the areas of investigation to be under-
taken, jazz musicians were asked to read some of the socio-
logical literature concerning jazz to help in the rejection
or retention of myths concerning the jazz subculture,

Two critical developmental stages were selected for
investigation. The stages were defined as: (1) the posi-
tion of those attempting to achieve full professional status,
the candidates; {(2) The position of those who had already
achieved full professional status, the pros. Further infor-
mation was obtained by means of an interview process.

The central hypothesis of the study was that candidate

successes are more like pros than candidate failures.
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CHARLIE PARKER: TECHNIQUES OF IMPROVISATION
(Volumes I and II)

by

Thomas Owens

This study consists of 190 transcriptions of the
improvised solos of Charlie Parker, The transcriptions are
divided into two groups: (1) early period solos, and
- (2) mature period solos. The mature period is further
divided according to key and harmonic plan. Much of the
study is devoted to the manner in which Parker uses motives
to construct solos. The writer presents a set of conclusions

based on his analysis.



159

JAZZ EDUCATION IN THE SECONDARY SCHOOLS OF LOUISTANA:
IMPLICATIONS FOR TEACHER EDUCATIOCN

by

Jerry Ronald Payne, Sr.

The purpose of the study was to examine the implica-
tions for teacher education resulting from an investigation
of jazz education in the secondary schools of Louisiana.

The author utilized a descriptive survey technique
which employed a structured personal interview. General
catalogs of nineteen Louisiana colleges were analyzed to
determine the availability of courses related to jazz educa-
'-tion. Fifty secondary school band directors were interviewed.

Findings and conclusions are presented.



AN EXAMINATION OF THE EVOLUTION OF JAZZ &
TE, LITERATE, AND POS
S
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TO THE PRE-LITERATE, LITERATE ,

PERCEPTS OF MARSHALL McLUHAN

by

James Joseph Quinn

This study examined the various styles of jazz that
have occurred throughout the evolution of the art from
the standpoint of performance practices, overall musical
uctural organization. The information

1

ought forth by this examination is then used as evidence

bearing directly on the basic percepts put forth by Marshall
McLuhan concerning the effects of pre-literate, literate,
and post-literate modes of communication on man's sensory
balance.

The study is written in language which allows the
non-musician to easily understand analytical comments con-

cerning jazz music itself.
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SURVEY OF PUBLISHED JAZZ ORIENTED CLARINET
STUDY MATERIALS: 1920-1970

by
R.L. Ricker

The purpose of this study was to present representa-

tive publications relating to jazz clarinet technique.

Chapter I summarizes the use of the clarinet in jazz

from the beginning to 1973. Chapter II discussed the peda-

gogical use of jazz-oriented materials. Chapter III con-

sists of an annotated catalog of jazz-oriented clarinet

materials.

The
(1)

(2)

(3

(4)

(5)

following division is used:

Published transcriptions of recorded jazz
improvisation.

Publications discussing improvisational tech-
niques.

Clarinet solos and studies simulating jazz
improvisation.

Publication for various instruments, including
clarinet or adaptable for clarinet, that contains
solos or studies simulating jazz improvisation.
Jazz-oriented materials found as part of larger
methods.

Jazz-oriented duets.

Chord studies.
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Conversation with DeFranco.
Life span ef famous jazz clarinetists.
Discography of jazz artists whose solos are

included in the cited materials.

fd
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JAZZ HARMONY: STRUCTURE, VOICING, AND PROGRESSION
by

Joseph William Rohm

The overall purpose of this study was to define
theoretical bases for the three areas of jazz harmony. This
study addresses itself to chord structures, chord voicings,
and chord progressions. Piano and instrumental scores that
are repsentative of the period 1950-1970 are used to further
clarify certain harmonic aspects.

Chapter One presents information concerned with
building chords. The basic jazz chord structures are
discussed along with polychords.

Chapter Two examines block style, open position, and
spread voicing. Findings are pre;ented‘concerning each
category.

Chapter Three presents a theory of progression

based on a relationship of chord roots.
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JAZZ IMPROVISATION: PRINCIPLES AND PRACTICES
RELATING TO HARMONIC AND SCALIC RESOURCES

by

Joseph A. Salvatore

The focus of this study was on the theoretical and
practical materials needed for executing an improvised solo
in terms of (a) the specific chords and scales used in jazz
music, (b) a process for converting chord structures into
scale structures, and (c) the types of study materials best
suited to mastering these chords and scales.

The objectives of this dissertation were twofold:

(1) To analyze and identify basic principles and

practices of jazz instrumentalists in their
performances of improvisations of jazz melodies.

(2) To identify and analyze techniques which these

instrumentalists evolved and present them in
such a manner that they could be understood by
the emerging young jazz performer in his quest
for quasi-professional skills in this medium.

Tc achieve these cobjectives the following steps were

taken:
(1) An investigation was made of publications dealing
with jazz harmony and scales.
{2} Analyses were made of transcribed solos taken

from recordings.



(3) Analyses were made of the var

i

ous teaching
methods espoused by current professional jazz
theorists.

(4) Analyseé were made of jazz compositions and
arrangements.

The outcome of this study resulted in the evolution

of a method book.



IMPROVISATION IN THE PERFORMING ARTS:
MUSIC, DANCE, AND THEATRE

by

Martin Sperber

The purpose of this study was to present a comparative

and comprehensive view of improvisation in the performing

arts.

‘tion:

The study employed the following system of organiza-

(L

(2)

(3)

(4)

Definition of improvisation and presentation

of relevant psychological and educational
theories dealing with spontaneous expression,
intuitive thinking, and expression of feelings.
Explanation of the relationship of the historical
use of improvisation and description of reading
improvisation in the performing arts.
Presentation of information gained through
interviewing practitioners of improvisation

in the arts.

Discussion of answered and unanswered questions
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STRUCTURAL DEVELOPMENT IN THE JAZZ IMPROVISATIONAL
TECHNIQUES OF CLIFFORD BROWN

Milton Lee Stewart

The purpose of this study was to investigate the
elements of structural development used by Clifford Brown
in his jazz improvisations., This study utilizes and extends
methodology developed in an earlier study by the author,

A Comparative Analysis of Improvisational Technique of

Clifford Brown.

The basic hypothesis of the study is that Brown's
solos are based on a thorough awareness of the levels of
the original composition, as well as the levels of his own

mental constructs and pre-determined compositional ideas. .
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CHAPTER 1V

INTERVIEWS
Mhin cttamemanas ~F +lada Albambacs T8 4a moamm oo 4 Ao o T e
4L HuLyUDC A LitL o “iiap Lol 40 LY vicCcogCite L—_yycbb‘- .LiJLD

of interviews obtained as primary data. Much of the inspira-
tion and insight into improvisation that is acquired by the
aspiring jazz musician is gained through actual contact and
personal exchange with accomplished jazz improvisers. The
process of personal exchange is commonly termed "hangin'

out" by the jazz community. '"Hangin' out" is considered

by the jazz community as one of the vital aspects in the
development of a complete jazz improviser.

With this in mind, complete typescripts of interviews
are included so that the reader can gain a more profound
insight into the personal make up of each musician and
"hang out" by proxy with them.

" Each interview session was arranged at a time that
was mutually convenient to the researcher and the partici-
pant. They were characterized by an open discussion covering
the five areas included in the interview guide.

In order to insure a natural atmosphere conducive to
uninhibited conversations, the interviews took place within

the everyday enviromment of the subject being interviewe



Locations of interviews included dressing rooms of night
clubs, backstage at Carnegie Hall, sidewalks, recording
studios, offices, taxicabs, subway traiﬁs, airperts,
restaurants and private homes. Each interview fluctuated
in length and degree of privacy. The elements of time and
privacy in relationship to each interview were largely
dependent upon the location in which the interview took
place and on the volubility of the interviewee. In every
case, subjects were extremely cooperative. Most subjects
appeared eager to be interviewed, and all were friendly,

helpful, and most cordial to the interviewer.

Following is a list of participants in alphabetical

order.
Jamey Aebersold Saxophone New Albany, Indiana
David Baker Cello Bloomington, Indiana
Oscar Brashear Trumpet Los Angeles, California
Randy Brecker Trumpet New York, New York
Bobby Bryant Trumpet Los Angeles, California
Al Cohn Saxophone New Yéfk, New York
Jerry Coker Saxophone Knoxville, Tennessee
Bill Evans Piano
Gil Evans Piano/Com- New York, New York

poser

Jon Faddis Trumpet New York, New York
William Fielder Trumpet Itta Bena, Mississippi

e

Carl Fontana Trombone Las Vegas, Nevada



.
Dan Haerle

=

Eddie Harris
Joe, Henderson
Milt Hinton
Dave Holland
Hank Jones
Thad Jones
Dave Liebman
Marian McPartland
Blue Mitchell
Rufus Reid
Sam Rivers
Zoot Sims
Marvin Stamm
Clark Terry
Ernie Watts

Snooky Young

Saxophone
Saxophone
Bass

Bass
Piano
Trumpet
Saxophone
Piano
Trumpet
Bass
Saxophone
Saxophone
Trumpet
Trumpet
Saxophone

Trumpet

Denton, Texas
Los Angeles, California

San
New

New

Francisco, California
York, New York

York, New York

Cresthill, New Jersey

Teaneck, New Jersey

San
New
Los
New
New
New
New
New
Los

Los

Francisco, California
York, New York
Angeles, California
York, New York

York, New York

York, New York

York, New York

York, New York
Angeles, California

Angeles, California
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JAMEY AEBERSOLD INTERVIEW

When and where were your born?

