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ABSTRACT

This thesis provides a rationale for the inclusion of jazz in
the music curriculum at secondary school level. It also
attempts to formulate a method whereby jazz may be introduced

and taught tc students at secondary schools in South Africa.

bjectives, the thesis focuses on
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curriculum;

the develcpment ¢ Jjazz 1n music educeticn and 1its

America;
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current status at high schools

the design cf a jazz programme seccncary schocl

nusic curriculum in South Africa.

The justiiicaticn for including jeazz in tThe nmusic curriculum
incorpcrates a discussicn o:f the need tc study jazz; the
historv ¢f jazz in music education in America, anc the use of
jazz as an improvisaticnal tecl feor feostering creativityv. The

music Eprogrammes oOX American Schcclis wiRicn CIZer jzIz are

cdescriked in order to ccntextuzlise thesis anc make
the prccess c¢f intrecducing jac:z American

schools werz chosen fcr study since Americz is the ZIcre-runner
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curriculum and all the elements which cemprise the programme are

analysed. Information on improvisationzl exsercises,

listening examples and suitabls music for students tc rlzv, also
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CHAPTER ONE  INTRODUCTION

The birth of jazz approximately a century ago in America
has had an impact on music education. In spite of the
negative attitudes expressed by American society, the
inferior status attached to jazz by tertiary institutions
and the lack of formal instructional methods, jazz has
survived and continues to flourish. Its growth and
international influence, when compared to all other forms

of music, 1is unparalleled.

South Africa has begun to accept the practice of
countries such as BAmerica, Great Britain, Australia and
Germany, by including the study of jazz in the music
curriculum at tertiary level. Since the introduction of
formal jazz studies at the University of Natal, Durban in
1983, many tertiary institutions have included jazz as a
component of their music curriculum. However one of the
problems that has arisen is that many students who opt
for jazz studies at tertiary level have 1little or no
knowledge of Jjazz. This was precisely the dilemma
encountered by the researcher when he enrolled for music
studies at the University of Natal, Durban in 1987. This
situation motivated my research into the field of
secondary school 3jazz education so as to formulate a
method whereby secondary school music students could

study jazz.



The current research, taking these issues 1into account,
focuses on the development of a Jjazz programme which can be
implemented at secondary school level. It also substantiates
the «claim that it is both necessary and useful both
educationally and musiczlly tc include jazz in the secondary

school music curriculum.
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The research firstlv prcvides a rationale fcr including jaz:z

in the music curriculum discussing the rphilosornies c:Z
music and jazc consider an essential

Their views will attemp:c
to justify the important rcle that jazz can play in developing
music educaticn in Scuth AZrica, therefore highlighting the

need for jazz in the seccndzary school music curriculum.
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CHAPTER TWQ  RATIONALE FOR INCLUDING JAZZ IN THE MUSIC
CURRICULUM

2.1 PHILOSOPHIES OF MUSIC EDUCATORS

John Paynter and David Elliot are well known and
respected music educators from England and Canada
respectively. Their views on education are included in
this study because they both cndorse the centrality of
the music-making process in music education. John
Paynter is the driving force behind the creative approach
to music education and David Elliot focusses on diverse

music in music education.

2.1.1 JOHN PAYNTER

John Paynter firmly believes that educators should adopt
a creative approach to music education. This approach
should begin with students' excitement at taking the
initial steps which should trigger off a path -of self
discovery, achieved purely by experimentation and active
participation in the music-making process which teachers
facilitate. Paynter suggests that when students are
afforded the freedom of creative experimentation, they
will begin to understand the materials they are working
with and the potential that those materials have. Jazz
improvisation is one such environment that affords
students the opportunity to creatively experiment with
ideas based on chords, scales and modes. Students are

inevitably put on a path of musical discovery because in



addition to discovering the potential of the materials
they are working with, they will also discover their own
creative potential. Paynter (1970:12) affirms this
creative experimental process when he states that:
This means going directly to our materials - the
various instruments or musical ideas - and

experimenting with them by improvisation until we
have fashioned a piece cf music.

Paynter and Aston (1970,7) view creative music as "a wav
T

of saying things which are personal to the individual."

They also suggest that it "implies the freedom to explore

chosen materials" and that "as far as vcssible this work
should nct be ccnirclled by a Teacher.”

is that students should have the cprpcrtunity to exglors
materials and produce music according tc their own
perceptions. They shoulcd have the opportunity to
experiment and discover and nct be confined |, to
restrictions laid down by the t=acher at alil times. This
will ensure that students individual effcrts are

perscnalised and creative in the process.

Jazz is a highly perscnziised art form. Unlike classics

music where perfcrmers arz expectad tc

music as perceived by the ccmpcser, Jazz musicians are

expected to reprocduce the music thev play accoreing to

their cwn percepticns.

composed music 1n & manner <taat reflilacts their style,
fluences anc mccd, <Therascy making tTheir perfcrmancss

extramely perscnalised and individuallised.

ccurse of their perZIcrmances, :thev will also exrleore and



develop the materials given to them by the composer thus
exercising total control over the performance. Jazz
musicians therefore clearly advocate Paynter and Ashton's

views of creative music.

According to John Paynter, creativity in music education
should embrace students! abilities to find ideas and
solutions to problems while tapping intc their curiosity
and initiative. He also contends that creativity should
exhibit originality and the aptitude for presenting ideas
in a fluent and flexible manner. Jazz improvisation is
such a process. It requires the improvisor to initiate
and assimilate ideas and to present them in a fluent and
flexible manner. The ability to spontaneously produce
these original ideas in a coherent manner forms the
essence of jazz improvisation. Hence the process of jazz
improvisation is one which effectively fosters creative

activities.

Paynter asserts that the music-making process plays an
important role because it provides an avenue for self
expression and creative exploration. It stimulates us to
become interested in things that we are not motivated to
discover about ourselves. Moreover, it becomes a driving
force in educating and cultivating humanistic values.
(Paynter (1972,11) affirms this when he states:

When we put Art or Drama or Music on to a school

timetable we're not necessarily hoping to turn

out painters or actors or performers on musical

instrurments. We're doing something educationally
much more fundamental : we're educating the feeling.



At this particular stage of transition in South African
history, it is imperative that society thinks in terms of
humanistic values. Educators need to realize that they are
addressing a generation of people who need to be educated in
humanistic wvalues and that this can be experienced and

fostered with relative ease through music.

In his bock Sauzd apd St~uciur-e (1992) Paynter reinfeorces =

music-making process wnen he prcopagates the idea that we lezrn

(1854 the driving Zfactor
music 1s experiencing the music "We have established mus:ic
'as an education' (to use Keith Swanwicks telling phrase) by
accepting that the essential educative fcrce is experience of
music &s an art!" (Paynter 1894,144) Jazz 1s a style ¢f music

that is best lesarned when exveriznced esither through aciive

participation active listening. This is sc Lkecause
Jazz periIcrmance environment prcvides tTne pericrmer with oan

envircnment In wnich he/she carn ac:tively participats

music-maxing rrccess.

St = .-~

cv listening tc ImilTate



2.1.2 DAVID J, ELLIOT

David Elliot's philosophy embraces two fundamental issues
concerning music education: the music-making process and
the view that music education should be multicultural,

that is, embracing diversity.

Like John Paynter, David Elliot supports the view that
the music-making process is fundamental for deepening the
understanding of music. According to Elliot, the music
making process affords the student the opportunity to be
physically involved in the culture he/she is studying.
The performer is therefore able to literally experiéence
the culture by participating in the music-making process
of that culture or style of music. Elliot affirms this
when he states:

To encourage the development of insight into the

meaning and use of a culture students must be given

opportunities to participate in or "live" a

culture: to engage in the interplay of beliefs,

actions and outcomes that constitute a culture.
(Elliot 1990, 150)

Hence music-making becomes the vehicle by which we can
participate in and experience a culture. "Music-making
is therefore a key to ensuring an understanding of the
meaning and use of a given music culture. Through the
process of music-making one 1is obliged to 'live' a music
cultures beliefs.” (Elliot 1990, 158) These views are
particularly relevant to Jjazz and Jjazz improvisation

because this is precisely the manner in which Jjazz



musicians have been studying their art form. According
to Paul Rerliner's book Thinking in Jazz (1994), vyoung
musicians used to "hang out” or "sit in" with their
"knowledgeable peers" in order to absorb the Jjazz
culture. The traditions or 1learning Jjazz was one 1in
which aspiring musicians entered 3jazz communities and
learned by active participation in the music-making
process. The jazz community therefore "functioned as a
large educational system for producing, preserving, and
transmitting musical knowledge, preparing students for

the artistic demands of a Jjazz career through its

particularised methods and forums." (Berliner 1994, 37)

Elliot goes on to suggest that "music-making is a unique
and major source of self-growth, self knowledge (or
constructive knowledge), and flow." (Elliot 1995, 121)
His assertion is that the music-making process enables
the student to constructively monitor his/her growth and
development in regard to music performance. Elliot
suggests that even professional musicians will be in a
position to evaluate and enhance their growth and
knowledge thereby making the music-making process
fundamental to self-growth and propelling the "self to

higher levels of complexity." (Elliot 1995, 122)

Elliot's philosophy embraces the view that music
education should be multicultural thereby involving a
diversity of musical styles. He states in Music Matters

(1985, 207) that "if music consists in a diversity of

8



music cultures, then music 1is inherently multicultural."”
South African music is varied and diverse by nature because
our nation constitutes an array of diverse music cultures.
Hence, recognition of the multicultural nature of music in
South Africa supports the idea that our music education system
should offer students the opportunity to study these wvaried
and diverse musics. Our curriculum should offer students the
cppertunity to participate in the waried music-making process
emanating from the diverse musical cultures such as music from
India or Africa and aspects of western music which include

jazz.

Elliot goes on to suggest that by affording students the
opportunity to participate in the music-making process of
different cultures, they will assimilate cultural
characteristics, harness similarities and appreciate
differences that exist. Hence students are inevitably lead to
develop cultural sensitivity towards their fellow students,
the fostering of which 1is especially important to South
African students who are faced with the task of having to
learn in a multicultural school environment. Elliot also
suggests that developing cultural sensitivity towards others
fosters a greater understanding and appreciation of one's own
culture. He supports this perspective as follows:

Music education offers an important opportunity to make

the goals of dynamic multiculturalism a reality. By

applying a critical perspective to a broad range of music

cultures, we can create a dynamism that compares and

contrasts concepts and practices from one culture to
another. (Elliot 1990, 164).



Elliot, 1like Paynter believes that by including music cf
a different culture in an education curriculum, we begin
by moving in the direction of humanistic philosophy or
worldview. This they brelieve occurs because venturing
into an unfamiliar musical environment, allows students
the opportunity to gairn insight intc themselves. The
inclusicn of jazz into the schocl music curriculum can be
seen as the first step towards diversifying music

It will 1irnevitably rave the

ct

way fcr the inclusicn ¢ other music cultures intc the

CONCLUSIONS

Paynter and Elliot's sarguments address to a certain

extent the crisis thzt exists in music education in South

Africa. According tc Sarita Hauptfleisch (1993,1) this
crisis consists of: "z crisis of cchersnce" referring to
the urneven distrikutizn oZ resources ancd specialised
\Iricz; "a «crisis c¢I rslevance" whicn refers tc the

emrhasis that is placed cn Western musical culture which

is largely irrslevant tc tnhe majority cf students, and "-

-

i

ars to the lack

PP = ; i . L S
crisis ¢f curriculum-in-us2" which re

e ConstIrucTlcrLs,

time alloczted to music, pceor LTimetad
pcor standard of instruczicn due te untrained teachers

and the l=z

3]

ge numters c¢I studenis per class.
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John Paynter's views on creativity, diversity and music-
making are especially applicable to the «crisis of
relevance 1in South African music education. Due to the
changes that have occurred in the South African school
environment, it is imperative that an understanding and
tolerance of the wvarious cultures be fostered in order
for the effective education to occur. The implications
of Paynter's viewpcints 1s that South African music
education should not be kased purely cn the premises of
Western philoscrhy. We should develcr a philicscphy that
is relevant to the Scuth African context and one which
reflects the culturzl exists 1in Scuth

. C o :
This shculd embocdy creativit:

=

t\‘

iversity and music-making of the variouvs Scuth African
cultures. The inclusion of j&azz in the curriculum will
ensure a more creative approach tc music educaticn
through the process c¢f music-making. This will make
education from & culfural pcinz ¢I view, reslevant tc the

majority cf students. Daynter alsc addresses the issue

of curriculum-in-use whern ne refsrs our reasons
putting music cr arTt ¢n the schccl tTimetzadble. view

painters bu: that we ar=a imrlemenzting & muckh mcre
fundamental educaticnal Trccess suggests that music ze
viewed as a maicr ccnirizutcr towards the process o
general ecucaticn. His implicaticn is that music shculd
be reccgnized as fcrce in much the
same way that we resccgnizz the scisnces as driving forces

-

. . Y . . _ . _ .
in educaticn - hence I sihculd ke affcrded egquzl status,

Q

Tunaing,



trained music educators to administer quality

instruction.

David Elliot's philosophy 1is of primary importance to
South African education when one considers the
environment that currently exists at South African
schools. Music -ecducators are faced with the task of
finding a common musical environment within which

students from various cultures can interact an learn.

Ellict's philosornhy that we arproach music educa:ticn frcm
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a cultural viewpoint provices a solui
cocmmern musical envircnment. He suggestTs That nmusic
will preovide this environment £for students tc interact
and learn frcm each other. Students will be able to play
the music of each others' cultures via the music-making
process and will therefore learn to apprecizte these
cultures thereby fostering culturzl tcleraznca. They will
alsc learn to respect and appreciate asgects

cultures. David Ellict's ghiloscphy

to South African beczause his views

making anc diversity are relevant to them, i.s. thev will

be studving and develcping an appreciaticn for custures

exist immecizte Mcs<t
importantly, they will be active
participaticn while

music culture in the groccess.

which we affactive musizc

12



South Africa, while acknowledging the ways in which jaz:z
can facilitate this process. It must be noted however
that the inclusion of jazz into the music curriculum
will by no means eradicate the crisis that South African
music education finds itself in, but thet it should be
seen as a positive move towards addressing this crisis

and attempting to alleviate some of the problems that

created it.

2.2 PHILOSQPHIES OF MUSIC EDUCATORS WHQ CONSIDER JAZZ
ESSENTIAL IO THE CORE MUSIC CURRICULUM

John Xuzmich, Lee Bash ancd 3°°" Dckrins jac
educatcors who are currently prcmeting jazz at high school
and ccllege 1level in America. Their views on Jazz

tc this thesis, as thev fully

=

educaticn are centra
suppcrt the inclusion oI 1Jazz 1intc the general music

curriculum,

2.2.1 John Kuzmich and Lee Bash

AZrica. In much the same way that jazz scread in Americsa

cuth Africa. The

n

patiern seems to ke cevelcping In

all the time.



John Kuzmich comments on jazz as an art form:

The genius of the jazz art form lies in its
incredible diversity and is fuelled by the
creative power that flows from the melting pot
of our country. Jazz is essentially the only
indigenous American folk music that has risen
to the 1level of formal artistic expression
recelving international recognition in the
process (Kuzmich 1990, 22).

According to Kuzmich and Bash (1984, 5), through the
acknowledgement of jazz as an international art form, it
has gone on to influence "contemporary classical (or
formal) composers from the 1920s onward (including
Dvorak, Debussy, Ravel, Stravinsky, Milhaud, Hindemith,
Krenek and Gershwin).” Kuzmich also suggests that the
recognition and standing of jazz musicians such as Duke
Ellington, Dave Brubeck, Count Basie et al., "is an
indication that jazz is being accepted as an equal to the
artistic productions of the European culture" (Kuzmich

and Bash 1984, 5). Kuzmich states further:

Jazz is a product of twentieth century
sociological and technological change. No
other musical style has been so intricately
entwined with and totally reflective of these
sweeping social and technological changes
(Kuzmich 1990, 22).

Due to the extensive technological and social development
that has occurred in America in the last century, Jjazz
has become a recognised and influential form of music.
With the development of radio and television jazz was
able to reach the masses and therefore achieve

international recognition., Sociologiczl changes such as

14



the «civil rights struggle also contributed to the

development of ‘jazz.

Kuzmich 1is of the firm belief that Jjazz can make a
substantial contribution to music education when he
states, together with Lee Bash, that "jazz education is a
valuable, integral part of music education" (Kuzmich and
Bash 1984, 6). He elaborates:

Jazz education can provide a unique attraction

for student interest and musical growth.

Perhaps what makes jazz education so wvital an

attraction for the 1990s is that the diversity

of jazz, with its many musical styles and its

compatibility with technology, will help to

make 3jazz education an exciting catalyst for

music education in the 1990s (Kuzmich 1990,
55)

Jazz education affords students an opportunity to become
innovative and <creative while being involved in the
performance of the music. As David Elliott states, "jazz
is a way of performing a way of being in music.
Participation, not contemplation, is the hallmark of jazz
aesthetic” (Elliott 1986, 45). Participation thus
deepens the student's understanding and appreciation of
music since he/she will be exposed to a "spontaneous
creative experience” (Kuzmich and Bash 1984, 7) via
improvisation. According to Kuzmich and Bash "no other
aspect of music education can develop originality and
creativity better than improvisation which is the heart
of jazz" (Kuzmich and Bash 1984, 6). Kuzmich and Bash go
on to say that using improvisation is, by itself, enough

to justify the teaching of jazz.

15



Kuzmich and Bash also suggest that students with a
background have a number of vocations open to

These could be described as follows:

1 Live performance options (jazz, klues, rock,
etc.) offer a broad range of opportunities,

weddings/cocktail lounges/disco gigs to full

jazz

them.

pop,

from

-time

studio work in a live performance/reccrding/movie

situation.

2. Arranging/ccmposing opportunities closely

aligned with the performace field, Lkut can ke

3. Private teaching is available to anycne who wants to

supplement is or her income while ©previding

assistancs to any student who rants to receive

specialized jazz instruction.

4. Broadcasting media include reccrding, Zilm and TV
wnicn cdraw cn the cit
raccrding engineer, disc Jcockey,
8. Pukliishing and journalism careers that dezl with
interviews, freelance, receiver, etcz.) and grinting

cf the magazine, newspaper, and &kccx lLavels

L&

avsa



7. Manufacturing and merchandising represent billion
dollar (minimum) business operations covering
instrument design, instrument sales, retailing and
instrument or assessory manufacturer positions

(Kuzmich and Bash 1984, 7).

The implications of Kuzmich and Bash 1is that jazz has a
positive effect on music education. It 1g clezr that
jazz stimulates stucdent interest, provides an cutlet fcr
creative experiences and contributes tc fkoth musical

grcwth ancd awareness.

2.2.2 Bill Dobbins

Bill Dobbins believes that the training one undercgces in
order to become a jazz musician can greatly benefitf the
non-jazz musician and the aspiring musiciarn regardless of
the style of music he cr she chocses. He attributes this

to the aspects of jazz one needs to emphasize when

Amcng the most impcertant oI these are <the
arility tc maintain a strict tempo with a deer
pnysical pulse, the akility tc make practiczal
use cf the basic princirles and vocas1¢ary cZ
traditicnal music thecry and harmeny, re
arplication of music as a creztively
interderendent relaticnshio between the
individual and the g¢grcup, anc the integrzticn
1< =

cZ the musical exgeriences into everyday
(Dckbins 1988, 31).

