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Abstract
Set out in three volumes (Vol. 1 Thesis, Vol. 2 Transcriptions, Vol. 3
Appendices) and engaging the history of jazz transmission, this study investigates
the ways aspiring jazz pianists practise in order to develop their own personal
voice or musical identity, the supreme goal of the jazz musician. To date, this
process has not been well served by research. It is commonly held that being an
improvisational art form, jazz cannot be taught, at least not in a conventional
way, and that jazz musicians search out for themselves what they wish to learn
and who they wish to learn it from. When around the middle of last century jazz
instruction began to move from the street and club to the formal institution, many
experts became alarmed that this would have a homogenising effect on the music.
Jazz had become highly technically developed, and it became clear that the jazz
learner faced a “problem” of how to balance the acquisition of the knowledge and
technical means to express oneself while being able to find one’s own unique
way of playing it. Thus it appears that a jazz musician’s identity is ultimately
grounded in his or her practice routines, and yet there is no clear approach or
pathway to reach this artistic goal. According to jazz experts the guiding
principles are individuality, musical responsibility, intuition, self-discovery,
agency and autonomy, and creativity. In order to address how the emerging
professional (as distinct from the seasoned expert) works towards establishing an
individual voice, the study set out to observe, analyse, and compare the practice
and performance of eight pianists enrolled in the well-established jazz
performance program at the Sydney Conservatorium of Music in Australia. A
“fly-on-the-wall” approach was employed, whereby over the course of a single
week the participants recorded themselves practising the standards “In Your Own
Sweet Way” and “Oleo”. Subsequently, each participant met with the researcher,
who recorded them performing the pieces, and interviewed them about their
background, influences, and approaches to achieving their musical goals. The
data were transcribed and coded according to what the study terms Modes of Jazz
Practice, Jazz Practising Concepts, and Practising Strategies. From analysis it
began to emerge that the participants’ approaches to practising ranged from the
spontaneous and intuitive to the more structured and systematic. In short, the
pianists addressed a set of “Modes” familiar to jazz musicians and dedicated
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themselves to the exploration of particular “Concepts” while implementing
various “Strategies”. Throughout, they engaged with ideas and exercises derived
from an eclectic range of sources, such as method books, recordings, smart phone
apps, and websites. The study concludes that while approaches to practising have
to an extent become standardised, they are at the same time highly individualised.
That is, they are developed according to the preferences and vision of each
musician, in her or his “own sweet way”.
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This thesis is proudly dedicated to you
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A note on terminology and chord symbols
This study of tertiary jazz pianists’ individualised approaches to practice and
performance is set out in three volumes as follows: Volume 1, Thesis; Volume 2,
Transcriptions; and Volume 3, Appendices.
Practise and practice
Australia follows British spelling conventions where “practise” is a verb and
“practice”, a noun. In this thesis the distinction is helpful because it draws particular
attention to the ways musicians intentionally and systematically set out to develop
competence as a jazz practitioner.
Chord and voicing
The terms “chord” and “voicing” are used interchangeably throughout this
thesis. A “chord” consists of two or more tones sounded together, and “voicing”
relates to how a musician has arranged or “voiced” the notes of a chord.
Abbreviations and chord nomenclature
The following abbreviations related to my analytical framework of the study
data appear throughout the thesis and transcriptions (see Chapter 6):
Mode of Jazz Practice—MoJP
Jazz Practising Concept—JPC
Practising Strategy—PS
In addition, the thesis and transcriptions employ standard jazz harmony nomenclature
and abbreviations, including:
major 7: – maj7
minor 7 – m7
dominant 7 – 7
diminished – °
augmented – +
An altered chord tone or extension is indicated by a “#” symbol if raised and “b”
symbol if lowered. Altered and added notes are placed in parenthesis to avoid
confusion, for example: C7(b9), C7(add4), or Cm7(b9).

Jazz is not something you can ever completely master, because it is in the moment,
and every moment is unique, demanding that you reach inside yourself.
Herbie Hancock (2014, p. 23)
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Chapter 1
Introduction
Since the beginnings of jazz at the turn of the twentieth century, the music has
flourished through both informal and formal means of transmission. Over time jazz
transmission has shifted from the predominantly oral and aural processes of jam
sessions, live performances and recordings, towards more formal educational
instruction in learning institutions, where the music has been canonised, theoretically
codified in the form of chord-scale relationships and circulated through various kinds
of technical publications. Throughout jazz history, certain aspects of the music have
been particularly resistant to being taught or learned in a conventional or systematic
way, although somewhat paradoxically, its incorporation into institutions has led
many to attempt to develop jazz pedagogies. As the saxophonist and educator David
Liebman states, “The future of jazz is connected with the future of jazz education”
(Liebman quoted in Ake, 2012, p. 259). Christopher Small was not entirely
convinced, arguing that formal jazz education may “signal the end of jazz as a living
force” because “an art that is truly living resists the codification, the establishment of
canons of taste and of practice, that schools by nature impose” (Small quoted in Ake,
2012, p. 240). It is not particularly surprising that formal pedagogical approaches to
jazz are viewed with suspicion, since as stated, jazz was initially developed through
aural and oral processes, and was to an extent a countercultural form and force.
Regardless of the differences between the informal transmission of jazz on the
one hand and its systematic pedagogies on the other, a jazz musician’s goal is
considered to be the discovery and expression of her or his own artistic voice. The
ethnomusicologist Ingrid Monson puts it this way: “To become one’s own theorist—
to have one’s own concept that in turn leads to the expression of one’s voice—was
among the highest aesthetic ideals of the art form” (Monson, 2007, p. 286).
Approaches to pursuing one’s musical identity have to an extent become standardised
within academia (Javors, 2001, Goldman, 2010; Murphy, 2009; Prouty, 2012).
Nevertheless they can still be highly individualised, that is, shaped according to the
individual musician’s “own sweet way”—their own jazz vision. In a video featuring
pianist Hal Galper, he states, “Art is supposed to teach you something about yourself
you didn’t know before—it’s supposed to be a process of self-discovery” (Primack,
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2013, 2’45’’). In a similar way, esteemed Australian educator and reed player Don
Burrows also embraces the notion of individuality, claiming, “Jazz demands you to be
yourself”1. But if the goal of an artist is to possess an individual voice, by what means
is this achieved?
Paul Berliner’s landmark 1994 study, Thinking In Jazz: The Infinite Art of
Improvisation, reveals that while jazz pedagogy enriches improvisatory knowledge, it
is a jazz student’s personal responsibility to chart her or his own direction:
The value that the jazz community places on personal responsibility is
especially appropriate for the artistic growth of initiates. Self-reliance requires
them to select their own models for excellence and to measure their abilities
against them. It enhances their powers of critical evaluation, cultivates their
tastes, and provides them with an early sense of their own individuality.
Overall, the jazz community’s educational system sets the students on paths of
development directly related to their goal: the creation of a unique
improvisational voice within jazz tradition. (Berliner, 1994, p. 59)
If, as Berliner states, the development of a unique musical identity is the jazz
student’s own responsibility, it follows that in order to understand this process of
development, one would need to investigate “how” and “what” individual jazz
musicians practise and perform.
Campillo asserts that for jazz musicians, “[p]ractice and performance […] do
not exist without each other” (Campillo, 2013, p. 25). He continues: “For jazz pianists
this means that habits of practice must be approached as consistently and creatively as
performance in order to develop essential skills and techniques, as well as foster an
original artistic voice” (Campillo, 2013, p. 25). Scholars agree that a jazz musician’s
musical identity is grounded in his or her daily practice and performance.
Nevertheless, there appears to be no established approach or pathway towards the
attainment of this goal, as each musician responds differently to various schemes that
have been offered by numerous educators over many decades. The guiding principles
however, appear to be individuality, musical responsibility, intuition, self-discovery,
agency and autonomy, and creativity.

1

Personal communication from pianist and jazz scholar Kevin Hunt, March 21, 2016.
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Statement of problem
If the development of one’s own concept is the jazz musician’s goal and the
crafting of a unique musical identity is the jazz student’s own responsibility, how do
aspiring jazz musicians know what to practise and in what specific ways do they go
about it? Further, if, as jazz educator Christopher Azzara asserts, improvisation is “the
essence of jazz”, through what specific processes do jazz students acquire the skill to
improvise (Azzara 2002, pp. 180–181)? Even among professional musicians it is
commonly held that jazz cannot be taught in any conventional way (see Whyton,
2006, p. 69; Gillespie, 1979, p. 404). Rather, it is believed that musicians
independently “discover” how to practise and perform jazz. As Berliner explains,
“The jazz community’s traditional educational system places emphasis on learning
rather than on teaching, shifting to students the responsibility for determining what
they need to learn, how they will go about learning and from whom” (Berliner, 1994,
p. 51). “The problem” in jazz learning, as Andrew Bowie frames it, “is how to
establish a balance between acquiring the know-how and technical means to express
oneself while being able to find a way of playing it that is one’s own” (Bowie, 2009,
p. 184).
The starting point for this investigation is the recognition that aspiring jazz
musicians can feel overwhelmed by the numerous components requiring their
attention as they study to become a professional musician. Imagine jazz students who
have a clear sound-concept in mind, often modelled on that of a favourite player or
recording, yet cannot seem to reproduce it on their instrument, and struggle to reach
the level of fluency necessary to truly express themselves in the moment of
performance. It appears that students often have a limited awareness of what to
practise and how to advance, which could be due to a lack of metacognitive
development in their early training.
Currently, jazz transmission is distributed in complex ways that are bound up
in institutional systems, method books, teacher advice, the discoveries of peers, the
Internet, and perhaps, one’s place in the local jazz community. While popular jazz
method books have contributed enormously to the development of jazz education (for
example, Mehegan, 1959; Coker, 1964; Aebersold, 1967; Baker, 1969; Levine, 1989),
some consider them to be dated and to promote uniformity. Further, they rarely set
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out specific practising approaches that guide the musician towards the successful
acquisition of practical knowledge and skills.
There appears to be no clear or obvious approach to practising and learning
jazz, as each musician responds differently to the various schemes, regardless of skill,
talent and acquired experience (Aebersold, 2004a; Aebersold, 2004b). As a result, the
premise of this study is that “practising in jazz cannot be considered as something
predefined and fixed, rather it is something that is in a constant process of change”
(Johansen, 2016, para. 6). Practising itself appears to depend upon creativity and
problem solving, and a musician’s individual voice emerges only gradually, through a
kind of ordered trial and error and the accumulation of lesser and greater personal
musical discoveries. The mystery surrounding jazz practice therefore appears to be
situated predominantly within the creativity and self-discovered practice approaches
of the performer, which are ostensibly believed to harness a musician’s musical
identity.
Need for the study
As already stated, an underlying theme in the jazz literature is that “jazz
cannot be taught” (Gillespie, 1979, p. 404) and that “‘real’ jazz is something that
takes place outside the institution” (Whyton, 2006, p. 69). Nevertheless, some writers
contend that jazz improvisation, like composition, is difficult yet not impossible to
teach (Griffith, 2002, para. 3) and that, everybody has the ability to improvise,
however “not all avail themselves of the opportunity because they haven’t been
shown or taught” (Aebersold, 2004b, pp. 1–2). While jazz pedagogues argue that the
historical, theoretical and technical components of jazz can be taught (Mehegan,
1959; Coker, 1964; Baker, 1969; Levine, 1989; Griffith, 2002; Aebersold, 2004b), the
self-expression and creativity of jazz improvisation needs to be further promoted and
encouraged within educational systems (Aebersold, 2004b, pp. 2–3).
While method books have proven beneficial for musicians in understanding
the theoretical aspects of jazz, music psychologist Harold Jørgensen believes they are
primarily based on the personal experience and opinions of the given author. What is
needed is “for teachers and practitioners to employ their personal experience, the
experience of others, as well as research findings, in order to reflect on and
experiment with practice, while remaining open to both traditional and non-traditional
strategies” (Jørgensen, 2004, p. 99). Relatedly, Goldman believes that research into
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music education has mostly been undertaken with a focus on talent and expertise
(Ericsson, 1996), and on the practice strategies of experienced professional musicians
(Hallam, 1997a), while little work has been undertaken on the educational
perspectives of jazz students (Goldman, 2010). Lin goes further, arguing that the
widespread ethnographic sources, such as interviews and biographies, tend to focus
largely on the careers and opinions of professional and successful musicians, and
rarely provide insight into the practice routines and methods employed by these
musicians in their earlier years. He states that while “interviews, biographies, and
autobiographies of jazz musicians often contain numerous references to early learning
environments, they rarely explore the topic beyond a surface treatment of their
influence on the artist” (Lin, 2011, p. 65).
Additionally, such studies as are related to jazz practice and performance
(Goldman, 2010; Lin, 2011) investigate the perspectives of professional musicians
who have the benefit of hindsight in recognising which practice methods contributed
to their success. Hence, more research is needed in order to understand the practising
approaches of emerging jazz musicians, who in good faith are working from the
ground up, implementing practising approaches that they hope will one day prove
effective. Lin insists that “[m]ore research is needed in understanding how jazz
students themselves describe the learning process from their perspective” (Lin, 2011,
p. 299).
While the modelling of jazz masters is believed to be an enriching approach to
jazz learning, this study is founded on the premise that there could be benefits in
observing student musicians while they are in the process of developing practising
approaches of their own. The close examination of tertiary jazz musicians as they
practise and perform has considerable potential to provide a clearer understanding of
how one becomes not only a competent jazz musician, but also how one develops
one’s distinctive jazz musical identity. Johansen indicates that there needs to be less
emphasis on the educator’s point of view:
If we ask how the student perceives their own problems and challenges, and
what their motivation is for learning and practising their instrument at
different stages of development, we can gain informative insights about how
jazz education actually works today. (Johansen, 2014, p. 1)
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Further, Goldman emphasises that while music institutions provide a pathway for
students as they forge their artistic voice, more emphasis should be placed on the
responsibilities of the individual student. He writes: “Jazz students must assume
responsibility for their own education. While institutions can provide technical skills
and general knowledge, students must ultimately engage in a lifelong process of selfdirected learning if they aspire to develop a unique voice” (Goldman, 2010, p. 114).
Research is therefore required to assist students in determining how they can manage
and realise the process of their development, through various self-directed approaches
in pursuit of a personal musical identity.
Finally, there has been little research exploring a musician’s metacognitive
processes (Hallam, 2001, p. 28). By becoming aware of one’s metacognition, a jazz
musician is believed to have an improved understanding of his or her thought
processes in relation to their creative practice. This will assist musicians to achieve a
clearer understanding of how to individually approach the creative processes of jazz,
particularly jazz improvisation.
Research aim
After conducting a pilot study in 2011 (see Chapter 4), I resolved to explore,
from an insider, student perspective, how and what jazz pianists practise, at a crucial
stage in their development. Methodologically, with the present study I sought to
examine the relationship between practising and performing. Involving participants
who were all enrolled at the same institution allowed me to consider the impact of the
institution on the musicians’ development of an individual musical identity. Rather
than seeing the individual musician and institution as separate entities, the study
considers each a part of the local “jazz community” and it looked for points of
synergy between teaching and learning in the transmission of jazz skills and
knowledge.
Research questions
This study has been guided by the following research questions:
1. What constitutes practice for tertiary jazz pianists and what aspects of their
practising indicate a focus on developing an individual sound and style?
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2. How do tertiary jazz pianists understand and develop their own practice and
performance skills and what resources and pedagogical materials do they
consult?
3. In what ways do tertiary jazz pianists practise improvisation and soloing, and
to what extent do they appear to develop such skills metacognitively on the
one hand, and in relation to published methodological approaches, on the
other?
Parameters of the study
This study attempts to extend what is currently known about jazz practising
approaches. While it acknowledges that aspects such as time, motivation and
discipline are essential components in developing effective practice (Barry & Hallam,
2002; Chaffin et al., 2002; Jørgensen, 2004), it does not directly address such matters.
To date limited research has been undertaken on the practising and performing
approaches of jazz musicians, and although there are some similarities between the
approaches between classical and jazz musicians, studies of classical musicians are
more common. The focus here is on jazz musicians, and more specifically, on jazz
pianists, which means that there are additional factors to consider, or to consider from
angles that differ to those involved in the study of classical musicians, including
notions of originality and the extent to which performances involve improvisation.
The piano is central to the study of jazz, in performance, composition and teaching.
Its multifaceted melodic, harmonic and rhythmic capabilities can provide strong
visual, physical and aural representations of jazz harmony, in that it is possible to see,
feel and hear jazz harmony more clearly on the piano than on any other instrument.
However, this does also mean that some of the findings relate specifically to how
pianists practise, and not necessarily to other instrumentalists or vocalists.
Overview of the study
The study is set out in three volumes (Vol. 1 Thesis, Vol. 2 Transcriptions,
Vol. 3 Appendices). The thesis is organised into seven chapters. Chapter 2 provides a
comprehensive review of the literature on jazz transmission, while Chapter 3 reviews
four doctoral dissertations and a master’s thesis based on research related to that of
the present study, which are discussed both for comparative purposes, and to further
establish the need for and significance of this study. Chapter 4 outlines the study’s

8
methodology and pays particular attention to the data collection and analysis
processes. Chapter 5 examines the interview data gathered from the eight jazz pianists
who participated in the study. A profile of each participant is provided, which
considers their early musical background, musical influences, general approaches to
jazz practice and performance, and jazz practice routines. Chapter 6 presents the
findings in terms of the Jazz Practising Concepts (JPCs) and Practising Strategies
(PSs) each participant employs and is structured according to a four-part framework
based on what the study calls the Modes of Jazz Practice (MoJP): Section I Form;
Section II Harmony; Section III Soloing and; Section IV Transcription. Chapter 7
summarises the findings and outlines potential lines of inquiry for future research.
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Glossary
The terms used throughout the study and their intended meanings are as follows:
Transmission

The communication of jazz music from person to person, by oral,
aural or written means.