I was bofn July 21, 1939, in New Albany, Indiana.
What were your early home and musical lives like?
My parents both played music. My dad played the

banjo and the piano. He used to play in bands

around Leoulsville, Kentucky, which is just
across the river from New Albany, Indiana. My
mom alsc played the pianoc, and I think that she

used to teach a little when she was younger. I
have two brothers; one is four years older, and
one is four years younger. They are both musi-
cally inclined and they both play the piano and
organ. The younger played clarinet and drums,
and if he wanted to be a musician he could be
because he has talent and an excellent ear, but
he is a florist.

I started playing music when I was five. I
started on the piano. I got fired when I was
ten. The teacher gave me my money back and told
me to go on home because I didn't want to
practice and told me that I would never be a
musician. After that, I didn't want to practice.
years orf praéticing for an hour a day

on the piano, I was pretty tired of it. When

I

.7 < < T + At 3 T <l ~ -
was eight or nine I started plaving the tenor



banjo like my dad. The first two bucks I ever
made was at a talent show, playing and singing a
tune called "Slow Poke." I think they gave me
the two bucks because I forgot the words and they
felt sorry for me. I remember that my old piano
teacher was in the audience, so I must have been
about ten years old. I probably had just quit
piano lessons. I can remember seeing her out
there and thinking, "Oh wow! Now I'm playing

the banjo and singing. I bet she really thinks
I'm terrible.”

I started playing the saxophone in the fourth

or fifth grade. I went up to the band director
at my grade school and asked him if I could play
in the band and he said, '"'Sure, what instrument
do you play?" I said, "I play tenor banjo."

He said, "We don't have nc banjos in the band,"
and I said, "No banjos! What kind of band is
this? Wow! Maybe I don't want to play in this
band."  Anyway, I had to wait until the next year
when I got in the-sixth grade and could borrow my
brother's alto saxophone. I guess if it had
been a trumpet laying around, I would have started
playing trumpet. I took clarinet a little later
in high school, and flute, oboe, and bassoon in

college. 1 took these instruments because I got
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a bachelor's degree in woodwinds, and I was

trying to avoid going to war so I stayed for

Where was this?

At Indiana University. I got a bachelor's and

a master's in saxophone. That is about it. Then
I came home and started teaching. I also got
married.

What kind of music did you listen to while

growing up?

My dad always played records. He had some
seventy-eights. I finally got around to buying
some myself when I got a little older. At
breakfast and especially noon, my dad would come
in from the florist's which was right next door

to our house. and put on three or four seventy-
eights.

Do you remember any of the artists on the records?
He would put on Clyde McCoy and records like that.
It was never Duke Ellington or Count Basie. 1
would always buy a couple of those records, but
I would play them on my record player down in
the basement. He did have some Benny Goodman,
which I liked, and I guess the dance bands of
the day.

How did you first get into improvising?
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Well, I don't know. I have thought about that

and often wanted to go back and think about it.

I think I have always been imprcvising in some
form or other. The idea of looking at the notes
and reading them takes discipline, and in the
early part of my life--I mean up until this year--
I have not been a very disciplined person. I

feel that I have always been undisciplined. The
idea of having to read music and things like

that went against my grain. I would rather spend
my time messing around trying to figure out things.
Improvisation sort of came natural to me I think.

I can still remember going down in the basement
and putting some of the old seventy-eights on

that I liked, like ”Sugar Blues" by Clyde McCoy,
and playing along with them. - Then I remember

that Debbie Reynolds came out with a movie that
had a tune with the lyrics, "So this is the
-‘kingdom of heaven, etc.,"'whicﬁ was a pretty

tune with a nice chord progression. Now, I
visualize Coltrane (John) doing that on an
album of ballads. When I heard that tune, I
said, "Wow, there are some chords in this song
that are different." I got my horn and just
played with the record over and over.

When I was in high school, at about fifteen years



old, we started a little band called The

Night Hawks. I started writing some blues and
things like that. We played some Stan Kenton,

and I started to hear_major seventh chords, and

I remember that they were really neat. I would
alsc listen to the radio every night. I would
listen to Station WLN out of New Orleans. I

can’'t think of the guy's name who had the program,
but I remember that he would play records of bands
and have live bands on the show. He used to play
a lot of Dixieland on the show. It would be
eleven or twelve o'clock at night, and I would be
listening to Dixieland on the radio every night.

I thought that it was fantastic. It was at the
same time I was reading books on Dixieland

by Mezz Mezzrow that I would get from the library.
I would read about the lives of the musicians

and the drugs and drinking and ail of those
things. I couldn't believe anybody was really
like that, and it seemed kind of funny to me at
the time, but I was really interested in the
music and how the muéicians played. I thought
that it would be neat to be like that, but

actually it wasn't for me at all. The music

- PRI

but not the 1ife. I listened to radio a lot,
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and then I found a record store and started



buying records. I think that some of the first
records that I bought were seventy-eights by

Count Basie and Duke Ellington. One that

=

remember in particular was ''Tootin' Through the
Roof," by Duke. Then I remember that I got this

one Metronome All Stars record with Dizzy

Gillespie where they played some pretty modern
music. It was much more modern than anything
that I had been listening to. All of a sudden,
after listening to that, I don't remember going
back and listening to WCN anymore. It was like
eating vanilla ice cream and then discovering
pickle ice cream. If you really like pickle,
you aren't going to eat vanilla anymore.

The bass player in the band we had asked me if I
wanted to go over to Louisville and take ten
jazz lessons that would cost ten bucks. We had
already been improvising but we didn't call it

jazz ; we just called it playing. I don't know
if we even used the weord jazz. 1 said, "I
don't want to do it," but he said, "I am going

to whether you go or not." "With his insistence,

I said, "Okay, I'll go." I didn't have a car so

I went with him. I im

0

gine that I was around
fifteen at the time. It was really an embarras-
sing audition.
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Who was the audition with?

It was with three local musicians over in
Louisville who are now good friends of mine.
They are maybe ten years older than I.

What went on at the audition?

One of the guys asked me what I would like to

r

play and I said, '"Oh, anything." He said, 'Well,

1

just name a tune,'" and I said, "Well, just any-

thing." We had been playing in our dance band,

and I felt like I knew hundreds of tunes when I

‘really didn't know anything. Finally, the guy

got exasperated with me and shouted, '"Jamey,
pick a tune." With that, I said, "Oh wow, this
guy means business." I started racking my brain
for the jazziest tune that I could think of to
impress him with and I picked ﬁTenderly." That
is the tune that Don (Haerle) played last night.
He says that it is the first tune he learned to
improvise on. Well, anyway, that is the tune
that I picked. This guy asked me what key and

I didn't know, so I told him that it started cn
thg note of G on my élto. He said that was the
key of E-flat and gave me a big arpeggiated intro-
duction, and I was lost. I didn't know where

I was. 1 tried to play the melody, and we

didn't even make it all the way through. He
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stopped and said that it was okay that I couldn't
remember the melody and that he wanted to impro-
vise. All of a sudden it really dawned on me
that I didn't know anything. After that they
started lending me records and teaching me
arranging. They didn't teach the way we teach
now using scales and chords and a methodical
approach which utilizes the historical with the
theoretical, but they started me to listening.
We are more concerned now with getting the student
to point X in a certain length of time. But
anyway, I started listening to records and writing
for our band which consisted of three saxophones
and a couple of trumpets. We would rehearse a
couple of times a week.

QUESTION: During this period were you alsc playing in the
school band?

AEBERSOLD: Yes, I played in school band every year from
the sixth grade, except my sophomore year in

high scheol., I dr

QO

pped cut because my freshman
year in high school band was like a babysitting
class. We hardly ever played any music, and all
I did was try and cut out early because it was
the last period of the day and go home and get

my work at the greenhouse done so that I could

play basketball or something. I guess I sort



QUESTION:
AEBERSOLD:

QUESTION:

AEBERSOLD:

i7¢

of missed that year that I dropped out, and I
started feeling like I wanted Zo be a musician
sc I got back in the band my juniocr and senior
years in high school. It wasn't really that
much fun and T didn't enjoy the marching at

all. 1In college T also had to march and I didn't
like that either.

Did you ever participate in school choirs?

No, however, I did sing in church choir. I sang
in church choir for years.

In this part of your development, if you had to
point out things that helped you develop the
ability to improvise, what would they be?

I really can't say back then because nothing
really profound happened until I got almost out
of college and started studying with-David
Baker. He started telling me things that made
so much sense, as well as explicit things to

practice. Prior to studying with David, it was

people. That is sort of like running around a
fence trying to find a gaﬁe and you can't see
the gate because it's covered over with vines.
You just run around and around, and everybody

else is running too, but then somebody finally

. shows you where the gate is so that you can pass
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I remember practicing with a little play-along
record while I was in high school. It had about
four or five tunes on it like "Ja Da,'' maybe
"Sweet Sue' or something like that. I improvised
with this record over and over. As a matter of
fact, I think I've still got the record. I

wore them out. I was dying to play with some-
body. I just played. I didn't know what key it
was in. I just played by ear. I can even
remember my high school band director letting me
play with a play-along record at one of the half-
times of a basketball game. We set up a record
player and I played through a P.A. system. It
was to some sort of dixieland tune. T had
practiced my solo and I had several different
ways that I could go at various points in the
tune. That was a big thing for me. It waslike
playing in Carnegie Hall for me at that time.
What other kinds of things did you practice?