17



jazz can be attributed to a strong rhythmic basis. This,
he suggests can largely benefit symphonic musicians since
"it is not easy to find symphonic musicians who can
really maintain a steady pulse™ (Dobbins 1988, 32). He
attributes this in turn to the concepts ©of rubato,
aperiodic rhythm and the symphonic musicians' dependence
on conductors. --Dobbins states that "a high level of
rhythmic accuracy and control is an invaluable asset to

any performecr, regardless of the musical idiom involved"

(Dobbins 1988, 32).

Training in Jjazz requires thé constant use of the
knowledge of harmony and theory: it therefcre "offers a
practical application of all the basic skills and
technics studied in traditional music theory and harmony

courses" (Dobbins 1988, 32).

The jazz musician's use and development of his or her
aural skills can greatly benefit non jazz musicians.
According to Dobbins these skills are constantly being
developed: because the Jjazz musician 1s constantly
transcribing solos in order to enhance his/her
improvisational skills and musical vocabulary:
Imagine how much higher the level of aural
sensitivity would be in our conservatories and
music schools 1if everyone had to personally
transcribe the music of Bach, Chopin, Ravel or

even Schoenberg from recordings in order to
study and perform it (Dobbins 1988, 3).
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Dobbins suggests that an "invaluable aspect of the jazz
experience 1is the creatively interdependent integration
of the individual and the group" (Dobbins 1988, 33).
This aspect, which is characteristic of music in African
societies, provides "the environment for free and
spontaneous musical interaction among musicians who share
a common artistic vision" (Dobbins 1988, 33). This
interaction further facilitates 1interaction between

direct line of

fu

performer and audience thercby cnakling

communicaticn to exist Etetween the perfcrmer and the

audience:

~ L E 5 3

Doss;y;y the mcst valugkle aspect of the Jjacz
experience 1s the integraticn of the musiczal
experience 1into everyday liZe. Jazz musicians

have not only developed the ability to use
musical instruments as tools to reveal their
innermost feelings but have, as a by-product,
expanded the technical and expressive
possibilities ci these instxuments tc
staggering dimensions (Dckkbins 1983, 33).

Jazz musicians have bkrcocught to the fcrefrent instruments

such as the saxcrhcne (which was nct widely used in

symphonic nusic), cass, the mcdern
anc an including
electronic keybkcarcs, and rass

and synthesizers. In addition to this the range o¢f the
brass instruments has been extended, as has the use of
effects such as the rluncger, mutes, ¢growl and harmcnics.
These ares not rperceived simply as efiects tec Jjazz
musicians: they are racaer mechanisms £or indepth
expression c¢f the musician's zIee.ings. Dorrzins (1983,

S rertinent rcint when he ckserves that To the
3Z) makes a pertinent cci when he ckserves th 2 tke

[
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true jazz musician music 1s not simply a livelihood, but

the expression of life itself.

Dobbins' philosophy also places emphasis on the need for

diversity within the learning environment:

A truly healthy cultural environment should
also be one in which great cultural diversity
is not simply tolerated, but encouraged. In
this respect most contemporary societies
certainly have much room for improvement. The
implication of this icea for jazz and symphcnic
musicians alike should ke o enccurage an
awareness and understanding of other forms c¢2I
creative music, including those which hapren tco
be commerciallyv rzopular (Dokkins 1938, 39).

Diversity within tke

students a spectrum of styles to chcosz from while also
exposing them to a diversity of genres with which to make
a living. This view 1is suppcrted . by Dick Dunscomc,
director of Jazz Studies at Florida International

University, who asserts:

We need to be hones:t with our students in
preparing them for the rezl wcrld. They will
nct all ke jazz musicians. Cnly a veryv small

=3

percentage c¢If the tzp talents will make
living strictly as &z jazz musician. Dive*sity
erIcrmers anc

will ©be reguired v Jjazz p
educatoers alike in this check.
(Dunscomb 1993, 48).

CONCLUSIONS

Jokn Kuzmich and Lee 2ash cite the recogniticn c¢f jazz by

inclusion of jazz in the American music educaticn system.
They suggest that its rise in pcopularic
its study at ccllege and nigh schecl Wher one
consicers STatuis
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becomes obvious that the popularity of jazz is gaining
momentum. Jazz currently receives one hour per week of
television broadcasting time and three hours per week of
radio broadcasting time. There has been a significant
increase in the number of jazz festivals country wide and
these include: the Cape Town International Jazz Festival;
the Smirnoff Jazz Festival in Johannesburg; the Martell
VO Jazz Festival in Johannesburg; the Indian Jazz Ocean
Festival, the Grahamstown Jazz Festival anc the
Pietermaritzburg Arts Festival. Throughout the country
there seems to be a significant increase in the numker cf
jazz clubs and societies that have keen fcrmed and most
importantly, a large numper of South African Jjazz bandcs
and Jjazz musicians seem to be achieving international
recognition. It 1is imperative, that educaters and
educational institutions reccgnize these changes and that
the music education system accomodates these rpecsitive

changes in societal norms.

Kuzmich and Bash suggest that jazz provides & vital
attraction interest 1in American music
education. Tocgether with its technclcgical competzbility
it is proving to be a catzalyst for music education.
South African music education 1s urgentlv in neecd of this
tyte 0 catalyst iZ we intend generating resnewed interest
in music education. It is evident from the decreasing
numoer of high schcol students wanting to study nusic
each year that therz is a trxemendcus lack ¢f intasrest in
nigh schocl music educaticn iz Scuth AZIrxicza. Cne of ths

reasons for this 1lack cf



the lack of contemporary music in the music curriculum.
A catalyst of some type which will appeal to the bulk of
students 1is required if we want high school music
education to flourish. Jazz, together with other
contemporary music styles can provide this attraction.
In addition to renewing student interest, it will enable
the music curriéulum to appeal to a broader range of
students, thereby catering for the diversity of cultures
that exist within the South African hic¢h school

environment.

One of the reasons Kuzmich, Bash and Bill Dckrins support
the inclusion of jazz in music ecducation is kecause they
hold the view that diversity is essential to the music
curriculum. Diversity of musical stvles 1is of vital
importance to the South African high school music
curriculum beczuse it will prevent emphasis being placed
on only Western European music but rather place it on some
of the musical cultures that exist 1in South Africa.

In a country such as Scuth Africa where -educational
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rolicies need to be develcped fc
an array of diverse cultures, it is imperative thet the
school curriculum be relevaent to the students' lives anc
societizl norms &and values. Acccrding to Anning (1977,
44) "philoscphically, the music ecucation programme ol
any country must strive to satisfy bkcecth the individual

community and scciety."
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atmosphere that is in keeping with many students' musical

interests. It is ultimately, a move in the direction of

humanistic education.

2.3 JAZZ IMPROVISATION AS A TIQQL FOR CREATIVITY

2.3.1 CREATIVITY

Creativity has become an area of research f£cr many
writers, artists and musicians. Many effcrts have keen
macde to clearly define it. P.N. Jchnscn-Laird (1988, 73)

ne Medical Research Council c¢f Cambridce, EZngland

it

c:
suggests that a working definition of creativity includes

the following:
1. The process o0f creativity does nct depend merely on
recalling some existing idea. Its prcduct must be

nigue and ncvel, at least to the creatocr.

rocuct 1s nct merely <the result oI
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3. Cr=zzticn always recuires that 1ts prcducts cconicorm
< »

to scme existing criteria

emcraces the idez that creativity is charzcierised by

sgontcaneous inventiveness. The procass of creating which

must "start with existing tlzcks”
1988, 7%) is emrhasized over and aktcve the przduct.



This product should not be looked upcn as an unverifiable
product, but rather as one which is arrived at through a

non-deterministic process governed by specific criteria.

At the third Ann Arbor Symposium in 1981, Stanley S.

Gryskiewicz suggested that creativity be defined as

"novel associations that are useful" (Gryskiewicz 1982,
14) . He adcpted this rhrase after establishing that
creative ideas were "tangible and useful" (Gryskiewic:
1982, 14). In attempting tc further define creativity he
rafers managerial pecple who describe creativiiy as

criginal, 1maginative, energetic, unigue,

unusual, acaptakble and ertistic" arnd "cpern-minced, alerz:,
sensitive tc surrcuncings, willing to try new ideas, and

willing to risk the unknown" (Gryskiewicz 1982, 14).

Treffinger (1982, 5Z) suggests creativity Lkegins
"with the ideas ct cpenness, pcssizilities and
origirnalicy." He stetes further:

~ - v .o - -~ = - o A= -
Creztivity &s mest c us view 1%, invclves
. L R - )
develcring REny ideszs, lcexking fer new
versgectives cr relztlicnships ameng datz, and
. % b4 - - o R
Seexing pcssizilities that ctrers
== =
(TreZffinger 1982, 33I).
P - do Y a b < < —
a.8C suggests cia eZZgCcclive
A ”was PR - + - - e
a.lsc he apility to organize, inT=roreT, anslvze,
3 < - : P - Pl I PP : n == 10072
oh wadll D - oA - [ [S-J550 ©25 IpETENS IS w- Yo} PRSI - --la
synthesize and evaluate pcssikcilities (Txr= cer 1%B8Z,

58).
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Johnson-Laird and Gryskiewicz support the view that musical
improvisation is an effective means for fostering creativity.
Gryskiewicz (1982, 15) suggests that improvisation represents
"a style of creativity wuseful for implementing a music
education experience sensitive to individual differences and
most likely trainable for development purposes." Johnson-Laird
{1888, 84} on the other hand, suggests that "musical

improvisation is an example of creativity within a genre."

2.3.2 IMPROVISATION

South Africa is just beginning to accept the teaching of jazz
with just a few educators conceding that formal instruction in
the area of jazz improvisation can make a significant
contribution towards developing musical proficiency. The
process of Jjazz improvisation provides the students with an
environment in which he/she can creatively explore the
elements of music which interacting with other students. The
student is also provided with an environment in which he/she
learn by active participation in the music-making process.
Hence .jazz improvisation provides the ideal environment for
creative exploration and learning by active participation to

occur.
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Developing improvisers start by learning chords, scales and
jazz cliches better known as "licks." These 1licks are
repeated and constantly developed to the point that the
improviser 1is able to generate new and original ideas from
them. Improvisation is also achieved by exploration of the
vocabulary of improvisational elements and by a process of
spontaneous invention on the part of the improviser. The
process of improvisation thus becomes a process of learning by
doing or experiential 1learning while tapping into creative
thinking skills of the improviser. The process of having to
spontaneously develop ideas within a performance requires the
improviser to maximise his/her creative thinking skills so as
to constantly generate ideas that are stimulating to the

audience.

Improvisation can also be seen as a means of fostering and
uniting the creative processes that occur via composition,

interpretation and communication.

It [improvisation] remains a unique and ideal
activity, which in our fragmented and divisive
society, brings the various acts of musical
creativity into a synchronous unity. Composition,
interpretation, performance and communication truly

become one and function indivisibly in time, context
and status. (Sorrell quoted in Paynter, Howell,
Orton and Seymour 1992:786) .
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Improvisation therefore provides an avenue for exploring and
developing the creative musical processes found in
composition, performance, interpretation and communication.
It can also be viewed as a means of understanding music
through active participation that is understanding the

elements of music and how they work while using them.

Improvisation has the potential to act as
a very powerful tool in musical
development for a number of reasons.
First, it adds an active, procedural
approach towards musical understanding to
the potentially avid academicism of some
kinds of traditional musicology. Second,
it encourages an active and questioning
approach to musical performance, in
contrast to the excesses of a
conservatoire approach too concerned with
technical excellence. Thirdly, it brings
together the skills of performing,
listening and creating in contrast to the
deep "division of labour"” that exists
within the culture of Western classical
music, with its accompanying concentration
on autonomous musical objects (Clarke,
quoted in Paynter, Howell, Orton and
Seymour 1992:787)

Through the process of improvisation during active musical
performance pupils are afforded the opportunity to show their
creative skills. Pupils will be provided with an environment
to display their thoughts and emotions while intuitively
responding to musicians from within the performing group and
they will be afforded the chance to use the. improvisation

experience as a means of experimenting and developing musical

structures. Pupils will need to rely on their creative
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thinking skills to ensure that the development of musical
structures is coherent and proceeds in a structured manner.
The creative skills that are affected during the course of
improvisation are summed up by Professor Edward W. Sarath of
the University of Michigan music department, as follows:
The artist must function coherently in a real-time
situation, he or she must also respond sensitively
to a complex, rapidly changing environment. The
improviser must account and take responsibility for
every detail from accumulated structure to ongoing
developments to future implications. Since the
result reflects the artist's deepest ©personal
impulses, he or she engages in an intense emotional

and intellectual relationship with the content
(Sarath 1993, 23).

It is thus apparent that the use of jazz improvisation is
fundamental for the fostering of creativity in music
education. The improvisation experience provides an
environment that is conducive for exploring and developing
creative skills while providing an opportunity for learning by
doing to occur. It allows the performer to be creative while

also affording the opportunity to reflect aspects of his/her

personality. "Improvisation, 1is a musical experience for
every music student, not Jjust for jazz students" (Kuzmich
1990, 26).

2.4 THE NEED FOR JAZZ IN MUSIC EDUCATION

The people of South Africa are currently being exposed to a

myriad of musical <cultures due to the social changes
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that are taking place within the country. It is the task
of educators to ensure that our educational curricula
keep current by offering our students opportunities to
study various cultures. Much of the music listened to in
this country is largely influenced by or derived from
jazz. Jazz 1s therefore 1influencing the social
environment of people and is being reflected in their
music. It 1s therefore imperative that the music

education curriculum embracss the study of jazz, enabli

\Q

students to study music <That is sociell
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A survey ci ccmpact di
that 1is most successful and firnancially rewarding in
South Africa is that of pcprular music, rock, Jjazz and
traditicnal cultural music. I+t is ircnic that these
styles ¢f music are nct emtedded in the seccondary school
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commercial popular music, rock, traditional cultural
music, and Jjazz and its subsidiaries viz. mainstream,

funk, fusicn, jazz/rock and pop jazz.

A survey of the history of jazz in music education in
America reveals that jazz was initially rejected by the
public school system. Instituticns were reluctant to
include jazz in the mainstream music curriculum since it

was cgcnsidered toc be Finfericr® music which wa&s not

suitakle for "serious" study. Scme c¢f the resascns for
these attitudes can ke the reluctance
the lack c¢cf Xxocwledcee
abcut jazz cn the oI educatcrs, ldez jazz
was viewed as mere entertzinment, rercerticn that

the accertance of Jjazz 1into some instituticons would
damage their "image" in the eyes cf scclety. It has

taken Z2Emerica apprcximately reailise 1its

Zield music educaticn. Thersfore, would e a

They did
nct lesscns frcm history zand exgerisence: we cannot
igncre the value &z

is unparalled ky any cther sctyle music
Zcr exemple,
itself the
jazz aione
neec jaz= estaclishsd

30



When one considers the contributions made by Jjazz to the
field of music in general, the need for the study of jazz
at secondary school level becomes obvious. Amongst other
aspects, jazz provides an environment for: "the taking of
risks, the assimilation of diverse musical influences and
the embracing of change" (Sarath 1893, 39). Jazz can also
be seen as a way of attracting more students to study music
thereby ensuring the success ol the music curriculum while
broadening the scope ¢f courses offered in the field o=
music. As Piers Spencer (1984, 97) notes:

Jazz has opened up new realms of expression, and

is capable of ccnveving deep feeling in the

subtlest shades. It has also made a major

contribution to the 1language of music, in giving

us new approaches to melody, harmony and rhythm,
and extending the range of tonal colours for both

instruments and the voice. Its extensions of
instrumental virtuosity have formed one of its
most impressive achievements. Some instruments,

the saxophone for example, had to wait for the
emergence of Jjazz before their full potential
could be realised. But the repertoires of
established instruments such as the trumpet and
the piano have been greatly stimulated by their
encounter with jazz. The theoretical side of
jazz 1is ricnh in new concepts, or new ways of
looking at traditional things such as harmony and
scale patterns.

It is evident that the contributions of jazz have expanded
the boundaries of music while in the process making it
richer. It is these contributions to music as a whole that
warrants a need for the formal study of jazz. If we intend

to keep our music curriculum current with the curricula of

other countries such as America, Great Britain and
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Austraiia, it 1is imperative

cor2 music curriculum.



CHAPTER IHREE: THE DEVELOPMENT OF JAZZ IN MUSIC EDUCATION
AND ITS CURRENT STATUS AT HIGH SCHOOLS IN AMERICA

Having looked at a rationale for including Jjazz into the
music curriculumn, the study will now look at the
development of Jjazz in music education and its current
“status at high schools in America. We will also look at
some of the existing high school jazz programmes in America
before proceeding to formulate a jazz programme for the

South African high school.

3.1 HISTORY OF JAZZ AS AN ARTFORM

The history of jazz can be traced back to the period in
American history when slaves were shipped from Africa to
America. These slaves took with them their tradition of
spontaneous music-making which included a complex and
exciting sense of rhythm. These rhythms were often played
on home-made drums, shakers and tambourines which were
constructed from cattle bones, metal containers filled with
pebbles, and hollow wooden containers with stretched animal
skins attached to the ends (Burnett 1985,6). The slaves were
influenced by European music and accordingly began to sing
European hymns and tunes that were played by military
bands. Hence, a subconscious blending of the elements of
African and European music occurred. The result was a form
of music which was radically different from that which was

heard before. These included "spirituals" (Burnett 1985,7)
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which were songs that were modelled on European hymns,
"work songs" (Burnett 1985,8) which were most often
sung on the railrocad track and in the fields, and the
"blues, "(Gridley 1978,41) which was based on the harmonies of
Western music. The blues expressed the feelings of the
black Americans and reflected their hardship and sadness
they experienced as a result of slavery. It was sung and
played 1initially by black Americans who began playing
instruments, and later by both black and white Americans.
The blues was a very influential music form in the early
periods of jazz history and has gone on to influence all

other periods as well.

3.1.1 1830-1920  RAGTIME

Different periods of development in the history of 3jazz
need to be examined briefly in order to contextualise its
significance. Ragtime was a form of music that comprised
all the elements of jazz but one - improvisation. It was
composed primarily for piano in which the pianist played a
lively tune which was accompanied by a strong syncopated
left hand pattern (Burnett 1985,13). Instead of playing
the . music as written in the nineteenth-century piano style,
black pianists such as Jelly Roll Morton and James P.
Johnson improvised upon the melodies in their own "jazz-
ragtime" style and began incorporating some of their own

jazz rythms (Gridley 1978,61),
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Scott Joplin was among one of the greatest exponents of
ragtime, a composer of numerous rags and an accomplished
ragtime pianist, Joplin influenced other pianists such as
* Tom Turpin, James Scott and Fats Waller. These pianists
together with Johnson, Joplin and Morton spread the ragtime
style 1initially to New Orleans, Chicago and New York and
thereafter throuéhout America. By 1910, ragtime was a
craze that had spread as far as Europe(Burnett 1985, 13). 1In
Chicago and New Orleans, it was laying the toundation for the

genesis of jazz.

3.1.2 1900-1920 : NEW ORLEANS DIXIELANDAND SQUTH
AFRICAN "COON SONGS" AND ACTION SONGS

By the turn of the century, New Orleans was a city
which attracted people of various cultures and races. These
included the Spanish, French, Germans and a large number of
Africans all intent on keeping alive their traditional
cultures. Musically, there existed an abundance of styles
and sounds with each band of musicians influencing the
other. A primary Jjazz phenomenon that emerged from New
Orleans was the development of the street band. Street
bands, which usually consisted of brass instruments, played
at funerals, parties and dances. Thev mingled together the
various musical strains that existed in New Orleans
including the blues. The result was a form referred to as

the New Orleans style of jazz.