Pedagogy

An established, systematic way of passing on musical skills and
repertoire, usually involving a teacher or expert. When discussing
jazz transmission from a historical perspective, a spectrum
between more and less informal and formal forms of pedagogy
can be observed.

Informal jazz
transmission

Developed among the African-American communities of New
Orleans and generally characterised by the oral and aural passing
on of the music through such means as instrumental lessons, jam
sessions, live performances and recordings.

Formal jazz
transmission

A systematic, structured approach to passing on jazz in
institutions that began in the 1940s. It generally placed an
emphasis on notational literacy, knowledge of harmony and
scales within the Western tonal framework, and eventually
involved the publication of related learning materials.

Musical practice

A demarcated segment of time devoted to the development of
musical skills and proficiency involving the repetition of
materials and repertoire.

Musical
performance

The culmination of musical practice involving the presentation of
musical repertoire to an audience.

Musical identity
(individual voice)

A musician’s personal, identifiable style or sound, relating to
instrumental timbres and techniques, their use of musical
vocabulary, repertoire choices, performance practices, musical
concept or approach, or combination of these.

Metacognition

An awareness and understanding of one’s own thought processes;
the process of constantly evaluating what one is doing while one
is practising in order to advance towards the goal of establishing
one’s musical identity.
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The following terms relate specifically to the findings based on the study’s eight
participants:
Modes of Jazz
Practice (MoJP)

Common jazz practising domains that direct and influence an
underlying activity, approach or structure the way traditional
jazz repertoire is commonly experienced and expressed in the
practice studio. Based on the findings of this study, the
following four modes of jazz practice emerged: Form,
Harmony, Soloing, and Transcription. In some cases, these
modes overlap and interrelate in both practice and performance.

Form

A MoJP involving the compositional structure of a piece of jazz
music, whereby a musician processes its melodic, harmonic,
rhythmic and expressive components.

Harmony

A MoJP oriented towards the formation of intervals, chords and
harmonic progressions in a piece of jazz music.

Soloing

A MoJP involving the development of an improvised solo for a
performance of a piece of jazz music.

Transcription

A MoJP that involves the aural memorisation or notation
(dictation) of some or all aspects of a piece of jazz music.

Jazz Practising
Concepts (JPCs)

Practising goals specific to jazz repertoire, which concern one
or more practice modes, as a way of attaining the mastery of
jazz skills. Some jazz practising concepts used by participants
included: artist and style interpretations, piano arrangements,
soloing over irregular time signatures, phrase based soloing,
reharmonisation, and transposition.

Practising
Strategies (PSs)