I don't know what I practiced. During those years
I think that that was all that I practiced. I

just improvised and played around. I don't

know exactly what I did.

Did you ever read music or play scales?

I don't really ever remember doing that on
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saxophone, but I did do it with the banjo. With
the banjo I could sit down and work on certain
tunes, buth finally gave the banjo up.

QUESTION: Do you ever play the banjo now?

AEBERSOLD: I can chord a little bit if I practice, but
that is it. Tenor banjo requires a big reach
like the cello. It is also tuned like the cello.
I gave it up because I was a small-handed boy.

QUESTION: What would you tell a student if he came to you
and said, 'Mr. Aebersold, I am at point zero and
I'want to learn to play jazz. What should I do?"

AEBERSOLD: If I had time I would have him get his horn out
and listen to him play. Then I could tell him
better. Before I left him I would tell him that
he had to get some records and start listening.

QUESTION:  What would you ask him to play?

AEBERSOLD: I would just give him a scale or two or maybe
a blues. I would probably play the piano. I
would walk a bass line, play chords, and have
him play a blues in maybe the key of G major.
If he said, "I don't know what that is," I
would probably say, JG is the home key, one
sharp. Let's go." I would put him in a com-
fortable key and just see if he has anything
going at all intuitively. That will tell me if

he has listened to the music at all. From this
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point I would go in other directions. I would
try various scales and we would play using them
as a reference. We would keep adding to it. 1I£
we were on a prégressive lesson basis, I would
insist all the while that he listen to records.
The trouble with the majority of people who come
to our jazz camps is that they don't play very
well. I was just down the hall listeﬁing to a
tenor player who was playing like he was playing
a march. It is very obvious that he has never
listened to this music. I can't stress listening
too much., Listening is where it's at. Today
with our mass movement we are confronted with
the fact that everything in the United States is
so big. You find something that works and

then you try to manufacture it and make it big
for everybody. We want to involve everybody

in this great thing that we have going. The
problem is that we are trying to involve a lot
of people in improvising who really don't know
if they want to improvise or not. It is like a
social thing. They do it because their friends
are doing it. You can't really improvise that
way. You can approximate and play right notes,
bu eeling, emotion, and getting the

creative thing going inside and getting it to
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come out of the horn is something else. You
have to have desire.

How does your play-along record series fit into
your teaching?

The whole idea of the play-along record series

stems from the fact that when I was young 1

wanted a rhythm section to play with and didn't

have one.

When I came out with Volume One of my series

ten years ago, I was not thinking about teaching
in public schools or having improvisation classes
where every kid has got a book and a record and
you make assignments and have a lesson plan and
stuff like that. By the way, I don't have a
lesson plan or assignments. All I was thinking
about was Joe Blow, like myself, who would like

to play. 1I stopped and asked myself, '"What

should he play?" I thought that he should
definitely play blues in F and B-flat. I know that
there would be a lot of trouble if I gave a lct

of scales at first, so I thought that I would
limit it to two or three scales. It would

have gotten very complicated if I had changed
scales every measure, so I started cut with eight-
measure phrases. I was also thinking about Miles

Davis's tune, "So What" in making that decision.
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I felt that the modal idea was a good jumping-off
place. A student could hear the modal tune and
have eight measures in which to get ready to change
scales. I also thought that I would not make the
tempo too fast. After eight-measure phrases,

I worked in four-measure phrases and then gradu-
ally into two-measure phrasesL Everything was
done stepwise. The student is led into the
blues on the second side of the record and then
into a simple John Coltrane type tune. I also

- included an exercise that would have the student
play in all twelve keys. That closes up that
volume.

QUESTION: I notice that the series progresses to include
volumes on individual players. Is that going to
continue?

AEBERSOLD: Yes, that is definitely going to continue. I
have already recorded one with the tunes that
Cannonball (Adderley) made famous. I have
also been talking to Chick Corea now for three
years concerning an album. I tried to tell him
that three years ago was the time to release a
play-along album of his tunes, especially if he
wants to make some money. That is what they are
thinking of and rightly so. I was thinking in

terms of putting the tunes out while they were
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pepular. I have been talking to Joe (Henderson),
Benny Golson, Wayne Shorter, Horace Siiver, and
Dexter Gordon. It just takes time to do it, and
I feel that there is a definite need for it.
Records on these players and records from my
series like the Sonny Rollins, Miles (Davis), and
Bird (Charlie Parker) play-along records are
advanced. As a matter of fact, the Bird one is
real hard.

I will share an experience with you that seems
to make all of the work worthwhile. I got a
letter from a doctor out in Utah. I believe his
name was Dr. Burham. He wrote a letter that
essentially said, "Your play-along record series
is going to someday be responsible for jazz
greats from little towns all over the United
States.'" He jokingly named some small obscure
towns, but what he was saying was that people
could actually learn to play jazz by playing
with my records. He ordered the four new ones
and closed his leﬁter by saying, "P.S. There

is nothing like comiqg home from a hard day on
the job and jamming with Ron Carter. That is
what I call bringing the music to the people."”

He was talking about the Bird record. I xeroxed

that letter, and I have a copy on my desk
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because that letter is a written testament of why
I did the whole thing. I did the series to give
guys like this doctor some enjoyment in playing.
I felt so good about it that I called Ron and
read him the letter.

Is there anything else that you would like for me
to include concerning your conceptual approach

to teaching jazz improvisation?

It is really not my approach. It is just that I
am trying to codify some of the material. I am
trying to put it on a level so that the layman
can see where I am going in my series. He can

even look ahead to see what he is going to be

‘working on next week. It takes a lot of the

mystery out of teaching jazz. Basically, you
are dealing with scales. You. learn the chromatic
scales and then you learn the major scales,
dominant seventh scales, minor scales, and your
blues scales. These are the séales that are
used more than any others. You get these scales
down and then you play tunes that involve these
scales. The materials found in my Volumes One,
Two, and Three handle this area. Volume Three
starts moving into half-diminished scales and
diminished-whole tone scales. This puts things

on a little higher level, but once a student
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hears these and can play them on his instrument
in a couple of keys, he will hear melodies based
on these scales used in many different settings
during the course of the day. He will hear them
used on Musak by Andre Previn and Peter Hero,
and he will hear Henry Mancini use them in his
french horn countermelodies. It has always
been around him, but up until this point he has
not known what it is, but when you define the
sounds in terms of a scale and give it a name
it becomes a part of his understanding. He may
say, '"Hey, I heard this on the radio on my way
to school today." Who knows? You might even
hear Hank Williams playing, but when you start
listening to Charlie Parker and Dizzy Gillespie
you really hear scales that are what we call
high-tension scales. From this point you move
on out because there is no end to scales.
QUESTION: How do you view the scales in felation to con-
structing improvised melodies in various contexts?
AEBERSOLD: I view the scales as the tools of improvisation.
All such material must be filtered through one
personality in order to be musically meaningful
at a very high level. These tools filtered
through wherever your head happens to be will

help produce the music. You should also be
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aware of the fact that your head changes. You
can play a scale a certain way today and play it
completely different tomorrow. The next day you
may even change it again. Some kids who are sort
of undisciplined feel that by learning the

scales they will sound mechanical, sterile, and
stiff. I like Don Haerle's answer to this. He
says to them, "If your playing comes out that way,
then that tells me that you are mechanical,
sterile, and stiff. It has nothing to do with
the notes."

What area of the country do you think most
influenced your personality?

It would have to be where I am from in southern
Indiana. But personally, I feel that your
personality is built over many incarnations.

In order to take this position you would have

to believe in reincarnation.

How do you compare your method'of teaching

improvisation to other methods that are on the

market?

I feel that there are different strokes for
different folks. However, I may see someone
else do a clinic and feel that they are short-
changing the student. In other words, he may

be offering the student a salad and that is all



he has to offer. I may be.thinking-that-;f it
was me I would do some things a littie differently
and give him a.salad, meat, potatoes,‘bread,

and dessert, as well as a ticket for one after
we eat. Now someone else might be able to give
him the ticket to the movies, take him to the
races, and put him up in a motel for a week.

I said that to say that, even ghough i may be
able to take students farther than some teachers
someone else might take him farther than I can.
You can only teach what you know. When you get
into this, the students know when you are
shuckin' and jivin' as a teacher. THey can

hear it if nothing is coming out of the horn.

I feel that my whole teaching is based on
everything that I have listened to, so every-
thing that I say when I am talking to a student
is based on something else. When I say to a
student, "I want you to play this way;" I am
really saying, "I want you to play this way
because Miles Davis is listening. Play like
you're playing for Sonny Rollins. Don't play
for this kid sitting next to you who doesn't

play nearly as well as you do to begin with,"

4

In other words, set your sights at the top.

I sometimes have a problem getting through to
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don't know who . I'm talking about, but yet here
they are trying to teach this music with no
background. They can't underétand why they
can't develop soloists and why the other bands
sound better than they do. They just can't
figure it out. It all comes down to iistening.
I feel sorry for them because I would hate to be
trying to teach something and make a living doing
something that I don't know anything about.
Right now if I was into plumbing and didn't know
anything about it, I would be petrified, es-
pecially if T had to go out and work with people
who wanted to be young plumbers. I would be
doing everything wrong, and they would know it,
and I would know it.