The New Orleans style and the street bands paved‘the way
for Dixieland style, which evolved into a regular set

instrumentation. The Dixieland bands consisted of a melody
section and a rhythm section: the melody section consisted
"of a trumpet or cornet playing the lead melody, the
trombone playing a contrasting counter melody and the
clarinet weaving between the brasses while playing melodic
lines. The rhythm section consisted of a drumset, a string
bass or tuba which played the low harmony notes, and pianc
or guitar which played the full harmony and usually

supported the melody instruments(Gridley 1978, 61-80).

Among the great exponents of this style were the New
Orleans Rhythm Kings and the Original Dixieland Jazz Band
who produced one of the first jazz recordings in 1917,
entitled the Dixie Jazz Band One-Step. The Dixieland bands
played arangements of ragtime music and blues, and their
music emphasized beats 1 and 3. When the Original
Dixieland Jazz Band first started playing in New York in

1917, the word "jazz" came to be used.

During 1900 to 1920, South Africa experienced the spread of
American popular culture by being exposed to ragtime - and
minstrel shows. Minstrels were orxiginally white Americans
who painted their faces black; however, there' soon existed
a number of purely black South African minstrasl groups such
as the Pirate Coons (Ballantine 18983,4). These minstrel

groups and the growing number of African choirs fostered



the growth and development of "cocn songs and "action
songs" which were synchroniszed rhythmic movements coupled
with vocal harmony. These song types were largely
influenced by and derived from American minstrelsy and
ragtime. Ragtime also began gaining popularity with
musicians such as Ntebejaana and Boet Gashe, adapting the
American ragtime piano style for organ while incorporating
African musical elements. This developmental process was
largely due to the availability of gramcrhone recordings.
Hence, due to the influence of American culture,
a distinctive Scuth African jezz culture was beginning to

emerge.

3.1.3 1920-1930  CHICAGO DIXIZLAND AND MARABI

The entry of the United States intc Wecxrld War I resulted in
New Orleans being declared & war port. This in turn led to
the <closing down of nightclubs, thus depriving meny
musicians of their daily living. With little or no work in
New Crleans, many musicians travelled north ur the
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Armstrong and his bands the Hot Five and Hot ‘Seven,- Jelly
qul Morton and his Red Hot Peppers, King Oliver, Johnny
Dodds and Sidney Bechet began adapting the New Orleans
style and developing it into what became known as the
Chicago Dixieland style. This style was characterised by
the use of individual solo improvisation rather than
collective improvisation by the three melody instruments,
the addition of saxophone and the standardised use of
string bass. The tormat of pieces became standardised with
the melody being stated followed by individual
improvisation by each instrument, and a restating of the

melody at the end (Collier 1975, 7-11),

Trumpeter Louis Armstrong, clarinettist Benny Goodman and
saxophonist Bix Beiderbecke were accredited for the
development of solo improvisation. Their solos developed
aspects such as phrasing, contrast, range, speed and tone
quality. Their solos were radically different from those
of the New Orleans style and extremely influential on both
their contemporaries and on the younger generation that was

to follow.

The blues gained vast popularity during the 1920s with a
lot of the rural blues originally sung on the plantations,
being incorporated into the Jjazz stream. The relation that
developed between blues and jazz became so entwined that
the two became virtually inseparable. To this very day

jazz and blues are intricately interwoven. Bessie Smith
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stands out as being one of the greatest blues singers with

a list of recordings to her name.

The twenties also saw the introduction and increased
popularity of new piano styles, which became known as
Boogie Woogie and Stride. The Boogie Woogie style was
based on the harmonic structure of the blues in which the
.pilanist . played a fast repeated pattern in the left hand
while playing blues chords in the right hand. Stride on
. the other hand demanded the playing of low notes on beats 1
and 3 and the chords on beats 2 and 4 all with the left
hand while the right hand played the melody. Both of these
styles were technically- very demanding zand were made
popular by pianists such as Meade Lux Lewis, Charlie "Cow

Cow" Davenport and Fats Waller.

During the twenties, a distinctive style of music came to be
developed in South Africa. Marabi, as it came to be known
was developed by the solo piano and organ players who
provided entertainment for the illegal liquor and gamkling
dens which were commonly referred to as the "Shebeén
society."( Ballantine 1983, 26). Due to the environmentin
which this style developed, its function became one of
providing entertainment for socia functions such as
dances. Marabi musicians performed their music with
extreme vigour due to the rhythmical nature of the music
which in addition to pPiano or organ employed the use of

percussion instruments made of tins and stones.



Musically, it was a very rhythmical style which
harmonically was based on a repeated four bar structure
over which melodies were played. These melodies were
usually fragments of African hymns which were adapted and
developed to suit the Marabi style. Occasionally, lyrics
with political connotations were added (Ballantine 1983,5),
Marabi was a fundamental step in the development of South

African jazz because it established a foundation upon which

other stvles would grow and develop in the vears to come.

Another important. development that occurred during this
period was the development of brass bkands in mission
stations, schools &and the Salvation Army. These brass
bands became the training grcund for black musicians such
as Wilson Silgee and Edward Sililo who in the years to come
would develop an authentic jazz style indigenous to South

Africa.

3.1.4 1930-1940  IEE SWING PERIOD AND MARABI

By the late 1920s the economy in America once again slumged

resultinrg in  the closing down o0of nightclubs and

¢

erntertainment venues. Musicians were oncs agein faced wit
the prcklem of unemployment and decided to 1leave Chicago
and now head for New York. By 19233 the eccncmy began to
improve to the extent that night clubs and dance halls re-

opened and once again re-emglcyed musicians. Unlike in the



twenties, the bands were now much larger, comprising about
fourteen musicians. Rhythmically the music developed a
four beat feel rather than two. Moreover, having many
musicians required that music be written and arranged for

the entire band.

So began the Swing or Big Band era which dominated the
thirties and went on to become the most popular and
successtul form ot jazz to emerge this century. Big bands
required the music to be worked out and orchestrated. An
arranger therefore had to be employed to &rrange the jazz
pieces for different sections of the band. These sections
were broken down into the following sections: trumpet,
trombone, saxophone, and rhythm section ( Stearns 1975,198).
The big bands of Duke Ellington, Benny Goodman, Count
Basie, Fletcher Henderson and Bennie Moten, developed what
became known as the "riff" style. This was a development
of the early call and response technique which literally
involved a call and response interaction between the
sections of the band or between a soloist and the entire

band (Stearns 1975, 199),

The Swing era also saw the emergence c¢f & number of
scloists: tenor saxcphonist Coleman Hawkins; clarinettist
Benny Goodman; pianists rats Waller and Teddy Wilson; also
saxophcnist Jchnny Hedges, trumpetsrs Cootie Williams and
Rcy Eldrige and many more whc werxs taking the art of

improvisation to new heights.



The big bands were constantly developing and went on to
influence jazz musicians in the forties, fifties, sixties,
seventies and eighties, although their peak periods were
the thirties and forties. Musically, the big bands clearly
defined the elements of jazz and developed aspects such as
harmony, instrumentation, rhythm and improvisation to a
standard never achieved beifore. The thirties established

Jjazz as a thriving and fiourishing industry.

The development during this period had a profound impact on
South African music resulting in the development c¢f dance
bands which were trying to replicate the image and musical
style of the American big bands. Bands such as the Merry
Blackbirds, the Jazz Maniacs, the Rhythm Kings and the Jaz:z
Revellers emerged, playing American swing tunes which were
learnt directly from records. Some of these bands such as
the Harlem Swignsters opted to retain some of their roots
by including some Mareki tunes in additicen to their
repertoire o©¢f American swing tunes. These bands enjoyed

success with black and white audiences (Ballantine 1983, 60).

Coupled with the development o0 dance bands was the
develcrment cf musically literate mnusicians such &s Feter
Rezant, Philip Mbanjwa &nd Jaccb Mceketsi who began taking’
private instrumental and thecry lessons. They in turn
influenced other musicians to become literate. Thus, =nany

musicians were able to read the American comgosed music



while others were able to orchestrate Marabi music fer
their bands. The result was an increase in the number of

orchestrated Marabi tunes in the dance band repertoires.

3.1.5 1940-1950  BEBOP AND THE DEVELOPMENT OF MBAQANGA
AND KWELA

By the end of the thirties, Swing was established as a
highly successful business industry in America with scaring

d Y A"...e

record sales. Some musicians were however unhappy with th
direction in which jazz was mcving. There was a sense that
jazz was bkecoming tco commercial and in danger cf keccmin
extinct as an art fcrm per se. This inspired a search for
new directions, new avenues through which Jjazz could be
promoted. The result was a group of musicians including
alto saxophonist Charlie Parker and trumpeter Dizzy
Gillespie, who frequented a club called Mintons in Earlem.
Here the musicians experimented with new ideas and corncepts

so as to develop jazz and crea:tz scmething new. The result

of these experiments by people such as Parker, Gillespie

~

planist Thelcnious Monk, drummers Max Rcach and Xenny

Clarke, was the birth of Eerocpr or Bop.

Bebor was quite the orpcsite cf swing and was characterised
by th2 speed at which it was played - usually very ziast.

It was alsc. played by small combos generally ccnsisting cf

trumget, saxcrhone, rianc, bass and drums. The melcdiss cof

pieces werz very ccmplex anc fast and the imprcovisatiicn



comprised of long rapid phrases that made very bold

statements. Harmonically, the music was very dissonant,

Bebop, contrasted strongly with Swing: it was very fast,
sounded angry and rebellious and appeared to want to break
free from all the constraining traditions of Swing Jjazz.
Bebop became a turning point in the history of jazz since it
signalled the emergence of jazz as a technically demanding and
highly complex art form. Bebop musicians also displayed a
rebellion against society's norms. They changed the way they
dressed, walked on only when it was their time to solo, and
began wearing shades on stage. Some even went to the extent

of playing with their backs to the audience!(Gridley 1978,144-151)

It was during this period that a number of musicians became
addicted to alcohol and drugs and used these substances to
enhance their playing. This could probably be the reason why
the life-span of many bebop musicians was so short. The
contributions made by bebop musicians were vast. They include
extending the range of instruments 1like the saxophone and
trumpet; developing the -string bass and drums as solo
instruments; extending the harmonic and rhythmic vocabulary of
jazz; developing small combo playing, extending
improvisational possibilities, and developing a vast

repertoire of jazz standards.
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Bebop musicians were a major influence on musicians of
other styles of music and current jazz musicians. Some
bebop musicians include saxophonists Charlie Parker, Stan
Getz, Dexter Gordon and Sonny Rollins; trumpeters Dizzy
Gillespie, Miles Davis and Fats Navarro; trombone player
J.J. Johnson; pianist Thelonious Monk, Hank Jones, Oscar
Petersen and Billy Taylor: bass players Ray Brown, Oscar
Pettiford and Tommy Porter and drummers Max Roach, Roy

Haynes and Jue Harris.

The forties in South Africen music histcry was a pericd of
great inncvaticn and development with &an abundance of
bands, reccrdings and employment f£cr musicians. It was a
flourishing period when bands began experimenting with the
fusion of different musical components and styles. Most
notable the fusing c¢f Marabi compositions with the
American swing style. The result, was the Dbirth of
Mbaganga, an authentic South African jazz styvle that
emerge< from the black townships. Mbaganga depicted a

African jazz since it established

lal
'y

turning pcint in Socut!
the firs:t Scuth African ccmrosed jazz style. IZ manifestad
itself ir Socuth AZxiczn music and largely influencad
subseguernt styles that developed. It achleved

internzticral reccgnition Ifer South African 3azz ia the

process.
Couplecd the develcpment of Mbzganga was
develcrment cI Kwela and vocal jazz. XKwela was the Marzbi



based penny whistle style that was initially played by the
children from the ghettoes. It was yet another authentic
South African style that brought the penny whistle to the
fore-front. Vocal jazz also experienced tremendous growth
with groups such as the Manhattan Brothers and the African
Inkspots imitating American vocal groups and also producing

Marabi based songs.

The innovation and soccial status that jazz achieved during
the forties was prokbably the greatest in the history of
South African jazz. Sadly, though, it represented the peak
of South African jazz which gradually declined in the years
followed due to political instability and the advent of

Apartheid.

3.1.6 1950-1960  COOL JAZZ. HARD BOP AND MBAQANGA

Towards the end of the forties there was a tendency among
American musicians to break away from the excitement and
speed of Bebop. The tendency amongst musicians was towards
playing more <calmly and passively, 1in the style of
trumpeter Miles Davis and saxophonist, Lester Young. The
Miles Davis recording "Birth of the Cool"™ set the trend and

naming of the style which was to follow, namely Cool Jazz.

Cool Jazz was much mcre relaxed than Bebop and consisted of
music with various orchestral arrangements depicting

different textures and timbres. The use of a host of
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orchestral instruments such as flutes and horns playing
subdued contrapuntal melodies was a distinctive
characteristic. Cool Jazz was based on the harmonies of
Bebop, the tunes were played at slower tempos with

smooth melodic improvisation (Gridley 1978, 179-189).

Although Cool Jazz was initially produced by east coast
musicians such as Miles Davis, Lcnnie Tristano, Lee Konitz,
Wayne Marsh, George Shearing and Billy Bauer, west coast
musicians such as Dave Brubeck, Paul Desmond, Chet Baker, Stan
Getz, Shorty Rogers and Bob Brookmeyer also made a significant
contribution to the style. Many Cool Jazz musicians were
classically trained and influenced, and drew these influences
into the Cool Style, the result being jazz in a. classical and

orchestral setting.

Parallel to the movement of Cool Jazz was a style of music
that had developed in Philadelphia and Detroit which was a
direct outgrowth from Bebop and was referred to as Hard Bop.
Hard Bop had all the characteristics of Bebop since many Hard
Bop players were in fact Bebop players. However Hard Bop
musicians played with greater force and more technique, and
their improvisation. was more. complicated than that of Bebop
players. Hard Bop also signalled a resurgence of the blues,
and the inclusion of gospel songs from churches, which
resulted in musicians such as Ray Charles and Horace Silver

playing in the soul style.
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Hard Bop was much more structured and organised than Bebop
and was made popular by rusicians such as: Clifford Brown
(trumpet), John Contrane (saxophone), Max Roach (drums),
Sonny Rollins (saxophone), McCoy Tyner (piano), Ron Carter

(bass) and a host of other highly accomplished musicians.

Hard Bop was considered to be technically the most
demanding to emerge from jazz and a major influence on all
practising jazz musicians. It also paved the way for the

development of jazz/rock and the use of elecronics in jazz.

In South Africa, the fifties was a period characterised by
violence, apartheid and the forced removal of blacks from
"the cities to the townships. Musically, it brought the
large dance band era of innovation and development to an
end with only a few small groups surviving. These small
but energetic groups made successful attempts at fusing
American bebop with Mbaganga. The result was the continued
development of Mbaganga and the development of solo
improvisation by musicians such as Kippie Moeketsi, Jonas
Gwangwa and Hugh Masekela. Although the primary aim of
these musicians was that of developing their bebop skills,
many insisted on retaining their roots by playing Marabi
thus ensuring the continued existence of Mbaganga.
However, due to the tremendous social changes brought about

twrapartheidlinterest in jazz was quickly fading.
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3.1.7 1960-1990s  FREE JAZZ / FUSION

The sixties in America can be seen as an extension of Bebop
and Hard Bop where musicians were trying to <create
something new and increasingly complex. These concepts
formed the source of Free Jazz which totally broke
tradition and created a radically different style. The
intention behind Free Jazz was to have total freedom when
improvising which meant the improvisor playing whatever
he/she felt 1like playving with 1little regard for the
underlying harmonies. Musicians alsc resorted to
collective imprcvisation as found in the older Dixieland
style with only the rhythm binding the band together.
Structurally, there were no predetermined forms, structures
or phrases. This implied that the music could get chaotic
(but did not). The overall sound that was produced had
direction because musicians who performed together were
compelled to listen and respond teo each other
spontaneously, thereby constantly developing ideas as the
piece progressed. Amongst the notable Free Jazz musicians
were saxophonists Ornette Coleman, Eric Dolphy and Pharozh
Sanders, trumpeters Freddie Hukbard and Don Cherry;
pianists Keith Jarrett and Cecil Tayvlor; bassists Charles
Mingus and Charlie Haden, and drummers Elvin Jones and Jack

DeJohnette.

The sixties resulted in the emergence of one of jazz's

giants - John Coltrane, a tencr saxcphonist <£rom North



Carolina. Coltrane played with superb technique and broke
new ground in exploiting the full range of the saxophone. His
improvisation extended the fine 1line that existed between
harmonic and Free Jazz. He also redefined the harmonic
vocabulary of jazz while introducing a host of new concepts.
John Coltrane was and still is a major influence to

professional musicians and students worldwide.

The Miles Davis Band served as a predessor to the style which
dominated the seventies and eighties. One of the first bands
to adapt this style was Blood Sweat and Tears, a band which
consisted of electric keyboards, electric guitar, electric
bass, drums, saxophone, trombone and trumpets. The band
played music which fused rock, jazz and Dblues while
maintaining some of the essential elements of jazz such was
improvisation. By the seventies and eighties musicians from
all around the world were fusing their musical cultures with
jazz. Some of these included the fusing of jazz with Latin
American, American Popular, Gospel, Indian, Japanese, Mexican,

European and African music.

The sixties and beyond was a period of unprecedented turmoil
in South Africa. Political and cultural instability resulted
in a number of musicians such as Abdullah Ibrahim, Hugh
Masekela and Jonas Gwangwa moving abroad ‘and achieving
international success. The lack of performing venues also
resulted in few musicians remaining in South Africa. Many of
those that did remain simply packed their instruments away and

gave up performing. The handful of performing musicians that
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remained in South Africa had to adapt to the music of the
popular culture that was emerging. The result was the
establishment of bands such as Bayete and Savuka who were
playing a cross over of Mbaganga , Marabi, Bebop and rock. A

pure jazz style, however, was virtually non—-existent.

Currently, there seems to be a renewed interest in playing
jazz in the traditional stvles, or stvyles prior to 1960. Many
student and professional bands in South Africa and America are
resorting to the format of jazz bands which existed in the
forties and fifties. Even big bands are appreciating renewed
interest and are being well received since they re-emerged in
the seventies. Interest in the older jazz styles can indeed be
attributed in America to the large movement of school jazz
instruction which has been steadily growing form the sixties
and which is now well established and in South Africa to the

return of exiled musicians such as Hugh Masekela.
For further reading on the history of jazz in America and

South Africa, teachers are advised to make use of the

following references:

Ballantine, C. 1993. Marahi Nights. Johannesburg: Ravan Press.

Coplan, D.B. 1985. In fownship fonight: Soufth African black

city music. Johannesburg: Ravan Press.

Gridley, M. 1978. Jazz Styles. Englewood Cliffs:Prentice-Hall
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Ostransky, L. 1977. Understanding Jazz.Englewood Cliffs:Prentice-
Hall

Stearns, M.W. 1975. The story of Jazz. London: Oxford Univ.

Press.

3.2 THE HISTORY OF JAZZ IN MUSIC EDUCATION

Jazz education 1is a process 1initiated and developed 1in
America. It was initdially rejected and not considered
appropriate for inclusion in a music curriculum dominated by
what may be described as serious music. The teachers of
"classical" or '"serious" music considered Jjazz to be
"commercial” or "popular" music which was not worthy of study
in the <classroom. However, despite all these negative
connotations, jazz and jazz education flourished to the extent
that the American House of Representatives recently concurred
in its appreciation of the value of this music form:

Jazz is hereby designated as a rare and valuable

national American treasure to which we should devote

our attentions, support, and resources to make

certain it is preserved, understood and promulgated
(Iwanusa 1995, 4).

