Students who proctice and per-
form nofoted literoture may
be infimidated by the iden of
improvising jozz or sponta-
neously creating any form of
music on their instrument,
However, when they under-
stand o few basic principles
and are willing to experiment
without prematurely judging
the results, students with a
good ear ond technique can

learn to improvise jozz.

Introducing Jazz
Improvisation

azz, in the broadest sense, is the
improvised variation of a melody
based on a previously established
harmonic and rhythmic frame-
waorl. The performance of both
the melody and the improvised varia-
tions is guided by stylistic considera-
tions involving melody and its articula-
ton, harmony, thythm, exwure, and
form. Jazz musicians, like
classical composers, use a
melodic and harmonic
vocabulary congisting of
scales, arpeggios, and oth-
er patterns stylistically
appropriate to their idiom.
As a musical soyle, jazz has
a number of important
distinctions that SEPATATG
it from rradinonal musical
forms: anemphasis on
U PIOVISALOryY purli:nl'-
mance clements, a melod-
ic rendency toward the
blues and relared scale
forms, swing rhythm, and
an aural as opposed w written form of
ErAnSIISSIOnN,

To intropuce JAZZ TO YOUR BAND
students, teach them o interprer chord
symbaols and play melodies with chordal
accompaniment in a way that is appro-
priate to the style. This presumes they
read music well and may involve leam-

ing chord voicings (usually consisting of

ceescssse
(wuide your
beginning jazz
students to explore
chord/scale
relationships.
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pany the notated melody of a jazz com-
position. Onee students master a basic
chord vocabulary and have a more com-
plete understanding of, the rhythmic
exprossion of a "lead sheet” (a Im:lud}-
with its accompanying chords), they are
ready for improvisation.

Improvisaton can be as simple as
rh,l]]!_";i'l]]_’. ol +.1-.“'-"r' Nnoes ”I [+'|I..'
notated mielody but more
often involves creating a
melody that is quice dif-
ferent from the original one.
You can use the image ol
theme-and-variations to
explain this: the theme is the
melody and the variatons
A II'I'L' j.n!itr'."‘f‘i.‘&ln."i.l L']'l.UJ'Llf'll..".'i-
(usually referred o as the
“solo” or “solo choruses™).
When a jaze standard is used
L I'|h.‘ "|"L'.|'|il.:|.l' ﬁll' 'i'l”':‘l“ I'i'll."ul'
tion, the harmonic frame-
work remains unchanged for
the most part.

|rt‘||1rt1".‘ihf.'=.|. solos AV COTSIST of short
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fragments, sequences, or long melodic
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relatonship berween the solo and the
chords that accompany it. Therefore,
guide your beginning jazz students to
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help them as they figure out which seale
to-use with a particular chord or chord
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Blues Basics

A Blues Scale, key of €

A Basic Blues Progression
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progression. While ir 45 the ear and the
musical intuition of the improviser that
ulimately decérmine the choice of
melodic materals, sudents who ane
tamiliar with chords, chord progree
sions, and chord/scale relationships
have an advantage in learning and
understanding jase.

After teaching a basic undersranding
of chords and scales; incroduce vour
hand students 1o the blues scale, which
is ane of the best elements of jazz for a
young tmproviser 1o begin with. 1 have
often seen students play incipient jazz a
tew weeks after mastering it I your
students arc comformble ar a keyboard,
they can experiment with the scale (in a
style thythmically consistent with che
blues or jazz) in the right hand, while
realizing the chords of the blues pro-
gressian in the lefi. See the Blues Basics
sidehar for the progression in one of irs
basic forms,

W!IIL.[—' FHE SUHTLETY OF RENYTHM
and rhythmic expression in jazz is wide
ranging, a principal rhythmic dement
ol jaze is furng. The eighth-nore pair in
classical music divides the beat into two
equal halves, bue the eighth-note pair

in swing rhythm is fele more like a vari-
ation on the quarter-note/eiwhth-nore
triplet combination {see the Swing
Rhythm sidebar for an illuseraton),
One rehearsal rechnique o help
establish the thythmic "feel™ of jazz is 1o
practice with the metronome sounding
on beats two and four of a 4/4 swing
tune, This establishes the “hackbear,”
an essential element of swing thythim.
Along with swing rhythm, gucepation
is a sigmificant component of jazz, It is
applied in bath mecladies and chordal
accompaniments. In irs carliese stage,

w gie sviicopated thychim in the mes of
) i ) oy

Scott |oplin, whiere the planise’s lefi
hand produces a steady eighth-note
rhythmic partern (often as a hass nore
anda chord), whilethe righe hand fre-
quently emphasizes the upbear ar the
level of the sixteenth nore,

UNT..TI':F THE TRADITION OF CLASSICAI
music, mn which the music is rransmit-
ted mainly in written form, jazz is
rransmitted mainly through an aural
tracdivon by rcordings and a direct
experience ol the music, Accordingly,
listening and imitaring (as opposed to
reading music) ate the principal means

by which the music is grasped,

Accurirely notating rhythms and
articulations jazz musicians bring ro
their performances is virmually impossi-
ble, and of course improvisanon
implies that the music is nor written
down, Though a classical musician
may listen 10 a recording to hear how
an artise interprets a particular work,
the music is wsually not leamed from
the n:v:n-n.ling. Ity jazz, however, thar is
how you learn the music as well as the
performance style.

Helping studenes play jazs ion't easy,
bue if you reach them to explore seales
and chords, particular rhythms. and
great recordings, vou'll be helping w0
develop their creatviry and confidence
in their ability w0 improvise. You'll also
help them meer Music Coment Stan-
dard 3; "Improvising melodies, varia-
tons, and accompanimenrs.” &
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leaching Ideas
A Teoch on appropriate scole, made, or pat-
o for each chord in @ particulor progression or
fune. Cartain sounds may bo beyond the stu-
dents’ ournd recognition ot first; so give them
some bosics from which fo chooso when they ore
improviing, For exomple, for Dm7, the D scole
i the Dorian mode {the C major scale played
from D ta D) would be a good chuice, while the F
scoe i the Lydion mode (the C major sools
ployee fram F o ) wouht work for Fmaf7

A To develop students’ eors and their gurol
Fuxility ue their instrument, hove then iry these
technitues:
o ploy o shorf phrose and sing If back
o sing o shart pheose and play it back
»  transcribe improvised salos from
recordings
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Swing Rhythm
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