"QUESTION:  What do you see for yourself in terms of future
endeavors as far as the teaching of improvisation
is concerned?

AEBERSOLD: Well, it has deveioped into quite a business. I
don't really know. Whenever I get into a
position where I get to play for a couple of days
with somebody, I start to think of myself as a

ecomes second. One

particular instance that comes to mind is a clinic
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that I did with Art Farmer, Louis Hayes, Rufus B
Reid, and James Williams. The day before the
clinic I really got excited and sat down and
wrote a couple of tunes. The two days that we
were there I found myself dealing with my
feelings of being a performer. However, when

I get back home I start thinking more down the
lines of education, but I have it in the back of
my head that maybe someday I'll be able to play.
Do you practice?

Yes, but I don't practice as much as I need to.
What do you practice?

When I practice I'll practice patterns. I'll
practice fourth patterns, false fingering
patterns, and other things that Steve Grossman
and John Coltrane got into that I can't do.

I will also practice for speed. Sometimes I'll
pick a tune and play on it for ten or fifteen
minutes by myself. Sometimes I will play along
with the records. I will pull out Volume Three
and play along with the track that I still can't
play real good on,especially the half-diminished
and diminished-whole tone things. I sometimes
practice with the Bird record.

I think that I have eﬁough to practice to keep

me busy for two lifetimes.
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As far as my teaching method goes, the things that
I do are not really my teaching method. They are
things that I have culled from other people.

They seem to be logical and they seem to get
results.

I notice that you and David Baker do a lot of
similar things in your teaching. Is that by
accident?

No, it is not by accident, -and as we have been
doing these camps together for the last four

or five years, we have even come closer together.
He has borrowed things from me and I have
borrowed things from him. We often talk things
over before we publish something.

Do you have a preference for a particular type of
music?

The only music that I don't listen to a lot is
Dixieland. Everything else past Dixieland I do
listen to. Sometimes I can't get into the music
of Anthony Braxton or Cecil Tavlor, but then
sometimes I can. But my head isn't really there.
I also like Bartok. I used to go around putting
down country and western music because I thought
that it was impinging upon the jazz movement, bﬁt
now I can listen to cbuntry and western and it

doesn't bother me at all. I don't feel the
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resentment toward it that I felt tem years ago.
I think that I have become much more open-minded
in that respect.

If you were asked to set up a curriculum for the
music education of students all over the Unitedv
States and you had unlimited funds, what would be
the nature of the program that you would set up?
The first thing I would do is to call in some
people ﬁhose opinions I respected. We would
have a meeting. I wouldn't dare do something
like that on my own. I don't think that one
person could do that, but it would be nice if I
could. |

I would have kids singing and improvising from
an early age. You should hear my little boy
sometime. He will be a product of what we are
talking about. He is eleven years old now and
has lived with this music for a number of years.
Whenever he was younger and we would be in the
car going along, he would never sing the nursery
rhymes; he would éing with sort of a swing

feél. Now he is listening to Charlie Parker

on records and trying to play some of Parker's
solos on his alto. He is starting to phrase
like Bird. Any kid could do that if

they are subjected to the music at an
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early age. ' If they listen to that bubble gum
trash they might as well be listening to some-
thing else. Actually, all that they are doing is
listening to that because the disc jockey says
that it's good. If their mom, dad, or teacher

at school said, '"Hey, Bird is out of sight, really
out of sight and we are going to play this

while we eat supper,' they would think that it
was great.

Is that what you do?

Yes, that's what he hears all the time, and I
have made it a point around him to try and not -
put down other types of music. I used to do
that very badly. I have tried not to do that
because I don't want to influence him. Who
knows? He might end up being a church organist?
I gef the impression that you make some strong
connections between the mystical or the spiritual
and the music. What is that?

I am still trying to figure that out. To be
perfectly honest,'I am trying to figure out how
I can worship God by picking up my tenor or
alto and playing. I haven't gotten that clear
yet because playing jazz has always seemed to me
to be a very egotistical thing. With a lot of
people that I have been around, it appears to be



QUESTION: .

A TNV TV oy

Y
\D
(93]

a very egotistical thing. Very few people stand
out as being extremely loving, giving, and kind.
Very few people say, ''Yes, you can take my music,”
or "Yes, I will stop and show you what I am doing."
“I will put a nandkerchief over the valves so
that you can't see how I am fingering to get some
of these sounds.'" That alwayé seenmed wron
but yet I was caught up in that. I see that

that is not it at all, and now what I am really
trying to do is figure out how to worship God
with my music.

I can see in the future that playing music is

not really the important thing. The important
thing is to reach a point of self-realization.

In other words, if I had to give all of this up

in order to get closer to God, I would not
hesitate.

In your teaching of improvisation do you teach

on the level of self-realization aﬁd spirituality?
I am trying to guide the students and at the

same time I am hoping in my presentation and in
the way that I am that they will see me as a
person to mold themselves after temporarily.

Maybe they will say, "If he says practice thig,
I'd better do it. He can do it, and I like what

he is playing so I'd better do what he says."
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If I were to say to them, "Well, if you want

to play jazz, just listen and you'll get it
together if you've got it," I'm sure that their
attitudes would maybe change because that is jive.
That is my inadecuacy to think about how to
improvise. I have come to that conclusion. Too
many people say, '"Man, if yoquant to improvise
you just go play." What is that? That is like
being told, "If you want to be saved, you've

got to find Jesus." Then the guy walks away
from you. You are sitting there saying, ''Yeah,
I believe him but where do I find Jesus? He
died two thousand years ago.'" What good does

that do? The guy telling you that has to be

specific. He has to lay down scme rules. '"Be
patient.\i "Stop killing." "Love those who hate
you." I could go on and on, but my point is

that you have to learn some rules and you have
to follow them.

What T am trying to do is lay down some rules.
If you want to play beautiful music, take what
is in your head so that you and everybody else
can hear it. You have to have some tools. It
boils down to be the development of the téols

which serve as the means by which you alilow the

v

music to pass through you. The tools are the

means and not the end.
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DAVID BAKER INTERVIEW

What is your concept of improvisational playing?

I write books so I see myself as an explainer of
musical phenomena. I don't think anybody who
writes theory books, whether it's jazz theory, the

theory of how to prepare a machine, or the

Lie
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heory

of how genes and chromosomes work, inventsg
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hem.
I think that the people who write theories are
people who observe phenomena and then say,
"Because of this, therefore, that."

As an improviser and writer of books, I go
through all of the greats I come in contact with
in an imitative fashion; Charlie Parker, Lester
Young, Dickie Wells, and players like that.

While examining these players and knowing that
music is broken down into rhythm, melody, harmony,
etc., 1 see that, give a particular situation
harmonically, they will react in certain ways
with a supporting melody constructed in a certain

T o

way. I then draw my conclusions and put them in a
book. For instance, if out of a hundred people
who I study, ninety of them play a major scale in
a certain way under certain circumstances;

hen I make a rule. I say a major scale is

supposed to be used in this circumstance for this

TrYeason.
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As a player I learned by playing along with
records. There were no jazz books or teachers.

I learned all of J.J.'s (Johnson) solos. I
certainly didn't have it as systematic as I've
got it now, but as a player what I did over a
number of years was get to the point where I

could play any piece I heard in the style of

J.J. convincingly because I knew J.J.'s style that
well. What I do is start from this basic reposi-
tory of knowledge, scales, patterns, and chords
that everybody uses. That is why I teach the
bebop language as our common practice period

to my improvisation classes. I tell them that if
they internalize bebop, then they are ready to
start dealing with what they want to do.

I take this fund of knowledge that has come down
to me from Charlie Parker, Louis Armstrong, and
all of these cats and then try to personalize it.
I try to take it where I want it to go. In my
own thinking right now I've become very much
disenchanted with trying to keep repeating what
Bird {(Charlie Parkerj,and other greats have already
done better than anybody is going to do. While I
was with the George Russell Sextet, I started
with ways to enliven certain aspects

of the music as time and harmony using the lydian
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chromatic concept. More and more I've geone to
using sei systems as their own reason for being.
Given any tune, I immediately look tec see what
the possibilities are for evolving a set system
out of the tune itself.

Take a tune like "Straight, No Chaser' where the
melody consists of a perfect fourth, a whole step
and a half-step. What I do is structure a solo
using those raw ingredients without any regard
for where they fit in the changes. The material
supersedes the circumstance in which it is used,
When I get ready to play on a tune like '"'Straight,
No Chaser" I use the perfect fourth, whole step
and half-step to construct my solo and let it

go wherever it goes, because I think that Ornette
(Coleman) and those cats have already freed us
from having to go back and run changes.

