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ABSTRACT

The purpose of this study is to analyze musicatepts employed by artist-level jazz
performers (professional jazz musicians) playingnaprovised solo. These concepts are then
compared to the participant’s pedagogical backgiaonnmprovisation. Subjects were video
recorded performing an improvised solo with an agganiment track of “Take the ‘A’ Train”.
They then participated in an observational researetinod referred to as stimulated recall where
each performer watched the video directly followthg performance and attempted to classify
the musical concepts they used in their improvsed. Categories of musical concepts
included: scales/modes, chords/arpeggios, memolides] melodic variation, rhythmic
variation, range/intensity, sequence, and othetidfzants classified these categories in two
ways. They first recorded their data by making&edas using a computer program called
SCRIBE. Video recordings were then made of eacfopaer's comments while listening to the
improvised recording. Following the exercise eaattipipant filled out a survey indicating
pedagogical background and performance experieRassilts suggest that improvisers most
often use a variety of preconceived musical ide@ngorized licks, sequence, phrasing),
however, much of the musical content is also deribeough knowledge and application of
music theory (scale/chord relationships), espgcadlit relates to jazz. Several participants
referred to this in terms of a language in whiakythave become fluent. All but one participant

cited improvisation classes and/or lessons asitheduction to this musical language.



TABLE OF CONTENTS

AB S T R A T o e e ii
LIST OF TABLES ... e e e e e e e e e e v
LIST OF FIGURES. .. ...t e e e e et e e e e e eneneeene VI
INTRODUGCTION . ..ottt e e e e e e e e et e e e e e e e eaenns 1
REVIEW OF LITERATURE. ... e 7
PEDAGOGICAL METHODS ...ttt 8
ELEMENTARY AND NOVICE IMPROVISATION METHODS................. 8
GENERAL METHODOLOGY AND THE JAZZ LANGUAGE......c........... 14
PEDAGOGICAL BOOKS..... oottt mmmmm e 16
RESEARCH-BASED IMPROVISATION STUDIES........ccoo e 19
LONGITUDINAL STUDIES.......uiiiiiiiiiiee e 19
IMPROVISATIONAL ACHIEVEMENT .....ootiiiii i 21
STIMULATED RECALL. ..ottt 24
METHODOLOGY ... e et e e e e e e e et e e et e 27
RE S U LT S e e e e e e e 31
INDIVIDUAL RESULTS ...t 32
COMBINED RESULTS ... errmn e 87



INDIVIDUAL CONCEPTS DISCUSSION......cctviiiiiiiiiniiiiiiiiieeeii e 111
CONGCLUSION. ¢ttt e e e e et e e e e e s s e ennneessrrrrnaaes 129
QUESTIONNAIRE DISCUSSION......cciiiiiiiiiiiiimmrrnii e 130
LIMITATIONS . ..ot e e e e e e e ee e e e e e e e eeees 133
IMPLICATIONS FOR FURTHER RESEARCH. .......otticeeeeieie 134

BIBLIOGRAPHY ..o e e e 13T

APPENDIX A - PARTICIPANTS BIOGRAPHIES.........o e, 142
APPENDIX B - COMPLETE TRANSCRIBED SOLOS..... .ot 149
Y PPN 165



10.

11.

12.

13.

14.

15.

16.

17.

18.

19
20

LIST OF TABLES

Brubeck Categorical Analysis Data And Mean Gateal Analysis Data......................... 33
. Brubeck Comments Data And Mean Comments Dat@..............ccceeeeeevviiiiiieeeecceviene. 36
Brubeck’s Frequency of Occurrences For CategbAnalysis And Comments Results.... 37

Cooper Categorical Analysis Data and Mean @aiteg Analysis Data.................cccoo.... 39
Cooper Comments Data And Mean Comments Data............coooovvvviiieeeiiiiiiiieeeseeees 44
Cooper’s Frequency of Occurrences For Categiofinalysis And Comments Results...... 45
Goines Categorical Analysis Data and Mean Qateg Analysis Data...............cceeeeeee. 47
Goines Comments Data And Mean Comments Data............cccevvevviiiiiiininne e, 52
Goines's Frequency of Occurrences For Categjdkitalysis And Comments Results....... 53
Haydon Categorical Analysis Data and Mean @tateal Analysis Data.........................4 5
Haydon Comments Data And Mean Comments Data...............ccccceeeeeeeiiiiiiiieceeeeees 60
Haydon's Frequency of Occurrences For Categjoknalysis And Comments Results... 62
Panella Categorical Analysis Data and Meare@tatcal Analysis Data........................ 63
Panella Comments Data And Mean Comments Data............cccceevvvviiiiiiinieeeee e, 68
Panella's Frequency of Occurrences For Catag@dmnalysis And Comments Results.... 69
Parker Categorical Analysis Data and Meandoaieal Analysis Data.......................... 71
Parker Comments Data And Mean Comments Data...............eeeeenieiieeiiiiiieeeiiienns 77
Parker's Frequency of Occurrences For Catsgjdknalysis And Comments Results...... 78
. Spencer Categorical Analysis Data and MeandOateal Analysis Data......................... 80
. Spencer Comments Data And Mean Comments Data............cceevvieiieiiiiiiiiieeeeeeeees 84



21. Spencer's Frequency Of Occurrences For Catagdnalysis And Comments Results... 86
22. Combined Frequency, Average, And % For Eachiddu€oncept Category.................... 87

23. Individual, Total, Mean Frequency Of OccuresicAnd Standard Deviation Of Categorical
Analysis For Melodic Variation (MV), Scale/Mode (SMChord/Arpeggio (CA), Memorized
Lick (ML), Rhythmic Emphasis (RE), Sequence (SEn&e/Intensity (RI), And Other (O).89

24. Combined Frequency, Average, And % For Eachidali Concept Category................... 90

25. Individual, Total, Mean Frequency Of OccuresicAnd Standard Deviation Of Comments
Analysis For Melodic Variation (MV), Scale/Mode (SMChord/Arpeggio (CA), Memorized
Lick (ML), Rhythmic Emphasis (RE), Sequence (SEn&e/Intensity (RI), And Other (O)... 91

26. Differences Of Total Frequency Of Occurrern@ég€ategorical Self-Analysis And Coded
Comments, And Total % Of SCRIBE Self-Analysis Andded Comments...............cccevvvvnnee 93

27. Individual Participants’ Frequency Of Occumes And Percentages For Melodic Variation,
Total Frequency And Percentages, Mean, And Staridaveation For Both Methods Of
IMPrOVISALION ANGIYSES. ... . iii i i e e e e e e e e e et e e et e e e e ettt e e e e et e ssaeeea s s s e e e e aeeeeaeeaeesennnes 95

28. Individual Participants’ Frequency Of Occuwmes And Percentages For Scale/Mode, Total
Frequency And Percentages, Mean, And Standard fmvigor Both Methods Of Improvisation
N 1YL =SSP 97

29. Individual Participants’ Frequency Of Occuwes And Percentages For Chord/Arpeggio,
Total Frequency And Percentages, Mean, And Staridaveation For Both Methods Of
IMPrOVISALION ANGIYSES. .. uuuuiieii i e e s e e e e e e e e e e e e e e e e et eeeeee e e nnaaarssanaaraeeeaaaeaaaees 99

30. Individual Participants’ Frequency Of Occumes And Percentages For Memorized Lick,
Total Frequency And Percentages, Mean, And Staridaveation For Both Methods Of
IMPrOVISALION ANGIYSES. .. .uuiiiii i et s et e e e e e e e e e e e e e e e e e et e e e e e e aeeaeaaees 101

31. Individual Participants’ Frequency Of Occumes And Percentages For Rhythmic
Emphasis, Total Frequency And Percentages, Meath SAandard Deviation For Both Methods
Of IMProviSation ANAIYSES.......ccoeeei i ittt s s e e e e e e e e e e e e e e e eeaeeeeeeeeeeeeaeennnn s 103

32. Individual Participants’ Frequency Of Occuwes And Percentages For Sequence, Total
Frequency And Percentages, Mean, And Standard fmvigor Both Methods Of Improvisation
N 1YL= 105

33. Individual Participants’ Frequency Of Occumes And Percentages For Range/Intensity,

Total Frequency And Percentages, Mean, And Staridaveation For Both Methods Of
IMPrOVISALION ANGIYSES. .. .uuiiiii i et s et e e e e e e e e e e et e e e e e e et e e e e e e eaeaeaaees 107

Vi



34. Individual Participants’ Frequency Of Occues And Percentages For Melodic Variation,
Total Frequency And Percentages, Mean, And Staridavéation For Both Methods Of
IMProVISAtION ANGIYSES. ... . i ettt e e e e e e e e 109

Vii



LIST OF FIGURES

1. Brubeck COMMENT 1, M. 3-7..ooiiiiiiiiiiiii ettt e e e e 34
2. Brubeck comment 2, M. 18-21.......cooo oottt 34
3. Brubeck comment 3, M. 25-26........coooii e 34
4. Brubeck commeENt 4, M. 34-306.......uuueiiie et e e e 34
5. Brubeck comment 5, M. 37-38.......ooo i 34
6. Brubeck comment 6, M. 42-43...........eeeeeiiii e 35
7. Brubeck comment 7, M. 55-58.... ... 35
8. Cooper COMMENT L, M. B eeeee et e e e ettt e e e e e b e e e e e e e e ena e e aeeennanns 40
9. Cooper commeENt 2, M. 7-10.....ccoeiuiiieeiii e e e e e ene e e e e e eeenaanns 40
10. Cooper comment 3, M. L1-13. ... e e e e e eeeennra e e e eeeneanas 40
11. Cooper comment 4, M. 19-22. ... .. e e e e ennr e e e e eeneanas 40
12. Cooper comment 5, M. 15-18.. ...t eeennr e e e e eaeaaas 41
13. Cooper COMMENL 6, M. 23-24..... .t e et e e e ennnra e e e eeeneanns 41
14. Cooper commeNnt 7, M. 29-3L.. ...t e e e e ennra e e e e eeeeanns 41
15. Cooper comment 8, M. 34-38.... ..ot e et e s e e nnnra e e e e ennnanas 41
16. Cooper comment 9, M. 39-4L... ... e eeennr e e eeeeaaas 42
17. Cooper comment 10, M. 47-49. ... e e e e e e 42
18. Cooper comment 11, M. 57-59.. ... e e 42
19. Cooper comment 12, M. 53-55.. .. e e 42

viii



20.

21.

22.

23.

24,

25.

26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

4].

42.

GOINES COMMENTE L, M. Lo e e et e e e e e e eaaens 48

GOINES COMMENT 2, M. 4-5. ettt e e e e e e e e e e e e e e e e e e eeeeas 48
G0oINES COMMENT 3, M. 7-LL. .. 48
Goines commeNnt 4, M. L13-14...... .. e e 48
Goines COMMENE 5, M. 19-22.. ... . i e e e 49
GO0oINES COMMENT 6, M. 24-26........eeeiieeeeeeee e e e e e e e e e e e 49
GOINES COMMENT 7, M. 28ttt e e e e e e e e e e e e e e 49
Goines ComMmMENt 8, M. 29-33 ... ... iieeeieeee e e e e e e e 49
GoINeS COMMENT O, M. 35-37 ... .iiiiieieeeeee e e e e e 49
Goines comment 10, M. 40-42........ . et 50
Goines cCommMENt 11, M. 44-45.. ... . oot 50
Goines comment 12, M. 48-49........ . e 50
Goines commMENt 13, M. 52-54......... et 50
Goines comment 14, M. 55-58...... ... e 51
Goines comment 15, M. 59-62...........ummmmmmriiiiiiiiiiii et 51
Goines commeNt 16, M. B4-65........ ..t 51
Haydon COMMENT 1, M. 1-2... oot ceeeemeee et e e e e 55
Haydon COMMENT 2, M. 4-6...cooeeiiiiiitceeeeeeee e e e e e 55
Haydon COMMENT 3, M. 7-8...coeiiiiiiiitceeeeeeiee et e e e 56
Haydon comment 4, M. 9-10........uuuuuiiaaeeeiiiiiiiiaae e e e e e e e et e e eeeeeebeebnnaaaseebenna e e as 56
Haydon comment 5, M. 13-14......ouiiiieieee e e e e e e e e e e e e e e e e eeeeeennees 56
Haydon comment 6, M. 15-16.........uuuuiiieeeiiiiiiiiiiiiiiiiier e e e e e e e e e e e e e e e eeeeaeeeee 56
Haydon comment 7, M. L17-18........uuuiieiieee it e e e e et e e e ee e e e e e eeeeeeeneeee 56



43.

44,

45.

46.

47.

48.

49.

50.

51.

52.

53.

54.

55.

56.

57.

58.

59.

60.

61.

62.

63.

64.

65.

Haydon comment 8, M. 19-20.........cciiiiiiiiiiiiii e e e e 57

Haydon comment 9, M. 21-22..........i i e e e aaa 57
Haydon comment 10, M. 26........cooiiiieiieieiiiis e e e e e 57
Haydon cOMMENT L1, M. 27 ....uei e e e e e 57
Haydon comment 12, M. 30-3L.......ii it e e e e ee e e e e e aeees 57
Haydon comment 13, M. 35-36.......iiiiiiiiiiiiii e e e e e e e e e e e eees 58
Haydon comment 14, M. 37-38.......ii it e e e e e e e e aees 58
Haydon comment 15, M. 40... ... e a e 58
Haydon comment 16, M. 43-45. .. ... e e e e e e e e 58
Haydon cOmMMENt 17, MLAB-47........i it e e e e e et eaeees 58
Haydon comment 18, M. 49-50........ccccoiiiiiiiiiiiiiiiiiii e e e e e ee e a e 59
Haydon comment 19, M. 51-53. ... e e e 59
Haydon comment 20, M. 55-58........cii i e e 59
Haydon comment 21, M. 59-60..........ccooiiiiiiiiiiiiiiiiie e ee e e e ee s a e 59
Haydon comment 22, M. BL-64..........coooiiiiiiiiiieeeiie et e e e e e e e e e 59
Haydon comment 23, M. B65-66..........cccoeiuiiiiiiiiiiiiiiie e ee e e e ee e e e 60
Panella comment 1, M. 3-5. ... 64
Panella comment 2, M. 9-10... ... e 64
Panella comment 3, M. 13-14 . ... e 65
Panella comment 4, M. 19-21........ e 65
Panella comment 5, M. 23-24........ e 65
Panella comment 6, M. 28-30.........c et 66
Panella comment 7, M. 33-35..... .. e 66



66.

67.

68.

69.

70.

71.

72.

73.

74.

75.

76.

17.

78.

79.

80.

81.

82.

83.

84.

85.

86.

87.

88.

Panella cOmMmMENT 8, M. 4L-43. ... e e e 66

Panella comment 9, M. 52-53.. ... e 66
Panella comment 10, M. 57-58........o oo 67
Panella comment 11, M. B5-67.........uuceemmmmiiiieieeee e e 67
Parker comment 1, M. -4 ... e 72
Parker COMMENT 2, M. 5. . e r e a e e e e e e eeeaeeeee 72
Parker Comment 3, M. 7-8... oo 72
Parker comment 4, M. L11-14...... e e e e e e e e e e eeeeeeee 72
Parker comment 5, M. 15-16.......ccoiiiiiiiiiei e e eeeeeeee 72
Parker comment 6, M. 17-18.......ccooi i 73
Parker comment 7, M. 19-20........cooi i 73
Parker comment 8, M. 21-22.........coi i 73
Parker comment O, M. 23 ... e e 73
Parker comment 10, M. 24-26..........oooceeeaeiieeee e 73
Parker comment 11, M. 29, ... 74
Parker COmMmENt 12, 31-34... ..o a e 74
Parker comment 13, M. 35-38.......coo e 74
Parker comment 14, M. 41-42......... oo 74
Parker COmMmMENTt 15, 45-46......cccoo oo r e 74
Parker COMMENT 16, 48.......coooiiiiiiiiiii e a e 75
Parker comment 17, M. 49-50.........co oo 75
Parker comment 18, M. 51-52........ e 75
Parker comment 19, M. 55-58......... e 75

Xi



89. Parker comment 20, M. 59-6L........oo e 75
90. Parker comment 21, M. B2-64.........o oo 76
91. Parker COmMmENt 22, M. B5-67.......oeiiieeeeeeeieieiei e 76
92. Spencer COMmMENT 1, M. 3-5. . et e e e e e e e e 81
93. Spencer COMMENT 2, M. .. .oooiiii oottt e e e ettt e e e e et ae e e e eeeeesaa e e aaeeennnnns 81
94. Spencer comment 3, M. 13-14 .. .. e e e e e e e e e e e e eeeees 81
95. Spencer comment 4, M. 18-20........ . coemae et e e aeee 82
96. Spencer COMMENE S, M. 22-23....... . ettt e e e ee e e e e e e eesea e aaeeene 82
97. Spencer comment 6, M. 26-30...........oecemmmnieeeeiiii e ee et e e e eee e aeaeeeeeeerea e aeeeee 82
98. Spencer cCommeENt 7, M. 35-38......... o coeemem ettt e e e e e e e e e e ere e e eeeees 82
99. Spencer COMmMENT 9, M. 43-46........ . coemeee et ae e e e e e e e eee e e eeeees 83
100. Spencer comment 10, M. 5. et e e aee e e e e e e e e e e e eeeees 83
101. Spencer comment 11, M. 59-62.........oori e e e e eee e 83
102. Spencer cOmMmMENt 12, M. B4-67.........oemmem i aeeeeee e e aeeeees 84

Xii



CHAPTER |

INTRODUCTION

Jazz developed for decades as an exclusively Aarerrausical genre. Its reputation for
moral turpitude however kept it out of the schoaisie curriculum for many years. Since its
inception many music educators have bemoaned thesion of jazz in music education. In
1934 an early publication call@the School Musiciaasked for comments regarding jazz in
schools. One of the responses found reads:

| wish you to know that | am in sympathy with yauork. | am sorry, however, that your

magazine has begun to encourage the formationnaledarchestras in the school. They

raise hell in plain English, with our regular bamdrk. They also are in competition with
the union musicians... It is my candid belief thatzjjas absolutely no place in our
public schools... | am sure that you will not be nmgkany new friends by this move, and

you may lose many old ones. (Luty, 1982)

Community colleges at predominantly black schaold some state funded universities
in the Deep South began incorporating dance bamdardy as the 1900’s. It was not until 1947
that major institutions (University of North Texasd Berklee College of Music) would begin
incorporating jazz courses into their music cutacu

In the summer of 1967, the Music Educators Nati@wiference (MENC) gathered



music educators, musicians, scientists, labor Isadeciologists, and representatives from
corporations, foundations, and the government tegeh Tanglewood, Massachusetts in an
effort to review the status of music education efAfpresentations from a variety of interested
parties, and much deliberation among the parti¢gganusic from all periods, styles, and
cultures were found to be acceptable in all mulsisstooms. Participants also agreed that
changes needed to occur in the curriculum in aortetid prepare aspiring teachers to incorporate
these new genres into music programs.

Despite efforts made by the MENC many music edusat@re reluctant to make the
suggested changes. A lack of experience and petadtrgiining were often cited as a major
cause for exclusion of jazz in music classroomsaBee of the negative stigma associated with
jazz,Music Educators JourngMEJ) published several articles that focusedaoeacy for
jazz inclusion in schools. An early article (Hal69) following Tanglewood introduced the
National Association for Jazz Education. Hall lssgeven purposes for forming the organization:

1. To foster and promote the understanding andegaiion of jazz and popular music

and its artistic performance.

2. To lend assistance and guidance in the orgamizahd development of jazz and

popular music curricula in schools and collegesmttude stage bands and ensembles of

all types.

3. To foster the application of jazz principlesiiasic materials and methods at all levels.

4. To foster and encourage the development andtiiadagf curricula that will explore

contemporary composition, arranging, and improiosat

5. To disseminate educational and professional rméuweerest to music educators.



6. To assist in the organization of clinics, fealsy and symposiums at local, state,

regional, and national levels.

7. To cooperate with all organizations dedicatethéodevelopment of musical culture in

America.

In 1971 Sister Mary Thomas Keating conducted agruntw with famous jazz musicians
and authors Jerry Coker and David Baker to dispusisiems facing jazz educators following
the Tanglewood Symposium. The content of that wrer reflected much of what would be
written over the next several years. These probleniaded: administrative support, jazz by
specialists (not classically trained educator® ithportance of teaching improvisation, jazz
theory, jazz history, and jazz style in the classro(Keating, 1971)

Due to the relative absence of improvisationahirag in music teacher curricula, MEJ
published several articles addressing this neeah\fi the focuses of these articles were on
beginners. Despite efforts made by MEJ and sewéhal publications, improvisation in music
education still remains a specialty skill honea ifew selective courses. Many music educators
earn degrees with no training in basic improvisatechniques or methods of including this skill
in their classrooms. This trend continues todayueshe call for inclusion of improvisation as
an essential musical skill put forth in the 1994Imation of the National Standards for Arts
Education. Content Standard 3 states that studaotdd improvise melodies, variations, and
accompaniments, and yet, some music education snggorain untrained and unprepared to
incorporate these skills in their respective classrs. To address this need, many music
publications have presented research-based stawliegractical methodologies intended to
promote inclusion of improvisation in a varietyratisic settings.

Much of the literature regarding improvisation entered on personal methodologies for



teaching improvisation to varying levels of perfems. There are numerous articles that address
improvisation in the elementary music classroomzgka 1999, Brophy 2004, Burnard 1999,
Kratus 1991, Marshall 2004a, Marshall 2004b, Measld@91, Riveire 2006, Scott 2007, and
Volz 2005). Improvisation's important role in theffcschulwerk method has made it a staple for
articles addressing improvisation in an elementamgic classroom. The Orff-Schulwerk method
along with a variety of personal methodologies frexperienced elementary teachers and
researchers often focuses on rhythmic and meladiatons, as well as developing phrasing and
melodic contour throughout improvised solos. Them®e concepts are echoed among beginning
jazz band pedagogues discussing their own praetpgaications and ideas for introducing
improvisation to novice instrumentalists (Dahlké20Fratia 2002, Knox 2004, Meehan 2004,
Snyder 2003, and Tomassetti 2003). Profession&bnmeers have also contributed significantly
to the literature regarding improvisation. Courglegerviews exist in a variety of music
publications providing insight into artist-level sician’s philosophies on improvisation, as well
as their pedagogical experiences with music. Foliguts acceptance into academia, jazz
pedagogues began writing books on more advancedtbatproviding a framework for aspiring
amateur improvisers to grow musically (Amadie 19Bérliner 1994, Coker 1964, Coker 1978,
Haerle 1975, Lawn & Hellmer 1993, Poulter 2008, W®=se2006, Salvatore 1971, Steinel 1995).
Throughout the body of research regarding jazz avigation, all writers champion the
importance of listening to other performers as & t@agrow as an improviser. Novice
improvisers are often encouraged to transcribdiagisolos for a variety of reasons, perhaps
most importantly to develop a vocabulary of musidahs to draw from in their own solos.
Many performers and writers draw parallels betwaehild learning to speak and a musician

learning to improvise (Berkowitz 2010, Hooper 208famm 2001, Steinel 1995). The harmonic



concepts serve like grammatical rules that proeidier to the improvised solo. Memorized
patterns and licks provide fundamental ideas frdmcivto draw inspiration. While a great deal
of agreement exists among jazz performers and pedeg regarding the important concepts to
develop among young performers, little researchas&asd the question of what explicit concepts
artist-level performers are employing during a sdlee spontaneous nature of this art form, and
our inability to measure what someone is thinkingkes it more difficult to diagnose these
ideas.

This study was undertaken to contribute to thareiterature regarding improvisation
and instruction. The method used in this studyaid professional performers to immediately
reflect on, analyze, and report these musical qasda a couple of ways. It is the hope of the
researcher that this study will provide some insigto the specific concepts that professional
musicians consider while they perform.