Throughout the history of jazz, the method of jazz instruction
was primarily an aural one in which students learnt jazz by
listening to live music and by studying the recordings of the
great performers. This method of repeated listening and
memorising of key elements of the style dates back to the

1920's  when the jazz education movement first began The
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earliest jazz activities associated with higher education were
non-credit groups that included in their repertoire jazz or
jazz-influenced dance music. "These were typically student-
initiated and student-directed bands" {(Murphy 1894, 35). With
no written scores available, these students were compelled to

learn the music using the aural method.

The 1930's resulted in a rise in the number of private
teachers who taught 3jazz, many of whom were professional
musicians. Some of these musicians also worked as "studio
instructors around major cities such as Boston, New York and

Los Angeles and offered specialized instruction in Jjazz

techniques” (Murphy 1994, 35).

During this period many educators began writing texts which
dealt with specific aspects of jazz. An early example written
by Norbert Bleihoof, is a text on arranging and orchestration.
Chicago musicians Carl Kelly and Russel Brooks wrote texts
dealing with improvisation and noteworthy jazz educator Joseph
Schillenger produced texts on rhythn, harmony, jazz
composition, and improvisation. Schillenger's methods
revolutionised jazz instruction with many schools, colleges
and professional musicians adopting this system in the late
thirties and forties. According to Baker (1981, iv),
Schillenger's forte was private teaching. His best known

students included George Gershwin and Benny Goodman.

During the 1940's, Jjazz education came to be established in

colleges. This development can be largely attributed to
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the G.I. Bill instituted in America after World War 1II,
which provided veterans with an opportunity to continue
their education in music. Colleges predicted that the
influx of navy and army band musicians who were already
familiar with jazz would require specialized jazz
instruction. This resulted in "ten colleges offering jazz
courses on a non-credit basis, and significantly, five
music colleges offered jazz for credit™ (Baker 1981, 1iv).

of the colleges that instituted successful Jazz
programs at the time were Berklee College of Music, Miami
State University, Westlake College of Music, North Texas
State University, Los Angeles City College and California
State Polytechnic. These colleges in turn influenced other
colleges to include jazz studies in their curriculum and
the number of colleges offering jazz increased
significantly. The primary focus amongst all these

colleges was on Jjazz performance, with an emphasis on

improvisation. The spread of college jazz soon began to

influence the high schools.

According to Baker (1981, iv), "during the 1950's about 30
more colleges offered non-credit jazz courses; a total of
21 colleges offered jazz courses for credit."” The 1950's
also resulted in the birth of the first jazz seminars by
educators and composers such as Marshall Sterns, Eubie
Blake and John Mehegan. "The National Stage Band Camp and
Lennox School of Jazz (1957) were land mark events" (Murphy
1994, 36). These seminars were aimed at fostering jazz

pedagogy and jazz instruction.



Jazz instruction at the high school level increased since many
of the navy and army musicians who opted for the G. I. Bill
education offer were now qualified and seeking employment.
Many of these musicians found employment teaching in high
schools and conducting marching bands and newly established
"stage bands."” The stage bands experienced significant growth
which was largely due to the influence of the music publishing
industry. This industry was producing specific arrangements
for high school stage bands thereby enabling bands to develop
a comprehensive repertoire of music that was being played by
professional musicians. "The first charts especially written
for stage bands appeared in 1954, a set of four by Art
Dedrick; thus Horace Silver's newly recorded 'The Preacher’

quickly became a stage band staple" (Baker 1981, wv).

Baker (1981, wv) states that "in 1960 about 5000 U.S. high
schools had at least one 'stage band'.™" Parallel to this
development was the growth of the «college ensembles on
campuses. These ensembles eventually developed into the
college big band which became the heart of college 3jazz

education.
The sixties was also a period in which high school and college

jazz festivals began to occur. According to Baker, there were

about 75 such festivals in 1969 (Baker 1981, V).
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These festivals encouraged the participation of about 165
colleges which offered jazz for non-credit purposes, about 135
colleges which offered for academic credit, and about 8500
junior and senior high schools which had about 10 000 stage or

jazz bands (Baker 1981, v).

In 1968 the National Association of Jazz Educators (NAJE) was
formed. The NAJE comprised of jazz educators and professional
musicians who were dedicated to the growth and development of
jazz. Their goal was "to pool resources, set standards,
authenticate materials, and generally assist the cause of
those interested and involved in jazz education” (Murphy 1994,
37). The NAJE eventually extended its governing body to
become the International Association of Jazz Educators (IAJE)
which today is the largest and most powerful body concerned

with fostering jazz education.

By the 1970's and 1980's jazz experienced unprecedented growth
at college, high school and junior high school level. Baker
(1981, vi) observes that by the end of 1970, "over 550,000
student musicians participated in jazz, related ensembles and

courses supervised by jazz educators."
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He also notes that over 70% of the 30,000 junior and senior
high schools had at 1least one stage band. Colleges and
universities extended their programmes to include postgraduate
studies in jazz. Today some universities in America offer
postgraduate studies up to the doctoral level with a
specializaticen in idazz. Through the 1880's and even today,
the level of playing by some college bands is equivalent to
that of professional performing bands. Many college bands in
America and Europe can be considered to be semi-professional
with their hectic schedules of tours, «club dates and

recordings.

Jazz education today has developed into a well organized
system which is constantly being upgraded and adapted to suit
changes in the music industry. This is evident in the quality
high school and college Jjazz programmes that are being
developed in America. Jazz has won credibility in all facets
O0f music education and is regarded as a highly artistic and
complex form of music expression. Vocal jazz is an area that
is breaking new ground in general vocal music while Jjazz
research is vastly expanding the methods whereby

one could study jazz. This is evident from the
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influx of history and instructional theory books that are
currently available. Educators have also come to recognise
that improvisation is a valuable tool in the fostering of
creativity and almost all aspects of general musicality.
This is probably the reason why most schools in America
include improvisation <classes as part of the music

curriculum.

3.3 EXISTING JAZZ PROGRAMMES AT HIGH SCHOOLS IN AMERICA

The rise in popularity of jazz through television and radio
broadcasting media has had a profound effect on the study
of music at high school level. The lack of formal studies
in jazz at this level fosﬁered the development of the high
school "dance band" which eventually came to be known as the
school "stage band." These stage bands were not part of
the music curriculum and usually met before or after school
hours in order to rehearse for the school dances for which
they sometimes played. They developed all over America and
many were entered as participants in jazz festivals that
occurred in different cities and states. A significant
increase in the number of high school stage bands soon
resulted in the stage band being incorporated into the
music curriculum as a mechanism for instituting formal jazz
studies. The spread of stage bands, now known as "jazz
ensembles,” "jazz bands" or "jazz lab bands," was
tremendous. They currently represent the primary form of

jazz instruction together with the high school big band



(also an off-shoot from the stage band) and one or two

courses in jazz improvisation, jazz history or jazz theory.

3.3.1 HIGH SCHOOLS VISITED EY THE WRIIER

The writer was afforded the opportunity to carry out
research over a period of two weeks at high schools in
California, USA under the supervision of the International
Association o¢f Jazz Educators. The objectives of Lhe

research were categorised as follows:

a) To 1interview educators who were implementing Jjaz:z

programs at each of the schcols studied.

b) To gain knowledge of the structure of jazz programmes

by considering the breakdown of the elements

constituting the programmes.

c) To observe classroom procedure by extracting teaching
methods and strategies used by teachers and the

response and interacticn of students during lessons.

Upon consultation with Miss Dianthe Spencer, a PhD. scholar
in the field of jazz pedagogy and lecturer at San Francisco

State College, the fcllowing schools were chosen for study:
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a) School of the Arts (San Francisco, California): a
specialist high school for students who are
exceptionally talented in the disciplines of music,

dance and drama.

b) Lick Willmerding High School (San Francisco,
California): A private high school.
c) Berkeley High School (Berkeley, Califorulia): A

government high school accredited with having produced
some of America's most distinguished Jjazz musicians
such as tenor saxorhonist Joshua Recdman who 1is
currently one of the world's most highly acclaimed

jazz musicians.

d) Lowell High School (San Francisco, California): A
government high school which recently developed & jazz

program.

3.3.2 INTERVIEWS WIIH EDUCATORS

Interviews were conducted with the educators teaching at
the above-mentioned schools to determine their philosorhies
regarding jazz education; the advantages ancd disadvantzges
cf teaching Jjazz; pre-requisites for the admission of
students; views on improvisation; curricular information
regarding the structure of the Jjazz program; aims of the

program, anc the system of evaluation c¢r testing within the
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program. Transcripts of the interviews are contained in

the appendix.

CONCLUSIONS DRAWN FRQM INTERVIEWS WITH EDUCATORS

An analysis of the philosophies of educators interviewed
reveals that they share the view that 3jazz provides an
environment for students to be 'creative and expressive
while allowing them to experiment musically. Educators are
in favour of including jazz in the school music curriculum:
this will lead to the development of a balanced curriculum,
enable students to understand and appreciate other cultures
and contribute to the development of comprehensive
musicianship. They also argue that students need to study
jazz because those students who wish to continue their jazz
studies will need to have previous training, those who do
not wish to do so will understand the culture and continue
to support it. Educators assert that there are many
reasons for including jazz in the curriculum, emphasing the
need to expose students to jazz, to equip them to play
jazz, to inspire them to continue their study cZ jazz, and

to teach them to appreciatz jazz.

All educators interviewed firmly believe that there are
numerous advantages to including Jjazz 1in the music
curriculum. These 1include familiarising students with
different cultural values; allowing students to learn about

themselves; making teachers realize that all students are
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different, and enabling students to become better overall
musicians. No disadvantages were cited other than the
observation that jazz sometimes implies too much freedom,

and encourages students to play whatever they want.

The ability to read music and play an instrument were the
only prerequisites for admitting a student to the jazz
programme. Berkeley High School, however, required
students to know a little abcout improvisation, rhythm and
scales. It was also established that almost all students

study their instruments with private teachers.

Improvisation is considered to be a wvital tool by all
educators. It is a way of breaking down barriers, and
promoting self expression, composition and originality. It
is considered to be a vital part of the jazz programme and
is encouraged from the very beginning cf the student's jazz
studies. Improvisation is also considered to be a means,
whereby educators are able to monitor and assess students

progress since no fcrmal testing or evaluaticn occurs.

3.3.3 STRUCTURE QF IHE JAZZ PROCRAMMES

Research into the structure of the programme revealed
that it varied from school to schcol and was not a uniform
course of instruction. This was because the elements that
constituted the programme were largely determined by the

educator who administered jazz instruction or as he/she was
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better known, the Jazz Band Director. The programmes of

the schools studied were as follows:

3.3.3.1 SCHOOL OF IHE ARIS

Jazz Combo/Stage Band Intermediate
Jazz Combo/Stage Band Advanced

Big Band

Jazz Improvisation

History

The intermediate and advanced combos were small groups
which formed the most important part of the programme.
Emphasis here was placed on the develcpment of style,
instrumental technique and improvisation, and included
listening, rhythm training and analysis of solos. Each
combo met for two lessons per week with each lasting one

hour.

The big band was a large ensemble which formed the school's
primary perfcrmance group. Emphasis in the big kand was
placed c¢cn the performance of big band music in an array of
stvles. The big band met once a week for rehearsals which

lasted two hours.

Jazz improvisation classes met for one hour per week and
consisted of intense training in the area of improvisation

and the development cf self-expressicn. They focused on
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the blues and on major and minor scales with some attention

given to the playing of chords.

The history class was a general music history class which
included jazz history, vocal orientation and the writing of
blues. This class met for one hour per week and was divided

into two sections : World music and American history both of

3.3.3.2  LICK WILIMERDING HIGH SCHQOL

Jazz Band Beginner
Jazz Band Advanced
Jazz Improvision/Instrumental Technique and Jazz

Improvisation Classes.

The jazz bands were the only form of jazz instruction at
this school. Each jazz band class met twice a week for a
period of one hour. These classes comprised small
ensembles and included instruction in improvisation and
theory. The Jazz Improvisation/ Instrumental Technique
class met for one hour per week. It focused on the
development of improvisational skills, the playing of

scales and chords, and instrumental technique.

64



3.3.3.3 BERKELEY HIGH SCHOOL

Jazz Ensemble/Big Band
Jazz Lab Band/Stage Band - Instrumental

Jazz Lab Band/Stage Band -~ Vocal

The Jazz Ensemble at Berkeley High School consisted of two
groups: an advanced group and a beginning group. The
emphasis in each group, which met twice a week for a
period of two hours each, was on group performance. Study
was devoted to playing music from various periods in the

history of jazz and the development of big band performance

techniques.

The instrumental and vocal Lak Bands engaged in intensive
study in the areas of improvisation, Jjazz theory and
analysis, and instrumental and vocal technique. It was the
primary form of formal jazz instruction with each class

having a one hour lesson per week.

3.3.3.4 LOWELL HIGH SCHQQL

Symphonic Band (this was a Big Band which played jazz)

Concert Band (this was a Stage Band which played jazz)

The Symphonic Band formed the school's primary performance

band and was offered to the advanced students only. This
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class, which met twice a week for two hours, concentrated
on the learning of pieces which were performed at concerts
and school functions. Emphasis was placed on reading music
and the development of big band performance techniques,

with some instruction in improvisation.

The Concert Band formed the most important part of jazz
instruction. It focused on the development of small~group
plaving, improvisation., jazz theory, rhythm development and
the development of aural skills. The Concert Band
consisted of advanced and beginner groups with each group

meeting for one hour per week.

3.3.4 CLASSRQOM OBSERVATION

3.3.4.1  SCHOOL OF THE ARTS

Lessons were largely practical with 1little explanation
offered by teachers. Students were generally given a
little material to work with, and were expected to
experiment with and develop their knowledge. Improvisation
was emphasized at all times: students were encouraged to be
expressive by reflecting their feelings. Beginner
students were expected to improvise from their very first
experiences playing jazz, while senior students wers

expected to improvise over difficult tunes.
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Listening to recordings formed a vital part of every lesson.
Prior to playing a piece of music students would listen to a

recording of it and then attempt to play it.

Instrumental technique aimed to maintain a balance between
classical technique and Jjazz technique. Teachers often
stressed the importance of having good classical technique and

sight reading skills.

In general the jazz programme was found to be more practical
rather than theoretical with great emphasis being placed on
improvisation and 1listening to recordings. The 1level of
playing by the students was exceptionally high with many
students having played at concerts around the country with
professional musicians. Teachers had a sound knowledge of
what they were teaching and were able to get their ideas
across with relative ease since many were also active jazz

musicians.

3.3.4.2 LICK WILIMERDING HIGH SCHOOL

Although Lick Willmerding had a well structured Jjazz
programme, the Jazz Band Director, Martha Stoddard, was very
inexperienced in the field of jazz. A classical flautist with
no experience playing 3jazz, she was unable to effectively
convey the elements of jazz across to her students. They were
playing jazz in the style in which one would play classical

music; their playing therefore lacked the
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inflections and characteristics of Jjazz. Instrumental
technique and reading were emphasized with little interest

in listening to recordings.

Improvisation was of an elementary level: students would
outline scales and chords and play jazz licks that were
written by the teacher. Although student improvisation

lacked creativity, experimentation, and risk-taking, it was

nevertheless constantly encouraged by the teacher. Lessons
were largely practical with little emphasis on
improvisation. Many solos that were played were

transcribed and replicated identically bv students.

In general, students were being exposed to jazz and were
afforded the opportunity to play it; however, because of
the lack of experience of the teacher, the standard of jaz:z

instruction was relatively poor.

3.3.4.3 BERKELEY HIGH SCHOOL

Lessons were largely practical with a theoretical analysis
of everything that was played. Strong emphasis was placed

cn developing style and originality.

Improvisation was at the top of the 1list of skills that
were developed. Together with short and easy
transcriptions it formed a wvital part of Stage Rand

lessons. With the development of improvisational skills,
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students were encouraged to be creative, inventive and to
take risks. They also studied advanced improvisational
techniques and were encouraged to develop <critical

thinking.

Instrumental and vocal techniques were primarily the
responsibility of the private teachers although incorrect

technique was rectified within the 'course of lessons.

Listening to recordings did not form & major part cf
lessons. Students were expected, however, to carry out a

specific amount of listening outside of schccl hours.

The teacher's teaching method allowed students to discover
by experimentation. He constantly encouraged students to
listen to the great jazz musicians of the past anrnd to try
and imitate them. He also encouraged students to listen to
a broad spectrum of players to develop original styles, an

aspect which he considered to be of vital importance.

In general, the stancdard of playing was very high as was
the standard of instructicn. This can be attributed to the
fact that the Jazz Band Director 1is a strong 3Jjazz
performer. The Jjazz prcgramme was and still is highly
successful because of the influence and contributions of
established community jazz musicians who deliver workshops

and offer tuition to many students.
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3.3.4.4 LOWELL HIGH SCHQOL

The standard of playing at Lowell High was very good. This
can be attributed to sound instruction, in which emphasis
was placed on all aspects of music necessary for jazz.
Instrumental technique was emphasised together with theory.
Most theoretical aspects such as scales, chords, rhythms

and harmony were both discussed and played as exercises in

1]

technique development. Exercises in classical technique

were given equal attention.

Improvisation was a major area oif study and students were
encouraged tc be expressive and tc play with feeling. They
were required to learn transcribed solos and to use ideas
from these solos together with original ideas when
improvising. To assist the improvisational process,
students were given licks by the teacher that they could

copy and develop.

Students were also encouraged to read accurately and to
interpret written music in the style that a jazz musician
would. They were also encouraged to listen to as much
music as possible and to play with other students as cften

as possible.
In general the standard of playing was good with almost all

lessons being practical. Students were given many

opportunities to listen to recordings and to plav during
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lessons. The music that was studied wvaried from mainstream

jazz to pop jazz, to Brazilian jazz.

3.3.5 JAZZ PROGRAMMES OQOF HIGH SCHOQOLS NQT VISIIED BY
IHE WRITER

3.3.5.1 HALL HIGH SCHOOL

{West Hartford, Connecticut)

William N. Stanley - Jazz Band Director

The Jazz Programme is as follows:

Jazz Band I and II

Audio and Recording Techniques
Jazz Choir

Jazz Ensembles - Non-Credit

Improvisation Workshops Non-Credit (Bash,1988:24)

Hall High School was one of the first high schools in the
United States to develop a jazz programme. The school has
a number of recordings and overseas tours to its credit, in
addition to 1its achievements at numerous festivals and

‘contests.
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3.3.5.2 INTERLOCHEN ARTS ACADEMY

(Interlochen, Michigan)

William Series - Coordinator of Jazz Studies

The Jazz Programme is as follows:

Jazz Studioc Orchestra
Jazz Workshop Ensemble
Jazz Styles and Analysis
Rhythm Section Classes

Improvisation {(Bash,1988:26)
Interlochen Arts Academy was one of the first private high

schools to include jazz in its arts programme. The school

boasts a list of prominent jazz artists who contribute to

the jazz programme.

3.3.5.3 BOOKER I, WASHINGTON HIGH SCHOQL EOR TIHE
PERFQRMING AND VISUAL ARTS

(Dallas, Texas).

Bart Marantz - Director of Jazz Studies.