Almost every improviser who is worth his salt

has already come to this conclusion. Woody Shaw
decided that he would use fourths and pentatonic
scales on a partiéular chord. He simply plays the
pentatonic scale and does whatever he wants to,
and it becomes its own reason for being. That is
a freer way of playing. Now as a teacher, I try

to teach what I do. 1T try to teach what everybody

else has done, but I also try to teach where it is
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going. E.Z. Blackweed, who is one of the top
composers in the country and is teaching at The
University of Chicago, said something that really
stuck with me. He said that no composer under
thirty had any business writing tonal music. I
don't think that it is that stringent but I do
think that the whole spectrum‘is out there and
that a cat has no business trying to do just what
other people have done. Nobody is going to improve
on what Miles (Davis), Dizzy (Gillespie), or Bird
have done. They might extend it, but it seems to
me that people have an obligation to be about

the business of examining what contemporary music
is about. The whole concept that exists now of
the expanded spectrum of sound possibilities of
harmonic, melodic, and tonal resources is avail-
able. For instance, a cat improvising tcday would
be more likely to play in a contemporary style and
use the things that have happened since Webern

and Krenek than he would be to simply play the
way he would have before he hesrd their music.

And I think that is the way it has to happen.

A player coming up today shouldn't play like me,
Bird, or Dizzy. He should use us as a point of

go on from there. That is the name

of the game.
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like Bird, Diz, and others have played and if the
storehouse of knowledge is not there, there is

no raw material to draw from?

Yes. There is no way you can go and create some-
thing out of nothing. You have to have a basis
from which to start. That is why I say the common
practice period for me and my students is the
bebop period. If you internalize the music from
this period then you can use it as a stepping
stone to go anywhere you want to go. I can't
imagine a person who is going to write a novel
not knowing how to write in the language of the
people that he is trying to communicate with and
not knowing how to codify thoughts even though
there have been people to try it. I know a lot

of cats who play that way. Cat says, "I'm going
on out," when in effect he doeén‘t know if he is

out or not because he doesn't know what preceded
him, How are you going to get out if you don't

know where in is? I aon't mean to imply that you
shouldn't have the storehouse of knowledge. As a
matter of fact, I think it starts with the store-

house of knowledge,
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QUESTION: With this in mind, what is the difference between
a person who can improvise and a person who can-
not?

BAKER: First of all it is a question of a philsophical
position. There are people who belive that there
is nothing to be gained from being an improviser
or who do not choose to makeAimprovisation a
way of life. There are also improvisers who feel
that there is nothing to be gained from playing
pre-created music that does not involve their
own creation. I happen to think that they are
both viable positions. I agree with Jimmy Depriest,
Marion Anderson's nephew and the conductor of the
National Symphony, when he says that if he were
to assess the creative quotient of two musicians,
one being an improvising musician and the other
not being able to improvise that probably the
improvising musician would be the better of the
two just because it involves total creativity.
There are people who are improvisers who don't
create, but that is their weakness and not a
weakness of the system.

QUESTION: What do you mean when you say improvisers who

don't create?

e are people who simply ‘poll

parrot' what they have heard. That is a way to
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in a very convincing fashion, but it is not
creating unless you think of creating as simply
meaning the ability to join pre-extant materials
together. That is a kind of creativity, but I'm
talking about the ability to make decisions based
on context and your emotional posture at a par-
ticular time. That is what I mean by creativity.
I can program players to be very good jazz players
without having them to be terribly creative. That
is creative but there are different levels of
creativity.

What method do you use to program them?

I teach them to use the language. When you are
teaching someone to write English, you aren't
necessarily looking for creativity in the initial
written work. What the teacher is doing is looking
at your ability to put together thoughts in a
cogent fashion and to use the language correctly.
That is what you do when you teach jazz. You
teach him what patterns go in what places, where
scales go in relationship to chords, what Bird
did, and what Dizzy did. To teach creativity

=il

creativity is encouraged. I have to give them an



atmosphere in which they know that my priorities

are creativity rather tha

material. My feeling is that anything that can be
analyzed énd cecdified can be taught. That is
really how we learn to play.

For years the jazz musician was much like the
griot in Africa who was the carrier of knowledge.
This knowledge was handed down orally from
generation to generation. The difference in the
teaching techniques of the past and the present
is that in the past we learned on a one-to-one
basis. We sat up under Wes Montgomery and saw
what he did. But why do that when I can put the
information in a book and reach ten thousand
people instead of one?

Jazz musicians have withheld information for one
reason or another, and sometimes they are selfish
reasons. When cats get into their act about not
being able to teach jazz improvisation, the
first thing I tell them is that the problem is
on the emphasis of the words. You can't teach
jazz improvisation. I feel that with the in-
vention of the printing press in roughly 1500,
we got rid of the need to pass on everything

-. !

orally. 1It's like the commercial on televigion
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where the man comes out after hand printing a
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sign. What is that? Why go back to the dark ages?
if I can reach a Lhousand people with a book,

why should I have to be limited to teaching one
person at a time? There was a time before the
invention of records, roughly 1917, when that was
the only way you had to learn to play jazz. That
was the way you had to learn to play a lot of
things, but with the invention of the record,
whether somebody taught it or not, the record did
the teaching, and once you get to the swing period
where there was a proliferation of recordings along
with the availability of the jukebox and radio,
the music became more accessible. From that point
on, it was just a question of hearing the music
anyway that you could. That is why you can walk
into clubs in Japan and hear a cat who sounds just
like Freddie Hubbard. You can walk into a club

in Yugoslavia and there is a cat playing just like
Ornette. It is not a closed thing anymore.
Marshall McLuhan said it right when he said that
it is a global viilage. Every bit of information
is immediately accessible to every human being on
the globe within minutes. I think it is very
important to examine jazz materials that are

assed down by boocks b

P ecause there is no way for

one man to hold all of the truths and all of the
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answers. If that is the case then the answer lies
in being able to tap as many sources of knowledge
as possible. It takes it all to do it now. There
was a time, roughly before 1926, when jazz was a
folk art, but the advent of the Hot Five and

Hot Seven recordings of Louis Armstrong around
this time, the direction of jazz changed and
expanded. Before then it was possible for a cat
to be the keeper of the flame and have all of the
knowledge in one bag, but nowadays you even have
to redefine the term jazz.

If you say jazz to people, they ask what you
mean. You can even say avant-garde and the reply
is the same. They ask are you talking about
Archie Shepp, Lester Bowie, Ornette, or whatever
because all of these players are so different
from each other than the term doesn't even mean
anything anymore. Multiply that by a million
when you start to talk about the term jazz, and
it becomes evident that no one cat can have all
the truths, so what you do is go to a million
books. My book doesn't claim to be the only
book, that's why I write so many books--because
my truths change. I finish a book and I don't
even look at it anymore. That book is put on

the shelf and people who need it, buy it. I say,
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"Read this chapter if you want to know this or
that,” and then I'm all about the business of
writing another book because my ideas have
changed.
If a person comes to you with some concept of
feel but really couldn't improvise that well, what
sequence of activities would you take him through
in order to get him to improvise?
It is impossible for me to answer that because my
whole premise of teaching is predictated on the
individual, and without having a set of specifics
concerning what he needs, where he is, or what he
does, I couldn't tell you that. There are certain
general things that are given. He will have to
learn to play cycles, changes, patterns, etc.
The order in which the activities are presented
may change. That is why even though my books are
fine, you have to study with somebody who is
sensitive to your needs. I don't know what order
I would teach the material until I get the student.
I can tell you how I do it in class. 1In a one-to-
one situation, I see where the cat is at and what
he needs, and then I go from there. One of my

biggest gripes about people who teach privately

s that when I walk down the hall I can tell

every student who studies with a single teacher by
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what he is playing because they all play the same
exercises. I can't go with the premise that
everyone has the same needs, strengths, and
weaknesses. If the needs and weaknesses are not

the same, then they don't have any business

that the class becomes the special problem

and I see where the mean of the class is. 1If
I've got 150 people in an improvisation class,
I try to see where most of them are at, and I
design what I am going to do so that éverybody
can do as much as he can with what is being
done. Anybody can play a major scale from
wherever he is. Trane (John Coltrane) could
play a major scale and have a different
perception than the cat who has just started
to play a major scale. It is like Fela
Sowanda says--"Truth exists on a lot of levels.
There are no absolute truths.” There is no way
that a cat who is seven years old can have the
same truth about anything that a cat who is
‘'seventy years old has. They both look at a
cup and have a perception of what a cup is and
what the truth of the' cup is about, but that

cat who is seventy years has got seventy years
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worth of truth about the cup.

I get people in my class and we are all going to
play the major scale, but the cat wheo has got
twenty-five years of experience is expected to
play twenty-five years worth of experience on
the major scale. I don't want him messing
around with the diminished scale, I want the
major scale, but I don't want his playing to be
structured and limited by anything other than
his growth.