The purpose of this study was to analyze the musancepts employed by expert jazz
musicians while improvising over a standard jazardlprogression. These concepts were then
compared to the participant’s pedagogical expeegmt music, in order to serve as a reference
point for current and prospective music teachesteowhen teaching jazz improvisation.
Answers were sought to the following questions:

What musical concept categories are most frequentiyioyed by individual artist-level
musicians when analyzing their improvisation wilk SCRIBE computer software?

What musical concept categories are reported hyithdal artist-level musicians when
asked to make comments related to their improwasati

Are there differences between the categoricala®ilysis and comments analysis among
the individual participants?

Are there commonalities in the musical conceptegaies that artist-level musicians
select in their self-analysis?



Are there commonalities in the musical conceptsgaties that artist-level musicians
select when commenting about their improvisation?

Are there differences among the musical concegipeaies selected in the self-analysis
and comments analysis?

Are there correlations between the musical concafgtgories that participants employ
and their pedagogical backgrounds in improvis&tion



CHAPTER 2

REVIEW OF LITERATURE

This review is organized into three main sectidri first section addresses pedagogical
methods and approaches to teaching improvisatianveriety of music settings. It begins with
studies that promote improvisation in an elementéagsroom, and continues with methods for
teaching novice musicians in instrumental and drswtings. This section concludes with a
discussion of pedagogical books intended to exajazreimprovisation for a variety of levels of
musicians. These books address explicit conceptdoged while improvising. Special focus is
given to concepts such as scales, harmony, meladiations, and transcriptions.

The second section is dedicated to research-lzatelegs that explore improvisational
achievement and cognitive development. The setigmns with longitudinal studies that
investigate elementary students’ cognitive abdifie regard to improvisation. It continues with
articles that compare improvisation achievemeiat participant’'s musical background.

The third section discusses the observational oge¢imployed in this study referred to as
stimulated recall. Stimulated recall is an obseovet technique in which participants review an
activity immediately following the completion ofahactivity. This technique is often used by
general education researchers investigating tedm&tevior, and interactions between

prospective teachers and students.



Pedagogical Methods

Elementary and Novice Improvisation Methods

While secondary music education struggles to implat improvisation into a standard
curriculum, elementary music education has thriaga result of pedagogical methods.
Improvisation is a key element of the Orff-Schulkerethod. Pitched and non-pitched
percussion instruments allow students to experiméhbut extensive technical and musical
experience. Researchers and pedagogues promotedthied and its many applications of
improvisation. They have provided a variety of noetk, philosophies, and practical tips for
improvisation within elementary-aged students.

Kratus (1991) presents a multi-faceted approacbaohing improvisation to a variety of
skill levels. He mentions that one would not teaoprovisation skills to college students in the
same manner as for elementary aged children. His-lewveled approach addresses
improvisation pedagogy as it applies to differengiaa of cognitive development among
musicians. Kratus presents a seven level appraeichprovisation. These sequential levels
include: exploratory, process-oriented improvisatjoroduct oriented improvisation, fluid
improvisation, structural improvisation, stylistmaprovisation, and personal improvisation. Each
step adds more complex concepts and each levabesogreater structure and frameworks to
follow. He stresses that while teachers may wistevert to lower levels as the complexity of
music increases, no student should skip levels$ eath is mastered within the context of the
exercises.

Scott (2007) suggests improvisational activitieatcoompany Kratus’s sequential



approach. She also provides rationales for inctusiamprovisation in elementary classrooms,
including: creativity and musical expression, imgrd musical skills, historical and cultural
value, musical social interaction, and opportusif@ musical assessment.

A variety of articles address sequential appreadh incorporating improvisation into a
general music classroom. Brophy (2004) presentdipahlessons for kindergarten aged
children that continue successively through théhsgxade. Similarly, Marshall’s (2004a)
sequential method incorporates three steps forextarny-aged children: exploration, creativity,
and improvisation. He suggests beginning with sex@{ploration activities that allow students
to explore “limits and create unique sounds.” Aglshts become comfortable, simple
parameters are set in the creativity process. Latere defined expectations should be made and
Marshall offers several resources that help shagsetparameters. Marshall (2004b) follows up
by presenting improvisational activities intendedélementary students. These activities are
centered on melodic variations of familiar folk & He advocates beginning with vocal
improvisation to develop student's audiation skislz (2005) and Meadows (1991) present
similar sequential methods for presenting imprawsato beginning musicians. These basic
approaches focus on free exploration with few patans. Students begin with one-note solos
exploring rhythm, articulation, and timbral concgpEhey go on to give other simple activities
for implementing improvisation in a variety of se¢s. Many of these activities are centered on
the idea of representing a theme or character ¢firénee improvisation. Volz finishes his article
by presenting some indicators that suggest movwmigam exploration to higher order methods
of improvisation.

Burnard (1999) observed elementary students ingntipreference in regard to

improvisational and compositional activities. Sulgepreferred percussion based instruments for



improvisational activities. However, for compositad activities subjects chose tonal instruments
that they had been trained on, in order to creatieravise. Burnard suggests that students chose
instruments they were comfortable with becausedahabled them to incorporate material with
which the student’s body (conditioned patterns oement) is familiar.

Riveire (2006) presents improvisational activiigended to reinforce musical concepts
taught in a variety of music settings. She referthése activities as games in order to ease
tension when approaching improvisation. Games égirining string class, intermediate bands,
and advanced choir are all presented as exampliesaah exercise can be applied to any area of
music. Unlike other articles on improvisation, Rieesuggests cadenzas and modern
compositions that allow free interpretation as sesifor exploration. Riveire finishes the article
by validating the inclusion of improvisation in alpic school setting. She discusses the higher
order of cognitive abilities used while improvisiagd discusses the active listening skills it
develops.

Music content standard 3 addresses improvisationusic education, and Azzara (1999)
discusses the importance of including improvisatioall facets of music education in order to
meet the expectations put forth in the Nationah&&ads for Arts Education. Azzara promotes
improvisation as a creative activity but one tlegjuires guidelines and frameworks for success.
He continues by discussing the importance of Iegraiwide variety of melodies and harmonies
by ear in order to easily facilitate this languagele improvising. He links music to
language/vocabulary and compares improvisatiohgatt of speaking. Azzara goes on to give
brief practical methods for teaching improvisatiorany music setting. He continues by
discussing the importance of allowing studentsdqmeement with improvisation in a

“psychologically safe environment.” He also dis@sspoints to consider for evaluation, both by
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the teacher and the students. He advocates thetampe of motivic development, the use of
silence, style, embellishments, and an understgrafithe use of tension and release within a
solo. Azzara finishes the article by discussingsva which music teachers across all grade
levels and specialties can work together to prodooee proficient musicians and improvisers.
Many pedagogical methodologies focus on teachimgorisation to novice jazz
improvisers. These often sequential approaches vath the fundamentals of jazz,
emphasizing form, rhythm, and melodic developm8nine go on to promote ear training
through call and response and simple transcrigharcises. Tomassetti (2003) presents a three-
step method for improving improvisation. In steg@iudents explore two types of phrases —
guestion (melodic solo ending on any note othem tha root) and answer (melodic solo ending
on the tonic) using the blues scale. In step tvecstindent works on melodic energy and dramatic
shape of a solo. In step three the student usés dmspositional techniques, such as motivic
phrasing for thematic development. Snyder (2008yides a sequential approach to teaching
jazz improvisation to beginning instrumentaliste begins with simple rhythmic activities. First
students echo rhythms clapped by the teacher amdtiiey begin creating their own four beat
rhythmic patterns which are echoed by the clasenially an ostinato is added and finally
students clap eight beat solos accompanied by ayJAebersold recording. Students then
transfer the same concepts to one, two, and tlotesolos, beginning with call and response
activities on concert D and ending with eight be&abs that include the pitches D, Eb, and F
accompanied by an ostinato. As students learnaptpke first five notes of a scale they should
begin to figure out simple melodies by ear. Snyglgygests having students first sing the tune
then learn the first two measures by rote in cl&kgy are then assigned to figure out the rest of

the tune on their own. Students then begin to pm@te rhythmic and melodic variations of the
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tune. The final step of this method has studenpsanising with a pentatonic scale. Knox (2004)
and Dahlke (2007) offer similar methodologies feadhing improvisation to inexperienced
soloists. They focus on the idea of transcribingtéxg solos and emulating sounds those
students most appreciate. This foundation createsabulary of melodic licks (a brief melodic
phrase) that they can pull from in their own soldse notes and rhythms should not be the only
areas of focus. The nuances of each musician’s¢isiiould be copied and replicated.
Ultimately the student’s goal should be to orgatimse memorized licks in logical ways and
begin to apply them to other jazz charts (musicghtion of the main melody that includes the
accompanying chord symbols). Meehan (2004) providee useful tips on ways to implement
a jazz chart's melody while improvising. Meehanibhegimply with playing a melody verbatim.
He then begins to breakdown melodies by paraphgasid eventually abstracting “bits and
pieces” of the melody, re-organizing them to fibitthe players own melodic concepts.
Embellishment, rhythmic displacement, elongatior the exclusion of unessential notes are all
technigues Meehan suggests when paraphrasing tbdynEratia (2002) also emphasizes
imitation, ear training, stylistic training (swingazz effects, call and response, and eventually
moves into 12-bar blues soloing. Fratia include®sd simple Aebersold recordings to consider
for use in this sequence.

While jazz and elementary music education haveigeova strong foundation for
improvisation education in America for 30 yearsy fmethodologies existed promoting this
standard in choral and vocal settings prior tozhst Century. Freytag (2002) discusses practical
techniques for vocal improvisation. His sequentiathod begins with memorization of the
melody and includes concepts like phrasing, vorajizvith scat syllables and developing an

understanding of harmonic implications. Weir (20p8)sents more in-depth exercises for vocal
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improvisation. Transcribing solos, memorizatiortygfical rhythm changes, expansion of scat
syllables, and practice with recordings and/or pleyers are the staples of her method. She
suggests a sequential process when transcribiggyrbeg with instrumental solos, then bass
lines, and finally vocal solos. Weir goes on toegavvariety of daily exercises to expand the
vocalist’s solo vocabulary and familiarity with $esand chord changes. Bell (2004) presents a
sequential approach to incorporating harmonic imigatdion into a daily choral warm-up

routine. Students begin sustaining chord toneglae switch every four counts. As they
become comfortable on one chord the teacher waldachords (IV and V). Eventually students
practice singing chord changes over familiar folkds and twelve bar blues patterns. Bell
suggests transferring piano comping techniquescftbedal accompaniment performed during
an improvised solo) to the choral ensemble by ipa@ting rhythmic variations and basic scat
syllables. Ultimately students should begin expenting with neighbor tones incorporating
melodic stepwise motion before returning to chamktpitches. When rhythmic variations are
combined with this concept students can begin fwravise over 12 bar blues progressions while
being accompanied by the choral comp patterns buttige choir.

Since the 1980’s, publications likezz Education Journa\iusic Educators Journal,
and more recentlyAZZed Magazinkave provided a valuable service to teachers wédlar
prepared to teach improvisation. Articles from thesurces continue to provide practical ways
to include jazz in a variety of music classroomisgs. These sequential approaches give
educators a solid foundation from which to preskase concepts. Common themes such as
melodic and rhythmic development, structural coasations, transcriptions, and the

development of a fluent jazz language are echoeadbire advanced pedagogies.
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General Methodology and the Jazz Language

Interviews and accounts from professional jazz owsers and jazz pedagogues have
provided a variety of approaches to improvisatibimese focus on musical concepts and
frameworks for improvisation, including harmonicpheations, the use of specific scales,
modes, and patterns, and transcriptions of pradaasimprovised solos. Many of those
interviewed promote jazz as a language learnedigirthe process of transcribing.

Julien (2001) defines the concepts of functiomal aon-functional harmonies as they
relate to jazz improvisation. She discusses rdiésnztional harmonies and gives examples of
altered chords that can be substituted for diatlumictional chords. Non-functional harmonies
are typically expressed in a more linear fashioogzosed to “root relations” and typical chordal
resolutions. She finishes by discussing some ofrdezloms of expression allowed by non-
functional harmony, such as the diminished rolegdeading plays on harmonies that do not
follow a standard progression.

Squinobal (2005) discusses more advanced aspeictpaivisation and relates them in
particular to John Coltrane. In Coltran&d4.ove Suprema variety of pentatonic scales are used
repeatedly. These simple scales allowed Coltramectes on rhythmic, thematic, and timbral
aspects of improvisation, which ultimately led hiorfree jazz. Squinobal focuses on the
presentation of these aspects of improvisationudents today.

Cohen (2001) discusses interviews and conversatwath high school instrumental jazz
improvisation winners throughout the country. Hegemts practice techniques that these
students employ when approaching new solos. Mdgyoretranscription exercises, while others

point to professional experience as a major infb@eon their own styles. Ultimately the most
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powerful influences were quality mentors who guitleeir practice and performance. One
student also discussed the powerful influence acdw@wagement that the jazz legend Sonny
Rollins had on him after meeting him at concentsl eorresponding with him via letters.

Dyne (2002) interviews professional jazz guitaBaice Forman regarding his
improvisational and ensemble concepts. Forman sissgsuhis “orchestral approach” to rhythm
playing, and other aspects of supporting soloista enythm section player. He goes on to
discuss his “linear” approach to improvising. Tsigle emphasizes shifting chord changes by
“anticipating or delaying a chord change in theilodine” (p. 52). It also includes applying
harmonic ideas melodically and vice versa. He goet® advocate the importance of creating a
unique voice while improvising.

Hooper (2001) discusses his philosophy of jazz awisation and gives advice to
aspiring improvisers. He discusses the need faiglise, knowledge of the composition, and a
“creative persona” from the beginning. Hooper goe$o compare great speakers and writers to
mature jazz improvisers. Those life experience®leypanded and shaped their solo vocabulary.

Several articles mention the importance of varyirignsity within an improvised solo.
Kane (2006) focused on the idea of developing aastwithin a solo by shaping the melodic
contour. He provides a variety of tools to builteimsity within an improvised solo. He suggests
playing in a higher register, playing faster andenechnical passages, agogic accents,
unexpected phrasing, louder volume, repetition jpiiicase, and dissonance. Kane encourages
teachers to help students “move beyond playingritet’ notes” (p. 21), to consider more
overarching themes within their playing, equatingse musical contours to the ebb and flow of
a story being read.

Many authors, researchers, and improvisation peglagghave drawn connections
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between the process of learning to speak and lEataiimprovise. Stamm (2001) uses language
as a platform for his improvisational approach.adgocates young improvisers immersing
themselves in conversations with experienced ps&ay@mparing it to a child’s process of
acquisition of their native language. As a playecdimes more experienced, they become more
adept at having “conversations” with other musisjarsing the tune as a basis for interaction.
He points out that as we become comfortable withnative language, we do not consider
syntax, grammar, or word structure because theyeauaturally. That same comfort will hold

true with improvisers as they develop a strong élasion of musical ideas to draw from.

Jazz improvisation and language acquisition ard usevo primary ways within the
literature. The first includes musical conceptg #ra peculiar to the jazz idiom, and the second
is comprised of melodic phrases and licks perforimegrofessional jazz musicians. This is
often referred to as jazz vocabulary. This vocatyudatails mostly theoretical music concepts
that differ from traditional Western art music. Téexond refers to the acquisition of a music
memory bank developed from standard jazz chartsesatded performances by professional
musicians. This musical language provides novigaravisers with a solid foundation for

exploration and development.

Pedagogical Books

Several jazz educators have espoused their ownnmniethodologies in books. Many

present sequential approaches that might be apatepor classroom texts. The books reviewed

here present fundamental concepts like jazz voeapaind continue with musical concepts such

as chordal interpretations, melodic constructiot @ariations, scales and modes and their
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applications, transcription exercises, phrasingjvitodevelopment, and stylistic considerations.
These books often use jazz standard melodies anrd phogressions to demonstrate the
concepts they are presenting.

Poulter (2008) combines performance techniquesyemelrsal strategies. He approaches
improvisation sequentially giving students a goodnfdation. The book begins with slow
harmonic progressions, and includes more than rl@@gements of jazz standards that are
sequentially cataloged. This “Catalog of Jazz Edder€@harts” ranks these standards based on
their improvisational accessibility. This gradingtm allows jazz educators to select charts
based on the difficulty of chord changes in th@ sactions. The book also presents a history
and philosophy of jazz education. Lawn & Hellme®93) present a similar approach that begins
with basic jazz vocabulary, and continues discgssaales, melodic construction, harmony,
keyboard voicing, rhythm, the blues, and organtzads they relate to jazz improvising,
arranging, and composing,

Another resource for aspiring and veteran jazz aius is Dunscomb and Hilllazz
Pedagogy: The Jazz Educator’s Handbook and Resdbuade(2002). Chapter 9 is an
introduction to basic improvisation and includeseation that discusses vocabulary peculiar to
jazz. Chapter 10 provides sample lessons rangamg brasic to advanced improvisation.

Salvatore (1971) deals specifically with the tratish of jazz chords to their proper
scale. He includes exercises designed to devetpdtformer’s ability with these principles.
Haerle (1975) also focuses on scale work with apilation of scales and their uses in jazz
improvisation. All the modes (lonian, Dorian, Phigig etc.) are presented, as well as
major/minor pentatonic, whole tone, harmonic andbatie minor, and blues scales. He includes

a list of chord types and appropriate scale folmrsccompany each. Reeves (2006) also
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organizes each chapter around learning a single/stade, common progressions (ii-V-1), song
forms (i.e. blues), and rhythm changes. The emphsgin building proficiency in playing all
scales and modes in all twelve keys, and in bugldiivocabulary through the practice of “licks”
and transcribed solos.

Amadie’s (1991) methodology for improvising is bag his concept of tension and
release. This approach frees improvisers from éimstcaints of imitation and sequential patterns
in order to allow students creative freedom throagtal analysis. Each concept presented is
accompanied by examples from jazz standards tmalidstrating points

Steinel (1995) created a workbook presented indeations. It begins with the most
basic elements, or “cells” from which songs arestarcted. There are many practical examples
of these ‘cells’ used in actual tunes and exercigesh chapter contains a small amount of
theory but the intention is to get the reader pigythe examples. The final section is devoted to
jazz vocabulary.

Coker (1964) provides a step-by-step guide forragpjazz improvisers on how to
employ basic musical and theoretical tools, sucmeledy, rhythm, and superimposed chords. It
contains practical exercises and musical examplesncludes explanations of chord symbols
and appropriate scales to be played with eachfdtiav up book, Coker (1978) discusses jazz
concepts and guides listeners in their appreciatfdahis art. He devotes two chapters to
improvisation. The first discusses the evolutiomngbrovised solos from varied styles. The next
chapter focuses on a few professional performers avi reflective of these changes in style,
ranging from Louis Armstrong to Charlie Parker otvd Coltrane.

Berliner (1994) presents an extensive five-padikihat covers much of what has

previously been discussed. He too presents im@abersas a language acquired through aural
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and theoretical training. This book is based onrg/einterviews and personal experiences with
a variety of professional jazz improvisers. In ParBerliner discusses the growth and
development process professional musicians weotighr as they developed their
improvisational skills. The culture of the jazz aoomity and its effects on the development of
improvisation are also discussed. Part 2 discubsesetical considerations in regard to
improvisation as well as the importance of deveilgm vocabulary of musical licks, ideas, and
phrases through transcriptions and aural analyssgmert improvisers. In part 3, Berliner talks
about the collective nature of improvisation anel ithportance of interplay among artists. Part 5
presents a variety of outside influences that nieaceperformers, including the venue as well as
the audience. This book also includes an exterssegon devoted to improvisational examples
used to illustrate points throughout the prose.

These books are representative of the growing eamibimprovisational materials
available to music educators. These texts provideiiadation for educators to work from in a
time where few received the formal training reqdite teach these concepts. While many of
these are sequential, some technical facility omsimument is required by the reader for these

books to be successful.

Research-Based Improvisation Studies

Longitudinal Studies

Several researchers have investigated elemeritatgrg’s improvisational achievement

and cognitive development longitudinally as it tetato improvisation. These studies attempted
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to describe appropriate ages to present improuis&tased on the student’s cognitive abilities.
They also sought out correlations among young stisdeho improvise well.

Guilbault (2009) replicated a study investigatihg effect of root melodic
accompaniment on students’ ability to effectivehprovise. This study compared the effect
longitudinally from first through sixth grade totdemine whether age has an effect on
improvisational achievement. Similar to previousifngs, participants who were given
instruction in the root melody accompaniment reeeisignificantly higher improvisation scores
than students who did not receive this instructidmere was no correlation found between
improvisational achievement and age.

Brophy (2005) measured and compared melodic, rhigthend phrasing aspects of
children’s improvisation longitudinally. He foundat students made positive gains in
improvisational ability from age 7 to 9 with theegtest gains occurring after the first year. As
they aged, improvisatory material began to incaapofewer repeated melodic motives, a better
adherence to the pulse, additional repeated rhygthmotives, and exhibited more phrase
development.

Kiehn (2003) compared longitudinally the creativf student’s musical improvisation
from grade two through grade six. Kiehn also loof@delationships among student’s music
improvisational creativity, figural creativity, aratademic achievement. Results suggested a
significant grade-level difference for improvisatareativity. Subjects scored significantly
higher in grade four than grade two, with littléfelience between grades four and six. Males
scored higher on the music creativity test scdiaa females. A small correlation was noted
between music creativity and figural creativity.efé was no correspondence found between

musical creativity and academic achievement.
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Improvisational Achievement

Researchers have continued to investigate achevieragarding improvisation in
several music settings. These researchers examainadety of influences that affected their
participant’s abilities to improvise. Many investtgd the subject’s musical background in an
effort to make correlations between their abilayimprovise and their musical experience.
Others tested pedagogical treatments to see ifrinthodologies were successful at improving
participant’s ability to improvise.

Guilbault (2004) tested the effect of root melogacompaniment on student’s ability to
match pitch and effectively improvise. Results gaded no significant differences among the
tonal achievement scores. The author suggestgdbag children might experience difficulty
singing accurate melodies due to their limited Vacal mental development. However, the
experimental group scored significantly higher loa improvised endings. This group was able
to realize the chord changes more easily and pklgares that included pitches within the tonal
areas provided by the accompaniment.

Azzara (1993) examined the effect of improvisaborfifth grade instrumentalist’s
musical aptitude and achievement. Results suggésieédtudents who regularly participated in
improvisational activities developed an increasedeanstanding of harmonic progressions
through the mental participation and physical penfance of tonal and rhythmic patterns. These
participants scored higher on the musical achievémieide performances, suggesting that the
ability to improvise appears to transfer a “clear@mprehension of the tonal, rhythmic, and
expressive elements of music in an instrumentdbpaance from notation” (340). No

significant differences were found among musicaitage scores between groups.
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Ward-Steinman (2008) investigated the achievemewb@al jazz improvisers and made
comparisons to their musical background. One huhdrel two participants were asked to
improvise over four varied improvisational examplelsies, rhythm changes, summertime, free).
A guestionnaire was administered to assess patitspexperience with jazz and classical music
background. Participants were rated higher for iing@rovisation examples. High achievers
often had extensive jazz experience. Those th&tdlasses and listened to jazz recreationally
also received high scores. Style, creativity, anginianship were categories in which high
achievers excelled. There was a negative correléiond between extensive classical vocal
training and poor improvisational achievement. Madi1996) also investigated variables that
impacted improvisational achievement among voalizz theory knowledge, jazz experience,
and imitative ability were the strongest indicatof&chievement among the subjects tested.
Instrumental and vocal lessons, gender, and geaeaiivity were not found to be significant
predictors in regard to vocal improvisation.