Practising variables related to general music practice used to
alter the practising environment utilising various tools and/or
processes. These are engaged with the intention of facilitating a
musical outcome. Some practising strategies used by
participants included: memorisation, repetition, and (in relation
to the piano) working hands separately.
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Chapter 2
Review of literature: Jazz transmission
This study investigates how and what aspiring jazz pianists practise and
prepare for performance, and how they develop their individual sound. The following
literature review concentrates on perspectives relating to jazz transmission, that is, the
passing on of jazz skills, knowledge, repertoire and cultural values. It distinguishes
between the learning and teaching of jazz, where the latter practice implies more
formal, systematic instruction, and the former, the self-guided acquisition of jazz
skills, knowledge and so on. Of course, such distinctions are not always clearly
discernible. Jazz learning involves the mediation of tacit knowledge that is based on
experience and is not necessarily conscious to the musician (Virkkula, 2016), and the
teaching of jazz can be equally elusive, often taking place in the process of
performance, for example. This can mean that teaching and learning can occur
simultaneously, or within the same moment, so to speak. The literature selected for
review is deliberately eclectic, in some ways resembling the myriad sources jazz
musicians themselves consult in the process of their development.
Jazz emerged around the turn of the twentieth century, largely through
informal transmission processes (McDaniel, 1993; Berliner, 1994; Prouty, 2002;
Folkestad, 2006; Green, 2008; Gatien, 2012; Virkkula, 2016), predominantly through
club performances, jam sessions and recordings. A shift towards more formal
institutional jazz education became apparent in the 1940s, as a result of the
codification of jazz history and repertoire, music theorisation and the development of
methods books and graded instructional curricula (Russell, 1953; Berliner, 1994;
Dunscomb, 2002; Aebersold, 1967; Green, 2008; Gatien, 2012; Prouty, 2012;
Virkkula, 2016). Despite the distinction between these kinds of transmission, it will
be seen from the range of opinions surveyed in this review that jazz is disseminated
according to an informal–formal continuum and is not something static or fixed but
rather in an ongoing state of change (Johansen, 2016, para. 6).
In order to contextualise the study on which this thesis is based, this chapter
aims to: a) provide a historical overview of the key agents and processes of jazz
transmission; b) discuss the shift of jazz from oral and aural transmission towards
institutional teaching; c) survey the pedagogical texts that have gained acceptance
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within the jazz community including those dealing with jazz improvisation; and d)
discuss the role of metacognition and self-learning in a musician’s development.
Figure 2.1 depicts the various key transmission agents referred to in this and later
chapters along a timeline, that is, according to when they appeared chronologically.
Figure 2.1 Jazz transmission agents (1900s–2000s)
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Chapter 3 comprises a second literature review, one that focuses on research more
specifically related to the present study, that is, on quantitative and qualitative studies
of jazz improvisation, practice and performance.
The agents of transmission
In an influential essay published in 1991, jazz scholar Scott DeVeaux
contends, “the conventional narrative of jazz history is a simplification that begs as
many questions as it answers” (DeVeaux, 1991, p. 526). DeVeaux further explained:
“From the origins of jazz to bebop there is a straight line; but after bebop, the
evolutionary lineage begins to dissolve into the inconclusive coexistence of many
different, and in some cases mutually hostile, styles” (DeVeaux, 1991, p. 526). What
follows is a consideration of the ways jazz was transmitted in its earliest years. It
begins with the oral and aural traditions of African-American communities, and
includes live performances, jam sessions, and learning from tutors and mentors as
well as recordings. It moves on to more formal means of transmission associated with
educational institutions, as well as texts and publications, and considers the
theorisation of jazz and the development of pedagogy.
The turn of the twentieth century saw the rise of jazz within the AfricanAmerican communities of New Orleans. According to jazz historian Alyn Shipton,
“There is an agreement among historians that three distinct forms of AfricanAmerican music had started to emerge: ragtime, blues, and jazz. All of them shared a
similar patrimony: the cross-fertilization of African musics to different degrees with
various European forms” (Shipton, 2007, p. 4).
Common narratives imply that opportunities for jazz instruction were
nonexistent during the first half of the twentieth century (Karns, 2016, para. 1). In
fact, some scholars refer to this period as the “prehistoric” era of jazz transmission
(Prouty, 2012, p. 48). Nevertheless, during these years informal jazz learning was
thriving on the streets and in households throughout New Orleans. As musicologist
William T. McDaniel states, “The jazz tradition was oral, reflecting the AfricanAmerican music history of passing down songs from generation to generation, group
to group, and person to person” (McDaniel quoted in Prouty, 2012, p. 48). McDaniel
also surmises it was “highly likely that jazz instruction began with the first jazz
musicians”, and he believes “the historical context of these artists requires
examination” (McDaniel quoted in Prouty, 2012, p. 48). Musicologist David Ake
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draws attention to the African tradition of the oral-aural passing down of information,
stating:
For the first decades of the twentieth century, jazz remained predominantly an
urban genre, with players and listeners living and working in close proximity
to each other. Such an environment facilitated a phenomenon in which older or
more established musicians from local neighbourhoods acted as models for
succeeding generations, enacting a “passing down” that continues in many
cities today. (Ake, 2002, pp. 257–258)
In these years there was no “correct” understanding of how to play jazz, as it was
understood culturally and contextually, within what Paul Berliner identifies as a
“professional community—the jazz community” (Berliner, 1994 p. 35).
In addition to disseminating jazz knowledge through oral and aural means,
music making in homes and churches was a crucial entry point for young players.
This could be as basic as “playing jazz records in the house or listening to family
members singing” (Karns, 2016, para. 20). Berliner also identifies music stores and
nightclubs as venues for informal jazz learning (Berliner, 1994, p. 37). Additionally,
private instructors played an important role in passing jazz knowledge on (Karns,
2016, para. 21). Author Marc Myers claims that the explosion of technology during
this period, “the proliferation and development of radio, records, the phonograph, the
jukebox, and sound films, or “talkies” […] made music more accessible, convenient,
and a lot more pleasing to the ear” (Myers, 2013, p. 4). Thus, early on, audio and
visual technologies served in the development and promotion of jazz throughout the
United States and beyond its shores.
The jam session
The first organised immersive group learning activity in jazz was the jam
session (Scott, 2004), which is perhaps jazz’s most well-known learning context. Jam
sessions allowed local musicians to test out ideas, informally audition other players
constituting a way of learning together as a community through musical enculturation.
According to musicologist Esa Virkkula, jam sessions are a means of communicating
with others, including more experienced musicians, where learning takes place mostly
through observation:
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Learning takes place through discussions, listening, observing, and imitating.
The tradition is observable, e.g., in folk music and jazz music jam sessions
which have been splendid occasions for young, developing musicians to be
inspired and learn something new from more experienced musicians.
(Virkkula, 2016, pp. 175–176)
As Berliner instructs, “[a]t these informal musical get-togethers, improvisers are free
of the constraints that commercial engagements place upon repertory, length of
performance, and the freedom to take risks” (Berliner, 1994, p. 42). Experiences such
as “the hang” and “sitting in”, which often take the form of an apprenticeship,
illustrate the kind of social and educational gathering that was important for all
musicians at particular points of their development (Berliner, 1994, pp. 41–44; Karns,
2016, para. 22). Ake describes the value of jam sessions and the importance of
master-student apprenticeships as follows:
One of the most important educational services jam sessions provide is the
opportunity for beginning and intermediate musicians to play, or “sit in”, with
their more established colleagues. Sitting in allows the beginner to experience
“under fire” subtle yet crucial aspects such as the feeling of an effective swing
groove or the ways of group interaction on a bandstand. Sessions also serve as
meeting points where players often make their first professional contacts.
(Ake, 2002, p. 259)
Central to the jam session is the notion that learners are responsible for their own
development. Crucial to the present study is Ake’s point that “jam sessions as both a
training ground and as a stage for demonstrating one’s ability [lead to] perhaps the
most significant realm of jazz skill development: practising” (Russell quoted in Ake,
2002, p. 259).
Ultimately, in the generally informal environment of the early transmission of
jazz, most musicians would study the music by attending live performances,
participating in jam sessions, learning from experienced tutors and mentors, and
listening to and transcribing jazz recordings. Ethnomusicologist Ken Prouty explains
that the historiography of jazz education often implies that there was a direct leap
from transmission by oral-aural means to institutional instruction. He states:
Such historical overviews of early jazz education proceed directly from an
assumed oral tradition to the inclusion of jazz at certain institutions without
drawing a link between one and the other, and these early pedagogical
processes are usually forgotten once jazz comes to college. Moreover, the
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attribution of jazz to a purely oral tradition is itself problematic, as many
early jazz musicians were musically literate, particularly those involved with
publishing and composition. (Prouty, 2012, p. 49)
Rivalry between musicians in the early decades appears to have translated into a
reluctance to share their jazz knowledge, which may have prolonged the “prehistoric
period” of jazz transmission.
Competition and individuality
As jazz is predominantly based on improvisation and individuality of
expression, it is only natural for musicians to engage in rivalry. Typically, in the early
days of jazz, skilled improvisers were often reluctant to share their knowledge and
technical approach with others. Aebersold has this to say about competition among
musicians:
50 years ago jazz education was practically unknown. Jazz musicians were
often reluctant to pass on or give out information on how they were able to
play the way they did. I think some were afraid if they verbalized their
playing, they might dilute their font of inspiration or lose a part of their
musical self. Words just weren’t the proper medium to convey one’s musical
wellspring. (Aebersold, 2004a, p. 1)
This offers insight into the attitudes of jazz musicians in the 1940s and 1950s,
highlighting their reticence to verbally impart their knowledge to others. It also draws
attention to the relatively recent development of formal jazz instruction.
Just as magicians keep their tricks a secret, many jazz musicians preferred to
keep their approach to jazz improvisation to themselves in order to preserve their
competitive advantage. The New Orleans cornetist Buddy Bolden, who considered by
some to be “the father of jazz” and the first musician celebrated for playing the music,
apparently “worried constantly that other musicians’ innovations would overshadow
his own playing” (Burns, 2001, Episode 1: Beginnings to 1917). There are no known
recordings of Bolden, and he may have avoided recording sessions for fear that he
would, as Aebersold put it, “lose a part of [his] musical self” (Aebersold, 2004a, p. 1).
Similarly, trumpeter Freddie Keppard would drape a handkerchief over his hand,
hiding his valve fingerings, while other performers would play with their back to the
audience. Students approached renowned performers cautiously, “because you never
knew who was willing to show you something and who was not” (Berliner, 1994, p.
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55). Ultimately, these performers wanted to protect their musical identity, the
personal “sound” they had devoted their life to shaping.
Furthermore, not all musicians were adept at improvising; it was like a secret
language only understood by a select few. What these musicians feared became a
reality as recordings allowed musicians to imitate the improvisations they contained.
As jazz critic and biographer Stanley Crouch put it, “Such technology could open a
sonic world as it was right then; it would no longer be heard in isolation from other
ideas and feelings. Isolation was losing the upper hand in modern life” (Crouch, 2013,
p. 12). Even so, Berliner contends that friendly rivalry among jazz musicians
encouraged individuals to progress musically: “Rivalry among the participants added
spark to an already charged atmosphere. […] Interaction with an increasing number of
musicians in these settings provided aspiring artists with stimulus for their own
growth as improvisers” (Berliner, 1994, p. 44). Ultimately, the sharing of jazz skills
was a delicate and personal matter, and some were more or less willing than others to
share their learning experiences.
Recordings
The history of recorded jazz can be traced back at least to 26 February 1917,
when what is the earliest known commercial jazz recording was released by the allWhite quintet from New Orleans known as the Original Dixieland Jass Band (ODJB).
According to jazz discographers Richard Cook and Brian Morton:
The ODJB […] remain the place to start in dealing with the history of jazz on
record. Whatever effects time has had on this music, its historical importance
is undeniable: the first jazz band to make records may have been less exciting
than, say, the group that King Oliver was leading in the same year, but since
no such records by Oliver or any comparable bandleader were made until
much later, the ODJB assume a primal role. (Cook & Morton, 1992, p. 1131,
original emphasis)
By the late 1930s, the big three record companies—Victor, Columbia and Decca—
were all offspring of large entertainment conglomerates, holding enormous sway over
the direction and development of recorded music. It wasn’t until a larger field of
record labels emerged that jazz musicians gained greater creative independence.
Myers writes:
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For the first time, jazz played an assertive role, reflecting and shaping
America’s values and culture rather than merely mirroring them. As all the arts
began to reflect the personal vision and freedom of the artist, jazz’s natural
reliance on self-expression allowed the music to pivot neatly from syncopated
dance music to individualistic statements. (Myers, 2013, p. 5)
The importance of jazz recordings as a resource for jazz learning has been
much discussed among pedagogues, musicologists and musicians. Jazz recordings
came to comprise a “parallel pedagogical breakthrough” to written materials (Prouty
2012, p. 52), a convenient form of aural training that allowed improvised music to be
repeated infinitely, and facilitated opportunities for transcription and analysis (Ake,
2002, p. 261). Ake believes that “[n]o pedagogical tool has left as widespread or as
long-lasting an impact on jazz skill acquisition as have the various media of sound
recording” (Ake, 2002, p. 260).
Jazz pedagogues David Baker (1976), Mark Levine (1989) and Jamey
Aebersold (1979) consider a jazz record collection to be indispensable to jazz learning
and education. Through continuous listening to recordings, Baker believes, “new
techniques, different approaches, new harmonic, rhythmic, and melodic ideas are
more easily grasped” (Baker, 1976, p. 72). The following anecdote from Levine’s The
Jazz Piano Book (1989) makes a similar point concerning the primacy of jazz
recordings:
A wise musician once said: the answers to all your questions are in your living
room. Having a good teacher is invaluable, and books can help you with
certain things, but your jazz record collection contains everything you need to
know. (Levine, 1989, p. 251)
Similarly, Aebersold proclaims that “[t]hrough listening alone you can find ALL the
answers”, and “[t]here’s no way anyone is going to play jazz or improvise well
without listening to [recordings of] those musicians who have come before”
(Aebersold, 1979, p. i, original emphasis).
Musicologists David Ake (2002) and Ingrid Monson (1995), as well as Down
Beat magazine publisher Charles Suber (1989), consider jazz recordings to be
empirical texts. Suber presents the view that “recordings were the first jazz textbooks,
enabling student musicians to hear, study and attempt to emulate improvised music”
(Suber, 1989, p. iii). This is echoed by jazz scholar Daniel Murphy, who states,
“Recordings are often treated as method books or textbooks for jazz” (Murphy quoted
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in Prouty, 2012, p. 52). Additionally, Ake believes that “[r]ecords, tapes and CDs not
only act as the physical ‘texts’ of jazz, they also serve as pre-eminent ‘textbooks’ of
the music, providing study materials for virtually all players” (Ake, 2002, p. 261).
Monson supports this view, claiming, “Recordings heavily mediate the aural
transmission of style in jazz”; she continues:
Jazz performances are not musical texts in and of themselves (in that they are
negotiated between multiple improvising participants), but when such
performances are recorded and disseminated through LPs, CDs, and cassettes,
they become texts. Musicians may use them as resources for learning tunes,
solos, harmonic substitutions, timbral sensibility, or rhythm section styles.
(Monson, 1996, p. 126)
At the same time, according to Monson, “older musicians generally know more
repertoire (tunes and records) than young musicians” (Monson, 1996, p. 126). Jazz
drummer Kenny Washington states that successful ensemble playing comes from “the
amount of listening […] that musicians—especially rhythm section players—do.
Problem nowadays is not enough guys listen, and when I say listening I’m talking
about, do their homework” (Washington quoted in Monson, 1996, p. 126, original
emphasis).
Pianists Herbie Hancock (2014) and Chick Corea (2014) also express views
concerning the value of listening to jazz records and attending live performances.
Hancock’s first recollection of exploring jazz records goes back to when he was
fifteen years old. After watching a student jazz pianist perform at a school concert,
Hancock felt compelled to learn how to improvise and play jazz. When he asked the
student how he could improvise, the student simply responded by saying, “Well, if
you like what I did, the first thing you need to do is get yourself some George
Shearing records” (Hancock, 2014, p. 20). He advised Hancock to listen to how
Shearing played and to try to imitate the parts that he liked. Corea also argues for the
primacy of listening, albeit live: “The most valuable learning experiences by far are
the pianist’s live performances—even more than recordings” (Corea, 2014, p. 12). For
Corea, “watching pianists play, especially live in a club, up close, has always been the
most fruitful way to learn” (Corea, 2014, p. 12). He goes on: “There’s nothing,
including recordings, that can replace the completeness, immediacy and emotional
detail of participating directly in the live moment of creation” (Corea, 2014, p. 12).
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As a result, Corea believes live performances were and still are some of his most
memorable moments of jazz participation (Corea, 2014, p. 12).
The rise of formal jazz transmission
In contrast to the oral and aural nature of early jazz transmission, the mid to
late 1940s began to witness the development of more formalised understandings of
jazz as well as movement towards the establishment of jazz programs in institutions.
In the first half of the twentieth century, institutional music learning had been
confined to Western classical music. Due to the negative connotations associated with
jazz at the time, it was not welcomed unconditionally into colleges and universities
(May, 2005, p. 25). As Ake relates, “[s]ome of the more prestigious conservatories
not only omitted the genre, but also actually forbade the playing of jazz on school
property, with transgressions possibly leading in extreme cases to students’ expulsion
from the institution” (Ake, 2002, p. 263). An example of the negative attitudes
towards jazz can be seen in the 1921 banning of jazz in Zion, Illinois, for being
“sinful” (Cooke & Horn, 2002, p. xiv). In 1922, the Orleans Parish School Board
passed a motion “forever banishing jazz from the schools” after a debate about the
threats to society jazz dancing and jazz music posed (Kennedy, 2002, p. xxii). In any
case, many held the view that jazz could not be taught, and the notion that “you either
have it or you don’t” was widespread in the jazz community (Ake, 2002, p. 255).
By the end of the 1940s the audience for jazz was expanding, and schools
eventually accepted jazz ensembles, typically known as “dance bands” or “stage
bands”, into the music curriculum (May, 2005, p. 25). Skills taught in these
ensembles included instrumental proficiency and basic harmonic concepts, with
minimal focus on improvisation and soloing (Nettl, 1995, p. 107; Ake, 2002, p. 263).
Ethnomusicologist Bruno Nettl writes that schools came to focus on the jazz big band
as a primary learning context, which revealed the gap between traditional jazz
practice and what became core business in institutions (Nettl, 1995, p. 107; Goldman,
2010, p. 40).
The extent to which a school encouraged jazz among its students varied from
director to director (Ake, 2012, p. 114; Karns, 2016, para. 7). Ake points out that
“discussions of improvisational concepts in big-band rehearsals remain minimal in
many schools even now. Exceptions aside, band directors possess little insight into
improvisational skills, an absence reflecting their training in European-rooted
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practices” (Ake, 2002, p. 263). Nevertheless, by the 1940s jazz began to be practised
and promoted in institutions across the USA.
1947 witnessed one of the most significant developments in formal and
institutional jazz education: the establishment of the first Bachelor degree in jazz
studies, at North Texas State University (now the University of North Texas). Prouty
refers to a subsequent wave of jazz education programs being established in the
1950s, including at Schillinger House (now Berklee College) and Westlake College
(now closed) (Prouty, 2012, p. 47). Founded in 1957 and held during the summer
months, the Lenox School of Jazz run by John Lewis and Gunther Schuller was a
response to “the need for specialized, mentored learning in a professional jazz world
that was facing enormous commercial pressure” (Prouty, 2012, p. 52). Among
graduates of the Lenox program were the future leading jazz pedagogues, David
Baker and Jamey Aebersold (Brubeck, 2002, pp. 188–189). Pianist and educator
Darius Brubeck (and son of pianist Dave Brubeck) claims that the Lenox School of
Jazz, although short-lived (it lasted only four summers), “had a great influence on the
immediate and long-term future of jazz” (Brubeck, 2002, p. 188), while Prouty
emphasises its non-institutional role as a link between working musicians and the
development of jazz pedagogy (Prouty, 2012, p. 52). Broadly, the intention in
establishing such programs and institutions was to “ensure the continuing
transmission of jazz and, in a sense, legitimize its study” (Berliner, 1994, p. 56).
Along with the establishment of formal jazz education programs, celebrity
musicians such as pianist Dave Brubeck bolstered the music’s presence on college
campuses, as is indicated in the title of his 1954 album Jazz Goes to College.
Brubeck’s quartet toured major universities and junior colleges in North America thus
introducing jazz to new audiences, although some institutions declined to sponsor an
appearance by Brubeck, an indication of the music’s still ambivalent status.
Some such as William T. McDaniel posit that William Handy, bandmaster at
the Agricultural and Mechanical College for Negroes at Normal, Alabama in 1900,
was the first true pioneer of college jazz education (McDaniel, 1993, p. 115). Music
educator Warrick Carter acknowledges educator and bandleader Len Bowden as an
early innovator in jazz education and as “the true pioneer of jazz pedagogy” (Carter
quoted in Prouty, 2012, p. 49). Prouty notes however, that the way the roles of these
men have been portrayed in the “institutional narrative” (Prouty, 2012, p. 52) “does
not answer the central question of how the processes and practices of jazz were
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adapted into an academic context” (Prouty, 2012, p. 51), a matter that is unable to be
addressed further here.
The shift to the institution
According to some, the formalisation of jazz education harmed the spirit of the
music, “signal[ling] the end of jazz as a living force” (Small quoted in Ake, 2012, p.
240). Others however maintain that it is beneficial to the continuation of the art form
(Aebersold, 2004a; Aebersold, 2004b; Baker, 1989). In a 2008 radio interview, when
Don Burrows, jazz educator and instigator of the first tertiary jazz program in
Australia, was asked, “What’s the advantage to having a degree in jazz?”, he replied:
Well it’s only that the times have changed that created the demand for that sort
of thing […] things were changing, and changing fast, and one of the main
reasons I made the move was because the sort of alma mater to my generation
is really hanging around the bandstand at the local dance and getting to know
the musicians and then going to the nightclub and knowing some of the
musicians and hearing them play and all this sort of stuff, and getting to know
them, word of mouth. But all that had changed, they’d all gone; the dance
halls had gone, the nightclubs had gone, the radio bands had gone; I thought
the next generation won’t know how to play at a sax section or how to write
for one if they don’t have some place doing it. And the only thing I’d think of
was I guess jazz had to go to college, you know. (Ford, 2008)
Darius Brubeck points to the changing nature of jazz—“What was called jazz
before 1959 is different from what is called jazz now, supporting the dichotomy
between the historical and contemporary”— to argue for the development of jazz
education (Brubeck, 2002, p. 182). However, with the jazz community divided over
the impact and benefit of the shift to the academy, it became apparent that teachers
and students needed to resolve the issues of how to accommodate each other (see
Prouty, 2012, p. 77). For his part, Ake is positive about the changes in jazz
transmission, stating: “the fact that so many institutions now provide a home for
widely differing understandings of and approaches to teaching, playing and learning
jazz is a cause for celebration, not despair” (Ake, 2012, p. 259).
Codification and standardisation
Ethnomusicologist John Murphy presented the view that jazz institutions stifle
creativity and promote homogeneity (Prouty, 2012; Murphy, 2009; Goldman, 2010),
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noting that “the increasingly academic and codified nature of the study of jazz
improvisation is promoting stylistic uniformity” (Murphy, 2009, p. 171). Prouty
expressed this view as follows:
The numbers of students who graduate with degrees in jazz has become a
point of concern for some critics and musicians, who see the jazz world as
being glutted with young musicians with no real professional experience, and
who perform in very codified, standardized ways. (Prouty, 2012, p. 46)
Jazz writer Stuart Nicholson shared the concerns Prouty describes: “Today…
hundreds of thousands of students and thousands of teachers study [a] narrow
repository of stylistic interpretation… which for many students has resulted in both a
similarity of concept and execution” (Nicholson, 2005, p. 106). Writer and musician
James Lincoln Collier was also aware of the uniformity of sound that can result from
systematised jazz education:
With students all over the United States being taught more or less the same
harmonic principles, it is hardly surprising that their solos tend to sound much
the same. It is important for us to understand that many of the most influential
jazz players developed their own personal harmonic schemes, very frequently
because they had little training in theory and were forced to find it their own
way. (Collier, 1993, p. 155)
Pianist Hal Galper echoed the concerns that “everybody sounds the same”, partly
because “jazz education has become standardized”, whereas “in early days, there was
so much individual style because there was no information and everybody had to
figure it out themselves”, allowing for more individual sounds and approaches to
learning and playing jazz (Galper quoted in Javors, 2001, p. 124).
While the early jazz tradition is widely considered to have constituted a more
raw form of expression and creativity, jazz institutions are portrayed as placing too
much emphasis on technique and jazz canonisation (Gatien, 2012) at the expense of
nurturing creativity, experimentation and individuality (Berliner, 1994; Jaffurs, 2006;
Whyton, 2006; Borgo, 2007; Black, 2008). Pianist and educator John Mehegan feared
that “[i]f we continue to smother [jazz] with a superstructure of complexity and
intellectuality it cannot possibly support, we will eventually destroy it” (Mehegan
quoted in Brubeck, 2002, p. 180). According to philosopher Philip Alperson, for
many of those involved, “the point of jazz education courses is precisely to train
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students to be professional jazz musicians and that this training should consist
primarily of technical training (Alperson, 1988, p. 53). Referring to Aristotle,
Alperson contends that “the emphasis on technical proficiency can lead to a vulgar
attitude toward one’s musical activity and toward oneself” (Alperson, 1988, p. 54).
Alperson believes that the study of music should allow one to “appreciate what is
good in music and to delight in it” (Alperson, 1988, p. 54).
In a profile of a prominent Australian jazz saxophonist, journalist John Shand
wrote:
Julien Wilson is wary of the institutionalisation of jazz, and the thousands
learning subjects such as “jazz materials”, providing scales and licks to fit
over chords, rather than obliging players to work things out for themselves.
“People are so educated, and it becomes hard to have a really unique voice
when you actually have too much information”, he observes. “Ignorance can
be a beautiful thing.” Wilson believes that admiring—to the point of being
influenced by—a smaller rather than greater number of players is also a good
thing, the vanishing point on the horizon being to chase nothing other than the
sound in your own head. (Shand, 2009, pp. 144–145)
Bill Evans also argued that individuality is the key to success in jazz education. He
stated, “In order to motivate yourself further, you should discover things yourself, and
it’s the same with a student. If you give them too much, you take his motivation away
because he hasn’t discovered anything” (BillEvansArchive, 2016, 38’15’’).
Due to the rise of formalised jazz instruction, pianist Kenny Barron is of the
view that jazz players today are more technically minded than in the past, but lack
emotional content: the music is “from the head and not the heart” (irockjazzmusictv,
2012). Barron hears an emotional detachment in the sound of current players:
At times it seems like, there’s kind of an emotional disconnect. I listen to the
music and I can appreciate it for the intellectual content but sometimes it can
leave you cold. […] When Miles came out in 1957 with “Round Midnight” I
knew everybody’s solo, and I wasn’t unique, ’cos the average citizen, the
average jazz fan, could sing everybody’s solos. That was just part of how you
listened to the music, part of how you learned about the music. But that’s not
so today […] it’s not really music from the heart, it’s music from the head.
(irockjazzmusictv, 2012, 0’19’’)
Saxophonist Gary Bartz contends that students who to the same schools, learn from
the same books and study with the same teachers “tend to sound the same way”
(Primack, 2011, 1’11’’). Another saxophonist, Joe Henderson, makes a similar point:
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“Everybody is doing the same thing, you don’t get that individual fingerprint like you
used to among players” (Henderson quoted in Townsend, 2000, p. 177). Guitarist
John Schofield also feels that students in jazz programs “play the same because they
have the same books” (Schofield quoted in Townsend, 2000, p. 76). According to
Bartz: “now they’ve learned the music, now they have to find their sound. We found
our sound while we were learning the music” (Primack, 2011, 1’18’’).
A Berklee educator spoke to researcher Eitan Wilf of what he saw as
contrasting generational orientations towards jazz:
I feel that, years ago, a lot of those cats [players of older generations], they
didn’t know chord changes. They knew melodies. […] In order to get gigs
they had to know tunes. I feel that a lot of the time nowadays the players know
the changes before they know the tunes. […] So what happened is that you
created a harmonic generation, whereas before that it was a melodic
generation because they were playing off melodies. (Wilf, 2014, pp. 147–148)
A Berklee student spoke to Wilf of his concern over the heavily intellectualised nature
of what he was learning:
Man, in all these classes you have to play through concepts. You have to feed
your intuitions through concepts. That’s the way it is now. Nobody plays from
the guts anymore. Today you must have a high IQ to play jazz. It’s
mathematics! (Wilf, 2014, p. 143)
As Wilf explains, such concerns relate to the way theory is “fetishized […] as if it, in
itself, holds the key to creative improvisation regardless of its application and
relevance to other key principles of the jazz aesthetics” (Wilf, 2014, pp. 143–144).
While such education is beneficial in theorising relationships between “right notes”
and “wrong notes” when improvising, it appears that even some students believe that
an overemphasis on theory and technique can contribute to their playing becoming
more formulaic and scientific, rather than creative and expressive.
From “rote to reading”
According to some, in addition to overemphasising jazz theory and technique,
formal jazz programs encourage an unhealthy dependency on written music, delay a
musician’s progress, and miscommunicate ideas surrounding improvisation. Educator
Andy McWain points out that it is customary for jazz students to own at least one
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Real Book (an anthology of lead sheets of jazz standards), and that many rely on
reading rather than committing the music to memory. McWain believes:
Young musicians […] need to just learn to play, to really improvise in the
moment, and to be able to tell stories with their instruments without just
learning the tunes. […] The problem is that beginner and intermediate jazz
musicians often see their various real books and jazz fake books as simply
collections of tunes. To many students and young musicians, these books are
just a huge arsenal of songs and repertoire, and “vehicles for improvisation”
on gigs, jam sessions, and/or recordings. (McWain, 2015, pp. 13–25)
Jazz educators David Baker and Barry Harris contend that relying on written music
has the potential to distract the musician and inhibit communication, particularly
within an ensemble, and that it is only in memorising jazz repertoire that it can be
fully internalised.
For Baker, “[i]t is to a player’s advantage to have memorized the melodies and
changes to a large body of tunes generally agreed upon as those that everyone should
know” (Baker, 1997, p. iv). Harris feels that musicians who are dependent on fake
books (another name for “real book”) don’t understand the music: “Even at jam
sessions, the people who pull out a fake book, I can’t believe it, they don’t know
anything” (Harris quoted in Baker, 1997, p. iii). While Baker understands the need for
fake books and lead sheets in learning to play jazz, he believes the “proper place to
use a fake book is in the practice room, not at the performance venue” (Baker, 1997,
p. iii). Levine relates:
Charlie Parker once said, “learn the changes and then forget them”. As you
study jazz theory, be aware of what your ultimate goal is in terms of what he
said: to get beyond theory. When you’re listening to a great solo, the player is
not thinking, “II–V–I”, “blues lick”, “AABA”, “altered scale”, and so forth.
He or she has done that already, many years ago. Experienced musicians have
internalized this information to the point that they no longer have to think
about it very much, if at all. (Levine, 1995, p. vii)
Ethnomusicologist John Murphy also emphasises memorisation and
modelling, in the belief that aural memory is the improviser’s greatest tool: “When we
make decisions about what and how to play the first place we go is our memory. The
richer and fuller it is the more options we have. The building of this memory
necessitates intense listening” (Murphy, 2009, p. 177). Yet Murphy disagrees with
critics who believe patterns and solos promote homogeneity, stating instead that the
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“memorization of patterns or transcribed solos, are intended not to produce players
who are clones but to strengthen a player’s memory and skill at manipulating musical
materials, which can be taken in any direction a student chooses outside of class”
(Murphy, 2009, p. 177).
Balancing formal and informal approaches
In addressing the ways jazz programs codify and standardise jazz, Murphy
argues that greater attention ought to be paid to student discourse as a means to
understand how jazz students learn to improvise. He gathered reflections from
students and teachers from the University of North Texas (UNT) in order to to
understand students’ experiences both within and outside the university, in learning to
improvise. Murphy’s study uncovered a mixture of respect and disdain for
institutional instruction. One student claimed:
My early experiences with UNT’s improvisation classes left me very
disenchanted with the aesthetic emphasized by the jazz program. Where is the
emotional and artistic fulfillment in learning patterns and plugging them into
the appropriate key centers in a piece of music? (Murphy, 2009, p. 176)
Another discussed the disparity between the purpose of the class and her or his own
prior expectation:
Overall, I found the improvisation classes to be marginally useful at best. This
is probably due to my having approached them with the wrong attitude. I was
wanting to go in there and try to make some real music. Looking back, I
should have realized that it was intended more as an exercise than as an actual
music-making experience, and learned what I could from “playing by the
rules” so to speak, with a better attitude. (Murphy, 2009, p. 176)
Murphy and Prouty both make the point that an improvisation class should not
be viewed as one in which you learn to perform per se, but rather as a form of
“practice” devised to introduce general skills that can be applied to a variety of
musical situations (Murphy, 2009, pp. 176–177; Prouty, 2002, p. 205). For Murphy, a
jazz education “takes place through a variety of experiences inside and outside the
curriculum; it happens privately and within a community; it happens before the
student’s university experience and continues after it ends; and it happens differently
for each individual” (Murphy, 2009, p. 182).