My book is aimed at the most people who need

the most things. However, in a situation where
there are a lot of people involved, you can't
give the same kind of detail and attention,

so what I try to do is provide situations that
will benefit all concerned. 1I'll say, "Alright,
we are going to play the diminished scale and

I don't want anybody playing below his level."
In performance and improvisation classes 1 am
leary. I don't want anybody to sound
because if you sound good you are not learning
anything. The minute you can play something,

you should leave it alone except in a performance
situation. There is no reason to practice any-
thing that you can play except for a refresher

now and then.
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When I sit down to practice I don't ever sound
good. I always sound awful because I am always
trying things that I can't play. T don't see
any reason to practice things that I can play.
I don't play scales or patterns that I know how
to play except for recreation. When I get done
f my work and my head is aching, then

Were A Bell
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then I may play it in F-sharp instead of F
because. I want to always be learning. I know
cats who sound good all the time. If you
catch my band at a rehearsal, you will never
catch them sounding good, because 1 am not
going to let them do anything that they sound
good on. If they can already play a chart,
there is no point in playing it. I can take
hard music and put it in front of them and
they can read it, so we don't mess with that.
We get our concerts together three days before
so that it will be mellow for the people to hear.
I don't have time to waste. When I teach in

a one-to-one situation I try to structure the



lessons toward the individual. I have a number
of private students now who impress me as being
conscientious people who need help. Rarely,
even in a one-fo—one situation, do I listen

to people play what I assign except to know
that they did it. I give them all kinds of
backbreaking exercises and have them play a
minute of that. The minute I know that they
have been working on it there is no point

in me listening to it. We can go on to some-
thing else. The learning took place while
they were working and not with them playing

it for me. Why waste my time and their money
by having them play all the things that they
worked on that week? All I listen for is to
see how accurate it is or is there a problem
with the exercise. When I spot the problem

I analyze it, diagnose it, and fix it. Then
we march on.

I have a lot of students who can't handle

T

he
way 1 teach privately because they work all
week on this one thing so that they can impress
me and once I find out they can play it, I say,
"Cancel; let's go on to scmething else." To
sum this up as to the way I feel about teaching,

I would have to say when asked what my sequence



for teaching improvisation is, that it depends

on many things. I know that there is a certain
body of knowledge that everybedy has got tc have
and I can tell you that we are going to deal with
all of these things, but the sequence in which
they come varies. I teach them the basic skills
You have to know scales, chords, and nomenclature,
which is the language. The next that I think
about is the adhesive techniques, which is why

I wrote the four books that follow my jazz imp-
provisation book. They consist of scales,

I1-V patterns, turnarounds, and cycles. These
are the things that you need to be able to

play to the extent that you don't have to do
anything about them.

You internalize this material and it becomes

your links. Like in the language, nobody has

to thing about whether the verb comes next,

conjunction, and all of that. Those are the

.
givens. We learn those sc¢ that we can have

them at our disposal, then we can concentrate
on content. All of the linking devices just

pull it together. A turnaround is to get me

| P Py
from one chorus to the next. T can't think

about what I am going to play if I have to think
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about that. My fingers know turnarounds, as well
as all of the other linking devices, and can

play them all day long. |

Once I have establiished the order that a peréon
needs this material in, then I don't talk about
these things anymore. I talk about how to make
music. Getting to the place where this material
is internalized is just practice. I have a
feeling that anything that is not internalized

is of little value to you. You have to internalize
all of the basic scale-related material. TIt's
like Muhammad Ali. He doesn't have time to

think about how to react when a left is coming

at him. That is internalized. It's like what
happens when you read music. Nobody has to tell
you what fingering to play a B-flat with. 1If
you see a B-flat, the first finger goes down

or whatever alternate fingering you intend to use

at a given time and you don't think about it.

You don't have time to thin
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out that, because
if you did you couldn't play any music. We get
all of this first and then we talk about making
music. How do you move to the.highest archi-
tectonic level and get rid of all of the building
blocks? How do you make a house that looks like

Frank Lloyd Wright's houses? That's what I want
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to talk about. I don't want to talk about the
first brick that's laid, and I assume that there
is a blueprint and then we talk about how to
conceive 1it.

What do you think is happening at the highest
level of total creativity?

I don't know. That is something that is different
with every individual. It is different with every
individual even at different stages of his life,
sometimes even from day to day. If it were
something tangible then you could create at that
highest level all of the time, but I don't know
anybody who can do that. That is why you have to
have all of the motor things. I believe that a
cat like Miles Davis, -John Coltrane, or Sonny
Rollins is different from the second string player,
third string player, fourth string player, and the
beginner only in terms of the degree of concen-
tration--not in the kind of concentration--only

in the degree of concentration. What is cne cat's
first-class improvisation may be another cat's

fifth-class improvisation. In other words, John

Coltrane could play his fifth-class improvisation

and be higher than most

0
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first-class improvisa-
tion. 1t is a question of how much you've got it

together. If it is internalized you don't have to
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worry. I want to have so much that is automatic,
that even when I feel bad, can't think, and
everything is going wrong in the rhythm section,
I sound good. I want that much in reserve. That
means motor skills. That means that my mind

can be on something else or can wander and I
can still make music because my finger knows .a
lot of what's happening. That is what I mean
when I talk about the reserve factor. The
highest level is Valhalla. I don't know what
that it is and I can't even explain that. I can
tell you how to get there, but I can't tell you
what it is because it's something different. You
get there through the internalization of all the
materials that happen at every level. Everytime
you add another level, you create another high
spot that you can't go below.

Was there ever a time when you had to devote all

of your time to building the foundation that you
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I've been there, I've worked on it. I learned to
play cello very late. I started cello when I was
thirty-one or thirty-two years old after having
to quit playing the trombome. I had a car |
accident and had to start cello after I had

already won the Down Beat Poll as a trombone



I switched to Jano Starker in September I didn't
play anything but open strings for ome month. That
is all. No music.. Open strings. I learned how
to hold the bow and feel the instrument again.

I didn't mind. I am not adverse when it comes

to things that will help me. If a cat told me
tomorrow, 'L can make you a player twice as good
as you are on that instrument, but you are going
to have to give up all public playing and playing
of music for the next two years," I would not
hesitate. I wouldn't take one minute to make the
decision to do that. When I went to Starker

I said, "Man, I don't care what it takes because
I have already reached a limit with what I've

got physically and what I can do on the instru-
ment. Now fix it. If it takes five years, I
don't care."” I haven't played one public gig
since September because there were things that
had to be done. The ground work had to be laid
and I had to re-examine my major premises con-
cerning what I was d&ing physically on the instru-
ment. In light of new evidence, if I had to do

the same thing musically I woul

fn

I R
net hesitate.

I am in the best of all possible worlds because
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I don't depend on any one of the things I do to
make a living. I can teach, write, play, and
lecture, If I had to learn to do something new
btomorrow, I would learn to do that. If a cat
came to me and said, "I want you to learn to play

a raccoon cone,’

and he could tell me how to go
about figuring it out, I would take the time to
learn to play the raccoon cone.

I do not recognize limitations. If I have one
failing it is the fact that I am absolutely
intolerant of anyone who does not maximize their
potential. I can't even deal with illness because
I function in spite of it. I play hurt much of
the time. If I am sick or need sleep, I still

do what I have to do, -and I am very intolerant

of people who don't. I know that they will out-
live me because that is the way it is, but I

am totally intolerant of people who function below

their potential. Nobody functions at their

. .1

impossible, but

rt

maximum potential because that is
I want a cat functioning on all pistons all of
the time. I expect everybody to do what I do.
Consequently, I get in a lot of trouble. I have
had a lot of friendships that have been wrecked
because people say, "I simply can't function and

I don't want to be my best all the time." My



218

level of intolerance is doubled when it comes

to the instrument. Whenever 1 put an instrument

'_-J
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in my hand, I am 100 percent busimess. I don't
play around. I love humor and I laugh and joke
sometimes. I am as loose as anybody, but the
minute you put the horn in your hand there should
be no more jive. It should be all business when
the horn is in your hand because nobody cares
about your problems or inadequacies. All they
want is results and you owe that to people 100
percent of the time. You should be the best that
you know how to be.

If I get a student who comes to me two weeks and
does not have his lesson together, I tell him not
to come back because he doesn't need me. If he
says he was sick or that his dog died, that doesn't
matter to me either. I don't care why you don't
have it. The world is very cold and does not care
what your problems are.

you V nce oY

QUESTION: Do you have a preferen for a particular type of
music or improvising situation?
BAKER: The type of situation and improvisation that I

prefer is dependent upon the context. I have

~

certain music that I prefer at certain times,
but I don't have any preference where I say that

one music is more important or less important



219

or better or worse than another. 1 ask myself,
"For what or compared to what?'" I prefer bebop
if I am talking about how to teach scomebody to
play jazz. If I am talking about my playing
preference, then I am talking about something
that is very far left of the avant-garde because
my mind is gone on that. If i am talking about
nostalgia, then T am talking about the swing
period because I like to dance to that music
and remember what it was like when I was in high
school. Therefore, it is compared to what or
for what. That is the only time that music has
a preferential position in my life. For me it
is total music--all music.

QUESTION: How did you get into improvising?

BAKER: I don't know. I can't begin to tell you that.
I just know that I started playing in high school.
I had a horn and other people were improvising
so 1 wanted to improvise too.

QUESTION: Do you mean that vou
and started playing?

BAKER: Yes. I started imitating. We had a marching
band where the cats would get together at inter-
mission of the football games, and everybody
would try to play "Intermission Riff" so I tried

to play it too. 1I'm sure that I played it badly
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most of the time but I was in an environment where
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apolis which has one of the richest traditions
in jazz. Maybe only a place like Detroit has
produced more jazz musicians. I grew up in a
neighborhood with Wes Montgomery, Leroy Vinnegar,
Buddy Montgomery, Monk Montgomery, J.J. Johnson,
Fioyd Smith, and it goes on and on. 1If you
didn’'t have the urge to piay, there was something
wrong with you because these were some of the
people who transformed the aesthetics of the
music. What city but Indianapolis can boast

of two cats who single-handedly turned around
their instruments--J.J. Johnson on trombone--
and there hasn't been but one Wes Montgomery on
guitar. The first electric bass player, Monk
Montgomery, was also from Indianapolis. Now
what is that? How are you going to help but
play? There was a good environment and a reason
to want to play. Oftentimes you will get a
particular teacher or a school that is more
likely than others to produce musicians because
of the atmosphere. I think immediately of

Chicago's DuSable High School and Walter Henry

Dyett that has produced Sonny Stite
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Cole, Eddie Harris and almost everybody who came



out of Chicago. That was the school. The same
thing happened in Detroit. You look and see that
Donald Byrd, Elvin Jones, Thad Jones, Hank Jones,
Curtis Fuller, and Barry Harris all came from
around the same place. It must have been something
in the water. Things like that provide the in-
spiration and the reason.