May (2003) tested and assessed 73 participanteésume theoretical knowledge, aural
skills, aural imitation, and improvisational acheewvent. Judges listened to two examples (“F
Blues” and “Satin Doll”) from participants sevemgs and evaluated each example. A survey
was administered regarding experience and partitspated themselves as beginner, moderate,
or advanced as improvisers. The Instrumental Japrdvisation Evaluation Measure was
created and used to evaluate performances andowad fo be reliable as a measure of
achievement, as was the self-evaluation surveyttring dimensions of achievement were
lowest with the up tempo blues chart, implying tteshpo could have an effect on rhythmic
diversity and creativity. Participation in improatgonal classes was again a strong predictor of

high achievement.
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Watson (2010) investigated the effects of two pedawl approaches to teaching
improvisation to see which was more effective adpicing higher achievement during a solo.
Subjects participated in one of two instructionaups intended to teach and improve their jazz
improvisation skills. One group received auralnastions while the other group received
instruction primarily through notated exercisesclicadividual was recorded playing over chord
changes (“Perdido”) prior to and following the msttional treatment. Subjects also rated their
own improvisational achievement (self-efficacy)drefand after the treatment sessions. Each
solo recording was rated by four judges using aaeher-constructed evaluation measure.
Results suggested that both instrumental treatnaeivanced improvisational achievement.
Aural instruction had a greater positive effectimprovisational achievement than notated
exercises. No correlation was found between japerance and achievement. Self-efficacy
ratings also increased following both treatments.

Norgard (2008) investigated what he referred tttfas thought processes” that seven
artist-level jazz musicians employed while imprawisover an improvised blues progression
solo. These improvisers were accompanied by a dirack only. Solos were recorded and
digitally transcribed during the performance. Sataoge 9 Professional was the computer
software used to notate the MIDI recording of thests' solos. This software does not produce
exact transcriptions. This approximate notatiorvgled a point of reference for the interview
process that followed. Norgard broke up the sdlo logical phrases, and each phrase was
played individually for the artist. Following eaphrase, the participants described in a directed
interview the thinking processes that they employbde soloing. They were specifically
instructed to comment on the explicit thoughts 8ratped their solos. These processes were then

analyzed and coded. One hundred and twenty-ones ceele assigned from 563 quotations from
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the seven artists' interviews. Six major themesrgatefrom this analysis. Norgard found that all
seven participants incorporated two “ongoing preesswithin their solos: a sketch planning
process, and an evaluative monitoring process sktehing process happens extremely quickly
and provides a framework from which the artist gthfheir solos. The evaluative process was
found to influence choices made during the solebtam successful and unsuccessful phrases
and licks. Norgard also identified four musical cepts that were common among the
participants, including memorized licks (idea barigrmonic structure, the contour of the
melody, and re-occurring themes and motives withénsolo. Harmonic structure was the
concept cited most often among the seven partitspan

These “thought processes” are common among thatlite reviewed. Harmonic
functions such as chord qualities and standarddchiargressions have become a staple for
improvisation among modern jazz musicians. Theafisenscribed solo material, existing
melodies, and memorized licks has also served psriant musical concepts for jazz
improvisation. These musical concepts along witlhogtie variations, rhythmically inspired
licks, the use of scales and modes, and melodimaofespecially as it relates to intensity
within solos) are all common elements found in gedgcal and research-based studies
regarding improvisation. It is for this reason tttese concepts were chosen as the explicit

thought processes investigated in the current study

Stimulated Recall

Because of the unique nature of improvisatiorgditi@hal methods of observation make it

difficult for researchers to suggest what makesinderidual successful and another
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unsuccessful. It is for this reason that the curstuidy employed stimulated recall in the method.
Stimulated recall is an observational research atetised to stimulate a subject's memory
regarding activities, gestures, interactions, cigmthought processes, and more. Benjamin
Bloom (1953) was the first to use this phrase. Blaudio taped lectures at the University of
Chicago and, using the tapes, asked studentsdt) pacticular points made. He found that
students were able to recall these “overt, cheekabénts” with 95% accuracy.

A variety of fields have used this method to stiate@lmemories of subjects including
counseling, analytical research, medical consolatiand education. This method became quite
popular during the 1970's and 1980's when reseatiegan studying the behaviors and habits
of teachers. The audio (and later video) tapesvalibteachers to reflect on their own classroom
behavior and discuss their instructional decisi@alderhead, 1981). This method became
particularly beneficial when used with student teas. Cooperating teachers were now able to
explain, rationalize, and interpret responsesudesits with their student teachers (Stough,
2001). This reflective procedure has proven to bergeficial and reliable observational method.
The current study sought to incorporate this mefoodeflection following an instrumental
improvisation activity.

While several methodologies exist espousing forsitda successful improvisation, little
research focuses on exactly what artist-level imigeys are thinking while they perform. Many
of the studies that do address this interview timegsicians well after the performance,
sometimes several years. Certainly time plays andettal role on memory and the accuracy of
these studies. The methodology used here allowartists to immediately reflect on their
thought processes, enabling them to accuratelyl tbeamusical concepts they incorporate

while improvising.
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The purpose of this study was to analyze the cvgnibought processes used while
improvising over a standard jazz chart. The stiteadaecall method was employed directly
following each solo example and subjects were askethssify the musical concepts used while

improvising.
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CHAPTER 3

METHOD

The purpose of this study was to investigate theicailiconcepts that are employed by
artist-level jazz performers while playing an imyaised solo. These concepts were then
compared to the participant’s pedagogical backgiaegarding improvisation. Professional
artist-level jazz improvisers were selected asigipénts in this study. These improvisers
received personal and professional accolades fremlyers throughout the jazz community.
Appendix A includes biographical information regagleach participant, including educational
experiences, awards and honors, and professioraidiags.

Each participant was video recorded improvisingr@aéamey Aebersold recording of
“Take the A Train.” This song was selected becaidke altered second chord in the
progression and the emphasis of a different toanter in the B section. This was done to ensure
that performers were not blanketing simple diatdicics throughout their improvised solo.

Participants began by playing through the main ohelbead) to establish key areas and
provide a melodic foundation before being recorddter completing the head each subject
improvised through the entire changes (AABA) twikarticipants were video recorded digitally
to ensure good sound quality upon playback.

Upon completion of the improvisation, a script wead defining each musical concept

27



category that participants would subsequently asalyze their solos. Directly following the
task, each participant reviewed their performagcdjects were advised to consider what
explicit musical concepts they were employing tigfoaut the solo. Following the first viewing,
each performer watched his performance again adéedcthe musical concepts employed in the
improvisation using a computer program called Sex(pbmputer Recording Interface for
Behavioral Evaluation (SCRIBE). SCRIBE allows tiseuto record the frequency and duration
of observed events. This program permits the tasdevelop “screen based input windows”
(Duke 1999) to record a variety of behaviors or ather observed variables. The user creates
buttons that correlate with each defined behavidre user clicks on the button as the behavior
is observed and SCRIBE presents a chronologicairamnof the events upon completion.
SCRIBE also creates summaries of duration and émcycounts of the observed behaviors.
The duration measure was disabled for this studysTsubjects’ analyses included only
frequency counts of the musical concept categories.

The participants listened to the video recordind simultaneously coded the musical
concepts they employed using the SCRIBE softwane. Quttons used to code these concepts
included: melodic variation, rhythmic emphasis|ess@r modes, chords or arpeggios,
memorized licks, range/intensity, sequence, androth

A pilot project revealed the need for clarificatiohthought processes coded as “other”.
As a result, a third viewing was added to the pdoce to record the participants' comments
about their solos. This allowed participants taiifg or discuss thought processes other than the
prescribed categories. It also allowed the subject®de more than one concept at a time, which
is a limitation of the SCRIBE software. Transcrgpts were made of each interview that were

coded and compared to the categorical self-anatiggas The use of three listening tasks was
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included to increase reliability among the parteifs. Subjects who participated in the pilot
project suggested multiple listening opportunitresrder to increase validity and accuracy. The
addition of the “other” button was also includecettsure validity, due to the individual nature of
improvisation.

The musical concepts categories were developeddsrirgy the extant literature, as well
as discussions with participants following the ppooject. Definitions of these concepts were
read to ensure reliability among participants. MasConcept categories were defined as:
Melodic Variation: the use of melodic content drasrectly from the tune with which the
improviser is soloing. This might include directaieis from the song or any variation derived
from its melody.

Scales or Modes: the use of a particular scaleantento shape the melodic contour of the solo.
There are a variety of options in regard to thisagpt. This could include any of the standard
scales and modes as well as altered scales dedelofen the jazz community (blues, altered
pentatonic, etc).

Chords or Arpeggios: the use of chord spellingstaed related arpeggios to shape the melodic
contour of the solo. A distinction should be madenzen this concept and scales. The focus
here is on chord qualities and melodies shapedbsdal techniques like arpeggiation.
Memorized Lick: the use of a memorized phrase(#)iwia solo. This excludes melodic content
drawn from the tune with which the improviser isosog. This could include a variety of
melodic content, including: a melodic phrase/vasiatrom another tune, a memorized lick used

for standard harmonic progressions (e.g. ii-V-t)any other pre-conceived musical phrase.
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Sequence: a melodic or harmonic pattern succegsepeated at different pitches. This concept
was added prior to the first observation. Origpélwas a part of the memorized lick concept,
but the first participant (Brubeck) suggested thibe included as its own subject due to the large
amount of instances he felt it would be used.

Rhythmic Emphasis: the use of rhythmically driveatives within a solo. The focus here is on
rhythm as opposed to melodic contour.

Range/Intensity: the use of expanded ranges to asigeha different tone color, and/or to build
intensity within the solo.

Other: this is included to ensure that participamesnot limited in their choices. The interview
process that follows the categorical self-analgsission is partially intended to clarify the
meaning in regard to these instances.

A guestionnaire was administered following eackmiew to identify the pedagogical
backgrounds of the participants. Educational bamkgad findings from this questionnaire were
compared to the musical concepts each participaptaed while improvising to investigate
correlations.

The purpose of this study was to compare musmwatepts employed by artist-level jazz
musicians performing an improvised solo. This stsdyght to identify commonalities among
the musical concepts these musicians employ wimiggavising, and how these commonalities

might relate to their pedagogical backgrounds.
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CHAPTER 4

RESULTS

Seven artist-level jazz musicians were video @edmwhile improvising two choruses of
“Take the ‘A’ Train”. Upon completion of the impration, a script was read defining each
musical concept category that participants woultkequently use to analyze their solo. Each
participant viewed the recording three times dlyeftllowing the performance. During the first
review participants were asked to make prelimirzmgessments of their improvisations using
the eight categories. During the second reviewjgpants used a computer application
(SCRIBE) to categorize segments of their solosweat attributable to the specific musical
concepts categories. Categories included: Melodi@tion, scales/modes, chords/arpeggios,
memorized lick, rhythmic emphasis, sequence, ramgasity, and other. Participants’
comments about their solos were recorded duringhiihe viewing. After the third viewing each
soloist completed a questionnaire regarding hisgedical experiences with jazz improvisation.

Quantitative and qualitative analyses of the dat@aled trends among the seven
participants. Quantitative analysis results wergioled via each participant’s categorical
analysis. The pedagogical questionnaire and pedosnsomments were included in the
gualitative analysis.

This chapter presents individual results for eaattigipant, including categorical data
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results, coded artist's comments with transcribegioal examples, and summaries of each
participant’s questionnaire. Each example is digalain concert pitch to allow ease of
comparison among the different instruments. Fa@ tbason the chord and pitch references in the
comments have been transposed to concert pitcba@inent examples are placed in the key of
C). Following the individual results section is@mparative analysis section of the combined
data collected in the study. A comparison of adl tategorical results is presented first, followed
by the combined comments results, and a compaokthre combined categorical self-analysis
and comment results. The final section of this tiapresents individual results of each musical

concept category.

Individual Results

Chris Brubeck
Categorical Analysis Results

Brubeck identified 9 musical concepts in his impsation that he categorized in his
analysis, with a range of 0 to 4 moments for eatbgory. There were 3 categories that he did
not select during his categorical analysis: meledication, rhythm, and “other”. Brubeck
selected sequence 4 times accounting for 44.4%sathults. Table 1 compares Brubeck’s
frequency counts and percentages for each categaiythe mean frequency and mean

percentage for all participants.
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Table 1

Brubeck's Categorical Analysis Data And Mean Catiegb Analysis Data

Musical Concept Brubeck Mean Brubeck Mean
Frequency Frequency % %
Melodic Variation 0 2.6 0 12.9
Scale/Mode 1 3.4 111 17.3
Chord/Arpeggio 2 2.7 22.2 13.7
Memorized Lick 1 4.4 111 22.3
Rhythmic Emphasis 0 1.7 0 8.6
Sequence 4 3.1 44 .4 15.8
Range/Intensity 1 1.4 11.1 7.2
Other 0 0.4 0 2.2

Brubeck reported fewer instances for 7 of thet8garies than the average among the
other participants. Four of the musical concep¢gaties were similar to the mean among the
other performers. Chord/arpeggio (2), sequenceadape/intensity (1), and “other” (0) were all
within 1 occurrence of the mean. Sequence (4) na®snly category he selected more often than
the mean (3.1). Sequence accounted for 44.4% dbtaikdata, as opposed to the 15.8% average
among the participants. Chord/arpeggio accounte8Z®% of Brubeck’s total SCRIBE
analyses, as opposed to the 13.7% average amopgrfioemers. Brubeck did not report an
instance of melodic variation or rhythmic emphasikis categorical analysis, 2.6 and 1.7
instances less than the average. Melodic variaaounted for 12.9% of the total categorical

analysis data among the performers, and rhythmpghasis accounted for 8.6%.
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Brubeck's Comments

Comment 1 - OTHER (pure improvisation), SEQUENCEK;'®o that’s really just a pure
improvisation, but I'm working with the first ligd sequence. | did it three times.”
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Figure 1.Brubeck comment 1, m. 3-7.

Comment 2 — CHORD, LICK “There was a quick little Biajor seventh, and for a second |
almost quoted “Gary Indiana, Gary Indiana”, andhtpalled out of it.”
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Figure 2.Brubeck comment 2, m. 18-21.

Comment 3 - SEQUENCE “That’s a little sequence.”
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Figure 3.Brubeck comment 3, m. 25-26.

Comment 4 - LICK “l almost did “It's Raining, itBouring, the Old Man is Snoring”, but |
didn’t really mean to.”
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Figure 4.Brubeck comment 4, m. 34-36.

Comment 5 - RHYTHM: “Then | did an off-beat thinghich, live a drummer would have
picked up on and caught right away.”
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Figure 5.Brubeck comment 5, m. 37-38.
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Comment 6 - RANGE/INTENSITY: “When | held that longte, part of the reason | did that
was because | wanted to hear the track, so | dédidetop playing long enough to see what
was cooking.”
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Figure 6.Brubeck comment 6, m. 42-43.

Comment 7 - RANGE/INTENSITY: “l wasn't sure if | ®wglaying two choruses or three, but |
was trying to sort of build an arch so | was endipgigh in my solo. Sort of bring closure to
the solo. A little more power.”
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Figure 7.Brubeck comment 7, m. 55-58.

Summary of Comments

Brubeck made nine comments that were coded usirgf the eight categories, with a
range of 0 to 4 for each category. Brubeck didmention any instances of scale/mode or
melodic variation in his comments. He mentioned mered lick, sequence, and range/intensity
most often (2), each accounting for 22.2% of hialtooded categories. Table 2 compares
Brubeck’s frequency counts and percentages for eaiggory, and the mean frequency and

mean percentage for all participants.
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Table 2

Brubeck's Coded Comments Data And Mean Coded Camibata

Musical Concept Brubeck Mean Brubeck Mean
Frequency Frequency % %
Chord/Arpeggio 1 3.86 11 21.1
Memorized Lick 2 3.14 22 17.2
Scale/Mode 0 2.86 0 15.6
Sequence 2 2.71 22 14.8
Range/Intensity 2 1.57 22 8.6
Rhythmic Emphasis 1 1.57 11 8.6
Other 1 1.57 11 8.6
Melodic Variation 0 1 0 55

Brubeck identified range/intensity 2 times, acammfor 22% of his total coded
comments, as opposed to the 8.6% average for iategesity among the performers. His results
for memorized lick, sequence, rhythmic emphasithe€d, and melodic variation were similar to
the mean with the greatest difference being 1.t@iwences. Brubeck did not mention an
instance of the scale/mode category within his cemts) 2.86 occurrences less than the average.
Scale/mode accounted for 15.6% of the total cod@theents among the participants. He also
discussed fewer instances of chord/arpeggio (1) the@ mean (3.86). It accounted for 11% of

his total comments as opposed to the 21.1% averagag the participants.

Comparison of Categorical Analysis Results and @d@iemments Results
Brubeck’s categorical analysis results and coaedneents results were similar for 7 of

the 8 categories. The differences between cateaj@@tections and coded comments for
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melodic variation, scale/mode, chord/arpeggio, nr&ed lick, rhythmic emphasis,
range/intensity, and “other” were all 1 or feweruBeck selected sequence 4 times in the
categorical analysis, but only 2 comments were d@esequence. Table 3 compares the
frequency of occurrences for musical concept categan his categorical analysis and the coded
comments analysis.

Table 3

Brubeck’s Frequency of Occurrences For Categorfadlysis And Coded Comments

Musical Concept SCRIBE Comments  +/-
Frequency Frequency
Melodic Variation 0 0 0
Scale 1 0 -1
Chord 2 1 -1
Lick 1 2 +1
Rhythm 0 1 +1
Sequence 4 2 -2
Range 1 2 +1
Other 0 1 +1

Brubeck Questionnaire Summary

Brubeck was the only participant who did not tak@iovisation lessons or participate in
an improvisation class. He cited a “sense of melgdyiation of the melody, understanding the
chord structure, and outlining/arpeggiating therdhas musical concepts he emphasized in his
early attempts at jazz improvisation. When askedtwbncepts Brubeck felt he emphasized in

his current playing he wrote:
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All musical experiences lead to increasing yourrowprocabulary. Quoting other
musical material. When you start off you are vesgaerned about having your personal
playing skills together. As you get better, youtet get out of your personal headspace
and listen and react to what other people in thellzae doing. This keeps improv fresh
because there are an infinite amount of poss#slitin the bandstand to react to. That's
improvisation.

He wrote that “time, a thousand experiences withdneds of musicians” influenced the change

in emphasis from early improvisation efforts.

Dr. Jack Cooper
Categorical Analysis Results

Cooper identified 17 instances in his improvisatilbat he categorized in his analysis,
with a range of 0 to 5 moments for each musicagaty. There were 3 categories that he did
not select during his categorical analysis: meledigation, rhythmic emphasis, and “other”.
Cooper selected memorized lick most often (5), aotéor 29.4% of his analysis results. Table
4 compares Cooper’s frequency counts and percenfageach category, and the mean

frequency and mean percentage for all participants.
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Table 4

Cooper's Categorical Analysis Data And Mean CatempdrAnalysis SCRIBE Data

Musical Concept Cooper Mean Cooper Mean
Frequency Frequency % %
Melodic Variation 3 2.6 18.5 12.9
Scale/Mode 4 3.4 23.5 17.3
Chord/Arpeggio 0 2.7 0 13.7
Memorized Lick 5 4.4 29.4 22.3
Rhythmic Emphasis 0 1.7 0 8.6
Sequence 4 3.1 23.5 15.8
Range/Intensity 1 1.4 5.9 7.2
Other 0 0.4 0 2.2

Six of the categories in Cooper’s analysis wenglar to the mean results of the other
performers. Melodic variation (3), scale/mode gmorized lick (5), sequence (4),
range/intensity (1), and “other” (0) were all withi occurrence of the average. Cooper did not
select chord/arpeggio and rhythmic emphasis imh@ysis. These concepts accounted for

13.7% and 8.6% of the total number of categoriéectsd among the performers.
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Cooper's Comments

Comment 1 - RANGE “I'm starting simple and lowry &and do that to give myself a starting
place. So | started low on the horn and that fickt(sings) is just a simple thing as a starting
point.”
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Figure 8.Cooper comment 1, m. 3.

Comment 2 — SCALE “That's use of a blues scale. 0$&of the minor'3and the major'3is a
blues type of thing that I like doing when the ahogsolves back to the key of C.”
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Figure 9.Cooper comment 2, m. 7-10.

Comment 3 — SCALE, OTHER (motivic development) “laontinuing that idea here because
now I'm playing the pentatonic scale that relatethiit blues scale that | just set up. | ended with
it in the first chorus and now in the second chdmsstarting with it. It's like the last part of a
paragraph setting up the next paragraph.”
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Figure 10.Cooper comment 3, m. 11-13.

Comment 4 — OTHER (motivic development) “That’stjtleematic development. When | start
on the bridge its just thematic development.”
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Figure 11.Cooper comment 4, m. 19-22.
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Comment 5 - LICK “Before that is a number of stamdaebop kind of language things. That's
very much common language kinds of things thatplaying that | learned from Charlie Parker,
Cannonball Aderly, and those guys.”

D- G7 C G- C7

—3— ——3— |

e e e s =5 ‘_Hbi,'_ﬁ..::
———] Ii 1 t ‘ L ! 1 1 _J
33 7 i i 1 2 17 g

Figure 12.Cooper comment 5, m. 15-18.

Comment 6 - SCALE “That’s a verbatim diminishedledhat runs across. It's related to the V
chord coming back to the key of C. Just an ascegndiminished scale verbatim.”
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Figure 13.Cooper comment 6, m. 23-24.

Comment 7 — OTHER (rhythmic imitation), SCALE “Thateally kind of an important one. In
the accompaniment there’s a lick that the guy p(aysys). By the time | heard it | respond to
him. | played in whole tone though on the V of \odth, because that's the second chord in “A
Train”, that secondary dominant. So on the secgndaminant | convert that over to whole tone
and | play the rhythmic thing. I’'m answering it.”
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Figure 14.Cooper comment 7, m. 29-31.

Comment 8 — MELODIC VARIATION, LICK “That’s a lit# bit of a quote from the
accompaniment that is in the original. (sings) ®hpart of Ellington’s original arrangement,
which | know really well. I've played it a lot ofnhes out on the road. So that's kind of inside
here (points to head), inside the computer of kngvihose licks from the original of Ellington.
So that's a little bit of a quote from the origirial
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Figure 15.Cooper comment 8, m. 34-38.
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Comment 9 - SEQUENCE “And I'm using it as a seq@ehc
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Figure 16.Cooper comment 9, m. 39-41.

Comment 10 — MELODIC VARIATION “Another quote. Thaguoting the tune (sings). So
I’'m using the tune itself for parts of the solo.”
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Figure 17.Cooper comment 10, m. 47-49.
Comment 11 — SEQUENCE “That’s a sequence.”
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Figure 18.Cooper comment 11, m. 57-59.

Comment 12 - CHORD “Right before it | was makingesto hit on the, | guess you'd call it the
secondary dominant function. That chord, that damirchord, is really important to the sound
of the bridge. | make sure that the color of thaird is there.”
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Figure 19.Cooper comment 12, m. 53-55.
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Comment 13 — (summary) “It's pretty consistentuégs the main thing is that you hear quotes
from different parts of ideas that | use that aaggof the tune. I'm using a lot of common
language bebop things. And kind of typical of mgyphg, | hear sequencing. It's kind of the
way | write and the way | play. There’s a sequegdinng that happens. | guess I've gravitated
towards players that do that, and I've gravitataglards writers that do that and can do it well.
Like Beethoven and people like that. Bob Brookmeiaes it really well too as a jazz writer. |
try to utilize the harmonic things that are th&de. “Girl from Impanema” and “Watch What
Happens,” a Michel Legrand tune, where the sectwoddcis that secondary dominant, it's that
five of five chord, | will tend to use an augmenssdind on that, or a Lydian dominant sound on
that to make it distinct from the first tonic chofithough the chord moves up by step, | will use
something to make those two chords sound a laréifit, because it tends to be that a lot of guys
will just blanket. So on this tune in particuldrgte is a way | improvise over it and the tunes
that are like it that | named.”