28
In another study, musicologist Esa Virkkula (2016) considered informal
learning in popular and jazz music education in Finland and looked at workshops that
were implemented as a joint effort with professional musicians in order to encourage
informal learning. He found that the attributes of informal and formal music learning
overlap and interpenetrate:
Formal learning always contains informal elements, and informal learning can
include formal elements. The attributes of formal and informal learning are
connected to each other in different ways in different learning situations. From
the teacher’s point of view it is essential to recognize these attributes, and
understand their mutual relationship and influence on learning. (Virkkula,
2016, p. 173)
Intuition vs. intellect
Pianist Hal Galper is of the opinion that there are aspects of being a jazz
musician that cannot be harnessed formally. “The intuition and the ears often ‘know’
more that the intellect does”, he writes (Galper, 2012b, para. 1). Prouty relays that
“formal instructional systems in jazz improvisation are frequently criticized for […]
limiting individual improvisational choice and having a stultifying effect on
performance” (Prouty, 2008, p. 1). Murphy found that UNT students tended to place
more emphasis on theory than on the emotional aspects of improvising:
Generally musicians at this school respond to a set of symbols that imply a
series of harmonic progressions, and these progressions stimulate various
responses according to the sort of vocabulary the performer has developed.
The danger with this sort of improvisation is that it is very easy to go through
the math or the motions of music without digging into the intuitive and
emotional aspects of improvising. (Murphy, 2009, p. 179)
Such statements reinforce the notion that jazz intuition is sidelined by an
overemphasis on theory, resulting in what Branford Marsalis called “think-tank
music”—music lacking “humanness” (Young, 2006).
In discussions of jazz education, some scholars believe that in the name of
authenticity informal learning is idealised (Jaffurs, 2006). The music scholar Guro
Gravem Johansen ponders “whether informal learning by rule leads to the fostering of
unique musical voices” and states, “one must ask whether the valuing of individuality
and autonomy is reserved for learning the informal way outside institutions”
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(Johansen, 2014, p. 2). However, those working in jazz institutions are acutely aware
that the intuitional and creative aspects of the music cannot be acquired by means of a
uniform pedagogy.
Formal education and the future of jazz
In contrast with the notion that institutional jazz programs suppress intuition
and creativity, is the view that the jazz academy is beneficial to the survival and
continuation of the art form. Given that the jam session has in many ways been
decentred and employment opportunities have declined, Berliner supports the idea of
jazz colleges, which he believes have established a new form of networking and
interaction amongst like-minded musicians (Berliner, 1994, p. 56).
In addition to these views, Johansen has critiqued narratives that idealise
authenticity and informal learning (Prouty, 2005; Zandén, 2010; Dyndahl & Nielson,
2011; Johansen, 2014):
First of all, it is argued that informal learning settings are not necessarily more
democratic than the formal learning settings. Instead, informal arenas might
have hidden hierarchical structures that regulate interaction (Dyndahl &
Nielson, 2011). Further, when informal learning is set as model for organizing
learning within the institution there is a risk that teachers come to view
reflection and knowledge as such as inhibitory to creative development, and
that the informal system promotes a pedagogy that disempowers teachers
(Zandén, 2010). Besides, the narrative that all early jazz musicians were
autodidact is simply not historically correct (Prouty, 2005). […] (Johansen,
2014, p. 5)
She continues:
In this respect, autonomy among jazz students must not be seen as a “revolt”
against the suppression formal education is supposed to be executing against
“authentic knowledge”, according to the “authenticity” narrative. Instead,
autonomy could be considered as a value that the informal jazz culture brings
with it to the “school”. (Johansen, 2014, p. 23)
Finally, Johansen detects an irony in the “against jazz education” narrative:
Put against the critique that institutionalization “hampers” values connoted to
informal learning contexts, it is an interesting point that the value of autonomy
is recognizable in the participant’s stories of learning in formalized settings.
Hence, the informal narrative is highly present within formal education, to the
degree that the “opposition against institutionalization” narrative almost seems
institutionalized itself. (Johansen, 2014, p. 50)
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Pedagogical texts
Given the shift towards formalised jazz education, it is worth considering the
rise of the jazz publishing industry, the early beginnings of historiography and the
codification of jazz theory. This entails an examination of jazz history and
instructional texts that have gained wide acceptance, including those addressing the
teaching of improvisation. A watershed event was the publication in Europe in 1934
of Hugues Panassié’s Le jazz hot, the first attempt to create a historical narrative of
jazz. Eccentric in many of its observations, it was nevertheless “the most important
full-scale study of jazz” (DeVeaux, 1991, p. 531). The book represented the early
stirrings that encouraged the idea of the “jazz tradition” (DeVeaux, 1991, p. 531), to
which a range of writings, historiographical and theoretical that were published soon
afterwards, contributed.
Other than valued record and concert reviews, or artist interviews, resources
devoted to jazz instruction were few in the early decades of jazz. Texts such as
Norbert Beihoff’s Modern Arranging and Orchestration (1934) and Joseph
Schillinger’s The Schillinger System of Musical Composition (1941) were among the
first attempts to systematically explain jazz improvisation and arranging. However,
these texts did not have a significant impact on jazz communities. Music educator
Thomas Owens attempts to explain the lack of impact:
The educators who published the first jazz teaching materials often illustrated
their ideas with generic musical examples rather than with written
transcriptions of specific recordings. Though not usually regarded as analysts,
they clearly had analysed the aspects of jazz that interested them in order to
compose their examples. (Owens, 2002, p. 286)
Popular trade magazines such as Metronome (1881–1961) and Down Beat (1934–
present) helped fill this void by publishing interviews, pedagogical articles and
transcribed solos. By the 1950s, jazz pedagogical publications and “fragmentary bits
of information jazz musicians invented or collected” (Brubeck, 2002, p. 190)
comprised the beginnings of codifying jazz theory. Darius Brubeck reflects:
What was still lacking in the 1950s was a self-contained, systematic theory of
tonality and harmony that took for granted jazz chords and other devices that
musicians actually had developed and put into practice over time. Such a
theory was needed for “irreversible development” as the 1950s drew to a
close. (Brubeck, 2002, p. 189)
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The new focus on jazz theory was integral to the development of many jazz genres,
particularly modal jazz in the late 1950s. Prouty points out that the “increasingly
intricate language of jazz improvisation was being related more directly to a
theoretical understanding of music, leading to the development of a new knowledgeeconomy of jazz” (Prouty, 2012, p. 54). In addition, a series of volumes of jazz
repertoire, commonly known as “fake books” and “Real Books” (copyrighted), came
to prominence from the late 1940s (Kernfeld, 2011, p. 73). Presented as collections of
lead sheets2, these publications further contributed to the canonisation of the
“standard” jazz repertoire, and this became important within jazz education (Berliner,
1994; Cooke & Horn, 2002). The 1970s saw music publishers marketing jazz
“transcriptions as pedagogical tools in their own right, reflecting the emphasis on
‘note choice’ in most jazz-education programmes” (Ake, 2002, p. 261).
Theory codified
The first major contribution to formal music theory was George Russell’s
1953 magnum opus, The Lydian Chromatic Concept of Tonal Organization, which is
widely regarded as a landmark text in the development of jazz theory (Prouty, 2012,
p. 55). Known by many as “The Concept”, Russell based “his musical philosophy and
harmonic practice on the idea that the Lydian mode best approaches the harmony of
the major triad” (Monson, 2002, p. 123). In the 1959 revised edition, Russell claimed,
“A war on the chord has been going on […] Parker probably represented the last full
blossoming of a jazz music that was based on chords” (Russell, 1959, p. xx),
suggesting that jazz of the late 1950s was placing a greater emphasis on chord-scale
relationships used in genres such as modal jazz, and less emphasis on chord-tone
relationships used in genres such as bebop. Russell’s theory reflected the shift towards
a more scalar approach to jazz harmony and improvisation.
In understanding how he conceived his theory, Russell related to Ingrid
Monson that he came to the ideas behind his theory during a casual conversation with
an eighteen-year-old Miles Davis:

2

A lead sheet, also known as a jazz chart, is a skeletal representation of a jazz piece. A typical lead
sheet includes notation of a melody line and a basic chord progression (expressed through the use of
chord symbols).