The Jazz Programme is as follows:

Stage Band - I - IV
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Show Choir

Jazz Arranging - I and II
Jazz Improvisation

Jazz Combo - I - IV

Composition - I and II (Bash, 1988:26)

Booker T. Washington High School boasts one of the most
comprehensive jazz programmes in the United States. The
school has been the recipient of some of the most
prestigious awards with many of its students achieving
international recognition. 1Its jazz programme has produced
a 1list of recordings which include many students
compositions and arrangements. The achievements of the
jazz programme at this school are remarkable and have set

the standard for its contemporaries.

3.3.5.4 HOUSTON HIGH SCHOOL FOR THE PERFORMING AND VISUAL
ARTS (Houstcn, Texas).

Robert Morgan - Director of Jazz Studies.
The Jazz Programme is as follows:
Big Band
Jazz Combo

Jazz Theory/Improvisation

Rhythm Section Classes (Dyas,1994:32)

73



Houston High School has a comprehensive and well-balanced
jazz programme. The school's big bands and combos have
been the recipients o©f numerous awards . including the
prestigious Down Beat (Jazz Magazine) Awards, and are well

known for their performances at festivals and contests.

3.3.5.5 NEW WORLD SCHOOIL OF THE ARTS
(Miami, Florida)

Roby George -~ Director of Jazz Bands.

The Jazz Programme is as follows:

Big Band

Jazz Combo

Jazz Improvisation
Rhythm Section Workshops

Tune Learning {Dyas, 1994 34)

Although the Jjazz programme at New World School was

-

established recently, it 1is already proving to be well-

balanced and comprehensively covers all important areas of

jazz instruction.
While other schools enccurage private study outside of the

schools jazz prcgramme, New World School offers

instrumental tuition as part of its programme.
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3.3.6 CONCLUSTIONS DRAWN FROM EXISTING HIGH SCHOOL JAZZ
PROQGRAMMES IN AMERICA

It 1is evident that the primary driving force for
implementing Jjazz instruction in American high schools is
the Stage Band. All schools place emphasis on Stage Band
Instruction while attempting to incorporate other courses
such as Jazz Styles, Analysis, Jazz Theory, Tune Learning
and Rhythm Section Cldasses, to develop comprehensive
musicianship in the field of jazz. Complementing the Stage
Band are classes in Jjazz improvisation. This, following
Stage Band Instruction, forms th second most important
element 1in comprehensive jazz instruction. Although the
level of improvisation varies from school to school, one
should note that improvisation is stressed from the very

beginning of the jazz programme.

It is also interesting to note that both the Stage Band and
Improvisation Classes reguire that students listen
extensively to recordings. This should come as no real
surprise to us because prior tc formal instruction,
jazz was studied by repeatecd listening to recordings anc by
imitating what was played. Listening 1is thereiore

incorporated at all levels of study.
Most schools place emphasis on performance rather than on

other skills although some aim zt maintaining a balanced

programne. For example Booker T. Washingtcn Eigh School
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for the Performing and Visual Arts tries to maintain a
balance in terms of performance (instrumental and vocal),
jazz arranging and composition. The latter two are
considered to be equally important to performance and a

prerequisite for being active in the field of jazz.

Finally, it is important to note that only a few schools
offer instrumental tuition within the jazz programme. Most
schools require that instrumental tuition remain the task
of private teachers or community musicians, a tradition

which has existed since the very beginning of jazz.
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CHAPTER EQUR : THE DRESIGN OF A JAZZ PROGRAMME EOR THE
SENIOR SECONDARY SCHOOLS IN SOQUTH AFRICA

4.1 THE CURRENT STATUS QF JAZZ AT SECONDARY SCHOOLS IN
SOUTH AFRICA

Héving looked at the development of jazz in music education
and at some American high school jazz programmes, we shall
now briefly look at some efforts that are being made to
implement jazz at secondary school level in South Africa
before proceeding to design a Jjazz programme for the

secondary schools in South Africa.

There currently exists a growing interest in secondary school
jazz education in South Africa. This 1is largely being
influenced by: the growing number of tertiary institutions
that are offering jazz studies; the increased broadcasting of
jazz programmes via the radic and television media; the
growth in the number of jazz festivals and jazz performance
venues countrywide; the influx of visiting jazz performers
and the international recognition that Scuth Africa jazz
musicians are beginning to receive. There alsc exists a
large number of qualified music students from tertiary
institutions from across the country that are finding Jjobs as
music teachers in government and private schools. Many of
these students who have been exposed to jazz at tertiary

level and others who have incorporated some fcorm of jazz

training as part of their degrees and diplomas are now
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begininning to implement some form of jazz instruction at the

schools that they teach. The writer is one such example.

According to Mike Skipper, organiser of the National Schools
Jazz Festival in Grahamstown, the number of schools that
participate in the festivals has been steadily increasing
since its inception in 1992. He also indicated that he
achieved a record breaking number of students that attended
the festival in 1996. They were all intent on developing their

jazz performance skills and fostering the development of jazz

at school level.

The year 1997 promises to be a turning point for South
African school jazz education when two secondary school jazz
bands travel abroad to conduct performances. The St. Annes
and Hilton College jazz band of which the writer is the
instructor, and the Gauteng Music Academy, have been invited
to perform at the 27th International Asscciation of Jazz
Educators Conference in Chicago. These Jjazz bands will
perform alongside high school Jjazz bands from around the
world to an international audience of jazz musicians and jazz
educators, thereby achieving international recognition for

South African seconday school jazz education.

South African schools that are instituting jazz programmes
can be divided into two categories: schools with strong jazz
programmes and schools that include a little jazz as part of
their music curriculum. The schools with strong jazz

programmes have established big bands or jazz ensembles that
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ST. ALBANS COLLEGE
Pretoria (Gauteng)

BEAU SOLEIL MUSIC CENTRE
Cape Town (W Cape)

ALEXANDER RD. HIGH
Port Elizabeth (E Cape)

O0.F.S. MUSICON
Bloemfontein (O.F.S.)

HUDSON PARK HIGH
East London (E Cape)

HUGO LAMPRECHT MUSIC CENTRE
Parow (W Cape)

STIRLING HIGH
East London (E Cape)

COLLEGIATE HIGH
Port Elizabeth (E Cape)

MANU TECH. COLLEGE
Florida . (Gauteng)

KINGSWOOD COLLEGE
Grahamstown (E Cape)

SIYAKHULA C.M.P.
Durban (KwaZulu-Natal)

GAUTENG MUSIC ACADEMY"
Daveytown (Gauteng)

INTERNATIONAL SCHOOL -
Bophutatswana

GREY HIGH SCHOOL
Port Elizabeth (E Cape)

SACS HIGH SCHOOL
Cape Town (W Cape)

WESTVILLE GIRLS HIGH
Durban (KwaZulu-Natal)

BISHOPS
Cape Town (W Cape)

ST. CYPRIAN'S
Cape Town (W Cape)

DRIE RIVIERE HOERSXOOL
Northern Province

SELBOURNE COLLEGE
East London (E Cape)

RUSTENBURG GIRLS HIGH
Cape Town (W Cape)

GRAEME COLLEGE
Grahamstown (E Cape)

VICTORIA GIRLS HIGH
Grahamstown (E Cape)

PINELANDS HIGH
Cape Town (W Cape)

WESTERFORD
Cape Town (W Cape)

4.2 A JAZZ PROGRAMME IQ BE IMRLEMENTED FOR SENIQR
SECONDARY MUSIC SPECIALIST STUDENTS

The suggested Jjazz programme 1is based on elements derived
from an examination of Jjazz
offered at American high schools.

contextualised and adapted to
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programmes

These programs have been

suit the students and the

currently being



environment currently prevailing at high schools in South
Africa and to meet with curricular demands being implemented

by the Department of Education and Culture.

The suggested jazz programme 1is described in this chapter

under the following headings:

Jazz Ensemble
Improvisation

History

4.2.1 SCHEDULING QF TIHE JAZZ PRQGRAMME

The proposed jazz programme 1is intended to be an independent
programme which music students will have the option of
choosing in standard eight. It is not meant to be a part of
the current matric curriculum but rather to exist as an extra
curricular programme which will run concurrently with the
music curriculum from standard eight. Its scheduling will
therefore not infringe on the three and a half hours per week
that the Department cf Ecucation and Culture allccates for
music as a matric subject in the National Core Curriculum.
Instead, the one and a halZ hours per week that is required
fcr the jazz programme should take the form of extra
curricular 1lessons that are scheduled outside ¢£f£ normal
schcol time until as such time that the National Core
Curriculum is amended tc¢ include jazz within the current high

school music curriculum.
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The jazz programme requires students to complete a two and a
half year course of study commencing in standard eight and
following through in standards nine and ten. The programme
is intended to run for only half of the standard ten academic
year by including only the first two school terms and thus
terminating by June of the matric year together with all
other extra-curricular subjects and activities. This has
been done in orcder tc enable the matriculants to preparce for
their trial matric exams which are written in the third
schooling term and their final matric exams which are written
in the fourth term. The scheduling of the jazz programme 1is
as follows:

Jazz Ensemble 1 hour per week over a period
of 40 weeks per year

i.e. Std 8 40 hours
Std S 40 hours
Std 10 20 hours
Total 100 hours over three vyears
Jazz Improvisation 1/2 hour per week over a

period of 40 weeks per year in
standard eight and nine and 20
weeks in standard ten

i.e. std 8 20 hours

Std S 20 hours

Std 10 10 hours

Total 50 hours over three years
History No extra curricular lessons

should be allocated to the
study of jazz history since
this section is covered in
the National Core Curriculum

(S.A. Dept. of Ed.,1995:14)
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at standard nine level.

Music educators who wish to implement this programme are
going to be confronted with the task of finding the extra one
and a half hours per week. The writer suggests that the jazz
programme be split into two separate classes i.e. a one~hour
class for the Jjazz ensemble and a half-hour class for
improvisation. Educators should then attempt to schedule
these classes after school hours on two separate days, e.g.
schedule the jazz ensemble class on a Monday from 2:45 pm to
3:45 pm and the improvisation class on a Wednesday from 2:45
pm to 3:45 pm. A viable alternative for the improvisation
class could be its scheduling prior to the commencement of
schooling hours, i.e. from 7:15 am to 7:45 am on one of the
days of the week. The days on which classes scheduled should
be done with due consideration being given to students other

extra curricular activities such as sport.

4.2.2 THE JAZZ PROGRAMME - COMPONENTS

The components of the jazz programme have been selected in
consultation with Professor Darius Brubeck - Director of the
Centre for Jazz and Popular Music, University of Natal,
Durban; Mr. Dusty Cox lecturer in jazz studies at the
University of Natal, Durban and Dianthe Spencer - head of
jazz studies at San Francisco University. The components of

the jazz programme are as follows:
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Jazz Ensemble

Instrumentation
The Rhythm Section - piano

- bass

- drums
Rhythmic Style - swing

- syncopation

Jazz Articulations
Form - blues form

- marabi structure
- 32 bar form

Improvisation

Major scales; major triads; major seventh chords - in all
twelve keys

Dorian mode; mincr triads; mincr seventh chords - in all
twelve keys

Mixolydian mode; dominant seventh chords - in all twelve
keys

Blues scale
Turnarounds
ii - v - I progression

Transcribed solos

History

1900

1220 Develcpment of Ragtime, New Orlezns Style,
South African "coon songs"; acticn songs
and brass bands in the mission stations.

1920 - 1930 Chicago Dixieland and Marabi

1930 - 1940 The Swing period and Marabi

1940 19S50 Bebop and the development o Mbacanga
and the Kwela style

1950 ~ 1960 Cool Jazz, Hard Bop and Mkaganga

1960 - 1990's: Free Jazz, Fusion
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The above components of the history section which have been
discussed in detail in chapter three should be discussed
during students' music history classes which form a component
of the National Core Curriculum for music in standards eight.
nine and ten. The National Core Curriculum currently makes
provision for the study of the history of jazz at standard
nine level. Music educators wishing to implement this jazz
programme should attempt to include the history of jazz at

standard eight level as well.

4.2.3 IHE JAZZ PROGRAMME - SYLLABUS
General aims
1. To broaden students’ general music knowledge.

2. To expose students to jazz and jazz related styles.
3. To afford students an environment for musical

performance.

Level of Proficiency

Students expected level of proficiency at the end of each
year 1s detailed in the respective sections that follow
entitled level of study. Music educators should use this
guide for evaluating students progress since no formal

testing is prescribed for the jazz programme.
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Standard Eight

1. To expose students to the structure of a jazz band.

2. To acquaint students with the stylistic features that are
required for performance in the jazz style.

3. To develop students’ improvisational skills.

4. To expose students to the historical features of jazz.

Jazz Ensemble Concepls

Instrumentation - big band; trio; quartet and quintet
combinations
Rhythm section instruments comprising the rhythm section

i.e. piano; bass.and drums
the function of these instruments within
the rhythm section context
the function of the rhythm section as a
component of the ensemble

Rhythmic style the interpretation and playing of
"swing feel™

Form the basic blues structure

Jazz Articulations

Improvisatignal Copcepts

Blues scale the building of phrases and

patterns based on the blues

scale and applied over the

harmonic structure of the
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Dominant seventh chords

Mixolydian mode

Level of Study

blues form.

the outlining of the harmonic
structure of the blues form
using dominant sevent chords
the building of phrases and
patterns based on dominant
chords and applied over the
blues form.

applying the various mixolydizn
modes over their relevant
seventh chords of the blues
harmonic structure.

the building of phrases and
patterns based on the mixolydian

mode.

The individual rhythm section instruments must function

collectively as a unit providing a sclid rhythmic and

harmonic basis for the ensemble.

Students should display the ability to play in a

characteristic jazz style displaying good "swing feel"”

and the apprcpriate articulations.

Students should display the ability to imgrovise over

the blues structure by utilizing the blues scale,

dominant seventh chords and the mixolydian mode.

Students should memorize the harmonic structure of the

basic blues form.

87



5. Students should become aware of the historical

development of jazz for the period 1900 to 1940.

Standard Nine

Aims
1. To further develop style characteristics pertinent
to jazz.
2. To develop students'improvisational skills.
3. To broaden students'knowledge of the harmonic structures

that are related to jazz.

4. To expand students'knowiedge of the history of jazz.

Jazz Ensemhle Caoncepts

Rhythmic style the use of syncopation
the accenting of beats two and four
Form variations to the basic blues form
marabi harmonic structure/I - IV - I - V
cyclic structure

Jazz Articulations
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Inmprovisational Concepts

Major scales; major triads; major seventh chords
the building of phrases and patterns based
on major scales; major triads and major
seventh chords.
the application of major scales; major
triads and major seventh chords over the
marabi harmonic structure.

Dorian Mode; minor triads; minor seventh chords
the building of phrases and patterns based
on the dorian mode; minor triads and minor
seventh chords.
the application of the dorian mode; minor
triads and minor seventh chords over the
harmonic variations of the blues form.

Turnarounds - the building of phrases and patterns over
the harmonic structure of the turnaround.
the application of the relative scales, modes,
triads and chords over the turnaround

structure.

Leve! of study

1. Students should command good stylistic features during
ensemble rehearsals.
2. Students should display good technical ability over the

use of scales, modes, triads and chords when imprevising.
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3. * Students should acquire an understanding of the under-
lying harmonic structure of the turnaround, the marabi
structure and variations to the blues structure.

q, Students knowledge of the history of jazz should be

expanded to include the period from 1950 to 1996.

Standard Ten
1. To expand students' knowledge of jazz harmony and form.
2. To develop students' improvisational skills via the use

of transcribed solos.
3. To expand students' repertoire of Jjazz music by playing

music of the various jazz styles that currently exist.

Jazz Ensemble Concepts

Repertoire should include music from the different
periods and should be expanded to include
music from the various jazz styles that
currently exists such as swing jazz, latin

jazz, marabi jazz, rock jazz, funk and fusion.

Form 32~bar form.
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Improvisational Concepts

ii - V - I progression the building of patterns and

phrases over the 1ii-V-I
progression.

the application of dorian mode,
mixolydian mode and major scales
over the ii-V-I progression

the application of major and
minor chords and triads over

the 1ii-V-I prcgression

Transcribed solos the playing of transcribed solos

over pieces studied thus far.
the development of transcribed
solos.

students attempts at

transcribing easy solos.

Level of study

Students should display clear and distinct style
characteristics when playing tunes in the various jazz
styles such as latin jazz, marabi jazz, etc.

Students should display an understanding of the 32 bar
form structure and the i1i-V-I harmcnic structure.
Students should be able to play a minimum of three
transcribed solos from memory.

Students should display the ability to aurally transcribe

easy solos.
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4.3 DESCRIPTION QF THE JAZZ PROGRAMME
4.3.1 JAZZ ENSEMBLE

The Jazz Ensemble which can be regarded as the equivalent of the
American high school stage band, is intended to be the primary
vehicle for jazz instruction. It should be purely a performance
class with some theoretical analysis of the pieces played. The
class is scheduled to meet once a week for a period of one and a
half hours during. which time pieces from different periods in
the history of jazz will be played. The aim of this class would
be the development of the Jazz Ensemble concepts described in

the following section.

RESCRIPTION OF JAZZ ENSEMBLE CONCEPTS

4.3.1.1 Instrumentation

The Jazz Ensemble instrumentation should be derived from the
standard big band instrumentation which comprises saxophone,
trombone, trumpet and rhythm sections. The saxophone section is
comprised of a combinaztion with two alto saxophones, two tenor
saxophones and one baritone saxophone. A soprano saxophone or
clarinet 1is sometimes added to this sectior. The trombone
section usually consists of four trombones and five trumpets
comprise the trumpet section. The rhythm section consists c¢f an
, electric or acoustic piano; electric bass or amplified upright
string bass; electric guitar and standard drum kit. The
electric guitar is optional and a percussicnist is occasionally

added to the rhythm section. The Jazz Ensemble need not include

g2



all the above instruments but rather a combination of some of
them e.g. also sax, trumpet and rhythm section: alto sax, tenor
sax, trumpet, trombone and rhythm section; two trumpets, two
tenor saxophones and rhythm section. The combinations will vary
depending largely on the number of saxophone, trumpet and
trombone students. However the standard rhythm section
consisting of piano, bass and drums 1is essential. In addition
to saxophones, trumpets and trombones, instruments such as
vibes, strings, flutes, french horns and electric synthesizers

may be used.

4.3.1.2 The Rhythm Section

The rhythm section consisting of piano, bass and drums 1is
probably the most important section of the ensemble. It
provides the rhythmic and harmonic foundation. The instruments
can also be used individually in solos for the purpose of
improvisation. The rhythm section supports the soloist when
he/she embarks on an improvisation and can exist as a separate
entity distanced from the rest of the ensemble. It is the

driving force of any ensemble or jazz band.