Summary of Comments

A total of 15 musical concept categories were dddem Coopers comments. He
discussed 7 of the 8 categories, with a rangetofd)for each category. Cooper did not mention
any instances of rhythmic emphasis in his commefisscomments were most frequently
categorized as scale/mode, accounting for 26.7Ptsdbtal coded categories. Table 5 compares

Cooper’s frequency counts and percentages for egtelgory, and the mean frequency and mean

percentage for all participants.
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Table 5

Cooper's Comments Data And Mean Comments Data

Musical Concept Cooper Mean Cooper Mean
Frequency Frequency % %
Chord/Arpeggio 1 3.86 6.7 21.1
Memorized Lick 2 3.14 13.3 17.2
Scale/Mode 4 2.86 26.7 15.6
Sequence 2 2.71 13.3 14.8
Range/Intensity 1 1.57 6.7 8.6
Rhythmic Emphasis 0 1.57 0 8.6
Other 3 1.57 20 8.6
Melodic Variation 2 1 13.3 5.5

Cooper identified scale/mode 4 times, accountim@7% of his total coded comments.
While his frequency of occurrences was not muchentioan the mean (2.86), the scale/mode
category accounted for 11% more of his total ttennhean percentage of coded concepts.
Cooper made 3 comments that were coded as “othlengst twice as many as the average. His
total percentage for the “other” category (20%) wasceably higher than the mean among the
participants (8.6%). Cooper’s comments resultddar of the categories were similar to the
mean of the participants. His results for memoriked sequence, range/intensity, and melodic
variation were all close to the mean with the grsttlifference being 1.14 occurrences. None of
his comments were coded as rhythmic emphasis,dc&itrrences less than the average. This
category accounted for 8.6% of the total numberatégories selected. Cooper also made fewer
chord/arpeggio comments (1) than the mean (3.8®y,accounting for 6.7% of his total number

of coded comments, as opposed to the 21.1% avarageg all performers.
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Comparison of Categorical Analysis Results and @da@iemments Results

Cooper’s categorical analysis results and codethwents results were similar for 5 of
the 8 categories. The differences between the eatad analysis and coded comments for
melodic variation, scale/mode, chord/arpeggio,hrhyt emphasis, and range/intensity were all 1
or fewer. Cooper selected memorized lick 5 timasnduthe categorical analysis, but only made
2 comments that were coded as memorized lick. stesdlected sequence 4 times during the
categorical analysis, but only made 2 commentsdadea sequence. There were 3 comments
made that did not correspond with a prescribedyoaye and were therefore coded as “other”.
Cooper did not select the “other” category durimgdategorical analysis. Table 6 compares the
frequency of occurrences for musical concept categan his categorical analysis and the coded
comments analysis.
Table 6

Cooper’s Frequency Of Occurrences For Categoricaalsis And Coded Comments

Musical Concept SCRIBE Comments  +/-
Frequency Frequency
Melodic Variation 3 2 -1
Scale 4 4 0
Chord 0 1 +1
Lick 5 2 -3
Rhythm 0 0 0
Sequence 4 2 -2
Range 1 1 0
Other 0 3 +3
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Cooper Questionnaire Summary

Cooper studied improvisation in a private studid g0ok classes in improvisation. He
cited “making [a] good melody, having a good jalmné’ feel” as concepts that were
emphasized in those lessons and classes. Whenwahkkédoncepts he emphasized in his early
improvised solos, Cooper wrote, “not playing wraragdes! Playing the correct chord changes.”

These are the concepts he continues to emphadiue $olos.

Victor Goines
Categorical Analysis Results

Goines identified 24 moments in his improvisatibat he categorized in his analysis,
with a range of 0 to 5 instances for each musicatept category. “Other” was the only
category that he did not select. He was varietiémrémaining categories he identified during his
analysis. Excluding the “other” category, Goined haleast 2 instances of each musical
concept. Scales, rhythm, and sequence were alided® times, accounting for 62.5% of the
categorical analysis data. Table 7 compares Gariesjuency counts and percentages for each

category, and the mean frequency and mean pereefaagll participants.
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Table 7

Goines' Categorical Analysis Data And Mean CateggdrAnalysis Data

Musical Concept Goines Mean Goines Mean
Frequency Frequency % %
Melodic Variation 2 2.6 8.3 12.9
Scale 5 3.4 20.8 17.3
Chord 2 2.7 8.3 13.7
Lick 3 4.4 12.5 22.3
Rhythm 5 1.7 20.8 8.6
Sequence 5 3.1 20.8 15.8
Range 2 14 8.3 7.2
Other 0 0.4 0 2.2

Goines selected rhythmic emphasis 5 times, maue 3hoccurrences over the average.
He was one of three participants who recorded astances of rhythmic emphasis in their
categorical self-analysis (Haydon 6, and Panelld il accounted for 20.8% of his total data, as
opposed to the 8.6% average for rhythm among alp#rticipants. He also reported higher
instances of scale/mode (5) and sequence (5) higaaverages (3.4 and 3.1). His total percentage
for these two categories (20.8%) was similar toaberage (17.3% and 15.8%) among the
participants. Goines’s results for melodic variatiohord, range, and “other” were similar to the
average with the greatest difference being less din@ instance. Memorized lick was the
musical concept listed most often among particigambwever, Goines selected it 3 times, 1.4
fewer than average. This accounted for only 12.5%etotal number of musical concepts, as

opposed to the 22.3% average among all performers.
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Goines' Comments

Comment 1 - RHYTHM “OK. In the break right thereeafthe melody is played, I'm more
interested in the rhythmic precision to try to makee that music continues to move forward.
Because the break is like the moment of truth.”
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Figure 20.Goines comment 1, m. 1-2.

Comment 2 - SCALE “Right here I'm dealing with thlearp 4, the Mixolydian/Lydian side.”
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Figure 21.Goines comment 2, m. 4-5.

Comment 3 - LICK “Right there | had a little bit afquote out of “Cool Blues” by Charlie
Parker, but | didn’t play the entire quote in hopeat | kind of disguised it a little bit. | wasn’t
thinking about it, but when | listen back to itaths what | hear. The quote from “Cool Blues”
by Charlie Parker. “
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Figure 22.Goines comment 3, m. 7-11.

Comment 4 - SCALE “Again that’s that Mixolydian/Ligesh kind of something I’'m doing, but I

employed it inside of a major augmented fifth cha@kdd that’s taking place over the two chord

in “Take the ‘A’ Train” because it has a sharp ait/”
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Figure 23.Goines comment 4, m. 13-14.
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Comment 5 - SEQUENCE “That’s a little bit of a segae taking place there. | mean | didn’t

quite use the entire sequence of what | could ldawe, but that was part of a sequence.”
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Figure 24.Goines comment 5, m. 19-22.

Comment 6 - SEQUENCE, CHORD “That's definitely sencing right there. The dominarit 7
chord to a minor 7 chord.”
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Figure 25.Goines comment 6, m. 24-26.

Comment 7 - RANGE/INTENSITY “I wanted the intensaf/the sound to come through a held
note, because we don’t always have to play intgmsitplaying lots of notes. We can play longer
notes and still be intensified.”

C

28
Figure 26.Goines comment 7, m. 28.

Comment 8 - MELODIC VARIATION *“A little quote of “&ke the ‘A’ Train,” but | didn’t
finish it.”
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Figure 27.Goines comment 8, m. 29-33.
Comment 9 - RANGE/INTENSITY “Repetition of a phrabere to create intensity.”
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Figure 28.Goines comment 9, m. 35-37.
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Comment 10 — SEQUENCE, SCALE “So that's sequen@asgyell as scale motion going
upward. And then ultimately | had a sequencing orothat took place descending along the
line.”
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Figure 29.Goines comment 10, m. 40-42.

Comment 11 - RANGE “I used range to go from thedopart of my horn all the way to the top.
In my solo | try to make sure | expose the whossiteira of my saxophone.”
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Figure 30.Goines comment 11, m. 44-45.

Comment 12 — LICK, CHORD “That was a quote thatr§o8titt uses a lot, but instead of
playing it literally, | also use it to resolve toetfour chord of the bridge.”
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Figure 31.Goines comment 12, m. 48-49.

Comment 13 — SEQUENCE, CHORD “So | used a half kbeg of sequence going on inside of
the triads to try to play something more simplet &uthe same time | let the complexity come
out through the simplicity of the melody, or theoath structure. So it’s kind of like using a chord
at the same time, but arpeggiating it by using lomeaghbors to ornament it a little bit.”
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Figure 32.Goines comment 13, m. 52-54.
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Comment 14 — SEQUENCE, CHORD “Ok that was sequeneght there, but | didn’t quite get
the sequence that | wanted. So that’s one thinghgapens in jazz. We try to make sure that we
listen organically. We're not trying to play thingsat are memorized all the time. We want to
really play the music. When you play something gon’'t necessarily want to play, or it doesn’t
come out exactly how you wanted, you have to figaurehow to take that and make it a part of
your expression. And as the saying goes, ‘if youetelemon, you make lemonade’. So you take
something that may not be exactly what you wanged,were hearing it, but it didn’t come out
exactly the way you wanted, so you try to figure foow to get the most mileage out of it
nonetheless. So it was sequencing, but it waszeseg that | didn’t intend to do. I tried to
figure out how | was going to work my way out oattone to ultimately resolve to the | chord of
the last A section.”
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Figure 33.Goines comment 14, m. 55-58.

Comment 15 - SEQUENCE, RHYTHM “That’s just sequegat the octave, using range and
rhythmic variation as a part of the solo.”
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Figure 34.Goines comment 15, m. 59-62.

Comment 16 - LICK “And at the end of my solo | akhplayed that same melodic device |
played earlier [Sonny Stitt lick]. But then | didnvant to repeat myself, so | only played a little
bit of it.”
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Figure 35.Goines comment 16, m. 64-65.

Comments Results
Twenty-one musical concept categories were coaed Goines comments, with a range
of 0 to 6 for each musical concept category. “Otineas the only category that he did not select.

Goines indicated sequence 6 times in his commegtuating for 28.6% of his total coded
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categories. He was varied in the remaining categdre emphasized during his comments. He
designated chord/arpeggio, memorized lick, scaldénand range/intensity 3 times each. These
four concepts together accounted for 57.2% ofdtel toded categories. Table 8 compares
Goines’s frequency counts and percentages for egtelgory, and the mean frequency and mean
percentage for all participants.

Table 8

Goines' Coded Comments Data And Mean Coded Combat#s

Musical Concept Goines Mean Goines Mean
Frequency Frequency % %
Chord/Arpeggio 4 3.86 18.2 21.1
Memorized Lick 3 3.14 13.6 17.2
Scale/Mode 3 2.86 13.6 15.6
Sequence 6 2.71 27.3 14.8
Range/Intensity 3 1.57 13.6 8.6
Rhythmic Emphasis 2 1.57 9.1 8.6
Other 0 1.57 0 8.6
Melodic Variation 1 1 4.6 5.5

Goines identified sequence 6 times, more tharcBroences over the average. This
accounted for 28.6% of his total data, as opposé¢ke 14.8% average for sequence among all
the participants. He also reported higher instanteange/intensity (3) than the mean among all
participants (1.57). Goines’s results for chordéggio, memorized lick, scale/mode, rhythmic
emphasis, and melodic variation were similar toatherages with the greatest difference being
less than one instance. None of his comments veeledcas “other”, 1.57 occurrences less than

the average. The “other” category accounted fd¥806 the total among all the participants.
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Comparison of Categorical Analysis Results and @da@iemments Results

Goines’s categorical analysis results and codechwamis results were similar for 6 of
the 8 categories. The differences between selfyaisadelections and coded comments for
melodic variation, chord/arpeggio, memorized liekguence, range/intensity, and “other” were
all 1 or fewer. Goines selected scale/mode 5 tiduemg the categorical analysis, but only made
3 comments that were coded as scale/mode. Heesded rhythmic emphasis 5 times during
the self-analysis, but only made 2 comments codetighmic emphasis. Table 9 compares the
frequency of occurrences for musical concept categan his categorical analysis and the coded
comments analysis.
Table 9

Goines’s Frequency Of Occurrences For Categoriaalfsis And Coded Comments

Musical Concept SCRIBE Comments  +/-
Frequency Frequency
Melodic Variation 2 1 -1
Scale 5 3 -2
Chord 2 3 +1
Lick 3 3 0
Rhythm 5 2 -3
Sequence 5 6 +1
Range 2 3 +1
Other 0 0 0

Goines Questionnaire Summary

Goines studied improvisation in a private studid g0k classes in improvisation. He
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cited “general musicianship and learning the lagguat jazz” as concepts that were emphasized
in the lessons and classes. “Melodic developmeas the concept that Goines emphasized in

his early improvisations and continues to emphasiday.

Dr. Geoffrey Haydon
Categorical Analysis Results

Haydon identified 27 categories in the analysikisfimprovised solo, with a range of 0
to 6 instances for each musical concept categdrg.“@ther” category was the only one not
selected by Haydon. Memorized lick and rhythmic bagis were selected most often (6), each
accounting for 22.2% of his categorical analyssits. Table 10 compares Haydon's frequency
counts and percentages for each category, andrénage frequency and mean percentage for all
participants.
Table 10

Haydon's Categorical Analysis Data And Mean CategdrAnalysis Data

Musical Concept Haydon Mean Haydon Mean
Frequency Frequency % %
Melodic Variation 5 2.6 18.5 12.9
Scale/Mode 1 3.4 3.7 17.3
Chord/Arpeggio 5 2.7 18.5 13.7
Memorized Lick 6 4.4 22.2 22.3
Rhythmic Emphasis 6 1.7 22.2 8.6
Sequence 1 3.1 3.7 15.8
Range/Intensity 3 1.4 11.1 7.2
Other 0 0.4 0 2.2
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Haydon selected rhythmic emphasis (6) 4 times riwe the average (1.7) of all
participants. This accounted for 22.2% of his tdtatla as opposed to the 8.6% average for
rhythm among the other participants. He also regblnigher instances of melodic variation (5),
chord/arpeggio (6), and range/intensity (3) thanatwerages (2.6, 2.7, and 1.4 respectively).
However, Haydon had a higher overall number ofgates selected in his categorical analysis.
As a result the total percentages for these cagsgaere similar to the average among the
participants. His results for memorized lick (22)28ad “other” (0%) were similar to the
averages (22.3% and 2.2%). Haydon reported feveganoes of scale/mode (1) and sequence (1)
than the averages (3.4 and 3.1). These concepisrated for only 3.7% of the total number of

categories selected, as opposed to 17.3% (SM) au8&al(SE).

Haydon's Comments

Comment 1 - CHORD “Yeah so | started with an arjegg figure.”
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Figure 36.Haydon comment 1, m. 1-2.
Comment 2 - LICK “That’s kind of a blues lick.”
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Figure 37.Haydon comment 2, m. 4-6.
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Comment 3 - SCALE chromatic
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Figure 38.Haydon comment 3, m. 7-8.
Comment 4 - CHORD “Arpeggiating a little bit witthomaticism.”
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Figure 39.Haydon comment 4, m. 9-10.

Comment 5 - CHORD “Those are chord tones.”
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Figure 40.Haydon comment 5, m. 13-14.
Comment 6 - LICK “There’s a lick that | know.”
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Figure 41.Haydon comment 6, m. 15-16.
Comment 7 - LICK “There’s another one.”
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Figure 42.Haydon comment 7, m. 17-18.
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Comment 8 - RHYTHM *“It's more rhythmic there.”
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Figure 43.Haydon comment 8, m. 19-20.

Comment 9 - CHORD “There’s more chord based chrimisat.”
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Figure 44.Haydon comment 9, m. 21-22.

Comment 10 - CHORD “There’s a tri tone sub there.”
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Figure 45.Haydon comment 10, m. 26.

Comment 11 - OTHER (ornamentation) “That was aaurd thing | just did a second ago.”
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Figure 46.Haydon comment 11, m. 27.

Comment 12 - SCALE “There’s more scale oriented.”
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Figure 47.Haydon comment 12, m. 30-31.
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Comment 13 - LICK “That's a lick | know.”
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Figure 48.Haydon comment 13, m. 35-36.

Comment 14 - SCALE “There’s a whole tone thing ¢éher
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Figure 49.Haydon comment 14, m. 37-38.

Comment 15 - RHYTHM “Kind of a rhythm thing there.”
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Figure 50.Haydon comment 15, m. 40.

Comment 16 - LICK “blues lick”
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Figure 51.Haydon comment 16, m. 43-45.

Comment 17 — SCALE, SEQUENCE “Whole tone, and thédttle bit of sequencing there.”
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Figure 52.Haydon comment 17, m.46-47.
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Comment 18 - SEQUENCE “That’s definitely sequencing
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Figure 53.Haydon comment 18, m. 49-50.

Comment 19 - RANGE “I'm using range now. | gueg®1 bored with the middle range so |
went up.”
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Figure 54.Haydon comment 19, m. 51-53.

Comment 20 - RHYTHM *“A little rhythmic displacemettitere.”
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Figure 55.Haydon comment 20, m. 55-58.

Comment 21 - RHYTHM “Right there too.”
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Figure 56.Haydon comment 21, m. 59-60.
Comment 22 - CHORD “That'’s a tri tone sub arpedgio.
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Figure 57.Haydon comment 22, m. 61-64.
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Comment 23 - RHYTHM “That'’s rhythmic displacemeob?t’

C

Seppp
e

D-

—T

ITTe

e

e

G7

e
e

Seppi )

i i i

65

Figure 58.Haydon comment 23, m. 65-66.

Summary of Comments

Twenty-four musical concept categories were cddad Haydon’s comments, with a

range of 0 to 6 for each category. Haydon did nemtion any instances of melodic variation in

his comments. He mentioned chord/arpeggio mosh oftecounting for 25% of his total coded

categories. Table 11 compares Haydon’s frequenagitsand percentages for each category,

and the mean frequency and mean percentage foardiltipants.

Table 11

Haydon's Coded Comments Data And Mean Coded Comiatd

Musical Concept Haydon Mean Haydon Mean
Frequency Frequency % %
Chord/Arpeggio 6 3.86 25 21.1
Memorized Lick 5 3.14 20.8 17.2
Scale/Mode 4 2.86 16.7 15.6
Sequence 2 2.71 8.3 14.8
Range/Intensity 1 1.57 4.1 8.6
Rhythmic Emphasis 5 1.57 20.8 8.6
Other 1 1.57 4.1 8.6
Melodic Variation 0 1 0 5.5
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Haydon identified rhythmic emphasis 5 times, ntbian 3 occurrences over the average.
This accounted for 20.8% of his total coded commseadt opposed to the 8.6% average for
rhythmic emphasis among the participants. Haydahhigher occurrences of chord/arpeggio (6)
and memorized lick (5) than average coded comnreststs (3.86, 3.14), however, he had a
higher total number of coded comments than theagecamong the participants. This resulted in
similar total percentages for chord/arpeggio (2%%) memorized lick (20.8%) when compared
to the means for these categories (21.1% and 17R&ydon’s coded comments results for
scale/mode, sequence, range/intensity, and “otlieré similar to the mean of the participants,
with the greatest difference being 1.14 occurrendestotal percentage of coded comments for
sequence (8.3%) was noticeably less than the av€1dg8%). He did not mention an example
of melodic variation within his comments, 1 occue less than the average. Melodic variation

only accounted for 5.5% of the total number of abdategories among the performers.

Comparison of Categorical Analysis Results and @dadiemments Results

Haydon’s categorical analysis results and codeaheents results were similar for 5 of
the 8 categories. The difference between self-amsagelections and coded comments for
chord/arpeggio, memorized lick, rhythmic emphastsjuence, and “other” were all 1 or fewer.
Haydon selected melodic variation 5 times in hitaealyses, but did not mention an instance
within his comments. He also selected range/intg@siimes during the self-analysis, but only
made range/intensity 1 comment. He discussed exanoplthe scale/mode category 4 times
during his comments, but only selected it 1 timarduthe self-analysis. Table 12 compares the
frequency of occurrences for musical concept categan his self-analysis and the coded

comments.
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Table 12

Haydon's Frequency Of Occurrences For Categoriaalfsis And Coded Comments

Musical Concept SCRIBE Comments  +/-
Frequency Frequency
Melodic Variation 5 0 -5
Scale 1 4 +3
Chord 5 6 +1
Lick 6 5 -1
Rhythm 6 5 -1
Sequence 1 2 +1
Range 3 1 -2
Other 0 1 +1

Haydon Questionnaire Summary

Haydon studied improvisation in a private studio 0ok classes in improvisation. He
listed learning scales, arpeggios, and ii V | pesgions as concepts that were emphasized in the
lessons and classes. Haydon cites “choosing rigfiesrand the blues scale” as concepts he
emphasized in his early improvised solos. Whendskeat concepts he felt he emphasized in
his current playing he wrote “getting deeper in malsconcepts such as scales (beyond
diatonics) and chord substitutions.” He listed fteag the history of jazz, listening to great
players, attending jazz clinics, playing gigs” afiuences of the change in emphasis from early

improvisation efforts.
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Dr. Lawrence Panella
Categorical Analysis Results

Panella selected 20 instances in his improvisahahhe categorized in his analysis, with
a range of 0 to 10 moments for each musical cont@pbrd/arpeggio’ was the only category
that he did not select. Panella selected ‘memotiz&td10 times during his categorical analysis
observation, accounting for 50% of his total sel&lgsis data. He did not select the
chord/arpeggio category during his categoricalysigl Table 13 compares Panella’s frequency
counts and percentages for each category, andeha frequency and mean percentage for all
participants.
Table 13

Panella's Categorical Analysis Data And Mean Categgd Analysis Data

Musical Concept Panella Mean Panella Mean
Frequency Frequency % %
Melodic Variation 1 2.6 5 12.9
Scale/Mode 3 3.4 15 17.3
Chord/Arpeggio 0 2.7 0 13.7
Memorized Lick 10 4.4 50 22.3
Rhythmic Emphasis 1 1.7 5 8.6
Sequence 1 3.1 5 15.8
Range/Intensity 1 1.4 5 7.2
Other 3 0.4 15 2.2

Panella identified memorized lick (10), more tlaoccurrences over the average of the
participants (4.4). This accounted for 50% of bisltdata, as opposed to the 22.3% average for

memorized lick among the other participants. He thasonly participant to select “other” (3) in
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his categorical analyses. It accounted for 15%eftotal number of selected categories as
opposed to the 2.2% average among the performerseslilts for scale/mode (3), rhythmic
emphasis (1), and range/intensity (1) results wendar to the averages with the greatest
difference being less than one occurrence. Paregdlarted fewer instances of melodic variation
and sequence (1), than the mean (2.6 and 3.1)eTdwexepts accounted for only 5% of the total
number of categories, as opposed to 12.9% (MV)1&n8% (SE). He did not select an instance
of chord/arpeggio within his categorical analy2ig, occurrences fewer than the average. It

accounted for 13.7% of the total categorical anglgtlata among the performers.

Panella's Comments

Comment 1 - OTHER (motivic development) “I'm big orotivic development in this instance. |
learned to talk with my horn, so it's a combinatafrthings | would classify as “other”, because
it's not melodic material, it's not a lick necesbagrand it's not necessarily a sequence. I'm
always trying to sing what | play, and play whairg. | sing memorized material the same way
| would speak a familiar phrase, but it still hasaming for me. They’re not necessarily the brain
shutting off. I'm still speaking thoughtfully.”