32
Miles […] liked my sense of harmony. And I loved his sense and we’d try to
kill each other with chords […] I asked him one day on one of those sessions,
what’s your highest aim—musical aim?—and he said, to learn all the changes.
That’s all he said [laughs]. At the time I thought he was playing the changes…
he was relating to each chord and arpeggiating, or using certain notes and
extending the chord and all that. The more I thought about it, the more I felt
there was a system begging to be brought into the world. And that system was
based on chord-scale unity which traditional music had absolutely ignored.
The whole aspect of a chord having a scale—that was really its birthplace.
(Monson, 1998, p. 151)
Compared with the emphasis on chords in bebop improvisation, Russell’s innovation
theorised a modal approach to jazz by creating a system built on scales rather than
chords, which amounted to a theory that worked both for the playing and teaching of
jazz (Brubeck, 2002, p. 192). Russell pioneered the systematic expression of “chordscale” theory, allowing improvisers to produce solos in a more linear fashion while
still playing the correct chord changes (Prouty, 2012, p. 55). Ake describes the “chordscale system” as one that “enables students to quickly identify a scale or mode that
will offer the fewest ‘wrong notes’ against a given harmonic structure” (Ake, 2002, p.
266). In his view, “this form of pedagogy has stood as the most widely used approach
for teaching jazz improvisation” (Ake, 2002, p. 266).
While Russell’s Lydian Chromatic Concept of Tonal Organization offers jazz
musicians and educators some means of understanding how to improvise, Levine
cautions that theory is only an attempt to systematise what musicians are doing
implicitly:
There is no single, all-inclusive “jazz theory”. In fact, that’s why the subject is
called jazz theory rather than jazz truth. The only truth is in the music itself.
“Theory” is the little intellectual dance we do around the music, attempting to
come up with rules so we can understand why Charlie Parker and John
Coltrane sounded the way they did. There are almost as many “jazz theories”
as there are jazz musicians. (Levine, 1995, p. vii)
Jazz researcher Graham Spice (2010a; Spice 2010b) usefully summarises the
sequential development of theoretical jazz works and their pedagogical application, in
particular to the teaching and learning of improvisation. He contends that jazz
educators have focused on five areas: scales/modes, harmony/chords, melodic
embellishment, improvisational patterns, and example transcriptions. Spice divides
these into two schools: the classical and the modern (see Figure 2.2). According to
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Spice, the classical approach emphasises the use of scales and harmony to improvise
over a piece, while the modern approach focuses more on learning improvisational
patterns, melodic embellishment, and example transcriptions. The most effective jazz
texts, he believes, draw on both schools (Spice, 2010a; Spice, 2010b). In identifying
these schools and methods of formalised jazz pedagogy, I turn to a review of
historically acclaimed, widely used pedagogical jazz texts to gain an understanding of
why the approaches these texts promote have been, and still are, considered some of
the most successful for learning jazz.
Figure 2.2 Spice’s classification of jazz instructional methods and “schools”
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Influenced by Russell’s Lydian Chromatic Concept of Tonal Organization
(1953), early jazz texts such as John Mehegan’s Tonal and Rhythmic Principles
(1959) and Jerry Coker’s Improvising Jazz (1964) provide examples of the classical
school of jazz instruction, which rely on the scalar approach in the teaching of jazz
improvisation. Other texts related to the classical “school” include Jamey Aebersold’s
A New Approach to Jazz Improvisation (1967) and David Baker’s Jazz Improvisation:
A Comprehensive Method of Study for All Players (1969). These texts emphasise
harmony as the basis for creating improvisations. Aebersold went on to produce an
impressive 133 volumes employing his play-along approach, whereby students
practise jazz compositions and learn to improvise to the accompaniment of a prerecorded rhythm section.
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Aebersold’s approach, while similar to Mehegan’s and Coker’s in that it
suggests practising scales to cultivate an improvisational imagination, differs from
theirs because in “playing along” practitioners are encouraged to improvise with more
freedom and creativity. The play-along approach emphasises typical chord
progressions such as ii-V-I, 12-bar blues and rhythm changes; common styles such as
modal, bebop and bossa nova; and original compositions by artists such as Herbie
Hancock, Miles Davis and John Coltrane (Aebersold, 1967, p. 2; Aebersold, 1978).
Modelled on Russell’s “chord-scale” system, Aebersold’s texts provide musicians
with a “scale syllabus”—scales that correspond with specific harmonic progressions
during improvisation (Ake, 2002, pp. 266–267).
As already stated, according to Spice, texts from the modern school emphasise
melodic embellishment and example transcriptions. The embellishment model
promoted the use of so-called non-chord notes to ornament or decorate chord tones,
and it encouraged improvisers to “interpret chord progressions by playing notes that
suggest, move around, point toward, highlight, or resolve to the notes of each chord”
(Hinz, 2000, p. vi). Together, ideas such as Mehegan’s “scale fragments” and Coker’s
“motifs” appear to have evolved into the idea of pattern mastery (Witmer & Robbins,
1988, p. 11). Examples of pattern-based methods include Nicolas Slonimsky’s
Thesaurus of Scales and Melodic Patterns (1947), David Baker’s Modal &
Contemporary Patterns (1979), Jerry Coker’s Patterns for Jazz (1970) and Andy
LaVerne’s Tons of Runs (1999).
As Spice recognises, Mark Levine’s The Jazz Piano Book (1989) and The Jazz
Theory Book (1995) bring together pedagogical approaches such as scales and
harmony from the classical school and example transcriptions of recordings by
important jazz musicians from the modern school (Spice, 2010b, p. 6). These place a
heavy emphasis on technique, listening, transcribing, playing along with records, and
learning about jazz history and criticism. In The Jazz Piano Book, Levine addresses
harmony and scale theory applied to jazz learning and includes practising advice. He
echoes psychologist K. Anders Ericsson’s (1993) notion of deliberate practice, that is,
practice that is purposeful and systematic as opposed to mindless repetition. “Every
successful musician”, writes Levine, “has developed an efficient practice routine.
Sitting at the piano for eight hours a day may not make you a better musician if you’re
not practicing the right things” (Levine, 1989, pp. 251–273). In The Jazz Theory
Book, Levine fuses classical and modern schools of thought by incorporating
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theoretical concepts such as chords and scales, improvisation over chord changes,
reharmonisation, repertoire mastery, and a concentration on style.
Evaluations of chord-scale theory
In recent years, jazz pedagogues have become critical of chord-scale theory
due to its reliance on theoretical knowledge that may confuse jazz students, since the
mere playing of scales and patterns can hinder the production of creative, original
improvisations (Ake, 2002; Wilf, 2014; Witmer & Robbins, 1988). Witmer &
Robbins present the problem:
The pedagogues who emphasise patterns and chord/scale recipes imply, by
this very emphasis, that jazz is essentially centonate music: a patchwork of
pre-existing elements. And students who are taught to negotiate chord changes
by practicing scales are likely to end up mainly playing scales—as opposed to
melodies—when they improvise. (Witmer & Robbins, 1988, p. 10)
While chord-scale theory allows a direct pathway for students to learn how to
improvise, Witmer and Robbins argue that this method should only be used as a
starting point for improvisation rather than a complete artistic approach. The chordscale system raises a number of issues for Ake as well:
For one, by dividing the twelve possible pitches of the western scale into a
binary series of “right notes” and “wrong notes”, this system precludes the
non-scale tones that characterise so much bop and “free” playing, as well as
the “in between” sounds characteristic of the blues. Such a categorisation also
ignores the fact that, even within the list of acceptable pitches, each note
always achieves a different effect: playing the flattened seventh degree on a
dominant chord does not function in the same way as playing the root of that
chord. In other words, players trained in the chord-scale method learn to play
on individual chords, and so gain little insight into generating musical
direction within a harmonic sequence. (Ake, 2002, p. 267)
However, pedagogical writers including Aebersold (1992), Baker (1989), Nettles &
Graf (1997) and Levine (1989) advocate the chord-scale system as the most effective
way for students to build technical facility, recognise chord-scale relationships
through all keys and sharpen their ability to memorise these. While Aebersold
understands the limitations of the approach, he believes practising scales and patterns
should eventually lead an improviser to an enhanced expressivity:
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Some players memorize pattern after pattern, lick after lick, and often times
sound like a well-oiled machine. The idea is not to become a machine but to
reach a level where our musical intuitiveness can express itself on your given
instrument. (Aebersold, 1992, p. 3)
For Baker, “[a]s long as students can play their scales, I can teach them the rest”
(Baker quoted in Prouty, 2002, p. 219). Levine believes the problem behind the
“chord-scale” system is that students typically practise scales in rote fashion:
Scales have a negative connotation for many people, because they conjure
up the image of a classical pianist banging away in a rote fashion for eight
hours a day. You’ll certainly have to practice scales in order to use them
when you improvise, but the best jazz musicians think of them as an
available pool of notes to play on a given chord. (Levine, 1989, pp. 59–60)
Johansen and Berliner believe imitating other jazz musicians for the purpose
of self-creation should offer a more meaningful practising approach than what chordscale theory affords (Johansen, 2013a, pp. 76–77; Berliner, 1994, p. 104). To illustrate
this point, Berliner cites a jazz musician who told him, “It may be helpful just to see
what someone like Miles played, but the books don’t really teach you anything about
why Miles did what he did, what his thinking was. That’s what’s needed” (Berliner,
1994, p. 104). Berliner’s statement points to the need to examine musicians’ thought
processes. As will be seen, the present study attempts to address this gap by
concentrating on what happens in the practice studio.
Learning (in) jazz
From the earliest accounts of the music, both writers and listeners have
believed jazz to be the “natural expression” of a performer rather than a “learned and
practised behaviour” (Ake, 2002, p. 255) and that “there would be no guarantee that
such experience could be articulated in words” (Alperson, 1988, p. 49). As pianist Bill
Evans reflected:
[Y]ou can’t explain [jazz] to anyone without losing the experience. It’s got to
be experienced, because it’s feeling, not words. Words are the children of
reason and, therefore, can’t explain it. They really can’t translate feeling
because they’re not part of it. That’s why it bugs me when people try to
analyze jazz as an intellectual theorem. It’s not. It’s feeling. (Nelson, 1960, p.
16)
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Ethnomusicologist John Blacking reflected on the idea that music “is in the body” and
that musicians who improvise are not fully in control of what comes out as music, but,
he clarifies, this “does not mean that improvisation is random” (Blacking, 1973, p.
100). Anthropologist Edward T. Hall described improvisation as an acquired
behaviour, postulating that the acquisition of culture begins at birth and is a “process
[that] is automatic and while reinforced, it cannot be taught” (Hall, 1992, p. 225).
Both scholars are of the view that improvisation, as a human behaviour, “need not
precisely be taught or even ‘learned’ in the sense of direct teacher-to-student
transmission” (Campbell, 2009, p. 123). This implies that teaching or learning
improvisation, in the formal sense, is not possible, and that “true” improvisation—the
creation of previously unheard and unprepared music—cannot be predictably brought
about (Hickey, 2009, p. 286).
The notion of “true” improvisation is understood to be a complex yet fully
conscious and intentional process, one in which improvisers can directly express what
they hear in their mind by channeling it through their instrument at any given
moment. In a 1966 documentary (Cavrell, 1966), pianist Bill Evans acknowledged the
importance of true improvisation and the task jazz musicians face when learning to
improvise:
[People] tend to approximate the product rather than attacking it in a realistic,
true way at any elementary level. [...] They would rather approximate the
entire problem than to take a small part of it and be real and true about it, and I
think that this is a very important thing—that you must be satisfied to be very
clear and very real and to be very analytical at any level. You can’t take the
whole thing, and to approximate the whole thing in a vague way, gives one a
feeling that they probably, more or less, touch the thing. But in this way you
just lead yourself toward confusion. And ultimately, you’re going to get so
confused that you’ll never find your way out. But it is true, of any subject, that
the person that succeeds in anything has the realistic viewpoint at the
beginning and knowing that the problem is large and that he has to take it a
step at a time and he has to enjoy the step-by-step learning procedure.
(BillEvansArchive, 2016, 11’51’’)
Here, Evans appears to be saying that the jazz musician must be intentional,
analytical, and systematic in discovering the way into and through the music one is
attempting to learn and perform.
For Johansen, “The expression ‘to practise improvisation’ is almost a
contradiction in terms since improvised music is created during a performance”
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(Johansen, 2016, para. 2). The situation potentially becomes less clear in the case
where musicians sound as though they are practising when they are really
improvising. In discussing the capacity to learn true improvisation, the bassist Cecil
McBee states: “You’re not going to play what you practiced. Something else is going
to happen” (Monson quoted in Johansen, 2016, par. 2). Saxophonist Paul Desmond
draws an analogy: “Writing is like jazz, it can’t be taught but somehow you have to
learn it” (Desmond quoted in Griffith, 2002, para. 3), suggesting that musicians will
develop an individual style. Saxophonist Joe Lovano makes a similar point: “I can’t
teach people to improvise, but I can teach them how to teach themselves” (Lovano
quoted in Schroeder, 2002, p. 37). These experts appear to be pointing towards the
need for acute self-awareness, experimentation and spontaneity in the development of
improvising skills.
Agency and autonomy
According to Paul Berliner: “The jazz community’s traditional educational
system places emphasis on learning rather than on teaching, shifting to students the
responsibility for determining what they need to learn, how they will go about
learning and from whom” (Berliner, 1994, p. 51). The “problem” in jazz learning, as
Andrew Bowie frames it, “is how to establish a balance between acquiring the knowhow and technical means to express oneself while being able to find a way of playing
it that is one’s own” (Bowie, 2009, p. 184). For Ake, “[i]ndividuals are not ‘born to
play jazz’; they play the music because they have heard it somewhere and, for a
number of reasons, feel themselves intrigued enough to want to learn how to create it”
(Ake, 2002, p. 257). Johansen expresses this idea as follows:
When the learner takes responsibility and initiatives for learning, critical
evaluation, individuality and autonomy is cherished. The locus of control is
then placed in the learner, a process which can be connected to the concept of
agency. Agency in a socio-cultural perspective can refer to the notion of
mastering one’s own life and future by controlling the use of tools. Agency
also holds a potential for change through the creation of new tools, or by
utilizing existing tools in new ways (Engeström, 2005; Yamazumi, 2009).
Agency and creativity are therefore closely connected to musical identity.
(Johansen, 2014, p. 2)
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Another way of stating this notion comes from Bill Evans: “the only thing is
[that] you, as an individual, always make the decision of what you accept and what
you reject” (BillEvansArchive, 2016, 37’13’’). When asked whether jazz can be
taught, Evans did not give a simple yes or no answer, but referred to the importance
of a musician’s creative process and personal responsibility. He cautioned jazz
educators regarding the teaching of style, reiterating the importance of individual
discovery:
When you begin to teach jazz the most dangerous thing is that you tend to
teach style. [...] If you’re going to try to teach jazz, you must try to teach
principles which are separate from style. You must abstract the principles of
music which have nothing to do with style, and this is exceedingly difficult.
[...] It ends up where the jazz player […] teaches himself. But the thing is that
the jazz player, I think, ultimately must select and discard according to his
own. (BillEvansArchive, 2016, 35,46’’)
Here is pianist and educator Hal Galper on the idea of individual style:
Back when there was less music theory available, the players developed more
individual playing styles because of the lack of information, through the
painful process of trial and error. I’m not promoting musical ignorance as a
viable process for developing individuality but the delicate balance of how
much to and not to teach a student should be a constant challenge for a
teacher. An effective teacher should know how to get out of the way of a
student’s development. (Galper, 2012a, para. 1)
Bill Evans believes that true jazz learning takes place when the actual progress of
learning becomes secondary and subconscious:
The whole process of learning the facility of being able to play jazz is to take
these problems from the outer level in, one by one, and to stay with it at a very
intense, conscious concentration level until that process becomes secondary
and subconscious. Now when that becomes subconscious, then you can begin
concentrating on that next problem which will allow you to do a little bit more
and so on. (BillEvansArchive, 2016, 30’05’’)
The feeling of deep satisfaction and enjoyment appears to be related to Mihály
Csíkszentmihályi’s concept of flow (1990), an optimal psychological state, to which I
turn in the next section. Flow and other learning theories developed in the 1970s and
1980s, as well as principles related to these, are frequently evoked in relation to jazz.
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Flow, expansive learning and explorational practice
Flow is the mental state of operation whereby a person performing an activity
is fully immersed in a feeling of energised focus, is fully involved and enjoying the
process of the activity. Central to the concept of flow is the development of selfinitiated learning and creative growth. Flow is experienced when one is engaged in an
activity that is appropriately challenging to one’s skill level, often resulting in high
levels of satisfaction. Ultimately, flow is characterised by complete absorption in
what one is doing, by a resulting loss of one’s sense of space and time
(Csíkszentmihályi, 1990; Csíkszentmihályi, 1996). In an interview Csíkszentmihályi
described the process as “[b]eing completely involved in an activity for its own sake.
The ego falls away. Time flies. Every action, movement, and thought follows
inevitably from the previous one, like playing jazz. Your whole being is involved, and
you’re using your skills to the utmost” (Geirland, 1996, para. 2).
Further to an understanding of self-initiated learning and creative growth is
Yrjö Engeström’s theoretical framework of expansive learning (Engeström, 1987;
Engeström, 2001). In understanding the process of this framework, Johansen explains:
A traditional definition of learning is when the learner is changing as a
consequence of trying to master a culturally existing object. However, the
object of learning might neither be stable nor predefined, and might not even
exist prior to a learning process. (Johansen, 2016, para. 13)
Engeström believes that it is when the process of learning is not predefined and is
nonexistent that expansive learning takes place.
Expansive learning occurs when new objects are created that are potentially
open-ended and the activities themselves are constantly changing, as in jazz learning
and performing. As a result, learners need to act in new ways that are not yet known
within a learning activity. These new approaches are learned as they are created,
independently and without a teacher. Figure 2.3 illustrates the process of expansive
learning, which consists of ethnographic analysis of the current situation (steps 1–2),
transforming the model (steps 3–4), implementing the new model of activity (step 5),
and reflecting on the new practice, consolidating it and spreading it (steps 6–7).
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Figure 2.3 The process of expansive learning (Engeström, 2001, p. 152)
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Explorational practice refers to processes where the learner constructs new knowledge
by experimenting within the given activity (Johansen, 2017). Following Engeström,
Johansen uses the term “explorational practice” for solo or group practice that
“integrates creative and improvisational aspects of musicianship into a practice
routine, and emphasizes its role in assisting a musician to find a personal ‘sound’ or
‘voice’” (Tan, Pfordresher, & Harré, 2018, p. 170). Compared with the concept of
deliberate practice, explorational practice “captures approaches to practice that do not
conform to a goal-directed or fixed structure but are directly connected to creative and
open-ended learning processes” (Johansen, 2016, para. 14). Ultimately,
Csíkszentmihályi’s concept of flow, Engeström’s theoretical framework of expansive
learning and Johansen’s explorational practice address the processes of agency and
autonomy, self-initiated learning and creativity within jazz learning, at the individual
level.
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“Jazz can be taught” perspectives
While there is a jazz narrative asserting that particular aspects of jazz “cannot
be taught”, namely creativity and “true” improvisation, and that jazz learning is about
developing self-awareness, there is also one that holds that while it is a challenge to
teach improvisation it is not impossible (Griffith, 2002; Aebersold, 2004a; Aebersold,
2004b; Hancock, 2014; Campbell, 2009; May, 2003). Moreover, according to this
narrative, there are several ways in which it can be coached, guided and encouraged
(Aebersold, 2004a; Aebersold, 2004b; Hill, 2002; Baker, 1969; Griffith, 2002;
Levine, 1995).
Music psychology scholars (Pressing, 1988; Pressing, 1998) believe
improvisation can be taught, claiming that it is “learned through referents and models
acquired from the cultural environment” (Campbell, 2009, p. 124). Additionally they
also believe repeated practice is necessary for developing improvisatory behaviours:
“human behaviour, including performance skills and improvisation in particular, is a
direct result of repeated attempts to do it” (Campbell, 2009, p. 124; Pressing, 1988;
Pressing, 1998).
Educator Jamey Aebersold shares this view: “Remember, then as now, many
educators thought you ‘can’t teach jazz’. Teaching to them was often following a
‘lesson plan’ where everything you do in the classroom is mapped out and written
down in advance” (Aebersold, 2004a, p. 3). He adds, “the myth that ‘you either have
it or you don’t’ has persisted to this day and we are all poorer for this type of
thinking” (Aebersold, 2004b, p. 3). Aebersold insists that although everybody has the
ability to improvise, “not all avail themselves of the opportunity because they haven’t
been shown or taught” (Aebersold, 2004b, pp. 1–2). He reframes the issue as follows:
The state of jazz education is fine. We need many more qualified instructors
who play the music and have a passion for passing the information on to
others via the classroom. The idea that you “can’t teach jazz” needs to be
erased. A new mind-set needs to be inserted into higher education and that is
“everyone can improvise”. (Aebersold, 2004a, p. 4)
Aebersold believes that educational systems can foster creativity, however he finds
that “our present system allows few opportunities for the individual to heighten his or
her creativity in music” (Aebersold, 2004b, p. 1). “There is nothing to fear “, he
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encourages, “in incorporating improvisation into the general musical curriculum
(Aebersold, 2004a, p. 3).
The question of creativity
Can creativity be taught or learned? How can the jazz education system foster
creativity in student musicians? Creativity expert Ken Robinson believes everyone
has creative capabilities but often do not know what they are (Robinson, 2001, p. 3).
Creativity, he says, is threefold: (i) imagination, the process of bringing things that are
not present to our senses; (ii) creativity, the process of developing original ideas that
have value; and (iii) innovation, the process of putting new ideas into practice
(Robinson, 2001, p. 15). Robinson argues that creativity can be taught and learned,
and that it “is not a special quality confined to special people” (Robinson, 2001, p.
114). In a public lecture he contended:
Teaching is a process of enabling, it’s a process of giving people
opportunities, it’s a process of encouragement, it’s a process of inspiration and
of mentoring. I’ve been involved in projects all around the world […] where
it’s demonstrably true that gifted teachers help people to discover their
creative talents, to nurture them and to hold them, and to become more
creative as a result. To understand that you can teach creativity, we need a
more expansive and a rich conception of what teaching is and how it actually
works. (Greenberg, 2014, 3’40’’)
While most of the pedagogical literature presented in this review highlights
specific historical and instructional approaches to learning and teaching jazz, there is
little discussion concerning the teaching and nurturing of creativity in jazz
improvisation (Borgo, 2006). Again, it is Aebersold who encourages a shift in
perspective in this respect:
Our original nature is to improvise—create. Listen to students in a band room
warming up their instruments. What you hear are attempts at improvising.
Disorganized but none-the-less improvised. Maybe what we educators need to
do is learn how to remove the obstacles to improvising and allow the students’
natural creative ability to show itself. (Aebersold, 2004b, p. 2)
Free improvisation has been proposed as a way ahead in this regard (Borgo, 2007;
Hickey, 2009; Johnson-Laird, 1988). By removing the focus on chords and scales,
students are forced to listen to each other rather than relying on rehearsed patterns.
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Musical identity
Discovering one’s unique musical identity seems to be a common goal for jazz
musicians (MacDonald & Wilson, 2005). Drawing on his own experience, pianist Bill
Evans encouraged musicians to “keep searching for that sound you hear in your head
until it becomes a reality”:
It wasn’t till perhaps I started playing when I was thirteen and played at
home, maybe four or five nights a week, as much as possible, for all these
years, and it wasn’t till I’d say, maybe I was 28 that I began to feel a
degree of expressive ability, the ability to now let out my feelings, freely
through some sort of a craft, and this was in a simple area of the popular
idiom. (BillEvansArchive, 2016, 30’37’’)
One of this study’s participants explained that two of his current teachers held
differing views on discovering an individual or personal sound, with one promoting
the notion, “You’ve got to find your own voice”, and the other the belief, “You have
to know everything you can first”. Of course, it should be stated that this is not
necessarily an “either/or” matter.
The crux of the problem for jazz educators is how to guide the development of
a student’s musical identity through the inculcation of self-awareness. The present
study focuses on musicians’ practice routines under the assumption that matters of
individual voice were developed at that level, over the long term. In order for practice
to be fruitful, it appears that the exercise of some level of metacognition is required.
Metacognition and the jazz musician
Metacognition refers to an awareness and understanding of one’s own thought
processes (Bruning et al., 1999, p. 81; Borkowski et al., 1990). Since the term was
coined in the early 1970s, metacognition has been viewed as an essential
characteristic of a skilled learner because it allows the possibility of control over a
range of cognitive skills. Metacognition is generally assumed to include three forms
of knowledge: declarative knowledge, procedural knowledge and conditional
knowledge (Bruning et al., 1999, p. 81). Central to the concept of metacognition is
thinking about thinking. Metacognition can involve thinking about what one knows
(metacognitive knowledge), what one is currently doing (metacognitive skill) or one’s
current cognitive or affective state (metacognitive experience) (Hallam, 2001, p. 28).
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By applying these components and by discovering one’s own metacognition, learners
have greater potential to develop in the areas to which they are concentrating such
thinking.
Metacognitive strategies
Metacognitive strategies can be divided into three types: planning strategies,
monitoring strategies and evaluation strategies (Barry & Hallam, 2002, pp. 54–55;
Israel, 2007, p. 6). Planning strategies involve the application of what the learner
already knows; monitoring strategies involve questioning and summarising; and
evaluation strategies involve critical reflection and anticipation of a set task (Israel,
2007, p. 7). These strategies are sometimes identified as thoughts and behaviours
(Jørgensen, 2004, p. 85; Weinstein & Mayer, 1986). Music educator Harald Jørgensen
examines such strategies from a musical perspective: “When a musician makes plans
for a practice session, this is a “thought” strategy, and when a musician increases the
tempo of a performance, this is a “behaviour” strategy” (Jørgensen, 2004, p. 85). The
thought and behaviour strategies of a musician are believed to be related to the
effectiveness of a musician’s practice.
In discussing evaluative strategies for musical practice, Jørgensen states,
“[a]ccomplished performers are expected to develop their own models as mental
images, while less experienced performers may need to use others’ performances as
models” (Jørgensen, 2004, p. 96). Performers can enhance their independence by
assessing their own performance, rather than relying only on comments from teachers
in order to improve. Detecting and correcting errors is also seen as another important
evaluative strategy, as the musician must develop the ability to recognise errors when
they occur, including those in pitch, rhythmic accuracy, dynamics, intonation,
steadiness of pulse and tonality (Drake & Palmer, 2000; Palmer & van de Sande,
1995). Ultimately, Jørgensen believes practitioners must evaluate their practice
sessions “regularly, and concentrate [their] observation on one or two specific
features at a time” (Jørgensen, 2004, p. 99).
As has been seen, when it comes to discussions of jazz learning, experts refer
to a number of what might be called guiding principles, including: individuality,
musical responsibility, intuition, self-discovery, agency and autonomy, and creativity.
Figure 2.4 attempts to convey the idea that such principles can be thought of as
components of various learning theories.
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Figure 2.4 Guiding principles of jazz learning and relevant learning theories

Relevant learning theories

Flow
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Practice
(1993)