RPiano

The pianist provides the harmonic structure, outlines the form
and contributes rhythmically to the rhythm section. He/she
"should emphasize chcrd changes and punctuate rhythmic aspects
of -the ensemble" (Henry 1981, 61). The piano also plays a
pivotal role in the introduction and ending of pieces and is

expected to develop a technique called "comping”™ which 1is the
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rhythmic accentuating of the harmonies of the piece. The
pianist will generally be presented with two types of printed
music. The first may have only the melody line and the chord
symbols written while the second may have everything written
including the chord voicings and the rhythms with which the
chords should be played. If the melody line and chord symbols
are given, the pianist would then be expected to interpret the
chord symbols, formulate his/her .own voicings and comp ° or
rhythmically accentuate harmonies at the points he/she deems
necessary. If the full piano score is given, the pianist should
proceed to play the score exactly as written with the given
voicings and rhythms. Two examples of Take the "A" Train by
Billy Strayhorn seem to illustrate this point. The first piece
is the full piano score including a separate melody line. The
second contains a melody line and chords written on single stave

usually referred to as a "lead sheet".
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Choré voicing or the arranging of the notes within cherds is a
skill that needs to be practised and developed. The voicing of
the chord must outline the harmony and allow for the smooth
movement of notes from one cherd to another. According to Henr

(1981, 66) the best sounding vecicings generzally have the largest
intervals at the bottom of the chord with closer spacing at the

top. The following example demonstrates this:
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The C dominant seventh or C’ chord (a definition of chord symbols

is given in the improvisation section)

can be voiced as follows:

The chord progressicn ii’ - v’ - I’ in the key of C major would

appear as follows in a leaé sheet:

Dmin7 ) Cmaﬂ

M-+

The chords should be voiced as follows:
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The interval of a 10th, which is the third of a chord played an

octave higher, is a device commonly used in the 1left hand.

Robert Henry, the Director of Jazz Studies at the University of

Missouri - Columbia, provides some general suggestions for chord

voicings in his book The Jazz Ensemble (1981, 67). They are as

follows:

S

Space the chord tones so that the intervals will be wider

at the bottom and closer at the top.

Use primary chord tones as the lowest interval.

Use more rootless veicings when working with & bass.

Avoid wide leaps in moving from chcrd to cherd. Individual
chord tones should move as smoothly as possible to a note
in the next chord (stepwise).

When possible, maintain common tones, especially on top.
In two handed voiciags, avoid right-hand duplication of the
left-hand vcicing.

Most voicings that sournd good on acoustic piano will also
work well on the elactric piano. Eowever, it may sometimes
Ee necessary to thin cut a particular vcicing for claritv

because ¢f certairn amplification characteristics.

Use a variety of vcicings:
(g) different inversions;
() fewer chord tones in softer passages. and

(c) mcre checrd tenes in heavier passages.
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The bass is usually played on the upright acoustic string bass,
which needs to be fitted with' an electronic pick-up for
amplification purposes. Alternatively, an electric bass guitar
can be used. The bass has two important tasks to perform: it
must, according to Henry (1981, 56) "be the primary pulse setter
and outline the harmonic basis of the band." The bass player
usually accomplishes this by providing a rhythmic ostinato which

outlines the basic harmcny notes by playing a melody line in
crotchets. This, referred to as a "walking bass", should have
a melody line which consists of pitches that outline the
important notes of the chord such as the root and the fifth. The

following example is a demonstration:

¢ g 5 ¢
Igi:: = = = 3 > o = = = = 3
1 S - P P ,', o o - -— —_
=3 = I3 . ;E ¥ ®E

The bass line should ccmprise notes of the scale or the chord
that is being played. Tke first example below displays a chordal
approach while the seccnd is scalar:

[ [ g "

c
: > -1
s . - » . = Y
FEEx="2 22132 -_85 z3;
c p~ ¥ ¢
I , T e =z i, T 2 I 4= = i oz =
= +.IT1‘112‘1'31;T!3

100



When students are comfortable using these two techniques thev
should be encouraged to incorporate non-harmonic chromatic

passing notes and leaps, as demonstrated in bars two and three

respectively of the next example:

c r 4 c
: = o #, 1 £ = —+ -
- = ;- e i,_ 3 = = = =

sz lines,

n

o r
fur

v in playing improvised k

<
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In order to gain faci

=3

students need to constantly practise scales andé chords. When
they encounter difficult pieces where the chords change rapidly,
they are advised to write out bass lines to suit the chord

changes and then play the written lines before attempting to

improvise them.

Drums

the fcllowing: ricde cvmbel, crash

th

S O

in

The mocdern drum kit consi
cymbal, hi-hat, toms, snare and bass drum. The primary rcle o
the drummer is to provide a steady pulse and accents at specific
points in the music. On standard jazz tunes, pulse is maintained
on the ride cymbal ancé hi-hat with the bass drum, snare and toms
being used fcr accents and drum fill-ins. This format varies
depending on the style of music being played. For examgle in a
latin jazz tune, the pulse is not necessarily maintained on the

ride cymcal and hi-hat but rather on hi-hat, bass drum andé snare.



Most Jjazz tunes however are based on the standard jazz drum
rhythms in which the pulse is maintained on the ride cymbal. The
following ride cymbal examples that are commonly used are taken

from Robert Henry’s book The Jazz Ensemble (1981, 47):

Written:

Played:

=
i

Eenry (1981, 47) suggests that in a slow ballad a variation in

the ricde cymbal pattern cccurs. The notation is as follows:

Written:
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Plaved:

EﬂiJ dodd iJ 4 ;J-,J;lﬂ

In up-tempo tunes, Henry suggests that the ride cymbal rhythm

changes, and is written ancd played as follows:

iz
Hr

The hi-hat which is playsd on beats two and four of each bar is
consistent irraespective of the variation used on the ride cymbal.
In the follcwing examples, the first demcnstrates the hi-hat
pattern commonly used while the second is a nctaticn of the hi-

hat pattern in cenjunction with the ride cymbal pattern.

B
IHH
bM X
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The bass drum and snare drum are used for accents and to
reinforce rhythmic figures that are sometimes plaved by the brass
instruments or piano. The toms and crash cymbals are used for
drum fill-ins and as improvisational tools when the drummer
embarks on a solo. The following excerpt, taken from David

Bakers book Jazz Improvisation (1969, 157) 1s a drum score

indicating all drum parts:

In a drum score, a fill-in is sometimes indicated and implies
that the drummer should £ill in a rhyvthmic pattern in the time
that is allocated. The fill-ins may be notated or sometimes left
to the discretion of the drummer. Sometimes a drum solo will be
indicated, in which <case the drummer be expected to
“improvise rhythmically using the wvarious drums and cymbals that
constitute the drum kit. The full drum score may sometimes not
indicate the entire drum parts for the whole piece but rather

provide a sketch for the piece indicating rhvthms that should be
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accented, fills and solos. The following example is the drum
score for the piece Basic Straight Ahead by Sammy Nestico. It

is taken from Robert Henry’s book, The Jazz Ensemble (1981, 51):
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4.3.1.3  REHEARSAL IECHNIQUES

Highly acclaimed jazz educator and jazz musician Thom Mason
discusses some of the goals and objectives of the rhythm section

during rehearsals, in his article "Teaching Improvisation in

Your Rehearsal" (1987, 76):

Drums keep time using different parts of drum set (hi-
hat alone, cymbals alone, toms-toms alone, hi-hat
and bass drum alone, snare, hi-hat and ride
alone). Play with brushes, with one stick and
one brush. Play fill-ins and set-ups using

different parts of the drum set (same as above).

Piano Comp using 2-note LH; 3-note LH; 3rd in bass; 7th
in bass; 2-note LH plus 4ths in RH; 3-note LH
plus triads in RH; one hand alone; two hands in

octaves; in a certain octave; ala Basie.

Bass Play using chord tones; root on 1 and 4; diatonic
passing notes; chromatic passing notes; scale lines;
particular rhythms; 2-beat swing; in a certain octave;

thumb slap etc.

All rhythm section instruments should ke required to play in

different combinations while improvisation is going on.
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Rhythmic Style

The rhythmic style in which Jjazz is played forms the most
important element that distinguishes jazz from other musical
styles. Rhythmic interpretation in jazz can be narrowed down to

two fundamentally important concepts: swing and syncopation.

Swing

Henrv (1987, 31) states that "the most problematic concept to be
learned is the interpretation of eighth-ncte figures in swing-
style plaving." In swing tunes, eighth note or quaver patterns
are usually played in a triplet pattern althcugh they ars notated

as quavers. The patterns of quavers will therefore ke written

and played as follows:

Written:

T¥i¢
1118

The following dotted quaver pattern is sometimes used for effect

although it is not as smcoth as the triplet pattern.
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The concept of playing quaver patterns with the triplet feel is
commonly referred to as "swing feel" or "swinging" in jazz. It
forms the most characteristic and distinguishing element in
differentiating jazz from other styles of music. The importance

of practising and employing this technigue cannot be over

emphasized.

Syncooation

The *intention of using syncopation in jazz is to accent the weak
beats, which is a characteristic feature of jazz. Furthermore
jazz is rhythmically very strong and syncopation can be viewed
as a primary contributing factor towards creating a strong

rhythmic feeling. The following examples demonstrate how a

melody may be syncopated:

Original melody:

%z

iy 1
|
—Hy
N
B
bt
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Articulations

Henry (1981, 21) asserts that "Jazz articulations and phrasings
are perhaps the two most difficult concepts to grasp in the jazz
idiom." One of the reasons for this is that jazz articulations
are not notated consistently. They are constantly changed and
notated differently by different authors and musicians. Henry
(1981, 21) suggests therefore that only "general guidelines arnd
suggestions" can be given in order for students to develcr the
jazz articulation concept. An tunderstanding ct
articulaticns and hrow they werk can be achieved by rersated
listening to recordings of Jazz musicians who emglcy these
articulations. However, 1in order to develor a general
understanding of jazz articulations, a 1list demonstrating the
common notation and description o©f these articulations 1is
provided. This 1list was compiled by the Internaticnal
Asscciaticn c¢f Jazz Ecducators (IRJZ) and was presented kv ja:z

educater and musicran Bart Marantz at the twenty Zfirsz IAJE

Conventicn in 2osten in January 1994. The list follows:
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The form of a jazz composition is generally a reference to the
song form or melodic form which is referred to as the "head" by

jazz musicians. One of the earliest forms to have evolved was

the Blues Form. This form became the structure for a number of

compositions and it is still being used by contemporary composers

ané performers. The earlier blues forms eventually evolved into

n permitted harmcnic variation tc

PR el
2 WILLC

5]

& standardised structu

ferm cconsists of twelve bars which ars

n

occur The basic blue

——

basic blues form was as fcllows:

= -\

IV Iv [ 1

fu
l...l

tocugh

practice

-

Altering of the harmenic ccntent is commen

musicians always aim at

basic blues. The next exzmple damcnstrates one oI the mest
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a list of jazz cocmpcsitions thet ars
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The following list =z

based on thke blues form. The compositions listed by Reeves

(1883, 114} form parz cI the standaxd 3jaz:z repertoire that
students should know:
Blue Trane John Coltrane
C Jam Bluss Duke Ellington
illies Bounce Charlie Parker
Eighty Cne Miles Davis
Freddie Fresloader M:les DPavis

Now’s the Time

of the Urniversity o¢I Natzl, 2Jurkan sugcests that Maraki has
become syncnymcus with Scuth AZrican Jjszz in much the same way
that one wculd ccnsicder the Eklues and

Althcugh Marari and the blues have uncergcne a series of

o o - - -t e - - e W N = - <
transZormation, narncnic nave remained



consistent and have become their identifying elements. The
marabi structure basically consists of the following harmonies

which are repeated in cyclic form:
I - IV-I:+-YV

This structure forms the basis for a number of South African
jazz compositions, many of which employ the use of this
structure in its original tcrm while others make use of
variants c¢f this structure. The fcllcowing compcsitions which

form part of the stancdexd South African jazz rerertcire are

based on this structure:

Mannenberg Dollar Brand
Kwela Mama Barney Rachabane
Zukile Duke Makasi

Soweto is

-t

where its at Dollar RBrand

bar secticnal form is the nex:t mcs:t commonly used
eight bar melcdic phrases repeatsd 1n a2 srecific seguence.

According to Reeves (1882, 124), "the mCsT CIOmmMCn seguences

are ABARR, AEAC, with each a
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The following diagram demonstrates the form for the Miles Davis

compesition So What.
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Rehearsal Technigcues and Repertoire

The success of the Jazz Ensemble class will depend largely on the
structure and execution of the rehearsal and the contribution
made by the Jazz Improvisation class. A systematic approach will
enable a smooth transition of ideas and yield results with

relative ease. In The Jazz Ensemble, Henry (1981, 73-75)

recommends the following rehearsal techniques:

1. Before the actual rehezrszl begins, each rlayer shculd have

spent an adsguate amcunt oI time warming ur anc getting

.

2. Before rehearsing a chart, a director should have a '"talk

through" with the ensemble. This involves marking the

score with phrase markings, special

!
3
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b
1
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0
n

rticulztio

v

- =~ : = Fogi oy 3a - H
cases, special effzcts, dynamic

'_J

line contouring, re
markings and line dominance.

Once the parts have besn marked, then

i)

top to bottom is in order.
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ensemcis, enabling them tc watch their music and mark nc

might help at some point tc have Just the lead pliayers,
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Various seating arrangements can be used for the ensemble.
The manner in which a band sets up can be dictated by
personal preference, available seating, desired sound
dispersion, and various other factors. The most widely
used and probably the best arrangement conducive to a

tight, controlled situation is the ‘stack”. The

arrangement is as follows:

[ cRUMS TRUM PETS

BAsg

GUI.TAQ] TROMBONES }

[SAxc;HcNES ]

Due to the restrictions of the jazz programme being open only

to students studying music for matric (which unfortunately is

restricted to Western European music), the writer suggests

that the following techniques be employed in order for these

students to develop style and instrumental technique pertinent

to jazz. These are:

All rehearsals should begin with students listening to
recordings of Jjazz. These recordings should include
recordings of South African jazz artists so that students
may be able "to absorb the South African jazz style and

incorporate it in their playing.

Emphasis must be placed on developing students' correct

use of the various jazz articulations.

Students should be engouraged to sight read their parts so
as to develop their reading skills. Sight reading of music

should form a basic constituent of every rehearsal.
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4.

A portion of rehearsal time should be dedicated to a
brief analysis of the theoretical <content of the

composition.

David Baker (1981, 159) provides the following suggestions for

stage/lab bands:

i)

The emphasis should always be on improvisation.

A variety of tunes drawn from the foullowing categories
should be practised:

Bebop tunes

Modal tunes

Standards

Ballads

Rhythm and Blues

Transcriptions, adaptations and originals

Blues

Latin

Contemporary tunes e.g. Freedom Jazz Dance and

Dolphins Dance

Free Form

Soloists should stretch out on the tunes (i.e. soloists
should improvise over as many choruses as they wish, and
everybody should solo.

Different tempos, meters, styles, moods, etc. should be
played.

Everybody in the groups should know the form and changes
(harmonies) to each tune (including the drummer).
Everybody in the group is responsible for keeping the

time.
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analyze why, then

problems.

10.

11.

take chances and exchange ideas,

when something goes awry,

the class should discuss and

take necessary steps

make mistakes and lezarn from them.

tc correct

Once the playing starts, concentration must be 100%.

the

The order of solos as well as the format should be waried.

The ethos should be one of experimentaticn: students should

as this is the time to

The fcllowing rerertcirs is suggested for the Jazz Ensemble
class. These bceoklets contzin arrangements ¢ compcsiticns
suited for tne Jazz ZzZassmkle or feor small ensemblies. Each
arrangement contains & segquence oI drills ané licks which
students should practice, as well as some sample solos which
students can develcp. The fcllowing list was presented by Jazz
educator et the seccnd South
Educators Ccnfesrence in 19%4 at the University ¢ Natal, Durban:
Ezl Leonard Grads 1%

First Perfcrmance Series Studic/Zelwin Grade 1%
First Editicn Seri=ss Dcoug Eezach Gracdszs 1%
Eazsv Jazz Znsembls Eal Lecreard Grace

Young Jazz Znsemcle Ezl Lecnard Grads

Kender Kenvertibles Kender Grads

he Threshold Series Dcug EZezach Grade 2

Easy Jazz Paks Ezl Lecnarc Grace 2

Easy Jazz Znsemblie Earnhouse Gracde 2
Music feor Ycung Eancs waraer Gracde 2

Jazz Band Series Eelwin Grade 2
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Youth Stage Band/Jazz Ensemble- Columbia Pictures Various

Music for Young Jazz Ensemble - Tenson Grade 2%

Stage One Series William Allen Grade 2%

For smaller Jazz Ensemble arrangements:

The new First Gig Comto Series- Barnhouse Grade 2
Easy Jazz Combo Series Warner Grade 2
Easy Convertible Rock Ensemble- Belwin Grade 2+
Jazz Combo Paks Hael Leonarcd Grade 3
Cluk Date Combo Eelwin Cracde 3
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4.3.2 IMPROVISATION

The study of jazz warrants a study of improvisation since the

development of Jjazz includes improvisation as an essential

element.

Given the fact that without improvisation there would

be no jazz form, it becomes imperative that

instruction in this art take place concurrently with a

student's participation in the large Jjazz ensemble."

(Reeves 1991, 69).
Gaining facility in the art of improvisation 1is a process which
involves twc steps, according to Reeves (1985, 1): "the
preparatcry work of assimilating the jazz wvocarulary, and the
actual act of improvisation.”" It 1s necessary fcr students to
practice the vocabulary related to improvisation to a point
where they are easily able to apply this vocabulary within
improvisation. This can be achieved through constant repetition

of the Jjazz vocabulary, &s discussed 1in the section that

follows.

4.3.2.1 Major Scales. Majecr Triads and Major Sevenih Chords

Scales fcrm one of the primary imprcvisaticrnzl tocls reqguired

fcr constructive improvisation. The follcwing example is the C

major scale:
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The major scale forms the basis for the derivation of the jazz
modes: this is an essential component of the jazz vocabulary
necessary for improvisation. The following example demonstrates

the derivation of the jazz modes from the major scale:

Ty

Lydian Mode —

Phrygian Mode

1

<+

Dorian Mode —

1 Ionian Mode

+ Mixolydian Mode

[ l Aeolian Mode

Locrian Mode

The Dorian and Mixolydizn modes, which are considersd to ke
essential tc =z beginner jazz improvisation student, will ke

discussed in thas section that follows.

The major sczls or Ionizn mode also serves as a besis from which

e

4

chords are derived. When the first; third and fifth notes of t

mejcr scale ars stacked actove ezch other, the C major triad is

R
o
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The C major triad is represented by the chord symbol C. The
major scale also forms the basis for the derivation of the major
seventh chord, which is formed by stacking the first, third,

fifth and seventh notes of the major scale above each other.

oW
0
R
¢
N
¢

The C major seventh chord is represented by one of the follcwing

chord symbols:

C major seventh maj7

(@)

ma 7

@

of the key c¢f C major

When improvising cver a C triad or a C majcr chord, the notes cf
the C major scals should be used. It therefcre stands to reason
that when improvising over a major triad or majcr seventh chord,
the nctas of the respectiive major scale should ke used. The
following table is a 1list of major triads and majcr sevanth
chords and their respective major scales in all twelve ksys.
These chords ané scales should be practised regularliy by students
until they can comfortakbly utilize the chords and scales within

an improvisation.
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IMPROVISATIONAL EXERCISES AND PATTERNS

The following exercises and patterns should be practised by
students in order to develop proficiency with scale and chord
fingerings and to gain familiarity with patterns that they are
able to utilize in their improvisation. All examples are written

in the key of C major. Stucdents should transpose and practise

them in all twelve keys.

C majcr sczle ascending and descendcing

SIS
R
Y1
Wi
‘
N1l
'
N1l
'
N
e
N
ol
.l
“li

C major scale ascending in 3rds (students should practise the

3]

descending pattern as well)

z ~ = ~ 3 F 21
- = —_— = = = = - - > -
= = - = > K 4 - - > x je x - =
——

C major ascending scale rattern (stucdents shculcd praciise the

—aaltana
=

descending pattera as welil}.