. C C D7+
& :

:‘q 3 4 5

Figure 59.Panella comment 1, m. 3-5.
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Comment 2 - LICK, CHORD, SEQUENCE “That turn arourght there | think I've probably
used that a lot. It's a turn around sequence vathesflatted ninths.”
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Figure 60.Panella comment 2, m. 9-10.
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Comment 3 - CHORD “In that instance there whentltgehords, particularly augmented
chords, augmented major 7's, | tend to become ninerery oriented. | do have vocabulary. | do
know the lay of the land on my instrument, buthait tpoint I'm trying to make sure that I'm
outlining that harmony. Whereas in other instantes ii V I's, turn around cycles, I'm not
thinking very much at all about the actual harmdyt on a tune like this when I've got that
augmented, some people play it as an augmentechdotrseventh or a dominant seven flat five,
I’'m trying to bring that quality out at that poir8o it tends to be a little bit of a gear change fo
me where the theory aspect of things will kick in.”
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Figure 61.Panella comment 3, m. 13-14.

Comment 4 - OTHER (motivic development) “That fildta is sort of a meaningless idea, but
the repetition of it sort of gives it emphasis @ventually gives it meaning, and so you repeat it.
It's like the storytellers rules of three. You knathree little pigs? At the third instance of the
occurrence the story changes. So | use that deshea | play sometimes. I'll play an idea and
try and approach it from the standpoint that nagh#ever wasted. That the dumbest idea, even
a wrong note, if played again and again and wotkealigh will actually turn out to be a much
more creative and interesting part of the storyopgosed to playing something (sings) and
abandoning it. | try to emphasize that with my stud. Take simple ideas and build upon them,
and thereby engage listeners in that regard, takiegn along to figure out what he’s going to do
with the idea.”

Figure 62.Panella comment 4, m. 19-21.

Comment 5 - SCALE “That'’s a theory thing right thglbecause I'm putting a sharp 11 in that
dominant, and | think if I'm not mistaken it's e@tha flat 5, it might have a sharp 5 in it, but I'm
trying to bring out that sort of altered dominaotisd.”
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Figure 63.Panella comment 5, m. 23-24.
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Comment 6 - MELODIC VARIATION “That’s a melodic viation.”
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Figure 64.Panella comment 6, m. 28-30.

Comment 7 - LICK “That (sings lick) occurs sevdraies, and that goes back to my roots. My
first improvisation experiences were learning hovwplay the blues, so | tend to be a more blues
oriented player. One of the first players | latcloetio as a listener and as a saxophone student
was Jean Hammonds. Jean being part of that squlhaod-bop kind of thing, even though he
did have roots going back further than that, helaskot of blues licks. Cannonball Adderley is
another one of my favorite saxophone players wimeesiones did so gratuitously, and I'm
infected. What can | say?”
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Figure 65.Panella comment 7, m. 33-35.

Comment 8 - LICK “l used that blues idea again.”
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Figure 66.Panella comment 8, m. 41-43.

Comment 9 — RANGE/INTENSITY “Some range to builcckgment.”
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Figure 67.Panella comment 9, m. 52-53.
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Comment 10 - SCALE “There I'm altering the turnamduwa little bit, usually using tri-tone
substitutions. Nothing earth shattering there.”
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Figure 68.Panella comment 10, m. 57-58.

Comment 11 - OTHER (motivic development) “The reak&leas is something that to me helps
tie a solo together. One of my teachers was Ricti8éa, a great jazz euphonium player, and he
always talked to us about telling stories, and &lptaying to someone in the audience. So | try
to make sure in my playing that I'm playing to pkeoand not at them. It doesn’t mean
necessarily that I'm trying to play dumbed dowrffstiout I'm always trying to carry them with
me. Whether I'm doing an original tune or that kofdhing [Take the ‘A’ Train], | do my best

to use motivic development to carry the ideas thhoso that the audience follows along with
what I’'m doing.”
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Figure 69.Panella comment 11, m. 65-67.

Summary of Comments

Thirteen musical concept categories were coded ffanella’s improvisation comments,
with a range of 0 to 3 for each category. He didmention an instance of rhythmic emphasis in
his comments. Panella was varied in the categthadshe discussed. Memorized lick, and
“other” were mentioned most often (3), accountiog46.1% of his total coded categories. Table
14 compares Panella’s frequency counts and pegentar each category, and the mean

frequency and mean percentage for all participants.
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Table 14

Panella Coded Comments Data And Mean Coded Comrbaids

Musical Concept Panella Mean Panella Mean
Frequency Frequency % %
Chord/Arpeggio 2 3.86 15.4 21.1
Memorized Lick 3 3.14 23.1 17.2
Scale/Mode 2 2.86 15.4 15.6
Sequence 1 2.71 7.7 14.8
Range/Intensity 1 1.57 7.7 8.6
Rhythmic Emphasis 0 1.57 0 8.6
Other 3 1.57 231 8.6
Melodic Variation 1 1 7.7 5.5

Panella made comments coded as “other” 3 timegsldouble the average
occurrences. This accounted for 23% of his tomb@posed to the 8.6% average among the
participants. Panella’s comments results for 4gmaies were similar to the average of all the
participants. His frequency of coded comments femarized lick, scale/mode, range/intensity,
and melodic variation were all within .57 occurresof the mean among the performers. He did
not mention rhythmic emphasis within his commehtS7 occurrences less than the average. It
accounted for 8.6% of the total number of categotided among all the participants. Panella
also mentioned fewer instances of sequence (1)ttteamean (2.71). This accounted for 7.7% of
the total number of coded concepts, as opposdtetd4.8% average among the performers. He
also had fewer instances of the chord/arpeggiagoayg2) than the average (3.86). It accounted

for 15.4% of his total comments as opposed to fh&% average among the participants.
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Comparison of Categorical Analysis Results and @da@iemments Results

Panella’s categorical analysis results and codethaents results were similar for 6 of
the 8 categories. The difference between cateda@iaysis selections and coded comments for
melodic variation, scale/mode, rhythmic emphasiguence, range, and “other” were all 1 or
fewer. Panella selected memorized lick 10 timesnduhe self-analysis, but only made 3
comments that were coded as memorized lick. Heralsationed comments coded as
chord/arpeggio 2 times, but did not select chop#ggio during the categorical analysis. Table
15 compares the frequency of occurrences for musicecept categories in his categorical
analysis and the coded comments analysis.
Table 15

Panella’s Frequency Of Occurrences For Categorisablysis And Coded Comments

Musical Concept SCRIBE Comments  +/-
Frequency Frequency
Melodic Variation 1 1 0
Scale 3 2 -1
Chord 0 2 +2
Lick 10 3 -7
Rhythm 1 0 -1
Sequence 1 1 0
Range 1 1 0
Other 3 3 0
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Panella Questionnaire Summary

Panella studied improvisation in a private stumha took classes in improvisation. He
wrote “primarily scales, chords, theory, listeniagd lifting solos by ear” as concepts
emphasized in the lessons and classes. He cilgels‘bcks and inflection, trying to play all that
| was hearing in my head” as concepts he emphasizad early improvised solos. When asked
if that emphasis had changed he wrote “somewhaon’t emphasize blues as much, but | am
always trying to play what | hear in my head.” Wisesked who or what influenced that change,
Panella wrote “I got tired of finding myself plagrthe same ideas, and worked on singing and

playing and using my brain the same way in eithstance.”

Dr. Don Parker
Categorical Analysis Results

Parker identified 24 instances in his improvisatioat he categorized in his analysis,
with a range of 0 to 7 moments for each musicagaty. He did not select instances of
rhythmic emphasis or “other” during the categormadlysis. Parker identified scale/mode (7)
most often, accounting for 29.2% of his self-analyssults. Table 16 compares Parker’'s
frequency counts and percentages for each categaiythe mean frequency and mean

percentage for all participants.

70



Table 16

Parker Categorical Analysis Data And Mean Categalriénalysis Data

Musical Concept Parker Mean Parker Mean
Frequency Frequency % %
Melodic Variation 3 2.6 12.5 12.9
Scale/Mode 7 3.4 29.2 17.3
Chord/Arpeggio 5 2.7 20.8 13.7
Memorized Lick 4 4.4 16.7 22.3
Rhythmic Emphasis 0 1.7 0 8.6
Sequence 4 3.1 16.7 15.8
Range/Intensity 1 1.4 4.2 7.2
Other 0 0.4 0 2.2

Parker selected scale/mode 7 times, more thac@m@nces over the mean. He also
identified chord/arpeggio 5 times, more than 2 o@nces over the average (2.7). These
categories accounted for 29.2% (SM) and 20.8% (@A)s total data, as opposed to the 17.3%
(SM) and 13.7% (CA) averages among the other paatits. Much of Parker’s categorical
analysis was similar to the mean of the other peréwss. His results for melodic variation (3),
sequence (3), range/intensity (1), and “other'W@)e all similar to the averages with the
greatest difference being less than one occurrétarier reported lower instances of memorized
lick (2) and rhythmic emphasis (0) than the mea#s &hd 1.7). Memorized lick accounted for
16.7% of the total number of categories selecte@pposed to 22.3% average among the

participants. Rhythmic emphasis accounted for 702%e average.
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Parker's Comments

Comment 1 - MELODIC VARIATION “O.K., I'm trying teemulate the melody.”
C C

Figure 70.Parker comment 1, m. 3-4.

Comment 2 - SCALE “Going to the whole tone scaleyimg up.”
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Figure 71. Parker comment 2, m. 5.

Comment 3 - LICK “Kind of a lickish.”
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Figure 72.Parker comment 3, m. 7-8.

Comment 4 - LICK, SEQUENCE “That’s a lick. That'dmes lick, somewhat. Sequencing it
up.”
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Figure 73.Parker comment 4, m. 11-14.
Comment 5 - RANGE “Using a little range.”
7
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Figure 74.Parker comment 5, m. 15-16.
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Comment 6 - CHORD “I'm looking for that leading ®rnGoing to the next chord change.”
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Figure 75.Parker comment 6, m. 17-18.
Comment 7 - SCALE “scale orientated”
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Figure 76. Parker comment 7, m. 19-20.
Comment 8 - CHORD “Staying in major.”
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Figure 77.Parker comment 8, m. 21-22.

Comment 9 - SEQUENCE “Now sequence a little bit.”
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Figure 78.Parker comment 9, m. 23.

Comment 10 - CHORD *“A little substitution, tri-toseib going back to the chorus.”
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Figure 79.Parker comment 10, m. 24-26.
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Comment 11 - SCALE “I'm definitely going back toethwhole tone scale again.”
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Figure 80.Parker comment 11, m. 29.

Comment 12 - SCALE, CHORD “Yeah, going up the scafpeggiating a little bit”
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Figure 81.Parker comment 12, 31-34.

Comment 13 - MELDOIC VARIATION “Melody line comingown, a little melodic variation,
kind of emulating the train idea.”
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Figure 82.Parker comment 13, m. 35-38.

Comment 14 - SEQUENCE “Sequence up for interest.”
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Figure 83. Parker comment 14, m. 41-42.

Comment 15 - LICK “Yeah, just a little lick.”
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Figure 84.Parker comment 15, 45-46.
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Comment 16 - CHORD “Arpeggiated figure moving up.”
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Figure 85.Parker comment 16, 48.

Comment 17 - CHORD “Coming back down to a leadonggt..there it is.”
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Figure 86.Parker comment 17, m. 49-50.

Comment 18 - SCALE “A scale figure, still in F majbere.”
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Figure 87.Parker comment 18, m. 51-52.

Comment 19 - CHORD “Changing, trying to lead uphtat last little thing for a tri tone
sub...there it is.
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Figure 88. Parker comment 19, m. 55-58.

Comment 20 - SEQUENCE “Just a pattern. Some sa@egdiential pattern in C.”
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Figure 89.Parker comment 20, m. 59-61.
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Comment 21 - CHORD, SCALE “Then I'm going to thattbne sub to whole tone.”
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Figure 90.Parker comment 21, m. 62-64.

Comment 22 - LICK, RANGE “Lick, kind of a bluesyrid of lick, pretty basic, using some
range too.”

C D- G’

e o

()

A=
s
=

1T

A )
<1
o

65

] 67

Figure 91.Parker comment 22, m. 65-67.

Summary of Comments

Twenty-six musical concept categories were codanh Parker's comments, with a range
of 0 to 8 for each category. Parker did not mengiop instances of rhythmic emphasis or have
comments coded as “other”. He discussed chord/gmpegost often (8), accounting for 30.8%
of his total coded categories. Table 17 comparessPa frequency counts and percentages for

each category, and the mean frequency and meaenpage for all participants.
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Table 17

Parker's Coded Comments Data And Mean Coded Corarbaa

Musical Concept Parker Mean Parker Mean
Frequency Frequency % %
Chord/Arpeggio 8 3.86 30.8 21.1
Memorized Lick 4 3.14 15.4 17.2
Scale/Mode 6 2.86 23.1 15.6
Sequence 4 2.71 154 14.8
Range/Intensity 2 1.57 7.7 8.6
Rhythmic Emphasis 0 1.57 0 8.6
Other 0 1.57 0 8.6
Melodic Variation 2 1 7.7 5.5

Parker identified chord/arpeggio 8 times, morenthaccurrences over the average. This
accounted for 30.8% of his total data, as opposéke 21.1% average for chord/arpeggio
among all the participants. He also identified séabde 6 times, more than 3 occurrences over
the average. This accounted for 23.1% of his tdgd, as opposed to the 15.6% average for
chord/arpeggio among all the participants. Parkestded comments results for memorized lick,
sequence, range/intensity, and melodic variatiorewsenilar to the average with the greatest
difference being less than 1.29 instances. He didnention rhythmic emphasis or any
comments coded as “other”, 1.57 occurrences legsttie average for both. Rhythmic emphasis

and the “other” category accounted for 8.6% ofrttean among the participants.
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Comparison of Categorical Analysis Results and @da@iemments Results

Parker’s categorical analysis results and codetheents results were similar for 7 of the
8 categories. The differences between self-anadgdestions and coded comments for melodic
variation, scale/mode, memorized lick, rhythmic &eams, sequence, range/intensity, and
“other” were all 1 or fewer. Parker mentioned cliardeggio 8 times in his comments results,
but only selected chord/arpeggio 5 times duringchiegorical analysis. Table 18 displays the
frequency of occurrences for musical concept categan his self-analysis and the coded
comments analysis.
Table 18

Parker’s Frequency Of Occurrences For Categoricablysis And Coded Comments

Musical Concept SCRIBE Comments  +/-
Frequency Frequency
Melodic Variation 3 2 -1
Scale 7 6 -1
Chord 5 8 3
Lick 4 4 0
Rhythm 0 0 0
Sequence 4 4 0
Range 1 2 1
Other 0 0 0

Parker Questionnaire Summary
Parker enrolled in classes for improvisation. ideetl form, change running, ii V |

progressions, blues scale/chord relationshipsrlaytimic ideas as concepts emphasized in the
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lessons and classes. He cited “lots of rhythmeasdwhile making a musical idea grow and be
important from a groove standpoint” as concepterhphasized in his early improvised solos.
When asked if that emphasis had changed he widteyé a greater emphasis on substations
and where the melody is.” When asked who or whatenced that change, Parker wrote,
“listening to a bunch of players at various le@snny Rollins, Chick Corea, Oscar Peterson,

Milt Jackson, Herbie Hancock, etc. too many to naiget now).”

Dr. David Spencer
Categorical Analysis Data

Spencer identified 18 instances in his improvasathat he categorized in his analysis,
with a range of 0 to 5 moments for each musicagaty. He did not select instances of
rhythmic emphasis or “other” during the categormadlysis. Spencer selected chord/arpeggio
(5) most often, accounting for 27.8% of his selélgsis results. Table 19 compares Spencer’'s
frequency counts and percentages for each categaiythe mean frequency and mean

percentage for all participants.
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Table 19

Spencer Categorical Analysis Data And Mean Categbrhnalysis Data

Musical Concept Spencer Mean Spencer Mean
Frequency Frequency % %
Melodic Variation 4 2.6 22.2 12.9
Scale/Mode 3 3.4 16.7 17.3
Chord/Arpeggio 5 2.7 27.8 13.7
Rhythmic Emphasis 0 1.7 0 8.6
Sequence 3 3.1 16.7 15.8
Range/Intensity 1 1.4 5.6 7.2
Other 0 0.4 0 2.2

Spencer selected chord/arpeggio 5 times, moreZlwacurrences over the mean. He also
identified melodic variation 4 times, almost 2 ocences over the mean. These categories
accounted for 27.8% (CA) and 22.2% (MV) of his tatata, as opposed to the 13.7% (CA) and
12.9% (MV) averages among the other participanis résults for scale/mode (3), sequence (3),
range/intensity (1), and “other” (0) were similarthe average with the greatest difference being
less than one occurrence. Spencer reported festanices of memorized lick (2) than the mean
(4.4). Memorize lick accounted for 16.7% of theatatumber of categories that he selected, as
opposed to the average of 22.3% among the perfermerdid not select the rhythmic emphasis
category, 1.7 occurrences fewer than the averagghRic emphasis accounted for 8.6% of the

total self-analysis categories.

80



Spencer's Comments

Comment 1 - OTHER (motivic development), SCALE ‘3o just trying to build a motivic idea
(sings the motive), and just introducing the idéa flat 9. You know because of those first two
changes. | think modally because that’'s how | wasight up at North Texas School of looking
at things. So when | see changes | see chord/sedateonships immediately, so I'm trying to set
up that dialogue between those first two changesrafght major versus the altered or super
locrian actually.”
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Figure 92.Spencer comment 1, m. 3-5.

Comment 2 - CHORD “So same again, I'm trying tonteidduce my Bb, you know that flat 9,
using it also over the A7 there. So the idea tf&in the E7 altered, and that I'm introducing it
over the dominant chord. So I'm trying to establisat sound in the listener’s ear.”
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Figure 93.Spencer comment 2, m. 8.

Comment 3 - CHORD, LICK “I remember learning thimé when | was a freshman in college. |
went through all these exercises. So the reasskeldayou whether that was an arpeggiation or a
lick is because it's a straight arpeggiation. jii'st arpeggiating down. It's basically the
augmented triad of the major tonic chord, but itkgoover that [D]7 altered because it contains
all the right notes. So | used to practice thatr@rel over till | could really play super locrian.

So it is an arpeggiation, but it's also a lick thatst remember, and it helps me get coordinated
leading to the [D] minor 7.”
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Figure 94.Spencer comment 3, m. 13-14.

81



Comment 4 - LICK “That’s funny cause (sings thé]its really a straight Clifford Brown idea.
Yeah it just seeps into your vocabulary after aleytfter all those transcriptions. Interesting.”
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Figure 95.Spencer comment 4, m. 18-20.

Comment 5 - RHYTHM “I like off kilter rhythmic idesaas well that lead back to the tonic chord.
So creating some rhythmic tension to get back éootie again.”
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Figure 96.Spencer comment 5, m. 22-23.

Comment 6 - RHYTHM, CHORD, MELODIC VARIATION “Thag a combination of using
both the tune, and making it into sort of a rhytbwariation. I’'m piling up at that point, the last
A, the ideas of the arpeggiation that | introdueady, the melody, a melodic variation in what
I’'m doing, and the harmonic ideas at the same tithat’'s my attempt anyway.”
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Figure 97.Spencer comment 6, m. 26-30.

Comment 7 — SEQUENCE, CHORD “Clearly a sequenceoSing to use that augmented tonic
chord over the second chord, because you're bsaedling with a half step. It just makes an
easy approach to a sequence.”
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Figure 98.Spencer comment 7, m. 35-38.
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Comment 8 - OTHER (phrasing) “But | don't like thvay I'm ending every phrase. | should
have played through a few more phrases. | don'tkwby I’'m bringing all of the phrases to a
conclusion, like a 4 bar phrase. | think it's bessawe’re in an academic setting. | feel like | need
to make sure the audience understands that thptisage.”

Comment 9 - SEQUENCE, RHYTHM “So sequence and ligghmic idea. | usually make that
a little more complicated. | think it's too early the morning. Does the hour affect the
outcome?”
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Figure 99.Spencer comment 9, m. 43-46.

Comment 10 - RANGE, LICK “I told you there | reallyanted to play a [C]. | wanted to go
(sings) an octave, which | guess then it woulddresered a lick because | do that a lot in my
solos, but then | was thinking about the fact thate in a hotel, so | went with the [A].”
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Figure 100.Spencer comment 10, m. 50

Comment 11 - OTHER (architecture) “Ok so that washmain being like a 3¥ note behind
everything. | knew what | wanted to do, but | wasniite sure. | was thinking well we're ending
the 29 chorus, so | should bring things down. So | wasally fighting with myself not to keep
building. | knew | only had four bars left to britigis thing to a close, so | thought oh God |
better get down, bring the plane down.”
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Figure 101.Spencer comment 11, m. 59-62.
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Comment 12 - CHORD “I kind of ended where | begaestablishing that really solid
foundation of major with the'”
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Figure 102.Spencer comment 12, m. 64-67.