Expansive
Learning
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Metacognition and practice-based studies
Why is metacognition important for jazz musicians? Perhaps more than any
other genre, jazz relies on the musician’s ability to explore and extend, in more or less
unprescribed ways, the basic musical material with which she or he begins a
performance. A substantial component of each jazz performance involves in-themoment production of musical material. If metacognition is having an awareness of
one’s own thought process and the process of learning jazz is mostly left up to the
individual, it is important for musicians to become metacognitively aware of optimal
strategies for practising jazz. I briefly consider four studies that explore the
metacognitive processes of musicians by investigating their levels of experience,
evaluation and memorisation within a given practice session. They mostly relate to
the metacognitive processes of classical musicians; indeed, there appears to be little
research exploring metacognitive processes in jazz musicians (Hallam, 2001, p. 28).
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Yet, as noted in Chapter 1, experts point out that it is a jazz musician’s responsibility
to “discover” how to practise and perform jazz (Berliner, 1994, p. 51), which by
implication involves metacognition.
Music educator and psychologist Susan Hallam (2001) focused on the
metacognitive processes classical musicians employ while practising. She recorded
and assessed the practising strategies of 55 novice musicians in higher education and
22 professional symphony orchestra musicians. Understandably, the novice musicians
were assessed as demonstrating less metacognitive awareness, as they appeared to be
less aware of errors they made and tended to “play through the music” (Hallam, 2001,
p. 21). By comparison, the professionals demonstrated well-developed metacognitive
skills, since they were able to identify their own strengths and weaknesses, assess task
requirements and develop strategies to overcome particular problems. While the study
revealed considerable individual differences between the musicians in their
approaches to practice, interpretation, memorisation and performance (Hallam, 2001,
p. 37), all were found to be capable of recognising errors and applying selfevaluation. The findings from the professional musician sample suggest that
musicians do indeed learn to learn, which provides evidence that a knowledge base is
important for the development of effective practice.
Harald Jørgensen’s view is that individual practising relies on “personal skill
to achieve progress throughout the practice session” (Jørgensen, 2004, p. 85). His
study (1998) surveyed and interviewed the practising habits of conservatory students.
He discovered that only 21% of the surveyed students regularly evaluated and made
plans after practice, while 79% practised without any plan or established goal. This
study suggested that in order to effectively practise, students must clearly preestablish their overall intentions for practice sessions. In this way individuals who
plan what they are going to do, know why they do it and what they wish to
accomplish, can make their practice sessions more efficient in terms of
accomplishment. Jørgensen’s “Self-teaching frame” (Figure 2.5) focuses on
individual practising strategies through the self-teaching phases of planning and
preparation, execution, and observation and evaluation, with specific questions to be
posed in each phase (see Hallam, 1997b; Jørgensen, 2004, pp. 85–103).
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Figure 2.5 Jørgensen’s “Self-teaching frame”
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find helpful?

Did you find the practice
session effective? Why? Why
not?

What are your goals in
achieving this?

Jørgensen concludes that a musician’s development from beginner to novice to expert
is accompanied by a broadening of her or his repertory of applied strategies and skills.
Chaffin, Imreh & Crawford (2002) studied the development of conceptual
memory in musicians. They recorded several practice sessions of a concert pianist
memorising a movement from a piano concerto. Throughout the sessions the pianist
talked out loud about her decision-making process and annotated the score to show
how she organised the music conceptually. Once the pianist identified the
compositional structure of the piece, she used it not only to guide her practice through
chunking and grouping but also to ensure accuracy when playing from memory
(Chaffin et al., 2002).
A study by Noice, Jeffrey, Noice, & Chaffin (2008) documented a jazz pianist
practising a new piece he had never seen before. Over two videotaped practice
sessions, the pianist was advised to practise as if preparing for a solo performance. On
completion of the practice sessions, he provided reports about musical structure and
decisions about technique, interpretation and performance by marking these features
on a copy of the score. Comments made out loud by the pianist during the practice
sessions were transcribed and classified into eight categories: harmonic structure,
formal structure, rhythm, fingering, memory, improvisation, evaluation and planning.
The findings revealed that during the practice sessions the pianist concentrated on the
music’s formal structure and indicated that he was preparing in advance of
performance where he would have to make decisions about technique and
interpretation.
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Summary
As stated at the outset, the aim of this literature review has been to sketch out
the broader context in relation to which the present study is orientated. It has
attempted to explore the gamut of jazz transmission agents according to their
historical relevance. The review has also discussed foundational agents that continue
to be relevant in the present, including aural learning, the jam session and learning
from recordings, and it has addressed the shift of jazz to a more formal, institutional
transmission context, which saw the rise of theoretical and pedagogical texts and
methods. Also considered have been key debates over whether or not jazz can
actually be taught, and whether or not the codification of jazz has stifled musical
understanding and creativity. The review concludes with a brief consideration of a
number of psychological and learning theories relevant to the acquisition of jazz
knowledge through the guiding principles of jazz learning. These relate to processes
of metacognition, among other learning theories, which in different ways and to
varying extents are believed to be related to the cultivation of an individual jazz voice,
which forms part of the focus of this study.
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Chapter 3
Review of related studies: Piano pedagogy, practice research
and finding one’s jazz identity
This review of a handful of doctoral and master’s studies is intended to
complement the survey of jazz pedagogical literature undertaken in Chapter 2. In their
orientation to how jazz is learned and taught, each of the dissertations and the thesis
has some bearing on the present study, and as will be seen, each points to the need for
further research such as is undertaken in the present study. The studies under review
in this chapter can be categorised as follows: a critical review of jazz pedagogical
texts (Herzig, 1997), studies of how jazz musicians practise (Campillo, 2013;
Johansen, 2013b; Johansen, 2014, Lin, 2011), and a study of how jazz players
develop a distinctive jazz identity (Goldman, 2010).
Piano pedagogy
Herzig (1997)
Monika Herzig’s 1997 doctoral dissertation, “Elements of Jazz Piano
Pedagogy: A Content Analysis”, identifies foundational components of jazz piano
technique through an analytical comparison of published teaching methods, as well as
by interviewing accomplished jazz pianists. She takes note of the fact that there are
elements of jazz piano pedagogy that can’t be covered in method books, such as the
imitation of models or interactions with fellow musicians. As a result, she states:
“Interviews with experienced performers and teachers might be the best source of
information on the elements of jazz piano pedagogy” (Herzig, 1997, p. 13). Her work
investigates questions related to: components of jazz piano playing that are identified
by published materials and jazz pianists, the components of jazz piano that books and
performers agree and disagree on, the frequency of appearance of particular jazz
components in published methods, the frequency with which jazz pianists mention
these components, and the similarities and disparities among methods and experts.
Herzig’s investigation involved both quantitative and qualitative analysis. She
analysed twelve popular jazz piano method books (listed in Figure 3.1) that were
published between 1959 and 1995 (Herzig, 1997, p. x). The analytical approach taken
involved calculating percentages based on the number of pages of text devoted to
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specific areas, such as theory, technique, and melodic improvisation. The qualitative
component of the study involved interviews with seven notable jazz musicians and
pedagogues including Phil DeGreg and Mark Levine, in order to investigate their
learning processes, teaching approaches, and to compare and contrast the content of
their teaching methods.
Figure 3.1 Herzig’s content analysis of twelve pedagogical jazz texts*
Method Book

Year

Author

Description

Jazz Improvisation,
Vols. 1–4

1959–
1965

John Mehegan

The fundamentals of jazz are explained (from a
piano perspective) and systematised in 70
lessons based on 60 jazz standards

The Contemporary Jazz
Pianist, Vols. 1–4

1978

Bill Dobbins

A comprehensive approach to keyboard
improvisation

The Complete
Guidelines to
Improvisation for
Piano, Vols. 1–3
Improvising Jazz Piano

1983

Marvin Kahn

The basics of improvisation to the most
advanced levels are explained and illustrated
with musical examples

1985

John Mehegan

Deals with all aspects of piano styles from 1900
stride piano to the present day

The Contemporary
Keyboardist

1987

John Novello

Divided into four sections. 1) “A Philosophy of
Music” 2) “Mechanics” 3) “The Business
Scene” 4) “Interviews”

Modern Jazz Piano

1987

Brian Waite

Based on the author’s experience teaching in
jazz workshop

The Jazz Piano Book

1989

Mark Levine

For intermediate to advanced jazz pianists

Jazz Improvisation for
the Classical Pianist

1989

Martan Mann

Details methods for improvising, building
musical vocabulary, and how to build a
subconscious mind-to-hand-link

The Jazz Piano Method

1991

Jean Robur

Instruction book for beginners

Modern Jazz Piano

1992

Mike Schoenmehl

With over 400 musical examples, this method
book presents a comprehensive learning
approach for jazz pianists

Jazz Improvisation for
Keyboard Players

1993

Dan Haerle

Deals with creating melodies, using the left
hand, pianistic approaches to soloing, and scale
choices for improvisation

Die Jazzmethode für
Klavier

1995

Klaus Ignatzek

Aimed at beginner to advanced jazz pianists
who need basic voicings for accompaniment,
instruction or composing

* Ranked chronologically by year of publication
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Herzig juxtaposes these interviews with the documented views of jazz pianists such as
Oscar Peterson, Benny Green and Richie Beirach, regarding how to develop language
within jazz improvisation.
Results from Herzig’s content analysis indicated that the category “Creating
Harmonic Accompaniment” ranked highest (27.95%), followed by “Theory”
(23.70%), and “Melodic Improvisation” (17.06%). The lowest-ranking categories
were “Rhythm” (3.34%) and “Aural Training” (1.52%). Herzig found that her
interviewees rarely taught from method books, and strongly believed in learning
through listening and transcribing. Further, she found that teaching materials are most
effective when combined with teacher instruction and aural methods.
Herzig’s study acknowledged that “jazz pedagogy is still a young field and in
need of more systematic research” (Herzig, 1997, p. 66). It recommends that
researchers survey large numbers of experts, employ observational techniques to
clarify teaching approaches, and compare teaching approaches in controlled
environments. She also recommends combining instructional materials with teacher
input, aural examples and method books, to ensure effective learning.
Relationship to the present study
Herzig’s contribution to research into jazz piano pedagogy involves content
analysis of jazz piano method books and the collection of interview data. Although
the quantitative analysis of the twelve method books identified common pedagogical
themes, the data collection relied upon the number of pages allocated to a particular
musical theme, which suggests that the results are likely to be somewhat uneven or
ambivalent. The qualitative data collected through interviews with pedagogues and
musicians presents a wealth of valuable information related to learning processes,
teaching approaches, and the content analysis of teaching methods.
The present research is qualitative, investigating the practice approaches of
tertiary jazz pianists through interviews, recorded practice and performance data, and
musical transcriptions. It shares Herzig’s goal of attempting to identify components of
jazz piano practice, although it places greater emphasis on observation of participants
under prescribed conditions. Herzig’s study outlines the similarities and differences
between various methods and experts. The purpose of the present study is to outline
similarities and differences of practice approaches employed by aspiring, tertiary level
jazz pianists, rather than by expert jazz pianists.
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In the twelve jazz piano method books Herzig analysed, she identified five
themes although she does not provide practical examples of these themes, nor does
she discuss how they might be applied in a musician’s practice routine. In contrast, as
will be seen, the present study identifies common modes of practice among the
participants, as well as common practising concepts and strategies, and illustrates
these by way of musical transcriptions of practice and performance data.
In the dissertation Herzig recommends researching practising approaches
further, in controlled environments as well as through observational techniques. The
present study undertakes “fly-on-the-wall” observation of students practising within
controlled environments, that is, of set jazz repertoire items, which participants
practise over the course of a week, and also by enlisting students from the same
institution who are at approximately the same stage of development.
Jazz practising studies
Campillo (2013)
Iñaki Campillo’s 2013 doctoral dissertation, “In Your Own Sweet Way: A
Study of Effective Habits of Practice for Jazz Pianists with Application to All
Musicians”, comprises practice strategies and techniques that contribute to the
development of personal practice routines for the contemporary jazz pianist. A
synthetic study based on a substantial review of the relevant literature, Campillo was
guided by the following questions: “How do jazz musicians practice? How do they
become successful? And how do they acquire a foundation and command of music
fundamentals while simultaneously developing a personal voice and style?”
(Campillo, 2013, p. 59). Campillo concentrated on three areas:
1. The instrument: an overview of the historical, mechanical and acoustic
characteristics of the piano.
2. The music: a descriptive analysis of jazz theory and the construction of a selfdevised jazz practising framework titled, “The Five Elements” (i.e. technique,
harmony, language, improvisation, and repertoire).
3. Practice routines: the creation of five self-devised practice routine templates
for jazz pianists, placing an emphasis on “The Five Elements”.
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Campillo discerned that “[t]he success of a jazz performer depends on the
effectiveness of their practice habits” and therefore, “a well-planned and executed
practice routine needs to be established, with clearly stated short and long-term goals”
(Campillo, 2013, p. 328). He found that jazz piano practice is grounded in what he
considers to be “The Five Elements” (see above), and as a result he presents several
self-devised practice routine templates designed to support the needs of undergraduate
university students. Campillo also found that the “best results [for practising jazz] are
gathered when information is obtained directly from primary sources (i.e. music
recordings, live performances and communication with other musicians)” (Campillo,
2013, p. 329). Overall, Campillo aims to “outline content for a personal practice
routine for jazz pianists, to identify profitable practice habits for jazz pianists, to offer
guidelines to jazz pianists [including those that aid] the development of a personal
artistic perspective and voice” (Campillo, 2013, pp. 32–33).
Relationship to the present study
Campillo investigates issues such as “what” to practise when learning jazz and
“how” to improve. He believes that “[l]ess experienced jazz pianists often have
difficulty selecting the best material for practice purposes” (Campillo, 2013, p. 327).
Following a different approach, the present study identifies “what” tertiary jazz
pianists actually practise of their own volition, as well as “how” they attempt to
increase their proficiency. Methodologically, the present study explores from an emic
or insider’s perspective, how and what jazz pianists practise, and compares and
contrasts the approaches each participant employs.
According to Campillo there is no “one size fits all” approach to learning jazz,
yet the proposed templates based on “The Five Elements” appear to undermine, at
least to an extent, his guiding belief. As noted, Campillo promotes set practice
frameworks or templates that guide students through various levels (years 1–4 of
tertiary study). He provides no practical participant-based evidence to assess the
validity or usefulness of such an approach. As will be seen in later chapters, the
present study employs an analytical framework that appears to be similar, the sotermed Modes of Jazz Practice (Form, Harmony, Soloing, Transcription), but that
differs from Campillo’s study in important ways. First, these categories or codes were
derived from the analysis of what I term Jazz Practising Concepts and Practising
Strategies, which emerged from the participant’s recorded practising data. The present
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study is founded on no particular set of assumptions other than the notion that in jazz
learning, the onus bears more heavily on the learner than the teacher to find a way
forward towards the goal of mastery. Further, it recorded and analysed self-directed
practising approaches employed by student pianists enrolled in a tertiary jazz
institution. The categorisation of jazz piano practice (the present study’s Modes) can
be seen as common categories that each student addressed by means of individualised
practice routines.
Campillo recommends further research into jazz methods and practice
approaches; he believes additional analysis and theory will contribute to the
enhancement of jazz practice methods. While Campillo seeks to understand how jazz
pianists succeed, the present study does not evaluate the jazz practising approaches
undertaken by its participants; rather it observes and highlights the “what” and “how”
of their practising experiences, regardless of the outcome.
Johansen (2013b)
The title of Guro Gravem Johansen’s 2013 doctoral dissertation is “To practise
improvisation: A qualitative study of practice activity among jazz students, with a
particular focus on the development of improvisation competence”3. Johansen set out
to examine different aspects of how jazz students practise, with a particular focus on
improvisational competence (Johansen, 2014). In an attempt to distinguish between
practising jazz and improvising jazz, Johansen states: “Musical improvisation often
imply [sic] playing something different from what one has practised, in order to create
spontaneously in an aural, interactive and unpredictable musical context” (Johansen,
2013b, p. iii). The following questions guided Johansen’s research: What
characterises approaches to practice among jazz students who work with developing
improvisation competence? What motives, values and norms related to performing
and practising are the subjects’ practice activity derived from, and how are they
expressed? What kinds of learning objects and expected outcomes are the subjects’
practising activity directed at? And what kinds of processes and actions are involved
in the subjects’ practice activity? (Johansen, 2014, p. 7).