® © =z @

¢l

C majer ascendin tte
balonine trarn imTl ol .
s pa triplets (students should

practise the descending patizern as well)
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C major triad ascending and descending.
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C ma3cr seventh cherd

Al

%

Tal3]

Comkination of C majcr

11
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M
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)

Comzinaticn of C majc

NI
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| JURN

| JERE
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ascencéing ancd descending.
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4.3.2.p The Dorian Mode, Minor Triads and Minor Seventh Chords
The Dorian mode is one of the most frequently used modes in jazz
and can be considered to be a wvital improvisational tool for
beginner and professional jazz musicians. It is derived from the
major scale and therefore has the same key signature although it
begins on the second degree of its parent major scale. The

following diagram demonstrates this:

C major sczle

D Dorian Mode

-

The T Corian mode is therafore ncted as £clilcws:

D Dcrian Mcde

triads and minor cherds arz derived. I the thiréd and

fifth notes cf the Dorian mccde were stacksd zccove each cther, the

- aa
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B niner ist Jrd 3N

P niger 3rd 3t

When the seventh note of the Dorian mode is added to the minor

triad, the result is the formation of the minor seventh chord.

The D minor seventh chord is reprresented by the following cherd

sympols:
D mincr seventh
Since the T minor mincr ssventh zoth
the Dorian mcde, the notes of the D Corizn mode

derivad from
should ke used when improvising cver a D miacr triad cr T minor
In generzl, the Dorizn mcde should ke ussd when
r mincr seventi chcrd. The

foilcwing table of mincr triads and chords ia txhe twelve

by students until they czn

(o))
¢)

diffsrsnt keys should ke gpractise
utilize them smoothlv in their improwvisation.
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IMPROVISATIONAL EXERCISES AND PATTERNS

The following exercises and patterns which are based on the

Dorian mode, mineor triads and minor seventh chords, should be

practised by students in the same way that the major scales,

triads and seventh chords are practised. Instrumental

proficiency with these exercises and patterns will enable

students to approach improvisation with ease rather than as a
difficult and impcssible task. All examples are tasecd on the D
Dorian mode and its derivative triads andé chords. Students
should transpose the exsrcises and pratterns to all twelve keys.

D Dorizn mede ascending ané descending.

I
x

‘LA

-
x

-

$LU
M4
/L

N

’

lan mode ascending in 3rxds

(o))

o D (students sheoul

o
(a1

descanding pattern as well).

3, ;% - =
= = = - ¥ o =
- > -"'!1 X -—
—

D LCorian ascending patiern (students shouldé cractiss the
descending pattern as well).

—

= .= -
Ozwaﬁ'@xa’ z e E s
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D Dorian ascending pattern in triplets (students should practise

the descending pattern as well).

] 1 !
F333E33138 55
== _ —+ = I n - -
{§§3;~t§,3§1 xrZ e EEEE
0 TEFERFE
D minor triad ascending and descending.
—
T 1 = - - = = >
~ x X x —
o - x o
D mincr seventh chord ascenc:ng and descending.
m—
- = J 4 = _ 4
: T
B == =3 3 31
] (4
Cempinzaticn ¢f D minor seventh chord and D Dcrian mede gpattern
nc. 1.
£ _.L:l - .
= i 4 = - -
Cocmkbinaticn ¢f D minor seventh cherd and D Cerizan mcde pattern
nc. 2.
A - =
— -
& sax:x"%*" Tx =
¢ ¥ * x :
- —_
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4.3.2.3  THE MIXOLYDIAN MODE AND DOMINANT SEVENTE CHORDS

The Mixolydian mode is derived from the major scale in the same
way as the Dorian mode. It uses the same key signature of its
parent major scale while beginning on the fifth note of the major

scale. If the parent scale is C major, the Mixolydian mode would

begin on the note G. The following example demonstrates this:

C majocr scale

G Mixolydian mode
The G Mixclydian mcde is therefcres notated as fcllows:

G Mixolydiarn mcde

= =T
= >
o X <

The Mixcliydian mcde can alsc fe ccnsidered tc ke a meier sca

. .. L . . e .
G majcr is idertical ts G Mixolvydizn, excert that G MaZer has

(31
ot

c
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If the first, third, £ifth apnd seventh nctes of the G Mixclvdiaa
mods were stacked above each other, the result would be the

formation of the G AQominant seventh or the & sewvanth chord.

(O -

f oo

SN ro

Bl
¥

The G seventh cherd differs from the G majcr seventa cherd: tha

former has 2 mizors saventh zbeve the roo:r, wnhiie tde latter hss

1

major seventh apgovs the root. Tbe G dcominant seventh or C

sevezth chorgé is notzatas izing the following chozd svmeesls:

G gaventh

i)

i) F
[
)
-3

=1 - = g vy, o gy ==z r - - e S — e . J g e
Siace tle coninant Seventh chord is cerlvaed from the MiNelvéizm

mece, LT =Tangds T2 rssscn thzt the Mixvolydizz mcde choulZ ke usad
when i=zprovsiaing over 2 domimant gevestlh cSgré, The fzlklowing
t2cle £f dominent Favesth chgrds aSnd Their corrasoorndiag

mxclydiap modes shouls be prantissd By s:tadeais to the point

that thav ara aTiz w3 easily iaceszcrsz= them wizhin zZn

Improvisacion.
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IMPROVISATIONAL EXERCISES AND PATTERNS

The following exercises and patterns are based on the Mixeclydian
mode and dominant seventh chord, and are aimed at developing
instrumental proficiency ancd patterns which students can employ
during their attempts at improvisation. All examples ars based
on the G Mixolydian mode and the G seventh chord. Students

should transpose these examples to all twelve keys.

G Mixoclydizan mode ascending and descending.

rz = L = » 2 2 5 ,
Fri..dzxr i gl ]
= = i= =

G Mixclydizan mode ascending in 3rds (students should practise the

descending pattern as well).
- = _l _l - - * 2z Py -— " =
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G Mixolydian ascending pattsrn in triplets (students should

practise the descending pattern as well).

(Al

o B 8

=2

i ez fizEES

G seventh chord ascending and descending.
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Comcination of G seventh chord and G Mixolycdian mode pattern no.
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4.3.2.4 THE BLUES

The blues constitutes one of the primary contributing factors in

the development of jazz. Its form and the feeling expressed when

played, greatly influenced the style in which jazz ccmpositions

were written and performed. A reference to the "Blues" is

generally a reference to playing with feeling, and to the twelve

bar structure which identifies the blues form.

17 r I
v 7 Iv I’ T
v Iv 7 &

In attempting to imprcvise over the blues, students should first

gain familiarity with the form. This can be done by outlining

the chords which arse dominant sevenths, in the following manner.
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Blues in F
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By outlining the chords in this way, students will devslcp
patterns and phrases that can be used in their improvisations.
They should attempt to vary the rhythms and patterns and be able
to transpose these to various keys. In additicn to the examples
given below, students shculd create other rhythmic and pattern

variations which should be practised over the blues form.

Rhythmic variations

e
=+ w =
© e — ! _J
Fl - =
= == —-—
E T~ Zz =T x =
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Pattern variations Eg% . !

Yot
¢

MK

NLLL
N1l
1114
WAsi

Mot
Ml -
N1

N
MILI
4

%3

| e—
_—
gl
=z = =3 = — =
E%;:z z x5 —

When students are comicrtable playing the chord pattern, they

amiliarise themselwves with the scalss cor mcdes

th

should

related to each chord. Since the chords used are 21l decminant
seventh chords, the appropriate scales to use would be the

mixolydian modes relative to the dominant seventh chords. The

following example demonstrates this:

Blues in F

F F F
— ——— —-—
— { ] | p— ' __1 1 o |
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Stucdents should once agzin vary the rhythm and pattern in which

the Mixolydian modes ara plaved.

The following variations shculd

be practisad over the entire blues form:

Rhythmic variations

FT
= - e X =
Egg §§ == = = = -1t ﬂ
7
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f = = —2
& x 3@ EEET
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F
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The next step towards successful kiues improvisation is to
incorporate the use of the "blues scale”. The blues scale
differs significantly from the scales and modes discussed thus
far because it consists of the following: a flattened 3rd degree;
a natural 4th and sharpened 4th degree; a natural 5th, and a

flattened 7th degree. The blues scale is written as follows:

F Blues scale

The blues scale can be used over 2ll twelve bars of the blues
form: cne scale can be used over the three cdiffersnt chords which
constitute the harmonic structure ¢ the blues. The £flattened
3rd and 7th of the blues scale are referred to as "blue notes".

These notss give the blues sczle its "bluesy" feeling and are

cr

considered *to Dbe the importan notes of the blues scale.

Emphasis should be placed on these notes when improvising.
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Alternating the use of the blues scale with the mixolydian modes

and chord arppegios will result in creative and stimulating

improvisation. The following examples are blues patterns based

on the C blues scale. Students should practise these in all

keys.
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When students are comfortable with the blues scale, thev shoulad
attempt to incorporate patterns based on the mixclydian mode and
seventh chords in their improvisation. This will ensure that
their improvisation is creative and that they are constantly
developing new ideas. Students should aim to develop a
continuous flow of ideas which are cohesive and which have

direction. Repetition and transposition as demonstrated in the

following examples will ensure that this occurs.

Pattern repetition.

Opening phrase of Now’s the time by Charlie Parker.

n’ ﬂ'

* s o :t 2
% éﬁ % = i gggg; I E = i'@ I S R
= = ¢ A

—
Pattern transposition.
C' :’ F’
1

B © pis 7

= = =

4.3.2.5 TURNAROUNDS

The turnaround is a jazz device that can be found in almost all
,jazz compositions. It is usually a two-bar harmonic progression

which creates a cadential or turning point at the end of a chcrus

Oor a piece. At times, it is also used as an intrcducticon to a

piece. Turnarounds are utilized for a variety of purposes,

1424
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including the following:

a) To help define the form of a composition.
b) To provide a link between one chorus to another.

c) To prevent staticness by for example, providing harmonic

motion where no motion exists.

d) +To provide rhythmic and melodic interest at ends of

sections within compositions. (Baker 1969, 72).

The following example demonstrates the use of a turnaround:

Original harmony

CA7 CA7 CA?

N
N
N
N

Turnarcund substitute

C=a A7 D’ C e

The following examples demonstrate some of the most cemmonly used

turnaround formulas:

Original harmony

C =7 C = 7



Turnarcunc stubstitutes

-7
C=a7 D C a7
C=7 C a7
7 7
C n C -7
Turnarounds are freguentlwv used at the end of a piece thereby

linking the end to the beginning. This
of the harmonies, allowing for the repetition ¢f the fcrm without
the implication that the piece may end at some point. The blues
form almost always employs the use of a turnaround to provide

continuity. The example that follows demonstrates this in the

last two bars:

7
C C7 C7 C7
F7 F7 c’ C7
F C A D G
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When improvising over a turnaround students should aim to "make
the changes” or to play melodic lines that outline the harmonies.
They could also employ sequences. When outlining the harmonies,
students should play notes that show the change in the harmony.

An example of this follows:

c-1 A p” G a7
B s E 2 % = ]

Y]

The use of secuences is a device ccmmonly used when improvising.

It can pe effectively employec over & turnarcund as a two - besat

sequence or as a one - bar sequence. The fcllowing examples
beat .
demonstrate the two- and one-bar sequence respectively:
7
CA7 A7 G
%zx’ = x 2@ =Z IE = 3,1
T = = o sl s Qo =g
T E L E==F '+ CLC -
-1
E 137
— ] —
z = 1= * Im
o - e -
- t— = t

w

In order to gain familiarity with turnarounds, students shculd
practise the arpregios of the chords that constitute turnarounds
and also write their own sequences over turnarounds. These
should be practised in wvarious keys. wWhen students are
comfortable improvising over turnarounds, theyv should attemrt to

substitute turnarounds over the original harmcnies of the pieces



they are playing, so as to develop some harmonic variety in the
piece and to allow themselves room to improvise over harmonic

progressions with which they are familiar.

4.3.2.6 THE ii - V - I PROGRESSION

The ii - V - I progression is one of the most important and most
commonly used progressions in jazz. It occurs in virtually every
jazz composition and is an integral element cf every jaz:z
musician’s vocabulary. The progression is constructed by

building seventh chords on the second, fifth and first degrees

of the parent scale.

C major

il i v v vi vii I
The ii - V - I progression may be represented as follows:

‘e
o

I<}
-d

-~
S
-~

%
w7
oR o7 &7 c&"
Since chords ii, V and I are derived from one parent scale, for
-example, C major, these chords generate their own scales and

modes. Chord ii will therefore generate the Dorian mode, chord

V the Mixolydian mode, and chord I the major scale.
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students shculd then attempt to play patterns over the il - V -
I progression using the notes of these modes and scales. The
examples which follow should be practised and transposed to all
keys. When students are comfortable with these patterns, they

should attempt to construct their own.
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Transcribed solos are significant tools for the development of
the 1improvisor's 1listening abilities, and improvisational
concepts and skills. Reading of transcribed solos of legendary
improvisors will contribute to rapid progress in the acquisition
of patterns, phrases and rhythms that students can use in their
own improvisation. It will also enable students to see how
significant improvisors utilized chords, scales and modes, and

how patterns and ideas were generated from them.

Before reading a transcribed solo, the student should first find
a recording of the solo and then listen to it repeatedly. This
will enable the student to hear the improvisational devices 1in
context and to absorb the style in which the devices are used.
The student should then proceed to play the solo in a manner
such that he/she imitates the recording with reference to
articulation, phrasing, effects and style. When students can
accurately play the transcribed solo, they should attempt to
memorise it. This will enable them to generate original ideas

from those that they have memorised.

In addition to reading transcribed solos, students should
attempt to transcribe solos on their own. This 1is a time-
consuming and difficult process which eventually, with practice,
becomes easier and quicker. Students should choose solos that
iare short and easy during initial attempts at transcribing.
Once again, by repeated 1listening, students will gain

familiarity with the solo. They should then attempt to cory
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phrases and patterns on their instruments until they have ccpiec
the entire solo. This solc should then be memorised and notated
as accurately as possible. Although transcribing solos is
difficult and time-consuming, students should be encouraged to
practise transcription as early as possible. It is a method

which has proved to be successful, and one that 1is employed by

all jazz musicians.

4.3.2.8 IMPROVISATIONAL TECHNIQUES TQ DEVELOP

Creative improvisation i1s dependent on a number of technigques
and skills in which the improvisor should be proficient. The
ability to execute ideas with minimal technical difficulty is
the largest obstacle that students will need to overcome. In
his book Basic Jazz Improvisation, Joseph Levey (1972, 47)
discusses the kind of skills a student should develop in order

to foster creative jazz improvisation:

a) Learn as many pop and jazz tunes as you can; this is the
literature of jazz. Be able to play them in several keys

and at several tempos. Keep learning the new ones as well

as the standards.
b) Learn the scales and arppegios and be able to play them at

various speeds with assorted dynamics and in all registers

of your instrument.
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c)

d)

£)

g)

h)

Ji

Develcp your ear by learning to match tones. Have someone
play isolated tones on another instrument and then try to
match them without fumbling. Extend this matching practise

to motives and finally to phrases and whole sections of a

tune.

Further develop your ear by thinking a musical idea and

then play it on your instrument.

Practise with momentum. Improvise with a mental "beat"., as

if you were accompanied by a rhythm section. Keep the

drive going.

Experiment by trying to do different things with a familiar
tune. Modulate, rephrase, re-make rhythms and try

different playing styles.

Listen to as much recorded and live Jjazz as possible. Do
not limit yourself to a few players and groups. There are
excellent performers recording all the time whom you
propably have not heard or heard about, and more are ccming

along every day to develcp jazz a bit further.

Listen to yourself. Everyone has weaknesses. Find yours

anéd work on them.
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4.3.3 HISTORY

In order for students to contextualise the music they are
playing, they need to have some prior knowledge of wvarious
periods in the history of jazz. They also need to listen to the
style in which music- from different periods was played so that
they can be absorbed and adapted. A study of the history of
jazz, which should be demonstrated primarily by the use of
listening examples, is therefore a crucial component in the jazz
curriculum. Affording students the opportunity to regularly
listen to jazz will not only promote their capacity to absorb

various Jjazz styles, but alsc develcp their improvisational and

listening.skills.

The history of jazz should not be offered as a separate class
because it currently forms a component of music history.. section
of the National Core Curriculum at standard nine level.
However, music educators who intend implementing this jaz:z
programme should attempt to expose students to the history of
jazz at standard eight level i.e. when they Dbegin the
implementation of the 3jazz programme. Once again this should
not take the form of extra curricular lessons but should rather
be implemented in conjunction with the National Core
Curriculum's music history section, together with other forms of
music history.
.
In this component the history and evolution of jazz should be

discussed as suggested in Chapter Three of this study. The use

153



of recordings to supplemenz each lesson cannot be over
emphasised. If possible a portion of each lesson should be
dedicated to listening to recordings. Students should also be
encouraged to listen to as much jazz as possible during their
time away from school. In addition to recordings, the use of

videos will enable students to visualise the history and

performance of jazz..

In order to fully understand the history of jazz the following
books and recordings are recommended for this component of the

jazz programme:
3.4.1 BOOKS
Ballantine, C. Marabi Nights. Johannesburg Ravan Press,

1993.

Berendit, J. The Jazz Book. Great Britain: Granada Pub., 1983.

Brown, C. The Jazz Experience. Iowa: Wm. C. Brown Pub., 1989.

Coplan, D.B. The Urbanizzation of African Performing Arxr*s in
South Afrigca. Michigan : University Microfilm

International, 1980.

Henthoff, N and A.J. McCarthy eds. Jazz. New York: Da Capo

Press, 1972.

Sterns, M. The Story aof Jazz. U.S.A.: Oxford Univ. Press, 1972.
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Tanner, P and M. Gerow. A Study of Jazz. Iowa: @Wm. C. Brown
Pub., 1979.

African Jazz Picneers. Sip n Fly.

Gallo MCGMP 40333.

Armstrong, Louvis. The Lowis Armstrong Story.

Columbiz CI, 851.

Brand, Dollar. African Marketplace.

Kaz Becords Kz LP10Z

Brubeck, Darius and the NU Jazz Connection. African Tributes.

B & W Music BWQ22

Brubeck/Ntoni Afro Cool Concept. Live at the New Orleans and

Heritage Festival 1990. B & ¥ Music BW024.

Coltrane, John. A Love Supreme.

MCA/Impulse 5€66Q.

Davis, Miles. Birth of the Cool.

Capital Jazz 7928622.

Ellington, Duke. Duke Ellington and his Orchestra.

Jazz Roots 56012.
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Makeba, Miriam. Miriam Makeba and the Skylarks.

Teal Records TELCD 2315.

Masekela, Hugh. Jazz in Africa.

Teal Records TELCD 2314.

Masekela, Hugh. Notes of Life.

Columbia CDCOL 8CCR.

McGregor, Chris. Jazz, the African Sound.

Teal Records TELCD 2300

Parker, Charlie. The Complete Savoy Studio Sessions.

Savoy S5J 5300.

Report, Weather. Black Market.

Columbia PC34099.

SmithSonian Collection of Music.

RCA Records 406101/2/3/4.
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4.4 ECUIPMENT RECUIREMENTS FOR THE JAZZ PROGRAMME

In order for the Jjazz programme to be effectively executed,
there exists a need for certain audio and musical equipment.
Essential to the 3Jjazz programme is the need for the rhythm
section equipment which includes: an accoustic drum kit;
electric or accoustic piano and electric or accoustic string
bass with an amplifier. These instruments are essential since
they form the heart of the ensemble. However, a possible
alternative to the rhythm section equipment would be the use of
an accompaniment keyboard synthesizer with pre-programmed
accompaniment patterns or computer software such as "Band-in-a-
Box" which 1s essentially, accompaniment orientated computer
software (definitions and descriptions of synthesizers,
computers and software is provided in the section that follows).
These synthesizers and computer software are able to generate
the rhythmic and harmonic accompaniment that a rhythm section

would normally provide.