Summary of Comments

Eighteen musical concept categories were coded 8pencer’s improvisation
comments, with a range of 1 to 5 for each cateddeyselected chord/arpeggio most often (5),
accounting for 26.3% of his total coded categorietle 20 compares Spencer’s frequency
counts and percentages for each category, andeha frequency and mean percentage for all
participants.
Table 20

Spencer's Coded Comments Data And Mean Coded Cambeia

Musical Concept Spencer Mean Spencer Mean
Frequency Frequency % %
Chord/Arpeggio 5 3.86 26.3 21.1
Memorized Lick 3 3.14 15.8 17.2
Scale/Mode 1 2.86 5.3 15.6
Sequence 2 2.71 10.5 14.8
Range/Intensity 1 1.57 5.3 8.6
Rhythmic Emphasis 3 1.57 15.8 8.6
Other 3 1.57 15.8 8.6
Melodic Variation 1 1 5.3 5.5
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Spencer identified rhythmic emphasis and the ‘idtbategory 3 times, almost twice the
average among the participants. Both categoriesuated for 15.8% of his total data, as
opposed to the 8.6% average for rhythmic emphasis@her” among all the performers.
Spencer’'s comments results for chord/arpeggio, migewlick, sequence, range/intensity, and
melodic variation were similar to the averages i greatest difference being 1.14 instances.
He only mentioned scale/mode 1 time. This accouftefl.3% of his total coded comments, as

opposed to the 15.6% average among the participants

Comparison of Categorical Analysis Results and @da@iemments Results

Spencer’s categorical analysis results and codeuhamts results were similar for 4 of
the 8 categories. The differences between the cated analysis selections and coded
comments for chord/arpeggio, memorized lick, seqagand range/intensity were all 1 or fewer.
Spencer selected melodic variation 4 times duriagélf-analysis, but only made 1 comment
coded as melodic variation. He selected scale/rBddaes during his categorical analysis, but
only made 1 comment. Spencer mentioned instancdg/tifmic emphasis 3 times, and made
comments categorized as “other” 2 times. He didsetgct either category in his self-analysis.
Table 21 displays the frequency of occurrencesniasical concept categories in his categorical

analysis and the coded comments analysis.
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Table 21

Spencer’s Frequency Of Occurrences For Categoraedlysis And Coded Comments

Musical Concept SCRIBE Comments  +/-
Frequency Frequency

Melodic Variation 4 1 -3
Scale 3 1 -2
Chord 5 4 -1
Lick 2 3 +1
Rhythm 0 3 +3
Sequence 3 2 -1
Range 1 2 +1
Other 0 2 +2

Spencer Questionnaire Summary

Spencer studied improvisation in a private studio ook classes in improvisation. He
listed sound, literature, scales/modes, chord/getd¢ionships, and melodic analysis as concepts
emphasized in the lessons and classes. He citledlimeariation, and chord scale relationships
as concepts he emphasized in his early improvigled.swWhen asked if that emphasis had
changed he wrote that the “concepts are at a migtiethlevel, and there are a greater number of
concepts being used simultaneously.” When askedarldhat influenced that change, Spencer

wrote “education, both academically and vernacyl@istening).”
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Combined Results

Summary of Combined Categorical Analysis Data

The participants selected a total of 139 musioatept categories with the SCRIBE
software. The range of total musical concepts categ reported by individual participants was
9 to 27 with a mean of 19.9. Table 22 displaysl toémuency, average, and percentage for each
category.
Table 22

Combined Frequency, Average, And % For Each Musicaicept Category

Categories Frequency Mean %
Lick 31 4.43 22.3
Scale 24 3.43 17.3
Sequence 22 3.14 15.8
Chords 19 2.71 13.7
Melody 18 2.57 12.9
Rhythm 12 1.71 8.6
Range 10 1.43 7.2
Other 3 0.43 2.2

The memorized lick category was recorded moreugaty (31) than all other musical
concepts. The range of responses within this cagagas 1 to 10 occurrences. This concept had
the highest number of individual instances with(R@nella). It accounted for 22.3% of the total
number of concepts, 5% more than any other conBepticipants also averaged one more

occurrence of memorized lick per solo than scaldenavhich was the next highest in frequency.
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Scale/mode and sequence were recorded secondighohtst respectively, and were similar in
frequency with 24 and 22. They each accounteddosden 16% and 17% of the total number
categories. Chords/arpeggios and melodic variatiere the fourth and fifth most frequently
identified concepts with 19 and 18 instances eachunting for about 13% of the total.
Rhythmic emphasis and range/intensity were selaxiadiderably fewer times than the
previously mentioned concepts with a frequencyaéfd 10 respectively, only accounting for
7% to 8% of the total. Only one participant (Pametecorded the “other” category, and did so 3
times during his analysis. While 6 of the 7 papeits did not utilize the “other” category in
their analysis, 4 of the 7 made comments that weded as “other”. Table 23 displays the
individual categorical analysis results, as wellhestotal frequency, mean, and standard

deviation for each musical concept category.
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Table 23

Individual, Total, Mean Frequency Of Occurrencesd/tandard Deviation Of Categorical
Analysis For Melodic Variation (MV), Scale/Mode (5K&hord/Arpeggio (CA), Memorized Lick
(ML), Rhythmic Emphasis (RE), Sequence (SE), Rangeagity (Rl), And Other (O)

Participant Mv SM CA ML RE SE RI O Total
Brubeck 0 1 2 1 0 4 1 0 9
Cooper 3 4 0 5 0 4 1 0 17
Goines 2 5 2 3 5 5 2 0 24
Haydon 5 1 5 6 6 1 3 0 27
Panella 1 3 0 10 1 1 1 3 20
Parker 3 7 5 4 0 4 1 0 24
Spencer 4 3 5 2 0 3 1 0 18
Total 18 24 19 31 12 22 10 3 139
Mean 257 343 271 443 171 314 143 .43

Standard Deviation 1.72 2.15 229 299 263 1.57790.1.13

Summary of Combined Coded Comments Data
A total of 128 comments were coded from the pgudict’s comments. The range of total
musical concept categories coded was 9 to 26 watiean of 18.3. Table 24 displays total

frequency, average, and percentage for each cgtegor
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Table 24

Combined Frequency, Average, And % For Each Musicaicept Category

Categories Frequency Mean %
Chord 27 3.86 21.1
Lick 22 3.14 17.2
Scale 20 2.86 15.6
Seqguence 19 2.71 14.8
Range 11 1.57 8.6
Rhythm 11 1.57 8.6
Other 11 1.57 8.6
Melodic Variation 7 1 5.5

The chord/arpeggio category was mentioned mocpéetly (27) than all other musical
concepts coded in the comments results. The rahngsponses within chord/arpeggio was 1 to
8 occurrences, with an average of 3.86 among ttferpgers. This category had the highest
number of individual instances with 8 (Parker)adtounted for 21.1% of the total number of
concept categories. The memorized lick (22), seaddé (20), and sequence (19) categories
were also reported more frequently, accountindlio2% (ML), 15.6% (SM), and 14.8% (SE) of
the total coded comments results. The range/inte(isl), rhythmic emphasis (11), and “other”
(11) categories were discussed less frequentlyy @ecounting for 8.6% of the total coded
comments results. Three individuals (Cooper, PanBlrker) did not make comments coded as
rhythmic emphasis; however, Haydon mentioned thisgory 5 times. Two performers (Goines
and Parker) did not make comments that were cosléotlaer”. The melodic variation category

was selected least often (7) in the comments aisalysly accounting for 5.5% of the total
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coded comments analysis. Two participants madenorents that were coded as melodic
variation. Table 25 displays the individual codedneents results, as well as the total
frequency, mean, and standard deviation for eagiaaluconcept category.

Table 25

Individual, Total, Mean Frequency Of Occurrencesd/Standard Deviation Of Comments

Analysis For Melodic Variation (MV), Scale/Mode (5Kk2hord/Arpeggio (CA), Memorized Lick
(ML), Rhythmic Emphasis (RE), Sequence (SE), Rangeagity (Rl), And Other (O)

Participant Mv SM CA ML RE SE RI O Total
Brubeck 0 0 1 2 1 2 2 1 9
Cooper 2 4 1 2 0 2 1 3 15
Goines 1 3 4 3 2 6 3 0 22
Haydon 0 4 6 5 5 2 1 1 24
Panella 1 2 2 3 0 1 1 3 13
Parker 2 6 8 4 0 4 2 0 26
Spencer 1 1 5 3 3 2 1 3 19
Total 7 20 27 22 11 19 11 11 128
Mean 1 286 386 314 157 271 157 157

Standard Deviation 0.82 2.04 267 106 190 1.70790.1.4

Comparative Analysis of Combined Comments Data@mahbined Categorical Analysis Data
A total of 139 musical concept categories weredel during the categorical analysis,

and a total of 128 musical concept categories weded from the comments analysis. The

greatest difference in individual concepts amonit borms of analyses occurred in the melodic

variation category. Participants selected meloditation 18 times in their categorical analysis,
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but only mentioned melodic variation 7 times initlt®@mments. The melodic variation category
accounted for 12.9% of the total number of mustocalcept categories within the self-analysis,
but it only accounted for 5.5% of the total codedhements. The chord/arpeggio category was
also different with 19 occurrences in the self-gsigland 27 occurrences coded in the comments
analysis. The chord/arpeggio category accountei3at% of the total categorical analysis, as
opposed to 21.1% for the total coded comments aisalYhe difference between the two
methods of analysis for the memorized lick categaayg high (9), but the total percentages for
both analyses were relatively similar (22.3% an®%). The frequency of occurrences for the
“other” category was higher during the commentdyams (11) than the categorical analysis (3),
but the total percentages for both analyses wareahat similar (2.2% and 8.6%). The
categorical analysis results and coded commentstsder scale/mode, rhythmic emphasis,
sequence, and range/intensity were similar. THergihces among the total percentage of self-
analysis and comments results for those four caegwere less than 2%. Table 26 displays the
differences among the total frequency of occurrericethe categorical self-analysis and coded
comments analysis, as well as the total percerftagsach category within both methods of

analysis.
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Table 26

Differences Of Total Frequency Of Occurrences OQ@arical Analysis And Coded Comments,
And Total % Of Categorical Analysis And Coded Conime

Category Self-analysis Comment +/- Self-analysism@ent
frequency frequency % %
MelodicV. 18 7 -11 12.9 5.5
Scale 24 20 -4 17.3 15.6
Chord 19 27 +8 13.7 211
Lick 31 22 -9 22.3 17.2
Rhythm 12 11 -1 8.6 8.6
Seqguence 22 19 -3 15.8 14.8
Range 10 11 +1 7.2 8.6
Other 3 11 +8 2.2 8.6

Summary of Individual Musical Concepts

Melodic Variation

The melodic variation category was defined asudeeof melodic content drawn directly
from the tune with which the improviser is soloifdnis might include direct quotes from the
song or any variation derived from its melody. B¢ 139 musical concepts identified during the
participant’s categorical analysis, 18 were mela@ication, accounting for 12.9% of the total
number of musical concepts categories identifigee dverage number of instances of melodic
variation among participants was 2.57. The standavehtion of melodic variation among the

participants was 1.72. Six of the seven participaaported using some variation of the melody
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in the self-analysis. Three participants identifredlodic variation 18% to 22 % of their total
number of categories selected. Three participatexted melodic variation 8% or less of their
total number of concepts (0-8%).

Of the 128 musical concepts coded from the comsneraide by the participants, 7 were
melodic variation, accounting for 5.5% of the tatamber of musical concept categories. The
average number of instances of melodic variatios Wal he standard deviation of melodic
variation was .82. Five of the seven participaafrted using some variation of the melody in
their comments analysis. Six participants iderdifieelodic variation 7.7% or less of their total
number of concepts. Cooper and Parker mentioneddiecelariation most frequently (2);
however, Cooper’s percentage for the category wgeeh (13.3%) than Parker's (7.7%) due to
the lower number of total categories Cooper setedable 27 displays individual frequencies
and individual percentages for melodic variationhyeell as total percentage, total mean, and the

standard deviation for melodic variation amongphédicipants.
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Table 27

Individual Participants’ Frequency Of Occurrencesd®Percentages For Melodic Variation,
Total Frequency And Percentages, Mean, And StanDaxdation For Both Methods Of
Improvisation Analysis

Self-analysis Comments  Self-analysis Comments

Participant  Frequency Frequency % %
Brubeck 0 0 0 0
Cooper 3 2 17.6 13.3
Goines 2 1 8.3 4.6
Haydon 5 0 18.5 0
Panella 1 1 5 7.7
Parker 3 2 12.5 7.7
Spencer 4 1 22.2 5.3
Total 18 7 12.9 5.5
Mean 2.57 1

Standard 1.72 .82

Deviation

Scale/Mode

The scale/mode category was defined as the us@aiticular scale or mode to shape the
melodic contour of the solo. This could include afyhe standard scales and modes as well as
altered scales developed within the jazz genree@laltered pentatonic, etc). Of the 139 musical
concepts identified in the participant’s categdramaalysis, 24 were scale/mode, accounting for
17.3% of the total number of musical concept caiegeselected among all participants. The
average number of instances of scale/mode amometfiermers was 3.43. The standard

deviation of the scale/mode category was 2.15s@élen participants reported incorporating a
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scale or mode to shape the melodic content in &diiranalysis. Three individuals identified
scale/mode more than 20% of their total numbeiatégories selected, with a range of 20.8% to
29.2%. Only one participant indicated scale/mods tean 10% of their total (Haydon, 3.7%).
Of the 128 musical concepts coded from the comsn@iaide by the participants, 20 were
scale/mode, accounting for 15.6% of the total nunabeoded musical concept categories. The
average number of comments coded as the scale/cateigory was 2.86, and the standard
deviation was 2.04. Six of the seven participaaported scale/mode in their comments
analyses. Two participants mentioned scale/mode tan 20% of their total number of
concepts (23.1%, 26.7%). Two participants mentisteade/mode less than 10% of their total
number of concepts (5.3%, 0%). Table 28 displagisvidual frequencies and individual
percentages for scale/mode, as well as total pgentotal mean, and the standard deviation

for scale/mode among the participants.
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Table 28

Individual Participants’ Frequency Of OccurrencesddPercentages For Scale/Mode, Total
Frequency And Percentages, Mean, And Standard Dewikor Both Methods Of
Improvisation Analysis

Self-analysis Comments  Self-analysis Comments

Participant  Frequency Frequency % %
Brubeck 1 0 111 0
Cooper 4 4 23.5 26.7
Goines 5 3 20.8 13.6
Haydon 1 4 3.7 16.7
Panella 3 2 15 15.4
Parker 7 6 29.2 23.1
Spencer 3 1 16.7 5.3
Total 24 20 17.3 15.6
Mean 3.43 2.86

Standard 2.15 2.04

Deviation

Chord/arpeggio

The chord/arpeggio category was defined as theiusleord spellings and their related
arpeggios to shape the melodic contour of the Jadte.focus is on chord qualities and melodies
shaped by chordal techniques like arpeggiation.chiued/arpeggio category was selected a total
of 19 times during the categorical analysis, actiagrfor 13.7% of the total number of musical
concept categories selected among the particip@hésaverage number of instances of
chord/arpeggio among the performers was 2.71, lsadtandard deviation of the chord/arpeggio

category was 2.28. Five of the seven participagpented incorporating a chordal technique to
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shape the melodic content of their solo in thdiraealysis. Four of the five performers selected
chord/arpeggio more than 18% of their total nundferategories selected, with a range of
18.5% to 27.8%. Goines selected chord/arpeggio &f34s total, and Cooper and Panella did
not select this category in their SCRIBE analysis.

Of the 128 musical concepts coded from the comsn@aide by the participants, 27 were
chord/arpeggio, accounting for 21.1% of the totahber of coded musical concept categories.
The average number of comments coded as chordfagpegs 3.86, and the standard deviation
was 2.67. All seven participants reported choradggio in their comments analysis. Three
participants mentioned chord/arpeggio more than a0#eir total number of concepts (25%,
26.3%, 30.8%). One participant mentioned chordfgjeeless than 10% of their total number of
concepts (6.7%). Table 29 displays individual freraies and individual percentages for
chord/arpeggio, as well as total percentage, m&n, and the standard deviation for

chord/arpeggio among the participants.
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Table 29

Individual Participants’ Frequency Of OccurrencesddPercentages For Chord/Arpeggio, Total
Frequency And Percentages, Mean, And Standard Dewikor Both Methods Of
Improvisation Analysis

Self-analysis Comments  Self-analysis Comments

Participant  Frequency Frequency % %
Brubeck 2 1 22.2 11
Cooper 0 1 0 6.7
Goines 2 4 8.3 18.2
Haydon 5 6 18.5 25
Panella 0 2 0 15.4
Parker 5 8 20.8 30.8
Spencer 5 ) 27.8 26.3
Total 19 27 13.7 21.1
Mean 2.71 3.86

Standard 2.29 2.67

Deviation

Memorized Lick

The memorized lick category was defined as theoisememorized phrase(s) within a
solo. This excludes melodic content drawn fromtthne with which the improviser is soloing.
This could include a variety of melodic contentluding: a melodic phrase/variation from
another tune, a memorized lick used for standanchbaic progressions (e.g. ii-V-1), or any
other pre-conceived musical phrase. The memorizkatategory was selected 31 times in the

participant’s categorical analysis, accountingZar3% of the total number of categories selected
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by the participants. The average number of ins&n€enemorized lick among the performers
was 4.43, and the standard deviation was 2.99dttive musical concept category that was
selected most often by the participants. All separticipants reported incorporating memorized
licks within their self-analysis. It accounted firleast 11.1% of their total number of concepts
for all seven participants. One participant (Pa)atidicated memorized lick 10 times, the
highest frequency of any single category among#rérmers. This accounted for 50% of his
total number of categories. Three performers seteetemorized lick more than 20% of their
total number of categories (50%, 29.4%, and 22.2%).

Of the 128 musical concepts coded from the comsneraide by the participants, 22 were
memorized lick, accounting for 17.2% of the totamber of coded musical concept categories.
The average number of comments coded as memoitkedds 3.14, with a standard deviation
of 1.06. All seven participants reported memorikzeklin the comments analysis. The
memorized lick category accounted for at least %303 their total number of concepts for all
seven participants. Three mentioned memorizedntioke than 20% of their total coded
categories (20.8%, 22.2%, and 23.1%). Table 3dalispndividual frequencies and individual
percentages for memorized lick, as well as totatgrgage, total mean, and the standard

deviation for memorized lick among the participants
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Table 30

Individual Participants’ Frequency Of Occurrencesd®Percentages For Memorized Lick, Total
Frequency And Percentages, Mean, And Standard Dewikor Both Methods Of
Improvisation Analysis

Self-analysis Comments  Self-analysis Comments

Participant  Frequency Frequency % %
Brubeck 1 2 111 22.2
Cooper 5 3 29.4 13.3
Goines 3 3 12.5 13.6
Haydon 6 5 22.2 20.8
Panella 10 3 50 23.1
Parker 4 4 16.7 15.4
Spencer 2 3 11.1 15.8
Total 31 23 22.3 17.2
Mean 4.43 3.14

Standard 2.99 1.06

Deviation

Rhythmic Emphasis

The rhythmic emphasis category was defined assbeof rhythmically driven motives
within a solo. The focus is on rhythm as opposehétodic contour. The rhythmic emphasis
category was selected a total of 12 times duriegotirticipant's categorical analysis, accounting
for 8.6% of the total number of musical concepegaties selected among all participants. The
average number of instances of rhythmic emphassslwiél. Only three of the seven participants

reported incorporating rhythmically driven motiweghin their solo in the self-analysis. Two
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individuals identified rhythmic emphasis more 12896 (20.8 and 22.2%) of their total number
of categories selected. The remaining 5 perfornmelisated rhythmic emphasis less than 10% of
their total.

Of the 128 musical concepts coded from the comsn@iaide by the participants, 11 were
rhythmic emphasis, accounting for 8.6% of the tatahber of coded musical concept
categories. The average number of comments coddgiisnic emphasis was 1.57, with a
standard deviation of 1.9. One participant indidate/thmic emphasis more than 20% of his
total number of concepts (20.8%), while four indéchrhythmic emphasis less than 10% of their
total categories. Three participants did not mentmmments driven by rhythmic emphasis in
their comments. Table 31 displays individual freggies and individual percentages for
rhythmic emphasis, as well as total percentagal to¢an, and the standard deviation for

rhythmic emphasis among the participants.
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Table 31

Individual Participants’ Frequency Of Occurrencesd®Percentages For Rhythmic Emphasis,
Total Frequency And Percentages, Mean, And StanDaxdation For Both Methods Of
Improvisation Analysis

Self-analysis Comments  Self-analysis Comments

Participant  Frequency Frequency % %
Brubeck 0 1 0 11.1
Cooper 0 0 0 0
Goines 5 2 20.8 9.1
Haydon 6 5 22.2 20.8
Panella 1 0 5 0
Parker 0 0 0 0
Spencer 0 3 0 15.8
Total 12 11 8.6 8.6
Mean 1.71 1.57

Standard 2.63 1.9

Deviation

Seqguence

The sequence category was defined as a melotiaroronic pattern successively
repeated at different pitches. The sequence categas selected a total of 22 times during the
categorical analysis, accounting for 15.8% of titalthumber of musical concept categories
indicated among all participants. The average nurabmstances of sequence among the
performers was 3.14, with a standard deviation.57 1All seven participants reported

incorporating a sequence in their solo during teelf-analysis. One individual (Brubeck)
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selected sequence 44.4% of his total number ofoats selected. Three individuals identified
sequence more than 20% of their total number @gmates selected (44.4%, 23.5%, 20.8%).
Two participants indicated sequence 1 time in tbaiegorical analysis accounting for less than
6% of their total categories selected.

Of the 128 musical concepts coded from the comsneaide by the participants, 19 were
sequence, accounting for 14.8% of the total nurobeoded musical concept categories. The
average number of comments coded as sequence Tlasvith a standard deviation of 1.70. All
seven individuals reported the sequence categdheincomments analysis. Two participants
mentioned sequence more than 20% of their totalbeurof concepts (27.3%, 22.2%), and 2 two
performers mentioned sequence less than 10% ofttital number of concepts (8.3%, 7.7%).
Table 32 displays individual frequencies and indiindl percentages for rhythmic emphasis, as
well as total percentage, total mean, and the atandeviation for rhythmic emphasis among the

participants.
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Table 32

Individual Participants’ Frequency Of OccurrencesdAPercentages For Sequence, Total
Frequency And Percentages, Mean, And Standard Dewikor Both Methods Of
Improvisation Analysis

Self-analysis Comments  Self-analysis Comments

Participant  Frequency Frequency % %
Brubeck 4 2 44.4 22.2
Cooper 4 2 23.5 13.3
Goines 5 6 20.8 27.3
Haydon 1 2 3.7 8.3
Panella 1 1 5 7.7
Parker 4 4 16.7 15.4
Spencer 3 2 16.7 10.5
Total 22 19 15.8 14.8
Mean 3.14 2.71

Standard 1.57 1.7

Deviation

Range/Intensity

The range/intensity category was defined as teeofiexpanded ranges to emphasize a
different tone color, and/or to build intensity it the solo. The range/intensity category was
selected a total of 10 times during the categoaaalysis, accounting for 7.2% of the total
number of musical concept categories selected amalbpgrticipants. The average number of
instances of range/intensity among the performeas v43. The standard deviation of the

range/intensity category was 0.79. All seven pagodicts reported incorporating at least one
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instance of expanded range for tone color or intenstheir self-analysis. All seven participants
identified range/intensity less than 12% of thetat number of categories selected, with a range
of 4.2% to 11.1%.

Of the 128 musical concepts coded from the comsneraide by the participants, 11 were
range/intensity, accounting for 8.6% of the totainer of coded musical concept categories.
The average number of comments coded as rangesityteras 1.57, with a standard deviation
of .79. Brubeck was the only participant that maméid range/intensity more than 20% of his
total number of concepts (22.2%). Five participan&ntioned range/intensity less than 10% of
their total number of concepts. Table 33 displaygbvidual frequencies and individual
percentages for range/intensity, as well as t®eatgntage, total mean, and the standard

deviation for range/intensity among the particigant
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Table 33

Individual Participants’ Frequency Of Occurrencesd®Percentages For Range/Intensity, Total
Frequency And Percentages, Mean, And Standard Dewikor Both Methods Of
Improvisation Analysis

Self-analysis Comments  Self-analysis Comments

Participant  Frequency Frequency % %
Brubeck 1 2 111 22.2
Cooper 1 1 5.9 6.7
Goines 2 3 8.3 13.6
Haydon 3 1 11.1 4.2
Panella 1 1 5 7.7
Parker 1 2 4.2 7.7
Spencer 1 1 5.6 5.3
Total 10 11 7.2 8.6
Mean 1.43 1.57

Standard 0.79 0.79

Deviation

Other

The “other” category was included to ensure tlatigipants were not limited in their
choices. Participants selected “other” when a nalisievice other than the musical concept
categories designated for this study was being @yepl The “other” category was selected a
total of 3 times in the categorical analysis, acdimg for 2.2% of the total number of musical
concept categories selected among all participahis.average number of instances of “other”

among the performers was less than 1 (0.43). Tdmelatd deviation of the “other” category was
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1.13. Only one participant selected the “otherégaty within their categorical analysis
(Panella). This accounted for 15% of his total nemdf categories selected.