QUESTION: Were the players that you grew up with the
primary people who motivated and inspired you
towards playing jazz?

BAKER: Sure. Just listening to them was motivation
enough. It also turns out that we had a bebop
society in Indianapolis that gave me my first

scholarship to college.

QUESTION: Can you point out players who were particularly
influential?
BAKER: . All of the Indianapolis musicians. I neglected

to mention Slide Hampton or Macio, his brother,
who are both from Indianapolis, and then my own
students, Larry Ridley, Freddie Hubbard, Vi

Jones, Jimmy Spalding, and many more who are

from the beginning until now. Certainly, I can

put my hand on people like Russell Brown who was
my band teacher at Crispus Attucks. He was the

most encouraging and inspirational person that I
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QUESTION:

BAKER:

QUESTION:

BAKER :

222

know. Slide Hampton gave me my first trombone.
J.J. Johnson was the first cat I got to sit up
under in the YMCA Band, so it was all of this
confluence of events that made it possible.

What was your early home life like and what part
did your parent play in your learning music?

My parents were very influential. They made it
possible by paying the rental fee on the instru-
ment. They also encouraged me to play. I had

a lovely home where I didn't have to do anything
but work and practice. T knew that I could

any questions from them.

Were there any unusual circumstances in your
home?

No, because we lived the same way that most of
the black families in Indianapolis did. Black
families were very close knit families. I think
that things have changed a great deal now in that
there is a lot of turmoil and ugliness on the
street. Those kinds of things did not exist

in the same proportion as they do now.

Were your parents musicians?

No, my dad had played the altc saxophone when he
went to Hampton Institute. He grew up in Kansas

City and went to the same high school as Ben



QUESTION:

BAKER:

Webster, Bird and those cats. He also co
une on the piano, but there have
been no professional musicians in my family
prior to me that I know of.

What would you recommend to a young musician

who wanted to learn to play jazz?

It would be very difficult. I think the first

thing I would say is the search for knowledge.
I would say, “Go to school and learn to play

your instrument."” If you want to play jazz, it

presupposes that you have an instrument that you
can handle. I do think that it is possible to

learn it in the street but it is a long trip.
Why spend fifteen years in the street trying to
learn something a cat can teach you in six months?

That's stupid. That is like the people who re-

invented the wheel. There is no point in re-

inventing the wheel. I would say, "Go study with

Barry Harris." That is school toco. Learn to

play the instrument and get it under control so
that there is no shuckin' and jivin' on it. You

have to play an instrument if you are going to

speak. Given two cats who have the same amount

of creativity and ideas, the one who has got the

craft best together is going to be the one who is

going to do the most. That is a simple fact of
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life. It has already been proven that the
operational parameters are circumscribed by
technique and all things involved. Given drive,
talent, energy, and no way to communicate that to
somebody, you are-just as lost as the cat who
does not have anything to say and has got all

the technique in the world. It has to be a
happy marriage between technique, craft, and
content.

In the front of my string books I quote Fela
Sowanda. He is an African Chief who is a composer.
He says, "Music is in the final analysis content
expressed through form . . . . ideas structursd
for purposes of communication by will. The

faculty that is at work is imagination; it is

this that gives Form to Content or uses Will to
structure Ideas; but having done so, Imagination
must then have access to Technical Proficiency
for the actual expression of that Content as
embodied in Form, in communicable terms; and
with Technical Proficiency one must have
Industry, for the actual time-consuming and
laborious chore of writing a musical score or
whatever may be required to give that Content

Mo+~
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existence. Now form can be taught;

Technical Proficiency can be acquired; Industry
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can be made into a habit, but imagination as a

term really means the ability to give birth to
Images and to think creatively and effectively

in Images."

That is the whole secret for me. I don't care
how much talent a person has got. If he doesn't
have some way to communicate that to somebody,
he can forget it. A cat can have all of the
proficiency with technique, and if he doesn't
have something to say he can't give that to
anybody, so it is the wedding of form and content
that makes any product a viable one. The sim-
plicity of it is deceiving. Slide Hampton put
it so beautifully and I quoted him in one of

my articles. He said, "You show me a cat who
plays with his heart, and I'll show you a dude
who is virtually incbherent,” because what you
have to say comes from the heart, but it better
be filtered through intellect.‘ A cat can think
all he wants to about his ability to play under
the impact of emotion, but it better be disem-
bodied emotion becausé,when a cat is overcome
totally with grief at the loss of a loved one,
he does not sit down and play the violin because

he can’t funct
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emotion can be communicated after he reflects
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on things. His mind translates the memory into

omething that ig fine.

wn

I also know cats who think that they can really
play when they are intoxicated, but they don't
really know how they sound until they listen to
a tape of their playing and then they ask, "What
was that?" However, if you can remember the
emotion and disembody it, then it is another bag.
-hat heart and head work together, but
the head better be running things. Every player
I know, whether he subscribes to that position
vocally or verbally or not at all, really does
this in order to play. I don't want to hear
anybody play gibberish. 1I've seen cats just
pick up a horn and say, "Well, I haven't ever
played a horn before, but I am full of emotion
and I know what I want to say,'" and then play in
a nonsensical fashion. That is like someone who
decides that he is going to write a novel in
Russian because he is inspired, and has no prior
experience with the Russian language. It is the
same thing when a musician says that he is going
to play some music and can't play an instrument.
What is that? I can't use that.

What type of preparation would a perscn v
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undergo in order to function in a similar
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capacity as yours?

You would have to define which area of what T do
that you are talking about. |

What about teaching?

You have to be a renaissance man. No teacher at
any university teaches in more disciplines than

I do. I teach the practical aspect of music in
applied music because that is what teaching
people to play their instruments is all about.

I teach theory because that is what improvisation
is all about. I teach composition because that
is what arranging and composing is all about.

I am a conductor because I have an orchestra.

I also teach history and styles and analysis.

I am teaching in six or seven disciplines. They
don't ask that of any teacher anywhere. You teach
in one discipline or another. People who are

the theoreticians teach theory, the historians
teach history, and the applied teachers teach
applied. Maybe they might combine applied music
with a conducting job. How many times do you
find a person who can.teach in all areas? 1In jazz
you have to do that. The university is set up

in such a way that there is a person assigned to
a task. However, in jazz we are young, and they

are not about to switch the entire system around
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to accommodate us, so that means that one or

two people have to do the whole thing. I can't
ask a cat in music history to teach jazz history
because first of all, he doesn't know anything
about it, and next of all he usually doesn't
care anything about it. I can't ask that cat to
teach the styles and analysis because he doesn't
know who Lester Young or Charlie Parkér is. I
also can’t ask him to direct the jazz band be-
cause he thinks that he has got a concert band
that is superior to the jazz band anyway, so
why should I deal with that? Therefore, the
first requirement for a person teaching jazz is
that he has got to be a renaissance man. When I
get ready to conduct a clinic in the summer or
during my regular teaching, I know that when I
get in front of that group I better be able to
play every instrument that they can play. 1'd
better be able tc sit down and play bass, drums,
and piano because when I get ready to tell my
drummer why he's not swinging or why the beat

is turned around, I have to be able to demonstrate

what it is that I am talking about. I can't

think of another place that has to happen. You

have to he

o

ble t¢ do every
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better be able to do most things well.
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The second thing is you have to be indefatigable
You better be prepared to go from morning until
night because it takes that. You have a lot of
remedial teaching to do. You have to establish
an aesthetic, which in any culture is very
important for someone who is going to play music,
paint, or whatever. If somebody is going to play
the music of Mozart, Haydn, Lukas Foss, John
Cage, or any of the music that starts with
Palestrina and continues through that aesthetic
to the farthest reaches of what's going on now,
then they have no problem relating because
everything that they have done in school since
day one has prepared them to play that kind of
music. The music appreciation courses deal with
Bach, Brahms, Beethoven, and Bartok. The music
that we hear in school by way of concert band,
symphony orchestras, chorus, and choirs all deal
with that music. The music that is piped in

and the music of the visiting organizations that
come to the school is dealing with that line of
thought. An aesthetic is already established.
You have a tradition laid wﬁen you get ready to
come to college and play. However, for the jazz
musician nothing is taﬁght in music appreciation.