3

While Johansen’s dissertation (2013b) is written in Norwegian, she has published the findings of her
study in English in the article “On my own: Autonomy in learning practices among jazz students in
higher education” (Johansen, 2014).
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Johansen’s participants were 13 tertiary level jazz students (first to third year
undergraduates) from four music institutions located in Norway and Sweden, who
were selected according to their instrument, gender, year of study, and genre
preferences. Data from the participants was gathered using semi-structured
interviews, and addressed the following themes: musical background, values
connected to musical improvisation, personal goals and achievements, contents and
objects in students’ practising, and the relationship between individual and collective
practice and performance (Johansen, 2014, p. 9).
In addition to these data collection methods, Johansen builds her theoretical
framework for the study of jazz practice on Folkestad’s “four dimensions of formal
and informal learning” (2006) and Engeström’s “activity theory” (1999). The four
dimensions is a concept that analyses various areas associated with a student’s
learning process. These include the learning arena, learning style or approach,
ownership, and intentionality. Engeström’s activity theory is based on an
understanding of the mental capabilities of an individual or group (the subject), their
approach towards the object of a system (the outcome) and the community in which
the activity takes place. Johansen also employs the concepts of expansive learning and
explorational practice, which is derived from activity theory. As discussed in Chapter
2, expansive learning is believed to capture creative and improvisational aspects of a
student’s practice activities that are potentially open-ended. Explorational practice is
believed to capture experimental and improvisational aspects and, in some cases, is
employed as a supplement to psychologist K. Anders Ericsson’s concept of deliberate
practice (Ericsson et al., 1993).
Findings from the interview data revealed the following: having the agency to
decide what and how to practise was of paramount importance; individual technical
skills, craftsmanship and structured practice habits were highly valued; playing in
ensembles motivates and gives meaning to individual practice; and the most important
value in jazz learning appeared to be the development of a personal voice. Additional
findings from the interviews revealed a deeper insight into student-teacher
relationships, where jazz teachers would either advise students of what to practise in a
detailed and instructive manner, or by recommending self-guidance and adopting a
non-instructive manner. While most of the participants’ teachers took full ownership
of what they believed students should prepare and practise every lesson, some
encouraged greater freedom with what to practise, being guided by the notion that the
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best way to learn jazz is to experience it independently and would therefore allow the
student to decide which musical elements are more important for their own practice.
Johansen arrives at the following conclusion: “Dialogue and letting the student decide
creates the most positive and trustful atmosphere for learning” (Johansen, 2014, p.
21). The interviews also revealed that within student learning communities little
advice about jazz practice was offered. Johansen believes the lack of practising advice
among peers “can be interpreted as a need to state and maintain a self-image of
independence” (Johansen, 2014. p. 15). Moreover, Johansen suggests, if students
were to “ask someone how to practise, this would be seen as a lack of competence and
a level they had exceeded” (Johansen, 2014, p. 15).
Johansen concluded that the study of personal responsibility and autonomy in
jazz education needs to be further investigated, postulating that much emphasis is put
on the cultural norm of autonomy, which reveals a pedagogical problem, as well as an
ethical problem, at the heart of higher jazz education (Johansen, 2014, p. 20).
Relationship to the present study
Johansen’s study examines how 13 tertiary jazz students specialising on
various instruments practise jazz improvisation. Additionally, her study seeks to
distinguish between practising and improvising jazz, as she believes improvisation
implies “playing something different from what one has practised” (Johansen, 2013b,
p. iii). In contrast, the present study examines the practice and performance
approaches of eight tertiary jazz pianists, incorporating improvisation but not
confined to this aspect of practice. There are similarities in the approach regarding
data collection through semi-structured interviews as a way to understand each
participant’s musical background, and the approach of each to jazz practice and
improvisation. Methodologically, the present study involves observing the students
actually practising and performing.
Both studies are premised on the idea that jazz education depends more
heavily upon learning and individual responsibility than on teaching (Berliner, 1994,
p. 59). The present study concurs with Johansen’s finding that “[a] high degree of
autonomy promotes the development of creativity and a personal voice, which can be
recognised as central values in narratives of jazz” (Johansen, 2014, p. 10). In both
studies, the importance of a musician’s personal responsibility to learn and practise
jazz improvisation is explored through various psychological and educational theories
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that address independent learning. Johansen utilises Folkestad’s four dimensions and
Engeström’s activity theory, while the present study considers metacognition (and
related concepts) as a foundational principle.
Lin (2011)
In 2011 Victor Lin completed a doctoral dissertation titled “Practice Makes
Personal: A Study of the Formative Experiences of Jazz Pianists”. His study
investigated the formative experiences and social environments of professional jazz
pianists, in an effort to understand how such influences and practice habits shaped
later growth and development. Lin’s research addresses the differences between the
way a person is taught, the way a person actually learns, and the way that person
subsequently teaches others. His study involved five professional jazz pianists, Kenny
Barron, Mulgrew Miller, Joe Gilman, Taylor Eigsti and Michael Hardin, whom he
interviewed. Questions such as, “How did they practice? [and] How and from whom
did they learn their craft?” (Lin, 2011, p. 20) were addressed in interview with
additional questions focusing on the commonalities between the five jazz pianists
from different jazz eras. By the data collected from the five professionals, Lin’s study
aims to identify commonalities that may lead to a better understanding of how jazz
piano is (and has been) learned, and how it can be better taught.
The interviews revealed four significant components—playing by ear, playing
for others, playing with others, and listening—to be at the core of these five jazz
pianists’ development. With the aim of developing an instructional approach for jazz
educators, Lin extracted the following pedagogical themes from the interviews:
learning from peers; physical and social environments; the piano; listening; and
attending and participating in live performances. Interestingly, a number of the
pianists interviewed were self-taught and tended to learn jazz communally. Lin states,
“Jazz piano is rarely successfully learned in isolation and in a series of practice
sessions, private lessons, and public solo concerts the way that a traditional classical
pianist would be trained” (Lin, 2011, p. 293). While the five pianists acknowledge the
benefits of literature as a teaching tool, Lin found that, as a means to learning, the
participants preferred the use of more direct sources, such as transcription from
recordings and listening to musicians. The study revealed that there is little research
in the field regarding how jazz musicians practise:
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While some research has been done on jazz music and jazz pedagogy in the
last half-century, very little of that research has been done on the way that jazz
musicians practice, both in their formative years as well as the way they
practice in the present day as professionals. (Lin, 2011, p. 19)
Moreover, Lin found that “teaching jazz piano is just as challenging as learning it or
perhaps even more so” (Lin, 2011, p. 14). He recommended that further research be
conducted to identify new and effective ways of practising jazz piano, and the
environments in which such practice might flourish.
Relationship to the present study
Lin’s study emphasises the importance of gathering direct participant-based
information. While the present study also gathered data this way, it investigates the
formative experiences and social environments of student jazz pianists rather than
professionals. Both studies investigate the practice methods and habits of jazz pianists
through the collection of interview data, however the present study goes further by
collecting data from the participants as they practise and from their subsequent
performances. Although Lin provides excerpts of transcribed musical material from
interviews, the use of repertoire is intentionally excluded from his methodology, as it
was not deemed necessary for his purpose, which he makes clear in his conclusion:
I chose to focus not on the material to be taught, but the ways in which that
material was taught and the circumstances in which the students encountered
and interacted with the material. It is not what to teach that is in question, it is
how to teach it most effectively that is. (Lin, 2011, p. 302)
In contrast, the present study does focus on the material involved, and employs the
use of jazz repertoire as part of its methodology, as a control for comparing the
participants’ approaches. Analysis of the participants’ practice sessions, including
note-for-note transcriptions of performances of the set repertoire (see Volume 2
Transcriptions), provides tangible first-hand evidence of the student participants’
approaches to learning jazz.
Lin’s study confirmed that “it is imperative to know more about how [jazz]
practitioners and advocates learned and practiced and how musicians in the past have
learned jazz piano themselves” (Lin, 2011, p. 16). While, as stated, Lin considers the
perspectives of five professional musicians and the benefit of hindsight in recognising
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which practice methods were or were not helpful, the present study works from the
ground up as it were, observing student pianists implementing practising strategies
that they hope will prove effective.
Lin concluded: “[More] research is needed in understanding and describing
how jazz piano is taught, and how students themselves describe the learning process
from their perspective” (Lin, 2011, p. 299), a finding that the present study addresses.
Developing one’s jazz identity
Goldman (2010)
Jonathan Goldman completed a master’s thesis in 2010 entitled “The Shape of
Jazz Education to Come: How Jazz Musicians Develop a Unique Voice within
Academia”. The purpose of his study was to examine the ways exceptional jazz
musicians are able to develop a unique voice while working from within the academic
institution. Goldman’s study addresses the notion that “the majority of jazz students
who graduate from post-secondary institutions tend to sound homogenized”
(Goldman, 2010, p. 1). He investigated ten jazz musicians from USA and Canada
playing various instruments, who were considered to have a unique voice. He drew on
semi-structured interviews with the participants to gain insight into the current state of
jazz education and jazz learning experiences, as well as the development of a unique
musical voice.
Goldman found a consistency in responses related to: “how the gravity of the
call for change in jazz is overstated; how exceptional jazz musicians engage in
additional learning experiences from the jazz tradition; how a unique voice develops
concurrently with learning about jazz music; and how institutions provide a viable
option for learning jazz and developing an individual style when students supplement
their formal education with self-directed learning” (Goldman, 2010, p. ii). In response
to the problem of homogenisation among jazz students, Goldman recommends that
formal institutions limit themselves to providing students with resources, as well as
the basic skills and knowledge needed to help them develop their own voice. The
majority of jazz musicians he interviewed learned largely through formal jazz
education, however he concludes that “[t]he role of jazz institutions needs to be
clearly defined with respect to developing a unique voice and as a precipitator of
student homogenization” (Goldman, 2010, p. 113). While he believes that “much
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research has been done on […] talent and expertise (Ericsson, 1996) and the practice
strategies of professional musicians (Hallam, 1997a), little has been related to the
fields of jazz performance or education and requires further investigation” (Goldman,
2010, p. 113). Goldman concludes that the aim of students is to “engage in a lifelong
process of self-directed learning if they aspire to develop a unique voice” (Goldman,
2010, p. 114).
Relationship to the present study
Addressing the issue of homogeneity of sound and concept among graduates
of jazz institutions through semi-structured interviews with ten professional jazz
musicians, Goldman’s study provides insight into how jazz musicians develop their
own unique voice. The present study likewise addresses jazz education from an
institutional standpoint—its participants were all enrolled in a tertiary jazz degree
program. It also works from the premise that a jazz musician’s identity is grounded in
his or her daily practice. Both Goldman’s and the present study share a data collection
method: semi-structured interviews with similar guiding questions aimed at gaining a
clearer understanding of individual participants’ thoughts, intentions and practising
approaches related to their pursuit of a unique jazz voice.
Goldman’s study recommends finding a balance between jazz institutions and
the jazz tradition, a point that resonates with Prouty’s image of a tightrope of tradition
“existing simultaneously with communities that at times have rejected each other”
(Prouty, 2012, p. 77). Goldman states:
In order to increase the likelihood that jazz students will develop a unique
voice, they should supplement their learning experiences in school with:
apprenticeships or mentoring with professional jazz musicians, private study
of jazz music, professional experience, and interaction with peers. (Goldman,
2010, p. 114)
For Goldman, in order to find one’s own unique voice, jazz students must assume
responsibility for their own education. As will be seen, such a notion resonates with
the findings of this study.
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Further discussion
The handful of studies surveyed above indicate that outside of work dedicated
to addressing the construction of the jazz tradition and related ideologies, jazz
researchers employ a range of methodological approaches: Herzig (1997), employs
content analysis and interview; Campillo (2013), synthesis and application of
literature findings; Johansen (2013b; 2014), approaches based on socio-cultural
learning theories and education studies; Lin (2011), interview and biography; and
Goldman (2010) interview. Given that the present study addresses issues related to
jazz learning within the context of the higher institution, a few further thoughts on
jazz scholarship are worth raising.
It appears that there is a need for more studies to factor in issues of jazz
culture. According to Lin:
It is a mistake to think that jazz piano can be learned effectively when it is
treated purely as a technical task the way that sequential methods of traditional
piano pedagogy and typical jazz method books tend to do, instead of taking
into account the larger culture and environment surrounding the music. (Lin,
2011, p. 18)
Wilmot Fraser (1983) pointed this out several decades prior to Lin’s research,
opining:
A major problem with most technical treatments of jazz improvisation […] is
that they concentrate on discussing jazz mainly as music—sound and
structure, neglecting to examine the culture which produces it. The day-to-day
round of people living, working and performing in the folk tradition have
created the techniques of jazz improvisation. Only by examining jazz
improvisation in the context of the culture which created it, can we learn much
more about the music, its creators and about what jazz implies for human
culture in general. (Fraser, 1983, p. 21)
Nevertheless, according to Ken Prouty, “[t]here has been, to the best of my
knowledge, no effort on the part of ethnomusicologists to understand the processes of
jazz education” (Prouty, 2002, p. 30), implying that an understanding of how jazz has
been taught and how students learn jazz requires further investigation from an
ethnographic standpoint. Lin appears to agree with Prouty’s point:
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This identical content [in jazz piano method books] emphasizes the idea that
the material covered in written jazz piano method books needs less research
than the ways in which that material can be most effectively learned, taught, or
assimilated. Additionally, more focus is needed regarding the environment in
which such learning can flourish. (Lin, 2011, p. 17)
Such points serve to support the need for the research attempted in the present study.
There is a dearth of literature that considers the learning experiences of jazz
musicians and how they ultimately develop a unique voice in jazz. Ken Prouty, again,
points this out:
Advanced research on jazz pedagogy generally has been limited to a few main
areas: methods and practices in the teaching of improvisation, curricular
surveys of jazz teaching, institutional histories, and ensemble direction. There
is virtually no attention paid in the research literature to pedagogical or
historiographical issues on jazz education. (Prouty, 2012, p. 106)
As if in support, Lin (2011) notes: “Very little research has actually been done
specifically on the formative practices of jazz musicians, let alone jazz pianists
specifically” (Lin, 2011, p. 17). As this chapter has made clear, there is a lack of
literature that has investigated individual jazz students’ approaches to practice and
performance, and how these areas contribute to the development of one’s musical
identity.
Within the broad field of music education studies, practice and performanceoriented research almost exclusively focuses on Western classical music, with the
result that very little is known about the teaching of practice and performance in jazz
education (Johansen, 2016, p. 15). Johansen is clear:
[I]mplicitly, the overriding objective of practice has been taken to be the
performance of the composed and notated piece. Hence, developing technique,
learning new pieces, memorization and interpretation have been considered
the most important learning objects, or “content” for the practising musicians.
(Johansen, 2016, p. 3)
According to Susan Hallam, the most effective musical practice is “that which
achieves the desired end-product, in as short a time as possible, without interfering
negatively with longer-term goals” (Hallam, 2001, p. 28). This way of thinking
emphasises the nature of the task, the context in which learning takes place, the level
of expertise, and individual differences, but most importantly, the application of

64
metacognitive skills required in completing the task. It might be speculated then, that
the practical learning of jazz requires jazz practitioners to engage in metacognition in
order to individually comprehend which strategies are useful, weigh up alternative
strategies, evaluate the outcome of their practice, and to acknowledge that such
individual decisions contribute to the creation of the overall musical shape and style
of a performance.
Psychological studies in the field of talent and expertise (Ericsson et al., 1993;
Coyle, 2009; Levitin, 2007, pp. 196–197), indicate that to become an expert in any
field, enormous amounts of highly structured, explicit goal setting, and repetitive
practice activity with avoidance of mistakes, must be undertaken over extended
periods of time (Ericsson et al., 1993). Based on these findings, Ericsson argued that
prolonged effort, rather than innate talent, explained differences between experts and
novices. Ericsson’s theory has been popularised by writers such as Malcolm
Gladwell, who in his book Outliers: The Story of Success recommends that 10,000
hours of deliberate practice is required to become an expert in any field (Gladwell,
2008). Inevitably this notion has been questioned, since it is often presented as though
it was a kind of formula for success.
Irrespective of whether deliberate practice contributes to success in the areas
of talent and expertise, jazz education scholars find such practice and performancebased theories unconvincing. Johansen for example, states:
Theories about practice that are based upon the premise that learning objects
and goals must be explicitly defined in advance and that practising involves
exact repetitions, seem limited in what they have to offer the understanding of
learning in an improvisatory, musical practice, for example jazz. (Johansen,
2016, p. 3)
As a result, the current discourse in jazz education studies reveals that there is a risk
of creating a gap between institutional ideas of practice activity and more authentic or
“real world” practice activity that students employ as a way of helping them to
become competent improvising musicians (Johansen, 2016, pp. 15–16). Goldman’s
point (raised above) about the need to find a balance between jazz institutions and the
jazz tradition is salient here, and one to be borne in mind when weighing up the
findings of the present study.
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Chapter 4
Methodology
In relation to the historical themes relating to jazz transmission that are
presented in the review of literature (Chapter 2), as well as the research methods and
issues discussed in the review of research related to this study (Chapter 3), the
intention of this thesis is to provide a clearer understanding of how aspiring student
musicians practise jazz. Working from the assumption that a jazz musician’s musical
identity is largely grounded in his or her practice routines, the study investigates how
and what aspiring jazz pianists practise and perform. It gathered information
surrounding the practice approaches and routines of emerging jazz pianists in the
context of their own studio as they worked on improvisation, and the ways and extent
to which what they practised was manifested in subsequent performances.
A qualitative research design
Overview of purpose and primary research questions
To recall, the research was guided by the following primary research
questions:
1. What constitutes practice for tertiary jazz pianists and what aspects of their
practising indicate a focus on developing an individual sound and style?
2. How do tertiary jazz pianists understand and develop their own practice and
performance skills and what resources and pedagogical materials do they
consult?
3. In what ways do tertiary jazz pianists practise improvisation and soloing, and
to what extent do they appear to develop such skills metacognitively on the
one hand, and in relation to published methodological approaches, on the
other?
The study investigated these questions by conducting participatory research that was
directed by a qualitative design.