Of the 128 musical concepts mentioned during tmroents analysis, 11 were coded as
“other”, accounting for 8.6% of the total numbercofded musical concept categories. The
average number of comments coded as “other” wag Wifh a standard deviation of 1.40.
Cooper, Panella, and Spencer all made 3 commed&ias “other”, accounting for 20%,
23.1%, and 15.8% of their total number of conceptanes and Parker did not make any
comments coded as “other”. Table 34 displays inldial frequencies and individual percentages
for “other”, as well as total percentage, total meand the standard deviation for “other” among

the participants.
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Table 34

Individual Participants’ Frequency Of Occurrencesd®Percentages For Melodic Variation,
Total Frequency And Percentages, Mean, And StanDaxdation For Both Methods Of
Improvisation Analysis

Self-analysis Comments  Self-analysis Comments

Participant  Frequency Frequency % %
Brubeck 0 1 0 11.1
Cooper 0 3 0 20
Goines 0 0 0 0
Haydon 0 1 0 4.2
Panella 3 3 15 23.1
Parker 0 0 0 0
Spencer 0 3 0 15.8
Total 3 11 2.2 8.6
Mean 43 1.57

Standard 1.13 1.40

Deviation
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CHAPTER 5

DISCUSSION

Musical improvisation is the oldest form of musieapression. Prior to standard musical
notation, musicians repeated, interpreted, andtapenusly composed music for their own
enjoyment and to share with others. Yet this mastdelement of music is often absent in
current music classrooms, despite calls for ittusion. Publications have provided a variety of
personal approaches to improvisation. Often thegaemtial, pedagogical, approaches are
successful for a variety of ages and abilities. [i&¢ research exists that outlines the musical
concepts that professional jazz musicians emplalewinprovising, and those that do
investigate these concepts often do so well dfieotiginal performance, sometimes many
years. The stimulated recall method used here atlawe performers to reflect on those musical
concepts immediately following the performance lding them to more accurately categorize
the concepts they included in their improvisatibhe purpose of the present study was to
analyze the musical concepts that artist-level famgicians employ while improvising on a jazz
standard. Inquiries were made as to how each gaatitwas taught to improvise. Trends among

musical concept categories were identified.
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Individual Concepts Discussion

Memorized Lick

The memorized lick category was selected mosufratly among the participants during
the categorical self-analysis (31), and had thersgtighest occurrences (22) coded in the
comments section. Each participant cited at leastiostance of the memorized lick category
during his categorical analysis, and made at lastomments regarding memorized licks. On
average, participants reported memorized licks #m8s during the self-analysis and 3.14 times
during their comments. This category had the higbiegle number of occurrences by an
individual participant (Panella 10), accounting 5®% of his total number of musical concept
categories identified during his categorical analy§his attributed to the highest standard
deviation among the participants within a cated@r99). It's interesting to note that Panella
only made three comments regarding memorized liokgjever, it still accounted for a high
percentage of his total comments made (23.1%).

Participants in this study incorporated memoriteeds into their solos in a variety of
ways. Some comments were made regarding licksatbia inspired by the harmonic
progressions within the tune. Azzara (1999), Berlif1994), and Reeves (2006) discussed the
importance of developing a musical vocabulary ofmagzed licks to facilitate a variety of
harmonic changes, scale/chord relationships, amet ¢ttheoretical considerations. Spencer
discussed the process of creating this theoretibakbed vocabulary as a student.

| remember learning this tune when | was a freshmawollege. | went through all these

exercises. So the reason | asked you whether dwaw arpeggiation or a lick is because

it's a straight arpeggiation. It's just arpeggigtishown. It's basically the augmented triad
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of the major tonic chord, but it works over thaZ]@itered because it contains all the

right notes. So | used to practice that over aret ¢ill | could really play super locrian.

So itis an arpeggiation, but it's also a lick thptst remember, and it helps me get

coordinated leading to the [D] minor 7.

Goines commented on the use of a memorized liclatigate a chord change, “That was a
guote that Sonny Stitt uses a lot, but insteadafipg it literally, | used it to resolve to the IV
chord of the bridge.” Cooper discussed his thecaetipproach to “Take the ‘A’ Train” in his
final comment, and related its harmonic changesnlar tunes, creating a theoretically based
language that he reuses for each song.

| try to utilize the harmonic things that are theda “Girl from Impanema”, and “Watch

What Happens,” a Michel Legrand tune where thersgohord is that secondary

dominant, it’s that five of five chord, | will tentd use an augmented sound on that, or a

Lydian dominant sound on that to make that distirarn the first tonic chord.

Haydon, Panella, and Parker all cited blues infbesnwhen describing a memorized lick.
Several methods and pedagogies regarding impravisave espoused the blues scale as a
good starting point for developing licks in noviglayer’s vocabulary (Haerle 1975, Lawn &
Hellmer 1993, Fratia 2002, Tomassetti 2003). Pardicussed the importance of blues in his
own style of playing.

That (sings lick) occurs several times, and thaisgmack to my roots. My first

improvisation experiences were learning how to pkeyblues, so | tend to be a more

blues oriented player. One of the first playemttthed onto as a listener and as a

saxophone student was Jean Hammonds. Jean beirgf traat soul, bop, hard-bop kind

of thing, even though he did have roots going Hadker than that, he used a lot of blues
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licks. Cannonball Adderley is another one of myoi@e saxophone players who

sometimes did so gratuitously, and I'm infected.

Many improvisation methodologies advocate the irtgpare of transcriptions in the
learning process (Stamm 2001, Weir 2003, Knox 208@shall 2004b, Meehan 2004, Dahlk
2007). Most of these studies relate the processo$cribing and memorizing a variety of
melodic ideas to the process of language acquisilibey equate the process of improvisation to
that of a conversation with other performers. Dep#lg a strong foundation of musical ideas
allows performers to improvise more comfortablyheiiit fear of what they might “say” next.
Several participants in the current study refetoethese moments as quotes. Sometimes these
guotes were drawn from recordings of other musgi&oines characterized all of his
memorized licks as “quotes” from other jazz perfersa “Right there | had a little bit of a quote
out of “Cool Blues” by Charlie Parker, but | didiplay the entire quote in hopes that | kind of
disguised it a little bit.” He also incorporated@ote by Sonny Stitt on two separate occasions
during his solo. Cooper talked about including atgudrom the original improvised solo
recorded by Duke Ellington. Brubeck discussed tvaomants within his solo that were inspired
by melodic material from other songs: “for a secbatinost quoted ‘Gary Indiana, Gary
Indiana’ and then pulled out of it,” and “I almaBd ‘It's raining, it's pouring, the old man is
snoring’, but | didn’t really mean to.”

Monk (2012) discusses the importance of reusingsdbroughout a solo as a means of
unification within the improvisation. These ideas mtended to create consistency and structure
to an improvised solo. The present findings reftatt sentiment within both the sequence and
the memorized lick category. Goines mentioned repgie Sonny Stitt idea on two separate

occasions, though he did not discuss it as a m#amsfication. The reuse of ideas was also
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discussed within the “other” category. Brubeck, €@y and Spencer all commented on the
importance of developing a melodic theme as a mefmotivic development.

This brings into question the extent to which impsng is a spontaneous creative
approach to music performance. The use of pretegiitks, whether purposefully memorized,
or a result of previous musical experiences appedns a significant improvisational tool for
professional jazz performers. Sequences were atlgipart of this category, due to their
prescribed nature. However, upon hearing the defird for each music concept, Brubeck
mentioned the importance of sequences within his style of improvising. Since he was the
first participant, the sequence category was adloléae musical concept list. Memorized licks,
sequences, and the use of range/intensity aregathges of what Norgard (2009) referred to as
the “idea bank”. Idea referring to the “coherentsial structures that vary in explicitness and
extent. The term bank refers to the proceduralaamtitory memories of these ideas.” Sequence
and memorized lick were among the most often a@tddgories within this study, again
implying that much of the material that professiamasicians employ is pre-conceived material,

melodic content that has been practiced and reisedghout each participant’s life.

Sequence

The sequence category was indicated third mosh@fiimong the participants during the
categorical self-analysis (22), and had the fobrgfmest occurrences (19) coded in the comments
section. All participants selected the sequencegoay during their categorical analysis, and all
the participants made a comment coded as sequenceverage participants reported the
sequence category 3.14 times during the self-aisalgsd 2.71 times during the comments

analysis. Two participants varied greatly from titleer five during the self-analysis. Haydon and
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Panella only reported 1 instance of a sequenceofitex five participants averaged 4 instances
during their categorical analysis. Goines (6) aatker (4) made several more comments coded
as sequence than the other five participants, whmaged a little less than 2 sequence
comments. These differences attributed to fairghlstandard deviations for both methods of
analyses (1.57 for SCRIBE, 1.70 for comments). Asitioned earlier, this category was
originally included in the definition for the meniwed lick category because of its prescribed
nature, but Brubeck emphasized the importanceigitlusical concept in his own style of
playing.

Sequences are often used to navigate chord chandewsodulations in all styles of
composition and improvisation. Sequences frequdérgbome a part of jazz performers’
vocabulary allowing them to facilitate similar cdarhanges from one song to another (Azzara
1999, Reeves 2006, Berliner 1994). Spencer spod#etail about one sequence’s functionality in
a comment he made. “Clearly a sequence. Choosiagetthat augmented tonic chord over the
second chord, because you're basically dealingamtalf step, it just makes an easy approach to
a sequence.” Similarly, Panella reported usinggaeece to address the altered second chord in
“Take the ‘A’ Train”. “That turn around right theréthink I've probably used that a lot. It's a
turn around sequence with some flatted ninths.’'n@®ispoke about the importance of varying a
sequential pattern during one of his comments gayin

Ok, that was sequencing right there, but | didoftejget the sequence that | wanted. So

that’s one thing that happens in jazz. We try t&ensure that we listen organically.

We're not trying to play things that are memorizdidhe time. We want to really play

the music. When you play something you don’'t nem@gswant to play, or it doesn’t

come out exactly how you wanted, you have to figauehow to take that and make it a
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part of your expression...So it was sequencing, tuas a sequence that | didn’t intend

to do. I tried to figure out how | was going to Wwany way out of that | to ultimately

resolve to the one chord of the last A section.

Several comments coded as sequence were also asdedle/mode or chord/arpeggio,
implying that sequences might be used as a tamhtgyate the chord changes that occur in a
song. This theoretical approach to improvisatioggests a great deal of spontaneous creation
despite the use of practiced, memorized patteriks. d_verb that gets reused in a variety of
places within a speech, sequences seem to be Inadttexns of musical dialogue that are reused

in a variety of ways during an improvised solo.

Range/intensity

The range/intensity category was one of the leagukently selected musical concepts
(10 and 11), though each of the participants is $tudy noted at least one example of range
and/or intensity employed during his solo, perhsyggesting a formulated high point within
each performers improvisation. Participants ontligated this category an average of 1.43 times
during their categorical analysis and 1.57 timesndutheir comments. The standard deviation
for this category was low among the participantsrduboth modes of analyses (0.79),
conveying some agreement among the participanksnathis category.

Several pedagogical methods provide suggestionsflementing melodic energy and
dramatic shape into a solo (Tomassetti 2003, FE&6, and Kane 2006). Kane featured this
concept in his article, providing several ideastfoilding intensity within a solo: playing in a
higher register, playing faster and more techrpeaisages, agogic accents, unexpected phrasing,

louder volume, repetition of a phrase, and disso@an
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Participants in this study reported using fourh&fde “tools” during their solo. Each
performer commented on the use of range to shapeatitour. Spencer: “So | told you there |
really wanted to play a D. | wanted to play (sings)octave...but then | was thinking about the
fact that we're in a hotel, so | went with the Biften the use of an extended high range is used
in conjunction with a louder volume. Brubeck illteges this idea in his comment:

| wasn't sure if | was playing two choruses or thrieut | was trying to sort of build an

arch so | was ending up high in my solo. Sort afidpclosure to the solo. A little more

power.
Each of the participants reported using the uppergf their register to emphasize a moment
within the piece, however Cooper commented on pa@ting his lower tessitura: “I'm starting
simple and low. | try and do that to give myse#tarting place. So | started low on the horn...”
Brubeck, Cooper and Goines all incorporated intgrisrough the use of a long held note.
Goines: “lI wanted the intensity of the sound to edhrough a held note because we don’t
always have to play intensity by playing lots ofe® We can play longer notes and still be
intensified.” Brubeck and Cooper also discussedniportance of listening to the
accompaniment at those particular points. Goings @entioned a moment in which he used the
“repetition of a phrase to create intensity” in sdo.

Upon listening to the solos and hearing the deBorip by the participants, a pattern
began to form regarding this musical concept. Athe performers reported, be it through the
categorical analysis or the comments they madgevariensity at what appeared to be the high
point in their solo. Each solo lasted around 9®sds. These particular intense moments (some
participants identified more than one range/intgnsioment) ranged from 50 seconds to 77

seconds into their solo. The average point amoagémticipants was 67 seconds. The
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professional musicians that participated in thislgtall appeared to be aiming for a similar
dramatic moment in their solo. This approach tenstty and drama is often echoed in great
books, building towards a high point around 2/3rtithe way into a story. While this certainly is
not the only prescription for intensity within anprovised solo, it does seem to be a popular

format for the participants in the present study.

Rhythmic Emphasis

The rhythmic emphasis category was one of the feagtiently selected categories in
both modes of analyses. Neither Cooper nor Padgarted a moment of rhythmic emphasis. It
is interesting to note that Parker is a percussipand he cited “lots of rhythmic ideas” as a
concept he emphasized in his early-improvised sélesnentioned a greater emphasis on chord
substitutions and melodic development when disogssie musical concepts he currently
emphasizes. Several participants in the currediysseaemed to be focused on other musical
concepts, despite points of rhythmic complexityhiteach of their improvised solos. Panella
only indicated this category one time during higegarical analysis. Brubeck made one
comment regarding this category. He discussed eopated moment in his solo, suggesting that
a drummer might have picked up on the rhythmic idealive setting and responded similarly.
It is possible that a lack of live musicians instbtudy, and in particular a live drummer limits
some sense of rhythmic emphasis within an improvesgo. Spencer did not select rhythm in his
self-analysis, but made three comments regardgahcept.

Goines (5) and Haydon (6) both emphasized thiggoayan their analyses. This category
accounted for more than 20% of their total selflgges data. Goines made fewer comments (2),

but Haydon made 5 rhythmic emphasis comments atioguior 20.8% of his total comments.
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Goines discussed the importance of this categomysifirst comment, “In the break right there
after the melody is played, I'm more interestethia rhythmic precision to try to make sure that
music continues to move forward. Because the hieblke the moment of truth.” Haydon and
Spencer both spoke about the use of rhythmic displant in their solos. Spencer: “I like off-
kilter rhythmic ideas as well, that lead back te thnic chord. So creating some rhythmic
tension to get back to the | chord again.”

Rhythm is a fundamental concept used in severaiesg@l improvisation methods
(Coke 1964, Meadows 1991, Lawn & Hellmer 1993, &ma0D03, Volz 2005, Kane 2006).
Beginning musicians are often encouraged to explorthm before adding the complexity of
performing the “right notes.” Burnard (1999) suggeshat elementary students chose
percussive instruments because it enabled thenttoporate familiar bodily movements.
Snyder’s sequential approach begins exclusivell wiythmic exploration. Students echo claps
and begin to create original rhythmic patterns #ratsubsequently echoed by others. Notes are
added slowly while rhythmic variety remains a foeuthin this method. Rhythm is also a
fundamental concept for many beginning band methbdspossible that rhythmically driven
ideas and motives might be such a natural pammiesmusicians' vocabulary that they produce
complex rhythmic patterns without conscious effbke an elegant speaker who pauses

appropriately, varying the speed and patternseif 8peech to engage the listener.

Other
The “other” category was included to address angioal concepts that were excluded
from the prescribed categories in this study. Rawehs the only participant that selected the

“other” category during the categorical self-anayselecting it 3 times. Five participants made
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comments that did not correspond with the defingiof the prescribed musical concept
categories, and were thus coded as “other”. Co#arella, and Spencer all made 3 “other”
comments. This accounted for 23.1% of Panellaa mmimments. Brubeck and Goines both
made 1 “other” comment.

Six of the 11 comments coded as “other” addredsediea of motivic or thematic
development. Spencer, Panella, and Cooper all m@denents that expressed this concept in
their solo. All of Panella’s “other” comments wesdated to the idea of motivic development.
His first comment sets up this motivic dialoguetttgccurs throughout his solo:

I’'m big on motivic development in this instancée&rned to talk with my horn, so it's a

combination of things | would classify as “othels&cause it's not melodic material, it's

not a lick necessarily, and it's not necessarggquence. I'm always trying to sing what

| play, and play what | sing. | sing memorized mialehe same way | would speak a

familiar phrase, but it still has meaning for méey're not necessarily the brain shutting

off. I'm still speaking thoughtfully.
As the solo went on he continued to develop nem#ii ideas in his solo, discussing the
importance of this concept in his own method o€h#ag improvisation:

That first idea is sort of a meaningless idea thetrepetition of it sort of gives it

emphasis and eventually gives it meaning, and sagpeat it. It's like the storytellers

rules of three. You know Three Little Pigs? At thed instance of the occurrence the
story changes. So | use that device when | playesioms. I'll play an idea and try and

approach it from the standpoint that nothing isrevasted. That the dumbest idea, even a

wrong note, if played again and again and workedutdph will actually turn out to be a

much more creative and interesting part of theystds opposed to playing something
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(sings) and abandoning it. | try to emphasize titt my students. Take simple ideas
and build upon them, and thereby engage listendtsat regard, taking them along to
figure out what he’s going to do with the idea.

In his last comment, Panella discussed how hisedutational background influenced this

approach to thematic development.
The reuse of ideas is something that, to me, he@ssolo together. One of my teachers
was Rich Madison, a great jazz euphonium playet henalways talked to us about
telling stories, and about playing to someone enahdience. So | try to make sure in my
playing that I'm playing to people and not at théntdloesn’t mean necessarily that I'm
trying to play dumbed down stuff, but I'm alwaysgitig to carry them with me. Whether
I’'m doing an original tune or that kind of thinggKe the ‘A’ Train], | do my best to use
motivic development to carry the ideas throughhsa the audience follows along with
what I’'m doing.

Spencer’s first comment incorporated two musicalcepts, using a motive to connect the first

two chords of the A section:
So I'm just trying to build a motivic idea (sindsetmotive), and just introducing the idea
of a flat 9. You know because of those first twarmdes. | think modally because that’s
how | was brought up at the North Texas schooboking at things. So when | see
changes | see chord/scale relationships immedjaelym trying to set up that dialogue
between those first two changes of straight magosws the altered or Super Locrian
actually.

This musical concept is mentioned in improvisatieethods and research. Squinobal (2005)

discussed John Coltrane’s use of thematic developorehis albunA Love Supremé&his is
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the focus of Tomassetti’s (2003) third step inthesthod for teaching beginning improvisers.
Norgard (2008) identified this as one of the fowrsical concepts that were common among his
participants. It appears that this concept shoalcetbeen a category within this study; however,
participants in a pilot project expressed concemr the large number of category choices
during the categorical self-analysis. Two partiagan the present study expressed similar
concerns. Adding another category might have cdeatéra confusion during the categorical
self-analysis. The comments portion of this studg\wmcluded to address this issue.

Phrasing is another musical concept that is meaton methodologies for teaching
improvisation. This is the basis for Tomasset@8(@3) first step for beginning improvisation.
Berliner (1994) discusses the importance of devetplmgical phrases in a solo. Brophy's
(2005) experiment found that 9 year olds were naglept at developing phrases than they were
at 7. Spencer made two comments that addressesimipraithin his solo:

But | don't like the way I'm ending every phraseshould have played through a few

more phrases. | don’t know why I'm bringing alltbe phrases to a conclusion, like a

four bar phrase. | think it's because we’re in aademic setting. | feel like need to make

sure the audience understands that that’'s a phrase.
His other comment addressed the overall archite@nd phrasing of his solo:

Ok so that was like my brain being like &38ote behind everything. | knew what |

wanted to do, but | wasn’t quite, | was thinkingllwee’re ending the second chorus, so |

should bring things down. So | was actually figgtimith myself not to keep building. |
knew | only had four bars left to bring this thitaya close, so | thought ‘Oh God, | better
get down, bring the plane down’.

Haydon, Cooper, and Brubeck each made a commerdithaot coincide with any of
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the categories discussed in this study. Haydoniomed a moment in which he ornamented a
melodic idea. In his first comment, Brubeck refer$iis opening motive as a “pure
improvisation”, suggesting that it did not fit amusical concept framework. It is interesting to
note here that he was the only participant thandidreceive formal training for improvisation.
It is possible that these spontaneous, uncateghnzasical ideas would be more prevalent with
artists of similar backgrounds. Coopers uncategdrzomment addressed another common tool
used by professional jazz musicians:
That's really kind of an important one. In the aoganiment there’s a lick that the guy
plays (sings). By the time | heard it | respondedim. | played in whole tone though on
the V of V chord, because that’s the second chof&’iTrain, that secondary dominant.
So on the secondary dominant | convert that overttole tone and | play the rhythmic
thing. I'm answering it.
The lack of live musicians to react and communieath is certainly a limitation of this study.
Brubeck advocated the dialogue that occurs betwaesicians during an improvised solo:
As you get better, you learn to get out of yourspeal headspace and listen and react to
what other people in the band are doing. This k@apsov fresh because there are an

infinite amount of possibilities on the bandstaaddact to. That's improvisation.

Melodic Variation

The melodic variation category was selected 18ditheing the categorical analysis.
This was the fourth most often selected categocp@ating for almost 13% of the total concepts
in the self-analysis. Participants were much lgsdyl to discuss instances of melodic variation

during their comments. This category was only dssed 7 times among all participants during
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the comments portion of the study. This was thstlegentioned category, only accounting for
5.5% of the total comments analysis. It remainsg@een why this category elicited fewer
remarks from five of the six participants that st it in the categorical analysis. Haydon
selected it 5 times, but did not make a commeatedlto melodic variation. Spencer selected it
four times, accounting for 22.2% of his total saffalysis, but only made one melodic variation
comment (5.5%).

Most participants just mentioned this categoryasging, stating that they were
“emulating the train idea,” or playing “a little gte of “Take the ‘A’ Train”.” Spencer went into
detail when discussing a melodic variation instanoeorporating several musical concepts.

That's a combination of using both the tune andingak into sort of a rhythmic

variation.I'm piling up at that point, the ideas of the argegion that | introduced early,

the melody, a melodic variation in what I'm doirggpd the harmonic ideas at the same
time.
Like rhythmically driven motives, melodic variatiemanother basic tool introduced to beginners
in several personal methods (Marshall 2004b, Sn2€68). In his questionnaire, Brubeck cited
melodic variation as a concept that he used asiagyperformer. He listed both “sense of
melody” and “variations of the melody” as concepist he emphasized in early improvised

solos, however he did not indicate an instanceabdic variation in either mode of analyses.

Chord/Arpeggio and Scale/Mode
The chord/arpeggio and scale/mode category witliseussed together because of the
similarities these concepts share. Both musicatepts address the harmonic implications of the

chord changes. Scale/mode was defined as the aspasticular scale or mode to shape the
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melodic contour of the solo. There are a varietgifons in regard to this concept. This could
include any of the standard scales and modes assvaltered scales developed within the jazz
community (blues, altered pentatonic, etc). Chorgéygio was defined as the use of chord
spellings and their related arpeggios to shapenedic contour of the solo. The focus here is
on chord qualities and melodies shaped by choegainiques like arpeggiation. Both concepts
are used to navigate chord changes, and occagidhafies concepts were employed
simultaneously when discussing moments within pigdnts' solos.

The chord/arpeggio category was selected fourtst witen during the categorical self-
analysis (19), but it had the highest occurrenceled in the comments section (27). Two
participants (Cooper and Panella) did not selexttiord/arpeggio category during the self-
analysis, however, all the participants made atleae comment that was coded as
chord/arpeggio. On average participants reporteddzarpeggio 2.71 during their categorical
analysis and 3.86 times during their comments amaly his category had the highest number of
comments made by one performer (Parker, 8), acotwufdr 30.8% of his total comments. The
standard deviation for this category was high ithboodes of analyses (2.29 and 2.67), due to
varied emphasis of this category among the paantgp Haydon (6), Parker (8), and Spencer (5)
all indicated this category 25% or more of thetat@omments made, while Brubeck and Cooper
only made one comment coded as chord/arpeggio.

The scale/mode category had the second highegteney during the categorical self-
analysis (24), and it had the third highest ocawes in the comments analysis (22). All seven
participants selected the scale/mode category glthigir self-analysis. Brubeck was the only
participant that did not make a comment coded al®sunode. The mean for this category during

their categorical analysis was 3.43. Participanésage 2.86 comments. This category
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represented more than 23% for both modes of CameParker’s analyses. This category
accounted for more than 20% of Goines's total categ) analysis data, but his comments were
similar to the average. Like the chord/arpeggi@gaty, the standard deviation for this category
was high in both modes of analyses (2.15 and 2di#) to varied emphasis of this category
among the participants. Haydon and Brubeck onlgnted one instance during their self-
analysis, but Haydon made four comments relategdtes. Spencer selected this category 3
times during his categorical analysis, but only snade scale/mode comment, accounting for
5.3% of his total comments.