You can't get jazz anywhere but in the street and



on the radio and very little of that because
radios are not set up to deal with music other
than mass popular music, so you've got a dozen
radio stations in the. whole country that specialize
in jazz. You can even name them. You can narrow
it down to that station out of Buffalo and maybe
one in Los Angeles and one in New York. That is
it. Therefore, you have got to build the whole
aesthetic for the student who is going to play
jazz. 1In addition to that, you have to build

a cultural aesthetic, so that means from dawn

to dusk. It is a full-time occupation. The
third thing that a cat has got to have is a very
thick skin because he is going to get kicked in
the ass at every turn. He is going to find

that there are people vwho will conspire to destroy
what the jazz aesthetic is about. T think
immediately of something Aréhie,Shepp_and I were
talking about. Archie's feelings are that the
minute he is told that black music is not as
important as other musics all of the cultural
impefatiVes are raised ‘and the spear is in the
ground. From that moment on we are adversaries.
That is really what it is. I don't care how
well-intentioned the people at a university like

this are, they simply cannot begin to understand
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the magnitude of the p
would not bhe necessary for me to say to them

that students should take a jazz history course

or black history course, as well as have the
experience of playing in a jazz band if they are
going to go out and be educators. There is 2a

kind of built-in cultural superiority syndrome
that comes with being a part cof the majority
population. That is normal. I suspect that it
would be the same if it were blacks who were in
the majority. We look to see those things that
make our culture superior to other cultures.

The whole university system and the educational
system in general is set up to perpetuate the kind
of conditions from which it arose. 1t was an
autocratic kind of societal situation where

blacks were indentured servants, if that. 1In
order to survive you have to be very thick
skinned. In accordance with an old cliche,

you have to be fifty times better than ¢t
people who are competing for the same kinds of
jobs. You've got to be Supernigger. I don't |
mind at all that I have to be better than other
people. Another thing that is very important
is the notion of the being bicultural and bilingual.

The black man has come up through western culture



shich gives him a decided advantage because when
we take our native culture and develop it, we've
aiready got that other culture covered. I have
to know the music of Stockhousen and Bartok

because I love that music and I grew up in the
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culture that spun the music, bu

token I have worked very hard +
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culture together. I also have a deep love and
understanding of the music of Trane, Bird,

Miles, and Dizzy. Therefore, these are the kinds
of things I look for when I look for a teagher.
If I can get a performer I am very glad. If I
can get a cat who has published and is creative,
I am glad to have all of those things too, but
the other qualities are basic. Consequently,

I feel that I would never be totally happy with
anybody. However, I must say that there are some
white jazz teachers who come a. lot closer to my
ideal of what I need as a second jazz teacher
here than some black cats. For instance, there
are cats who have been the pioneers, like Jerry
Cokér and a student of mine ndmed Jamey Aebersold
who publishes all of the play-along records. These
are cats who have approached this the same way.
They have come up with a method, technique, or

a way of doing it.



Ancther thing is that a cat needs to have thought
about what teaching is. It is not enough to want
to teach. I said in an article once before that

a love of jazz is a sufficient position out of
which to learn, but that is not a sufficient
position out of which to teach. You have to bring
something with you. I want a teacher to have
thought about it and not come to me saying, "I
want to learn to teach.'" He should have something
prepared. I don't care what it is, and it doesn't
have to be what I am talking about‘because my

way is only one way. Most of my students who I
really respect have gone their own ways. They
have taken what I've had and built on it and gone
in some other direction. As a matter of fact, I
use all of their books.

We get a lot of teachers at the university who
come out of the Metropolitan Opera or a performing
career without every having taught or ever having.
evolved a technique and a method for communicating
knowledge. That is not enough. Students will
pin you in a minute. I've been teaching since
1966 and I didn't learn to teach until four

years ago. It took me that long to learn how to

=

ut now I have to close all my classes.

The difference is that my mind was open and I
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was working at it all the time. Now when you
4

TrMmI11 T
front of a class you w
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see me with a book because I know what I am going
to talk abéut. I don't need a book because I
know how to teach. |

QUESTION: | After going to bed at one or two, you then
get up at five-thirty and practice?

BAKER: I don't have any choice. That is survival.. You
can't survive if you can’t play. At least I
can‘t, even though a lot of people can. It is
a grind, but I think it is important to have
the ability to practice consistently and with
purpose. I don't mean just sitting down playing.
I am talking about having a plan. I write what
I am going to do every day and I follow that plan.

QUESTION: You mean that you write your entire schedule out?

BAKER: No, I write my practice schedule out. I know
what I am going to do during the course of a day
even though I may get waylaid and do a lot of
other things, but I do know my practice schedule.
If T say T am going to do fifteen minutes of that,
it gets done because i_don't know any other way.
I know a guy who got more done than most people

because he would have five minutes between classes

and he would have practice schedul

a
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take out his horn and practice for five minutes
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and put it away. During the course of a day

ive minutes would make an hour.
Maybe you could learn to play a scale that you
didn't know how to play or a pattern that you
couldn't play. Maybe you could even work on a
sound that you had to work on in those five
minutes. I don't have that kind of discipline,
but I do have another kind which includes knowing
how to react to people. I think what has to
happen is that you have to develdp a way to
communicate your knowledge to people. It is not
enough to do like Buddy Rich did at a Jerry Coker
clinic. He came in late, sat down on a stool,
looked out at a sea of kids and said, "Ask me
what you want to know." That is not enough,
because people don't know what they want to
know or what they need to know. That is what a
teacher is for--to tell them, ''Hey, this is

what you need to know. This ié what you should
do." They can go on from there and ask me any-
thing else that they want. A person has to have
a philosophy of teaching, no matter how bad it
may be. 1 am vehement when it comes down to a

cat having to be a good thing when he gets ready

well as build and shape them. I know what my



did that when I came here. I know that George
Russell did that with me. Teachers are the
people makers. They can destroy or make you.
QUESTION: Do you think that the seriousness and way that
you go about teaching attracts students?
BAKER: Not only that, I think it is the ability to
disseminate the knowledge. I also communicate
my love for the music to them. It is a question
of different life styles. My life style is such
that I get excited about the music. If I didn't
I would get out and do something else.
QUESTION: 1In line with your work as a clinician, what would
a person have to do to prepare himself to do that?
BAKER: I think you need some of the same basic things
because clinics involve teaching. As an improviser,
I think it means staying on top of ideas and trends
by knowing what people are doing and being aware
of everything that is happening musically, irre-
spective of your personal preference. It is not
enough for me to say that my preference is to
play out of a George Russell way of thinking

about music. I have to know about Sonny R

olling,

ie Hancock, Ron Carter, and anybody else

because as a teacher that is my responsibility.
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Staying together on the instrument is very impor-
tant. ow you find a way to do that I don't know.
As it is, I have an eighteen- or twenty-hour day
and it is all that I can do to find an hour and
a half to two hours to spend on my cello. However,
I do think that you have to do it no matter what.

I also think that you should continue to study.
There is nobody who can get it so teogether that
they don't have to go to some teacher for check-ups.
You should find teachers, whether it's on your

own instrument or simply about music so that you
can constantly renew whatever it is that you do.

I read everything I can get my hands on about
anything. I just want to know, so I bug people.

I study all the time. - Every semester that I have
been here I have been studying something with
somebody.

What about your composing?

I am an early morning writer. I try to write in
the morning because that is when my mind
most fresh, but often it is catch as catch can.
I write whenever I can--fifteen minutes here and
ten minutes there. I have a unique capacity for
being able to cut off everything else at a given'
time. I can write for ten minutes because I

shut out the world for ten minutes. I am virtually
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in a catatonic state. It starts with a plan o
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without a map.. You can't get waylaid because

all the world is full of temptation. You just
have to say that this is my minute to do this

or this is my hour do this and do it. Life itself
is a religion of denial. That is how growth
always takes place. I don't know any other way
you grow other than through denying things.

For instance, I love to eat. I would be a thou-
sand pounds if I let myself. I also love to just
play and never practice, but I know I have to
practice. It is in reverse proportion. The
amount of denial usually determines how much
growth takes place.

Do you have any final comments concerning what

it takes to pull it all together and what the
key is that opens the door towards learning
improvisation or anything else that is important
to you?

It is total dynamiém. I don't think that you

can waste a minute of your life. Someone has
said that the unexamined life is not worth living,
but I say the unused life is not worth living.

A cen

I see a 1o 5 wno waste time and I can't
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afford to do that because time is the most precious
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commodity that you own. My concept of relaxing
is simply to change the activity. I know that
statistics say that I am going to probably leave
here earlier than most people. I don't intend to.
I intend to ieave nobody here when I leave. A
sedentary life is just not where it is at. I
can dig throwing money away but I can't dig
throwing time away. I need every second. Every
minute is spent doing something useful--writing,
playing, listening to someone who needs some
help, or trying to figure out a way to do something
else. If I had to say anything, it would be that

life is for living if you can dig that.
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OSCAR BRASHEAR INTERVIEW

When and where were you born?

. I was born August 18, 1944, in Chicago, Illinois.

How did you get interested in music?
It was a family thing. My mother was a piano
teacher and I gét into it through her. - I played
piano for nine years. I went through a very
classically oriented training. I changed to
trumpet when I was twelve. I started playing
trumpet in the Sunday School band. I started
taking private lessons from Charlie Allen, but
the private lessons were not associated with the
Sunday School band.

Were you interested in jazz playing at the time?
I didn't know what jazz was.

When did you find out about jazz?

When I got to high school I found out through
friends who were into jazz. It was the total
environment. You were exposed to music by way of

record shops, radio, and cther thin

hings in the
environment,

and people would tell you about different players

whom they had heard or had records of.

primary motivation?

You could be walking down the street












































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