Complementing the rhythm section would be the use of instruments
such as the soprano, alto, tenor and baritone saxophones;
trumpets; trombones; flutes; clarinets and other orchestral
instruments. Music educators wishing to implement a jaz:z
programme such as this should note that although it is possible
to use all these instruments, it is not essential to use all of
them. Their use should rather be dictated by their
'ﬂavailability. The use of electronic instruments such as
electronic guitars, electronic keyboards, electronic wind

instruments and traditional instruments such as penny whistles,
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drums and shakers 1s also a possibility and should be
encouraged. The use o0f electronic instruments however would

require the use of amplifiers or sound systems.

Audio equipment such as playback cassette decks and compact disk
players would also form a vital component of the egquipment
requirements for the jazz programme. The use of this equipments
will enable students to constantly listen to and absorb the
music that they are studying and also form part of an
accompaniment tool for students' individual practice routines.
There currently exists a large number of instructional and pre-
recorded accompaniment tapes and compact disks such as the Jamey
Aebersold "Play along series” and the "Music Minus One Series"”
which are aimed at developing aspects such as tone, technique,
style, interpretation, ear training and improvisational skills.
When used correctly, they can be an invaluable tool in assisting
students in practice routines and performance situations. Their

usage should be encouraged at all levels of jazz training.

Music educators wishing to implement this Jjazz programme are
probably going to be faced with the problem of a 1lack of
available equipment due to Dbudgetary constraintswithin the
Department of Education and Culture. With the exception of a
few schools that are supplied with an accoustic piano,

current school budgets makes no provision <for the hire or
purchase of the equipment discussed thus far. It is therefore
isuggested that music educators approach sponsors in order to
obtain the required equipment. There exists a growing number of

foreign countries and business corporations that are investing
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in South Africa. Many of them are willing to offer financial
assistance to educational institutions. Educators should also
approach overseas instrument manufacturers, recording companies
and professional musicians as a possible source of obtaining new
and second hand instruments. Educators should note that
obtaining sponsorship is by no means an easy overnight task.
One would have to .persevere and exploit all possible sponsors

with repeated requests if one intends achieving any success.

4.5 MUSIC TECHNOLOGY AS AN INSTRUCTIONAL AID IN THE JAZZ
PROGRAMME

Technology has had a profound impact on music education and
performance in both the concert hall and the practice room.
Since its inception in the early 1980's the use of technology in
music has experienced rapid growth to the point where it is
almost impossible to view technology and music as disparate
entities. Music educators and professional musicians who are
inexperienced 1in this field are finding the presence and

influence of music technology increasingly difficult to aveoid.

Those who are utilizing current trends are discovering many ways
through which computers and synthesizers can effectively reduce
the teaching workload, better prepare students and greatly
enhance practice and 1live performance routines. It is
imperative that music educators keep abreast on the changes in
“music technology and that they utilize this technology in their

teaching. This would ultimately serve to better prepare our
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students for the role that technology is playing in the field of

music.

Technology in music and its wuse in the 3jazz programme is
discussed in this chapter under the following headings:

Musical Instrument Digital Interface (MIDI)

Electronic and MIDI. Hardware

Computers and Music Software

4.5.1 MUSICAL INSTRUMENT DIGITAL INTEREACE (MIDI)

Musical Instrument Digital Interface, or MIDI, as it is referred
to, allows for the exchange of information between electronic
instruments. It provides a common environment in which
electronic instruments and computers may be connected, which in
turn allows the flow of information from one instrument to the
other to occur. Once this information is transferred, it may

then be edited, stored, and reproduced at a later stage.

Electronic instruments such as electronic keyboards have a MIDI
connecting device, which is referred to as a "MIDI port",
installed on the instruments. Computers generally do not have
MIDI ports, although the Atari computers are an exception. For
those computers that do not have MIDI ports, it becomes
necessary to acquire a "MIDI interface". The MIDI interface is
a computer accessory which may be attached to the computer,
thereby making it MIDI compatible. The computer may then be
connected to other MIDI compatible instruments such as

electronic keyboards. MIDI therefore provides a common system
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of communication between electronic instruments and computers,
thus enabling an exchange of information between the two to

occur.

4.5.2 ELECTRONIC AND MIDI HARDWARE

Hardware refers to the electronic and MIDI instruments and
equipment that are available. The hardware discussed makes
reference to technology that is currently available within a
constantly changing market because of the influx of new and
updated equipment. The description of equipment that follows is
intended to acgquaint teachers with the hardware currently

available.

4.5.2.1 Synthesizers

A synthesizer consists of a keyboard with a built-in bank of
sounds such as acoustic pilanos, electric pianos, flutes,
strings, guitars and so on. These sounds are generated from
within the synthesizer and may be accessed and played on the
keyboard. All synthesizers are built with a "joystick™ or
modulation and pitch wheels which enables the player to alter
the pitch of notes and to add vibrato. In additien to this,
synthesizers are also touch sensitive 1like pianos, thereby
allowing room for expression. They may also be used in
conjunction with a sustain petal. All current synthesizers are
“built with MIDI ports thus making them compatible with other

MIDI devices and computers. Most synthesizers are also
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multitimbral thus enabling the player to play more than one

sound at once.

Some of the synthesizers that are currently available are the
Korg i3, Roland JV 80, Kuzweil K1200, E-mu Emax II, Peavey DPM

3SE, and Oberheim OB-MX.

4.5.2.2 Electronic Guitars and Bass Guitars

Electronic guitars and bass guitars have been in use for some
time. However they too have undergone change. Effects units
such as chorus and delay pedals are used in conjunction with
guitars in order to improve their sound. Fretless guitars and
bass guitars havé been developed in order to vary the sound of
these instruments. Some guitars are also fitted with MIDI ports
thus allowing the guitar to be connected to a computer or
synthesizer. It is therefore possible to play the sounds of a
keyboard synthesizer on a guitar via its MIDI ports. The Casio
MG510 guitar, for example, can be used in this way. Casio also
has a guitar synthesizer with an internal sound bank built into
the guitar. This guitar 1s therefore <capable o0f playing
synthesizer sounds such as organs, pianos, and flutes, in

addition to standard guitar sounds.

4.5.2.3 Drum Machines

17

A drum machine is a small unit that is capable of generating the

’

various drum and cymbal sounds. Most drum machines have present

rhythm patterns such as jazz swing, bossa nova and rock. These
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machines in effect substitute the drummer. A variable tempo
indicator allows the user the opportunity to increase or
decrease the speed of the rhythm. Drum fill-ins are also
present and available at the touch of a button, thereby allowing
the user to programme drum fill-ins whenever he/she feels
necessary. Most drum machines are programmable: the user can
therefore programme ‘and store rhythmic patterns with fill-ins.
Drum machines are MIDI compatible; they therefore have access to
the drum sounds that are available on most synthesizers. Drum
machines that are currently available are Alesis Hr. 16:B and

Boss DR660.

4.5.2.4 Percussion Pads

The percussion pad is an electronic unit which contains six to
eight pads which are usually played by hand or with drum sticks.
When each pad is struck a percussion sound such as hi conga, low
conga, or tamborine is emitted. Percussion pads have preset
percussion sounds and are MIDI compatible so they can be used
with various other MIDI-compatible hardware. By connecting a
percussion pad to a synthesizer, it is possible to trigger the

percussion sounds that are built into the synthesizer.
These percussion sounds can therefore be played in the style

that a percussion player would play. Percussion pads that are

currently available are the Roland SPD II and the KAT drumkat.
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4.5.2.5 Sound Modules

A sound module is essentially a synthesizer without a
keyboard. It is therefore much smaller than a synthesizer but
possesses all the sounds and features of a synthesizer.
Generally, for each synthesizer that is manufactured, a
corresponding sound module is available. The Roland JV 880
sound module, for example, has all the sounds and features of
the Roland JV 80 synthesizer but not the keyboard. Sound
modules are MIDI compatible thus enabling their sounds to be
played by MIDI compatible instruments such as synthesizers and
MIDI guitars. Sound modules are generally triggered by a
"master"™ keyboard wvia MIDI. The sound modules currently
available are the Roland JV 880, Korg O3R/W, Yamaha TG77,

Peavey V3, E-mu Proteus 1 and the Korg MIR.

4.5.2.6 Sequencers

A sequencer can best be compared to a tape recorder which can
record eight or more parts individually and then play them
back collectively. Unlike tape recorders, sequencers do not
record sounds but MIDI message data. This MIDI data can be
stored, edited, played back and re-edited. If for example the
user wanted to record the rhythm section accompaniment for a
particular piece, he/she would begin by first recording the
individual drum parts such as the bass drum, then the hi-hat,
then the cymbal. These parts can be played back; during play

back, the bass part can be recorded and finally the piano
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part. All three instruments can now be played Dback
collectively with mistakes corrected and edited. Variations
in tempo and alteration of the volume of individual parts is

also possible.

Sequencers can exist as separate units, as part of a
synthesizer or as a programme for a computer. They are MIDI
compatible and can be connected to synthesizers or sound
modules in order to play sounds. Sequencers are also
currently available as computer programmes (see section three
on computers for a list of currently available programmes).
synthesizers such as the Korg 01W, Jv1000 and Yamaha SY88 have
sequencers as part of their functions. Individual sequencers

such as the Roland MC50 and MC300 are also available.

4.5.2.7 Samplers

A sampler may also be compared to a tape recorder in the sense
that it 1is able to record sounds that are played into it.
Unlike a sequencer, the sampler records the actual sound,
converts it into MIDI data and stores it. Thus the actual
sound 1is recorded and stored. This sound can later be
retrieved, edited and played Dback. Samplers are capable of
recording and storing almost any sound including the human
voice, sounds of nature, synthesizer sounds, construction
sounds and instrument sounds. Two samplers that are currently

available are Ensonig EPS-M and the Casio Fz-1.
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4.5.2.8 Controllers

A controller <can be compared to a keyboard without a
synthesizer: it is a keyboard without sounds. Striking a note
on a controller alone will not produce a sound. In order for a
controller to be effective, it needs to be connected to a sound
module. When a note is struck on a contfoller, it sends a MIDI
message to the sound module, which in turn provides a sound. A
controller thus allows the user to choose a sound module cf
his/her choice. Controllers are MIDI compatible and are
available for keyboards, guitars, wind instruments, drums and
percussion units. . Guitarists, drummers and saxophone players
are thus no longer restricted to the sounds of their instruments
but are ‘accessible to all synthesizer and sound module sounds
with no constraints on instrumental technique. Wind controllers
offer the wuser additional features such as variable breath
pressure options, automatic transpose, a five octave range and a
note sustain option. The following are some of the controllers
currently available: wind controllers - the Yamaha WX11l, Casio
DH-200 and Akai EWI; guitar controllers - the Zeta Mirror and
Roland GK2; keyboard controllers - the Roland A30 and Yamaha

AXS5, and percussion controllers - the Kat Mallet Controller and

Simmons Kit.

4.5.2.9 Horkstations

.t
»’

A workstation is basically a unit which contains a synthesizer,
drum machine, sampler and sequencer. Having all these pieces of

hardware combined into a single unit provides a much simpler
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environment in which to work. It also reduces greatly the
amcunt of work involved in a production. Workstations are MIDI
compatible, thereby allowing the user to use additional MIDI
hardware such as different sequencers, and additional sound
modules concurrently. Workstations can also be connected to
computers, providing access to the host of music programmes that
are available for ﬁérsonal computers. A discussion of computer

programs follows.

4.5.3 COMPUTERS AND MUSIC SQFTWARE

4.5.3.1 Computers

The computer can be considered to be the most powerful MIDI
instrument available. Music programmes or computer software,
can effectively execute the tasks of all hardware discussed thus
far. In addition to this, software is available to assist
beginner music students, composers, arrangers and performers at
every level of learning and performance. It enhances creativity

and the learning of music with minimum difficulty.

In order for the computer to be functional in a musical
environment, it is necessary firstly to connect the computer via
a MIDI interface to a synthesizer or a sound module, and
keyboard controller. This enables the computer to draw sounds
from the sound module, and allows the user to feed information
into the computer via the keyboard controller. Subsequently,

software relative to the task the user wants to execute needs to
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be installed into the computer. A discussion of available

software follows.

4.5.3.2 Music Software

A vast amount of music software is currently available in South
Africa and abroad. For the purposes of this study, however,
software that is relative to the student's needs will be
discussed under the following headings: Ear training, Theory,

Notation, Performance and Sequencer Software.

Ear Iraining Software

Ear training software is designed to develop students' aural
skills by offering drills and repeated examples. Exercises in
dictation and sight singing of intervals, rhythms, chords and
melodies are designed to proceed from easy to difficult and can
be monitored by the teacher. The speed and range of examples
vary allowing the student to proceed at his/her own pace. The

following programmes are available:

Aura, by C-Lab
Hearmaster, by E-Magic

Ear, by Ibis Software

. Theory Software

The theory software is designed to acquaint students with the

rudiments of music: clefs, note names, rests, scales and chords
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are taught. The student then proceeds to aspects such
counterpoint, harmony, form and analysis. Some programmes
assist students in their attempts to write harmony, by
suggesting good progressions and by pointing out mistakes.
Examples can usually be played back, thus enabling students to
hear their own recent efforts. Some of the theory software
packages currently available are Mibac and Mibac Jazz by Mibac

Software and Jazz Tutor by Masterclass.

Notation Software

Notation software enables the user to enter the notation of a
conposition by either playing the piece on a controller, or by
writing "the notes. When a composition 1is played on a
controller, the software will interpret the music and correctly
notate it. Lead sheets, piano scores and full orchestral scores
with dynamic markings are all possible. Anything that can be
written by hand can be notated with a notation software package
in almost half the time. Notation software packages provide
additional advantages such as quick transposition, expansion,
reduction of scores and printing via the printer. The following

are some of the notation software packages available:

Music Prose by Coda Music
Finale by Coda Music
Encore by Passport Designs

Nightingale by Temporal Acuity Products.
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Performance Software

Performance software <can be divided into two <categories:
improvisation software and accompaniment software.
Improvisation software packages offer students information on
scales, chords, voicings, patterns and phrases that they can use
when improvising. Examples are usually demonstrated with
accompaniment and allow the student the option to vary the
tempo. Some improvisation software packages allow students to
play along with controllers, assess their performance, and then

provide suggestions as to how to improve their performance.

Accompaniment software packages ©provide the user with the
opportunity to create the accompaniment so that students can
practise with it. A saxophone student who is studying a jazz
standard can have the rhythm section accompaniment created on
computer and transferred to a stereo cassette, which hé/she can
the use in practice. Classical music students can also benefit.
A flute student can have the piano accompaniment to a piece
created for practice or performance purposes. Accompaniment
software packages allow the user to slow down, transpose and
edit the accompaniment, thus providing the student with a slow
simple accompaniment when he/she is learning the piece and a
faster, intricate accompaniment when he/she is more proficient.
Some performance software currently available 1includes the

,following:

Jazz Planist and Jazz Guitarist by P.G. Music

Jazz Tutor Vol. 1. by Masterclass
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Band in a Bex by P.G. Music

MiBac Improvisation by MiBac Software

Sequencer Scftware

Sequencer software packages perform the same function as
hardware sequencers. With sequencer software the user is able
to play his/her music into the computer and store it for editing
and play back purposes. The software sequencer packages are of
greater advantage to the user than hardware sequencers for the
following reasons: they offer more memory space for storage of
MIDI data; a full score of all parts recorded is provided and is
available for printing; recorded parts are physically visible;
computers have a larger screen; data is manipulated more easily,
and they are much simpler to understand and use. The quality of
sequencer packages varies from simple packages with only
essential functions for beginners, to highly complex packages
which can be wused in sophisticated recording studios by
professional musicians. The following sequencer software

packages are available:

Trax by Passport

EZ Vision by Opcode Systems
Creator by E. Magic

E. Magic Logic by E. Magic

Cubase by Steinberg
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CHAPTER FIVE  CONCLUSION

The purpose of the present study, as noted is to justify jazz in
the music curriculum; discuss the development of jazz in music
education and its current status at high.schools in America and
then by drawing ideas from American high school jazz programmes,
formulate a systeméﬁic method for jazz instruction at secondary

school level in South Africa.

Music educators and particularly jazz educators assert strongly
that jazz is essential to the general music curriculum. These
views are particularly relevant to South Africa because the
inclusion of jazz into the music curriculum will ensure a more
creative approach to music education through the process of
music-making. Furthermore, in addition to ensuring diversity
within the music curriculum, it will enable students to become
aware of the cultural diversity that exists in South Africa by
affording them the opportunity to study music that is culturally

and socially relevant to them.

The need for including jazz into the South African secondary
school music curriculum becomes evident when one considers the
acceptance and growth of jazz at secondary schools in countries
such as America, Great Britain, Australia and Canada. This need
is further highlighted when one considers that the South African
'Nyouth of today listen to music which is largely influenced by or
derived from jazz. Hence it becomes necessary to include the
study of jazz in the music curriculum so that students are able

to study music that is both stimulating and relevant to them.
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The history of 3jazz and its role in music education is
relatively new in comparison to the history of other forms of
music such as Western Classical music, Indian music and African
music. Since its inception at the turn of the century, jazz has
developed at an astonishing rate and has manifested itself in
the music curricula of many countries. Although it only began
to be accepted in American tertiary institutions in the 1940's
it gquickly warrantcd sericus study.  South Africa seems to be
experiencing the same spread of Jjazz that America once
experienced. It has firmly manifested itself at tertiary
institutions and is now filtering through to secondary school

level.

Based on the structure of American high school jazz programmes,
a jazz programme for the South African secondary school is
offered in the present study. Details of 1its structure,
scheduling and the various components which form the curriculum
are analysed and discussed. It is hoped that this programme
will expose students to the jazz art form and provide them with
the tools necessary for performance in the 3jazz idiom.
Complementing the Jjazz programme is a study of the equipement
that is required for effective execution of the jazz programme
and the host of hardware and computer software that can benefit
the jazz programme. Computers and the host of electronic music
instruments are proving to be a valuable tool for enhancing the
study of jazz and other forms of music in countries such as
America and Great Britain. It is therefore included in this

study.
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Teachers who decide to implement the jazz programme with or
without the assistance of music technology should take full
advantage of the host of professional musicians, Jazz
students and teachers at tertiary institutions who are
willing to offer their assistance. This will undoubtedly
contribute to an effective programme which will ensure that
the instruction that students receive is of a high quality.
The onus rests on teachers to enrich themselves by reading,

listening and taking private lessons in Jjazz in order to
broaden their knowledge and thereby become better equipped to

provide students with a solid foundation in jazz instruction.

The writer wishes to state that the jazz programme that has
been presented in this study, has been executed over the past
eight months at the schools at which he teaches i.e. St.
Anne's and Hilton Colleges. The result has been the
establishment of the St. Anne's/Hilton College 3Jjazz band
which has already completed successful tours to Johannesburg
and Pretoria. The Jjazz band has recently received an
invitation to perform at the 27th International Association

of Jazz Educators Conference in Chicago in January 1997.

As anticipated by the writer, this study will fill a large
gap that exists in South African music education. It is
hoped that it will foster further research into the field of

secondary school jazz education.
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