“Take the ‘A’ Train” was selected because of tlierad second chord in the progression
and the emphasis of a different tonic sound irBlsection. This was done to ensure that
performers were not blanketing simple diatonicditkroughout their entire improvised solos.
That altered chord occurs in the third and fourdasures of each A section in “Take the ‘A’
Train.” Eleven of the comments coded as scale/naode’ of the comments coded as
chord/arpeggio occurred during the first four measwf the A section. Fourteen comments
coded as chord/arpeggio or scale/mode were madwggdhe last four bars of the A section.
Participants commented on these categories adb8& times during the A section. Each
participant soloed over the changes for the A saditimes, totaling 48 bars. The B section
produced a total of 15 comments coded as eithés/swade or chord/arpeggio. The B chord
progression was played twice, accounting for olyrieasures of their solos. While many of the
comments about chord/scale relationships were mhtin the altered second chord, the B
section incorporated higher rates of these concepts

Cooper, Goines, Panella, and Spencer all commeittegt the significance of the altered

second chord. Spencer’s first comment relatedeéddralogue” between the first chord and that
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altered second chord:
So I'm just trying to build a motivic idea (sindsetmotive), and just introducing the idea
of a flat 9. You know because of those first twarmes. | think modally because that’s
how | was brought up at the North Texas schooboking at things. So when | see
changes | see chord/scale relationships immedjaelym trying to set up that dialogue
between those first two changes of straight magosws the altered or Super Locrian
actually.

Goines also described the altered second chdeinms of modality:
Again that’s that Mixolydian/Lydian kind of sometigi I'm doing, but | employed it
inside of a major augmented fifth chord. And thédking place over the Il chord in
“Take the ‘A’ Train” because it has a sharp 11tin i

Panella spoke about his shift in soloing stylesatimls a more “theory oriented” harmonic

approach when dealing with augmented chords:
In that instance there when | get to chords, paldity augmented chords, augmented
major 7's, | tend to become more theory orientetb have vocabulary. | do know the
lay of the land on my instrument, but at that pdimttrying to make sure that I'm
outlining that harmony. Whereas in other instant#'s ii V I's, turn around cycles, I'm
not thinking very much at all about the actual hamgn But on a tune like this when I've
got that augmented, some people play it as an autgeh€lominant seventh or a
dominant seven flat five, I'm trying to bring thgiality out at that point. So it tends to be
a little bit of a gear change for me where the thespect of things will kick in.

Cooper made comparisons to the present tune aed $thgs that incorporate a similar altered

chord:
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On “Girl from Impanema” and “Watch What HappensMechel Legrand tune, where

the second chord is that secondary dominant,hésfive of five chord, | will tend to use

an augmented sound on that, or a Lydian-dominamidon that to make it distinct from
the first tonic chord. Though the chord moves ustep, | will use something to make
those two chords sound a lot different, becautends to be that a lot of guys will just
blanket. So on this tune in particular, there vgag | improvise over it and the tunes that
are like it that I named.

Chord/scale relationships have remained a focusfovisational research and
pedagogical modes of improvisation methodologiebil®\this concept is simplified or held out
of some beginner jazz improvisation approaches,aften a point of emphasis in many of the
books and advanced improvisation articles (Berli®34, Coker 1964, Fratia 2002, Haerle
1975, Julien 2001, Poulter 2008, Reeves 2006, 8ayd971, Snyder 2009, Squinobal 2005,
Steinel 1995, Tomasetti, 2003, Weir 2003). Sevestarch-based studies have suggested that
high achieving improvisers understand the harmsetricctures and theoretical knowledge within
the jazz idiom (Madura 1996, May 2003, Norgard 200@rd-Steinman 2008). Norgard
reported the harmonic structure as the most ofted musical concept among the artist-level
jazz musicians that participated in his study. @fswale relationships are often a key element of
jazz improvisation classes and lessons. All setigipants in the current study discussed the
importance of scale/chord relationships in thegsjionnaires. Brubeck, who did not participate
in a class or lessons, mentioned, “understandiaghiord structure, and outlining/arpeggiating
the chord” as a point of emphasis in his early solo

Goines and several researchers and pedagoguesoréies musical concept as the

language of jazz. Horowitz (2010) discusses thalaiities between language acquisition and

128



the process of learning to improvise in his bddle Improvising MindHe draws parallels
between the linguistic rules that are learned a@arlgnguage acquisition to that of harmonic
rules that are learned by aspiring improviserst&enic scales are often used as a starting point,
providing basic functionality for a variety of haomic settings. As novice improvisers become
comfortable with these basic building blocks of jliez vernacular, more advanced concepts like
chord/scale relationships and standard harmonigrpssions are incorporated. Advanced
improvisers learn to incorporate a variety of chandl scale substitutions that operate like a
thesaurus, allowing the performer to vary melodgzais resulting from standard harmonic
changes. As they become adept at incorporating thiésred sounds over familiar chords, they
begin to apply them to more complex harmonic changkese two concepts were among the
most selected categories in this study. Memorimgdi$ the only category indicated more often
overall; however, participants made five more comt®ieoded as chord/arpeggio than
memorized lick. These two concepts were also usa® wften in conjunction with another

concept.

Conclusion
This study suggests four musical concepts thattdevel jazz musicians employ most
often in their improvised solos: memorized lickisp/arppegio, scale/mode, and sequences.
“Take the A Train” was selected because of itsadhohord progression and in particular the
altered ii chord. Perhaps as a result, half otthecepts emphasized were related to the reading
and interpretation of harmonic implications withims song. While the stigma still exists that
jazz musicians are simply pushing down buttonsraaking things up as they go, the current

research suggests that these musicians are exyraemkltrained and well versed in theoretical
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implications of the music they perform. None ofdbenusicians were told in advance what tune
they would improvise over, yet all were very familivith the song and its chord changes.
Participants also used memorized licks and seqsdonagavigate specific harmonic
changes within their solos. Horowitz (2010) makesnections between memorized material and
early speech acquisition. Similar to toddlers leggrio speak through imitation, improvisers in
all disciplines seem to draw from previously learmeusic material. These groups of memorized
phrases and ideas are often employed without coms@ffort, like a verbose speaker drawing
from past experiences of public oration. Tools hikemorized licks and sequences, as well as an
understanding and application of chord/scale @hstiips provide the foundation for jazz
improvisers. Music educators would serve their siisl well to emphasize these concepts when
teaching them to improvise. There are a varietyavsonal methodologies available to novice
jazz improvisers that present sequential approachiesroducing all of these concepts. It is up
to us as educators to find what works best fomasaur students. We cannot let fear of the
unfamiliar continue to be the reason that we dopmoperly educate our students in this most

fundamental style of music making.

Questionnaire Discussion
Each participant filled out a questionnaire aft@tching and commenting on their solos.
These nine questions were created in hopes oflnegdeends in the pedagogical background of
each participant in regard to jazz improvisatione Thought was that different styles of learning
might translate to different musical concepts thate emphasized. Most of the participants had
similar backgrounds in their improvisation educati8ix out of the seven participants had at

least a masters degree in music education or pesafoce, and four had earned their doctorates.
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All participants began learning to play an instraing& a young age, ranging from 5 to 12 years
old, with most beginning around age 9. Five pgrtaits reported improvising on other
instruments regularly. All seven reported partitiipgin jazz combos. Most participants also
reported performing in wind bands, orchestras,rachkl bands as students. See appendix A for
complete questionnaires from each participant.

Six participants reported studying improvisatigivgtely with a teacher and/or in a class
setting. When asked what was emphasized in theserie and classes all but one of them
reported scale/chord relationships and navigagipgal chord progressions (ii-V-I). Goines
again refers to this as “learning the languagent |’ Berkowitz (2010) suggests the importance
of harmonic understanding for improvising keybosrdanging back to the Baroque period. He
refers to musical treatises that outline the imgoaee of the theoretical knowledge of harmonic
progressions when learning to improvise. Chordéspalationships are like the grammar of
improvisation. Performers become “articulate” impsers when they are able to apply these
rules without thought.

When asked what musical concepts they emphasgedwce performers, four
participants again cited playing the correct chadrdnges. Participants also stressed melodic
variation/development and blues inspired licks whisicussing early efforts at improvisation. It
is interesting to note that Parker listed rhythidgas as both a concept he emphasized in early
efforts at improvisation and one that was stregsethsses, yet he did not make a comment or
select rhythmic emphasis in his self-analysis. Asmtioned in the discussion, it is possible that
rhythmic ideas have become such a natural paraddePs improvisation language that he is not
aware of moments that observers might infer ashrhi¢ emphasis.

Participants were then asked if those emphasiaedepts had changed over the years.
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Cooper and Goines both responded that they hachaoiged. Cooper wrote “ not playing wrong
notes! Playing the correct chord changes” in hspoase to the initial question. Goines simply
wrote “melodic development” as the most importamiaept employed in early and current
improvised solos. Haydon, Parker, and Spencepalke about making more complex musical
choices. Haydon wrote “Getting deeper into mustoaicepts such as scales (beyond diatonics)
and chord substitution.” Similarly Spencer wroteohcepts are at a much higher level, and there
are a greater number of concepts being used sinealtesly.” Brubeck echo's these sentiments
and goes on to discuss the importance of listeantgreacting to other performers in the band.

All musical experiences lead to increasing yoyprov vocabulary. Quoting other

musical material. When you start off you are vesyicerned about having your personal

playing skills together. As you get better, yoarleto get out of your personal head space

and listen and react to what other people in rehkare doing. This keeps improv fresh
because there are an infinite amount of posséslit.. That's improvisation.
When asked who or what inspired this change, nmiasteoparticipants cited listening to and
performing with other great jazz performers. Soramfed to continuing classroom education
and clinics on improvisation. Panella offered detént reason for this change, saying “I got
tired of finding myself playing the same ideas amtked on singing and playing and using my
brain the same way in either instance.”

It seems clear that developing a clear understgnafi chord changes and their
relationships with related scales is paramounagmiring improvisers. Several also discussed the
importance of creating, developing, and imitatinglodic ideas in their improvisations. There
are a variety of books and articles available #miress these concepts, and provide quality

exercises for novice improvisers. Reeves (2006¢ridgq1975), Salvatore (1971), and Lawn &
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Hellmer (1993) are all books devoted to explorihgrd/scale relationships in jazz
improvisation. Coker (1964) continues to be a paphbok in jazz education and improvisation
courses. It provides a well balanced approach doesding all the concepts emphasized in this
study. Over the past 30 years several music jositmale provided a variety of pedagogical
methods for jazz improvisation. Many of the artscfecused on developing novice improvisers
address the same concepts that participants icutinent study emphasized in their early
improvisations (Azzara 1999, Dahlke 2007, Frati@2®Xnox 2004, Meehan 2004, Snyder
2003, and Tomassetti 2003). It is up to currentimeducators to seek out these sources and

begin implementing these methodologies in theisstiaoms.

Limitations

Participants in the current study were selectexdbse of their mastery of the jazz
improvisation idiom, varied instrumental focus, arthtive close proximity at the time of the
observation. The participant pool was originallgemded to be ten, but due to scheduling
conflicts three participants were unable to congthe investigation. A larger group of
participants would increase the validity of thereut project. All participants were male,
perhaps suggesting some gender bias in the results.

Six of the seven participants received formal j@aming in bachelors and masters
programs. Four of the participants earned doctsratperformance or education. Brubeck was
the only participant that did not participate inpimvisation classes, though he did speak of
informal lessons with his father (Dave Brubeck) attier jazz musicians that he encountered at
home and on the road. A greater variety of edunatibackgrounds could reveal different trends

in musical concepts among professional jazz imgergi.
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The method for this project also created soméditioins in the current study. The lack of
live musicians serving as a rhythm section forabeompaniment may have affected the results.
The interplay among jazz improvisers was missdtierpresent study, however, some
participants mentioned listening and reacting tawwas happening in the recording.

A lack of SCRIBE software training among the pap@ants may have affected the results
in the present study. Due to the large number cficailiconcepts and corresponding buttons,
some participants expressed concern that they anag ‘fmissed one or two” of the musical
concepts during the categorical analysis. Becatisme restraints, participants were given
instructions on the software, but no training wdshmistered.

One participant familiar with Norgard's researabntioned that a visual representation
might aid in his interpretation of the musical cepts that he used in his solo. Norgard used
computer software that provided basic transcrigtimm participants to refer to while

commenting on their improvisation.

Implications for Further Research

The current study was completed to add to thenéhtarature regarding jazz
improvisation, especially as it relates to musiagaadion. There are an assortment of scholarly
achievement studies and personal methodologiesdiagamprovisation and its implementation
in public schools. However, little research potatexactly what professional improvisers are
thinking while they improvise, and even fewer sasdexplore any parallels that might exist in
successful music classrooms today. The books améestthat do investigate the musical
concepts artist level musicians employ are oftamedeell after the fact, asking artists to reflect

on recordings that happened years prior to theviewe. It was for this reason that the
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observational method of stimulated recall was usebis study. Future research should
investigate what skills are being taught in effeetpublic school programs, to see if there are
correlations between those concepts and the oitiegdtoy artist-level musicians.

A great deal of research exists that exploredliffierences in observable behaviors of
expert versus novice teaching, performing, condggtetc. In a pilot project that included
college students enrolled in a performing jazz erde, results revealed much higher instances
of scale and chordal concept categories with moalett frequencies of the memorized lick
category. Investigations should be made into thsicaliconcepts that novice jazz performers
employ while improvising. Subsequent comparisomslzamade to the present and similar
research to aid teachers in the implementatioreddgogical methods that will foster better
results for aspiring jazz improvisers.

As mentioned in the limitations, results from giresent study might be skewed as a
result of the participant's educational backgrouitds possible that many of the professional
jazz musicians that perform regularly today recgitggmal training at an institution of higher
learning. Future research should be completeddamee any differences that might exist among
professional improvisers without any formal tramin

“Take the 'A' Train” was selected because of @sed harmonic changes, especially the
altered ii chord in the'8and 4" measures. This jazz standard requires more frqunovisers
than simply blanketing riffs over a diatonic scatarther research should be completed to
examine the musical concepts professionals emplolewnprovising songs from other styles of
jazz, such as the blues, bebop, and avant-garde.

The interactions among improvisers and the rhyskotion provide a great deal of

spontaneity and excitement in live performancesil&\this study lacked that spontaneity with
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the recorded track, several participants reporgtering and reacting to what was being played
in the accompaniment. Future research should ilgagstthe effects of a live rhythm section on

the musical concepts that are employed during gmawised solo.
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Chris Brubeck

Chris Brubeck is a performer (trombone, bass,@ignitar, singer), composer, and band
leader. He actively tours and records throughoaittbrld with the Brubeck Brothers Quartet, a
jazz combo founded by he and his brother Dan, dsasdriple Play, a blues/jazz/folk trio with
guitarist Joel Brown and harmonica “virtuoso” Pé¥adcat Ruth. He has recorded over 40
albums with a variety of combos and orchestrasb8cld is an award winning solo and
orchestral composer. In 2007 he was the recipietite)ASCAP Deems Taylor Award for best
composition for a television audience. Several doehowned symphony orchestras have
commissioned and premiered new works by Brubedhk,ding the Boston Pops Orchestra, the
Czech Symphony Orchestra, the Concord Chamber Migiety, and the London Symphony
Orchestra. Many other premiere orchestras havemeeld his compositions, including Houston,
Baltimore, Pittsburgh, Washington, the Royal Phithanic Orchestra, the Russian National
Orchestra, and the Singapore Chinese OrchestrbeBkihas also collaborated with a variety of
talented popular music artists, including Merylegt, Willie Nelson, B.B. King, Bela Fleck,
Bobby McFerrin, Tower of Power, and Patti LabeldewnBeatwrote that “Chris Brubeck is
probably one of the finest performing jazz tromistsiaround today,” and th®s Angeles Times
wrote that “Chris has become one of the most capelelctric bassists, delivering imaginative

solos.” (Brubeck, n.d.)
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Jack Cooper

Dr. Jack Cooper is a performer (saxophone, fititgjnet), composer, and educator. He
received his Bachelor of Arts and Master of ArtmifrCalifornia State University, and his
Doctorate of Musical Arts from the University ofXaes in Austin. Cooper toured and recorded
with the U.S. Army “Jazz Knights” from 1989 to 19%%e continues to perform with a variety of
jazz and popular music artists, including Manhafteansfer, Smokey Robinson, Kenny Rogers,
Ray Romano, Macey Gray, Brian McKnight, the Temptet, Tim Hagens, Peter Erskine,
Marvin Stamm, Bobby Shew, Mulgrew Miller, Gary FastBenny Powell, and Christian
McBride. Cooper's original compositions and arranegets have been performed and recorded
by a variety of music ensembles, including the &aWind Symphony, the Westchester Jazz
Orchestra, the Woody Herman Orchestra, the Menf¥msphony Orchestra, the Grand Junction
Symphony, the Summit Jazz Orchestra (Germany)JtBe Army “Jazz Ambassadors,” the U.S.
Navy “Commodores,” the Rob Parton Jazz OrchesteCavini String Quartet, the Ceruti
String Quartet, Alma Latina, and DEKA Jazz andBinass 5. Cooper is a staff arranger and
clinician for Alfred/Belwin Jazz Publications. He also the founder and musical director of the
Jazz Orchestra of the Delta. He currently sergdb@Jazz and Studio Music Area Coordinator
for the University of Memphis where he has taugite 1998. In 2010 the University of
Memphis awarded him the Alumni Association Distirstned Achievement in the Creative Arts

Award. (Cooper, n.d.)
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Victor Goines

Victor Goines is a performer (Saxophone and Cédyjrcomposer, and educator. He
received his Bachelor of Music Education degreenftmyola University and his Master of
Music from Virginia Commonwealth University. Goinastively tours around the world as a
member of the Lincoln Center Jazz Orchestra. He @lsrently tours with the Wynton Marsalis
Jazz Septet, and is the founder and band leadbke dfictor Goines Quintet/Quartet. He has
recorded over 50 albums with a variety of jazz comibig bands, and orchestras. He has also
performed on a number of movie and television stractls. In 1991 he was the winner of the
New Orleans City-Wide Jazz Saxophone Competitisnwyeall as the Best of New Orleans Jazz
Competition. Goines has performed with many acagifazz and popular artists, including
Terence Blanchard, Ruth Brown, Dee Dee Bridgew&ay, Charles, Eric Clapton, Bo Diddley,
Bob Dylan, Dizzy Gillespie, Freddie Green, Lionerpton, Freddie Hubbard, B.B. King,
Lenny Kravitz, Branfrod Marsalais, Ellis Marsallgmes Moody, Willie Nelson, Dianne
Reeves, Marcus Roberts, Diana Ross, The Four TdyesTemptations, Stevie Wonder, Chick
Corea, Ahmad Jamal, Jimmy Heath, Benny GolsonH&welerson, Shirley Hom, Natalie Cole,
and Paul Simon. Goines has composed over 70 origor&s, including a commissioned piece
by the Julliard Dance Division, in celebration béir 56" Anniversary. Goines has been the
Director of Jazz Studies and Professor of Musid@thwestern University in Evansville,
lllinois since 2007. He also served for seven yaarartistic Director of Jazz Studies at the
Julliard Institute of Musical Art. Goines is aniaetclinician for a variety of foundations,

associations, camps, and universities. (Goines), n.d
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Geoffrey Haydon

Haydon is a performer (piano), composer/arrarggucator, and published author. He
received his Bachelor of Music degree from the @rsity of Richmond, and his Masters and
Dotorate of Musical Arts from the University of Tain Austin. Haydon has performed around
the world as a classical and jazz soloist. He péstorms with the Haydon-Lyke Piano Duo, the
American Music Trio, the Haydon/Parker Duo, the Mah-Haydon Jazz Quartet, and the
Georgia State University Faculty Jazztet. He has tdured with productions dhe Phantom of
the Opera, The King and I, The Producers, Hairspt@igter ActandGrease He has performed
with many accomplished jazz artists, such as EDdiels, Joe Henderson, Bill Watrous,
Marvin Stamm, Nick Brignola, Randy Brecker, Indugbancler, Conrad Herwig, and Hal
Crook. He has recorded albums with the McLean-Haythzz Quartet and the Haydon/Parker
Duo. Haydon has been published by several compasiasithor, co-author, and co-arranger of
text books and solo and duet piano books. Haydafsan active clinician and adjudicator.
Haydon currently serves as Associate Professorusfidvat Georgia State University where he

teaches piano performance and jazz piano. (Hayddr),
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Lawrence Panella

Panella is a performer (saxophone, clarinet, Yjwted educator. He received his
Bachelor of Music from the University of Texas imgtin, and his Master of Music degree from
Northern lllinois University. While at the Univetgiof North Texas, Panella toured and
recorded with the One O’clock Lab Band. He has pdormed with a variety of popular artists
and jazz big bands, including the Phil Collins Bgnd, the Woody Herman Orchestra, Natalie
Cole, Steve Allen, Nelson Riddle, and Frank Sindtmaior. He is founder and bandleader of the
USM Jazz Quartet. He has recorded albums with @il Uazz Quartet, the Collection Jazz
Orchestra, the Ashley Alexander Big Band, and thi€ ®ollins Big Band. Panella is currently
an Associate Professor of Music and the Directalaalz Studies at the University of Southern
Mississippi. Panella was also a faculty member heslton College Conservatory and Northern

lllinois University, prior to his current positio(Panella, n.d.)
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Don Parker

Parker is a performer (percussion), educator,aaidor. He received his Bachelor of
Music Performance and Music Business from Depauxessity, and his Master of Music and
Doctorate of Musical Art from the University of Taxin Austin. Parker performs and records
with the Fayetteville Jazz Orchestra, and is thecgle percussionist for the Fayetteville
Symphony Orchestra. He also performs and recortlstwo chamber ensembles, a jazz combo
called the Haydon/Parker Duo featuring Geoffrey ¢layon piano and Parker on vibraphone, as
well as a contemporary and traditional chamberahlled Double Take that features Parker on a
variety of percussion instruments, and Sheryl Lianltrumpet. Parker was asked to contribute
to the GIA publicationTeaching Music through Performance in Jade is an active clinician,
guest artist, and adjudicator throughout the Un8&ates. He currently teaches percussion studio,
class percussion, percussion pedagogy, percusssamdle, music history, and assists with the

Marching Bronco Express at Fayetteville State Ursig in Fayetteville, North Carolina.
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David Spencer

Spencer is a performer (trumpet), educator, ahdaanusic curriculum coordinator. On
sabbatical from the University of Memphis, he catigserves as the Director of the Music
Academy Escola American in Campinas, Brazil. Spereeeived his Bachelors of Music from
Florida State University, and his Master of Musid &octorate of Musical Art from the
University of North Texas, where he was a membeh@fOne O'clock Lab Band. Spencer has
performed on a number of classical, popular, anafecordings. Spencer performed with the
Seoul Philharmonic Orchestra, the Manhattan Cha@behestra, and the Sinfonica de Asturias
in Spain as principal trumpet. He has also performih several renowned jazz musicians,
including Freddie Hubbard, Michael Brecker, Jame®t}y, and Marvin Stamm. Spencer is an
sought-after clinician, presenting master classesi@ersities all over the world. He was elected
to serve on the board of directors for the Memphispter of the National Academy of
Recording Arts and Sciences. Spencer is an Assoratfessor at the University of Memphis
where he is the trumpet studio director. He alagties conducting and music repertoire at the

university.
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APPENDIX B: COMPLETE TRANSCRIBED SOLOS
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Chris Brubeck
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Geoffrey Haydon
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