66
Participant selection
The participants were selected according to their principal instrument, the
piano, and to ensure that they were at a comparable point in their development as a
musician, it was decided to involve only those who were enrolled in a jazz studies
program at a tertiary institution. Pianists were selected since the piano’s multifaceted
melodic, harmonic and rhythmic capabilities provide strong visual, physical and aural
representations of jazz harmony. That is, it is possible to see, feel and hear jazz
harmony more clearly on the piano than on any other instrument. With the exception
of one participant who was a master’s candidate, the participants were tertiary
undergraduates. As suggested by Lin, “[m]ore research is needed in understanding
how jazz students themselves describe the learning process from their perspective”
(Lin, 2011, p. 299). Further the study was committed to observing the trial-and-error
processes through which aspiring musicians—at a crucial stage in their
development—discover, quite often serendipitously, personal approaches to
practising. Through analyses of these processes, the study attempted to uncover both
shared and unique approaches among aspiring jazz musicians as they work to achieve
their own practising goals.
The participants were all enrolled at a single institution, the Sydney
Conservatorium of Music (SCM) at the University of Sydney, considered one of the
leading music institutions in Australia. This permitted the researcher to consider
whether the institution itself made a particular impression on the participants’
approaches to practising and their musical development more generally.
Recruitment process
Flyer advertisements, participant information statements and consent forms
were devised and approved by the University of Sydney Human Research Ethics
Committee (see Volume 3 Appendix D). Email correspondence was initiated with the
SCM Jazz Studies Program Leader in order to discuss how to present the study to
potential recruits. Ultimately, the study was promoted directly, by way of a brief
spoken presentation by the researcher, to the entire Jazz Studies cohort at the
beginning of their jazz performance class early in 2014. Upon meeting the cohort,
arm’s length recruitment was achieved by handing out flyers that briefed those
interested about how the study would be conducted (see Volume 3 Appendix D). To
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avoid perceived coercion, students were reminded that the study was entirely
voluntary as they were in no way obliged to participate. Potential participants were
also informed that withdrawal from the study would have no bearing on their
academic standing with the university. Students who expressed interest in
participating in the study were encouraged to ask questions, and invited to register
their contact details: name, email address and phone number. As a result of this
approach, eight jazz pianists enrolled at the SCM elected to participate in the study.
Research design and procedure
The eight jazz pianists were contacted via email to arrange to meet and discuss
their involvement. During these meetings, each participant was supplied with a
portable digital video recorder with which they were asked to record their practice
sessions (see Volume 3 Appendix C) facilitating a “fly-on-the-wall” approach, over
the period of one week, as they learned the jazz standards “In Your Own Sweet Way”
and “Oleo” (see Volume 3 Appendix A). Using the same two pieces in the manner of
a controlled variable permitted the identification of similarities and differences
between each participant’s practice approaches at the data analysis stage.
Besides being expected to record a minimum of one hour of practice over the
course of a single week, there were no other requirements with respect to how long
and how frequently the participants should practise. Further, there were no
instructions regarding the ways in which they might approach the set repertoire. On
the contrary, in an attempt to gain access to a practice session commensurate with the
participants’ usual routine, they were encouraged to make all such decisions
themselves. A key objective of the study was to gain an insider’s point of view of the
ways each participant practised, as a means to ascertain the extent to which
metacognitive processes might be seen to be involved. Hence, to the extent possible,
an emic perspective was gained, since throughout their recorded practice sessions,
participants were invited to verbalise their thoughts as they practiced, although this
approach was not mandated.
Upon returning the portable recording equipment following a week of
practising the set pieces, the participants were required to present these in a short
performance in front of the researcher. The time and place for the performances were
scheduled at the convenience of each participant’s availability at a pre-booked venue
at the SCM. These performances were recorded in simulated authentic performance
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conditions (see Volume 2 Transcriptions). At the analysis stage, the researcher
compared these performance recordings with those of the “fly-on-the-wall” practice
sessions, in an attempt to establish whether there were links between the practice
sessions and the performances. A one-on-one semi-structured interview was also
undertaken at the conclusion of each participant’s performance (see Volume 3
Appendix B).
The participants
Figure 4.1 offers an overview of the eight participants, ordered according to
their chronological involvement. As can be seen, the majority of the participants were
males, most were in their twenties, and most were enrolled in a Bachelor of Music
(Jazz Performance) degree, situated between their first and third year of study.
Although unintended, this general participant profile turned out to be similar to that of
several related studies (see Johansen, 2013b; Johansen, 2014; Goldman, 2010; Lin,
2011). Detailed individual profiles of the participants are presented in Chapter 5.
Figure 4.1 Overview of the participants
Participant

Gender

Age

Degree

Year of study

Sean

M

21

BMus

1st

Linus

M

21

BMus

3rd

Matthew

M

19

BMus

2nd

Wilbur

M

20

BMus

3rd

Amanda

F

22

BMus

3rd

David

M

21

BMus

3rd

Felix

M

18

BMus

1st

William

M

26

MMusStud

1st

Repertoire
The participants were given two contrasting jazz standards: the ballad “In
Your Own Sweet Way” by pianist Dave Brubeck, and the bop-oriented rhythm
changes4 piece “Oleo” by saxophonist Sonny Rollins (see Volume 3 Appendix A for
the provided sheet music). Each participant was supplied with lead sheets of the
4

A harmonic progression based on George Gershwin’s “I Got Rhythm”.
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selected repertoire, which set out the melody, harmonic progression, and 32-bar
AABA structure. Lead sheets were sourced from The New Real Book, Volume 1
(Sher, 2005c, p. 249) and The New Real Book, Volume 2 (Sher, 2005b, p. 157).
Pilot study
Musical Practice for the Jazz Pianist (2011)
In 2011, I conducted an honours-level study that can be considered a pilot for
the present research. The participants of that study were three jazz pianists of varying
levels of expertise—a tertiary student, an emerging professional and a world-class
professional. Each was supplied with a portable digital recorder and was asked to
record, over the period of one week, several “fly-on-the-wall” practice sessions of two
contrasting jazz standards, “Time Remembered” by Bill Evans and “Dolphin Dance”
by Herbie Hancock. Through transcription and analysis of the practice data, the study
investigated the extent to which the learning process and outcomes of the participants’
practice was dependent upon their level of experience and metacognitive skills.
Further, that study set out to compare the practising approaches of jazz musicians of
various levels of achievement and to analyse these while considering the role of
metacognition in their development.
The 2011 pilot study found that the tertiary pianist’s recorded practice sessions
involved comparatively less metacognitive awareness than those of the other two
participants, since there was little evidence of any specific preparation or evaluation
involved. That participant demonstrated what could be termed a “taken-for-granted”
approach to the set pieces. On the other hand, the recorded practice sessions of the
emerging and world-class professional pianists’ revealed more extensive use of
metacognitive techniques. This was evident from the ways they demonstrated an
understanding of their personal strengths and weaknesses, and the data revealed their
understanding of the purpose of practising in relation to the achievement of smaller
and larger musical goals.
The professional pianist’s practice of the set repetoire not only focused on
technical matters, interpretation and performance, but also questioned the nature of
learning itself, through planning, observation and evaluative processes. In light of the
recorded data, the study also revealed a number of individualised approaches to jazz
piano practice. As a result, the pilot study supported these approaches through the
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construction of a systematic practising scaffold for jazz pianists that used
metacognition as its basis. Ultimately, the pilot study supported the understanding that
it is not only the amount of time devoted to jazz practising, but also the specific ways
one approaches jazz practice that are significant.
The findings of the 2011 pilot study shaped and informed the structure and
design of the present study. It confirmed the value of the “fly-on-the-wall”
participatory research design as a means to explore, from an emic perspective, how
and what jazz pianists practise, and to compare and contrast participants’ approaches.
The search for the most “effective” practising approaches in the pilot study was
eliminated on the grounds that it was too subjective and hence unhelpful in
understanding the phenomenon of jazz piano practice more broadly. Limitations of
the pilot study included the small number of participants, and the fact that they were
not interviewed nor required to perform the set repertoire.
The addition of these components to the present study have enabled an
examination of the relationship between practising and performing. The present study
is distinguished in a number of other ways as well: the number of participants has
been increased, and each is at a comparable stage in their musical development. The
gap in the research literature made it clear that the present study should involve
pianists at or near the beginning of their professional development, hence the
involvement of tertiary jazz pianists was sought. Involving participants enrolled at the
same institution allowed the study to be more alert to potential institutional impact on
the participants’ approaches to the development of an individual sound or voice.
Data collection and analysis procedures
Data collection
Expanding on the means of data collection used in the pilot study, the present
study contains video or audio data gathered from eight recorded interviews (see
Volume 3 Appendix B), 27 recorded practice sessions (see Volume 3 Appendix C),
and 16 recorded performances of the set repertoire (see Volume 2 Transcriptions).
The data was collected using a supplied Zoom Q1 Handy Video Recorder, with which
participants were given the option to record their practice sessions using video or
audio. The recordings of each participant’s practice and performance sessions have
been stored electronically and can be accessed using the YouTube links found in
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Figure 4.2 and Figure 4.3. These links have been marked “unlisted” on YouTube,
meaning that they can only be accessed using the supplied URLs shown in Figure 4.2
and Figure 4.3. A total of four and a half hours of recorded interview data was
gathered, as well as a total of eleven hours of recorded practice data, and 55 minutes
of recorded performance data.
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Figure 4.2 Recorded practice data (see Volume 3 Appendix C)
Participant

Practice
session

Sean

1

https://www.youtube.com/watch?v=Rn9Wk8S0MAA

4’48’’

2

https://www.youtube.com/watch?v=Sfdzfe9u5U4

22’31’’

3

https://www.youtube.com/watch?v=1BdV0aXGGZk

19’07’’

4

https://www.youtube.com/watch?v=7sdDDXCWdrw

33’11’’

1

https://www.youtube.com/watch?v=qz1586qtRws (Audio)

16’09’’

2

https://www.youtube.com/watch?v=ki7O1y-UKM8 (Audio)

19’48’’

3

https://www.youtube.com/watch?v=oeXDyLgbGfI (Audio)

11’32’’

4

https://www.youtube.com/watch?v=lswv8R75FDc (Audio)

19’08’’

5

https://www.youtube.com/watch?v=sbaUyjTE1NE (Audio)

16’09’’

1

https://www.youtube.com/watch?v=jl0xAlmF6l8 (Audio)

42’07’’

2

https://www.youtube.com/watch?v=ts57M5ybtZM (Audio)

28’29’’

3

https://www.youtube.com/watch?v=tAqc30AXWs4

12’59’’

1

https://www.youtube.com/watch?v=Q9a_OtUutig

11’23’’

2

https://www.youtube.com/watch?v=OgOcHOPnuLU

8’33’’

3

https://www.youtube.com/watch?v=M7nZIwDj3ug

3’15’’

4

https://www.youtube.com/watch?v=6Pb53ZfD6Gg

11’12’’

5

https://www.youtube.com/watch?v=UGDlmsamoTs

19’36’’

6

https://www.youtube.com/watch?v=b2w99sWwA30

11’41’’

7

https://www.youtube.com/watch?v=YpAbPBFa5gs

26’27’’

8

https://www.youtube.com/watch?v=68oC78P4cf4

25’47’’

9

https://www.youtube.com/watch?v=fj5tCM1oIds

15’52’’

10

https://www.youtube.com/watch?v=N2cO-AqcGI4

52’21’’

Amanda

1

https://www.youtube.com/watch?v=LV1flbzA4R0 (Audio)

62’01’’

David

1

https://www.youtube.com/watch?v=5rTP_cT0cDI

68’25’’

Felix

1

https://www.youtube.com/watch?v=vdXqx-9nqjk

61’13’’

Wiliam

1

https://www.youtube.com/watch?v=NujL3bxq9Bg (Audio)

53’08’’

2

https://www.youtube.com/watch?v=ZvstuQuvjds (Audio)

20’19’’

Linus

Matthew

Wilbur

YouTube link

Duration

Total practice data—approximately 664 minutes (11 hours)
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Figure 4.3 Recorded performance data (see Volume 2 Transcriptions)
Participant

Performance

Sean

“In Your Own
Sweet Way”

Matthew

Wilbur

Amanda

David

2’31’’

https://www.youtube.com/watch?v=uUlta9t4f80

2’10’’

“In Your Own
Sweet Way”

https://www.youtube.com/watch?v=iMEZ4qSXcmc

2’55’’

“Oleo”

https://www.youtube.com/watch?v=L8cBiM08yOQ

3’13’’

“In Your Own
Sweet Way”

https://www.youtube.com/watch?v=8HUCmX4OIZ0

4’15’’

“Oleo”

https://www.youtube.com/watch?v=JWgKvyVIKCk

1’58’’

“In Your Own
Sweet Way”

https://www.youtube.com/watch?v=ANZ_0y8n9Bg

5’50’’

“Oleo”

https://www.youtube.com/watch?v=Fa2IogD8D6o

3’26’’

“In Your Own
Sweet Way”

https://www.youtube.com/watch?v=HmDaDJ4GEQw

4’02’’

“Oleo”

https://www.youtube.com/watch?v=XLq-XmMR6UQ

3’37’’

“In Your Own
Sweet Way”

https://www.youtube.com/watch?v=CbUz1ARZXY4

3’47’’

https://www.youtube.com/watch?v=fsi_lRlslqg

2’52’’

“In Your Own
Sweet Way”

https://www.youtube.com/watch?v=YyDgvOy4lSY

2’33’’

“Oleo”

https://www.youtube.com/watch?v=XvehmiTqKm4

2’16’’

“In Your Own
Sweet Way”

https://www.youtube.com/watch?v=ghL5XUWcrIM

5’51’’

“Oleo”

https://www.youtube.com/watch?v=jRRqbCBCCHU

4’04’’

“Oleo”
Felix

William

Duration

https://www.youtube.com/watch?v=WdnZDBdePIU

“Oleo”
Linus

YouTube link

Total performance data—approximately 55 minutes 20 seconds

Interviews
A semi-structured interview with each participant was undertaken at the
conclusion of their week of practice, immediately following the scheduled
performance of the set repertoire. The purpose of the interview was to gain a detailed
understanding of each participant’s musical background, interests, goals, and
approaches to practising and performing jazz. Based on the aformentioned research
questions, a total of 42 interview questions were devised and categorised under eight
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headings. These addressed the participant’s demographic, musical background, their
musical influences, typical practice routines, their pedagogical influences, their
recorded practice sessions and the subsequent recorded performances, as well as
where they received advice from regarding jazz practising. The interviews were
typically 30–40 minutes in duration.
Formulation of interview questions
The development of the 42 interview questions was guided by several jazz
pedagogical interviews (Berliner, 1994; Monson, 1996; Herzig, 1997; Goldman,
2010; Lin, 2011; Johansen, 2014) and selected models of existing theory (Hallam
1997b; Noice et al., 2008). In writing the interview questions, it became evident that
in interviews with jazz musicians in the literature, there was an apparent gap when it
came to the detailed discussion of pedagogical matters. Musicologist and educator
Thomas Owens noted this: “When players did talk to reporters or researchers, they
often made only general remarks, using terms different from the technical language of
analysis. Thus, there is a gap between players and scholars” (Owens, 2002, p. 292).
This is supported by Lin who found that biographical and autobiographical interviews
with jazz musicians “contain numerous references to early learning environments, but
rarely explore the topic beyond a surface treatment of the issue, or gloss over them in
generalized and non-specific terms” (Lin, 2011, p. 65). Rather, Lin believes, “The
bulk of the interview contents focus primarily on the careers and opinions of the [jazz
musician], and any mention of their formative practices is usually given a modest or
minor treatment” (Lin, 2011, p. 65). It became clear that there was a need for more
pedagogical discussion within jazz interviews. As a result, the present study included
several open-ended questions in order to prompt active pedagogical discussion among
participants as a way to form deeper analysis, clarification and context.
Since the present study also explores aspects of metacognition – albeit
tentatively – and the ways it can be promoted within jazz education, specific
interview questions regarding each participant’s practice and performances of the set
repertoire were modeled from Jørgenson’s “Self-teaching frame” (1995) (see Hallam,
1997b). As discussed in the review of literature, Jørgensen’s “Self-teaching frame”
focuses on the self-teaching phases of planning, execution, observation and evaluation
(Jørgensen, 2004, pp. 85–103). Adopting this framework, the present study prompted
participants with questions regarding the planning, execution, observation and
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evaluation of their recorded practice sessions and performances. Occasionally, the
interview questions were modified slightly according to each participant’s response.
The prepared interview template included the following 42 questions:
Profile
1) Name?
2) Age?
3) Gender?
4) What is the title of your degree?
5) What is your current year of study?
6) What are your credentials?
7) Do you have an occupation?
Musical background
8) How long have you been playing the piano?
9) Were you classically trained or did you follow a popular musical pathway?
10) How long have you been playing jazz?
11) Was “playing by ear” part of your training? If so, describe how?
Musical influences
12) What brought you to jazz?
13) Who are your influences and what kind of music do you listen to?
14) In what ways have these influences had an impact on you as a musician?
Practice routines
15) How often do you practise?
16) Explain how your usual day-to-day practice session is structured?
17) What kind of aims do you give yourself within each practice session and why?
18) Are there any forms of separate drills or technical exercises you are familiar with
when learning a piece?
19) Do you regularly train your aural skills? If so how?
20) Do you read about jazz masters, tradition or history?
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21) Do you transcribe, notate or analyse music? If so, specify what material?
Pedagogical influences
22) What educational jazz material are you familiar with?
23) Do you use any form of technology to help yourself practise?
The recorded practice sessions
24) What was your approach to learning and practising the set pieces?
25) What were your goals in achieving this?
26) What type of method/s do you find helpful?
27) What practising strategies did you find effective? Why?
28) What practising strategies did you find ineffective? Why?
29) Did you ever listen to sample recordings of the repertoire for musical reference?
If so, what was your intention with the recordings?
30) Did you ever verbalise your own thoughts during the practice sessions? If so, did
it help or hinder your approach?
31) Did the recorder make you feel pressured? Did it make you practise differently?
32) Did you play back any of the recorded sessions to review what you were working
on? If so, what did you play back and why?
33) Did you delete any recorded material that you were not happy with?
The recorded performances
34) What are your thoughts regarding your performances today?
35) Did you prepare something that was similar to what you had been practising or
did you perform something that was new and unfamiliar?
36) What were your goals during the performances?
37) What aspects of your playing did you feel most confident with? Why?
38) What aspects of your playing would you like to have improved? Why?
Jazz practising advice
39) Have your teachers taught you ways to practise? How have they advised you to
practise jazz?
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40) Do you teach jazz piano yourself? How would you teach someone else to
improvise?
41) Is there anything that you self-discovered during any of the practice sessions or
performances?
42) What specific areas do you find important in practising jazz piano? What do you
suggest are the main areas?
Method of analysis
Following the collection of data, a comprehensive analysis was undertaken in
order to identify patterns occurring within it. This process involved:
a) Systematically organising the content of the 27 recorded practice sessions into
tables (see Volume 3 Appendix C).
b) Making note-for-note musical transcriptions of 15 practice session excerpts
and of all 16 performances (see Volume 2 Transcriptions).
c) Transcribing the recorded interviews (see Volume 3 Appendix B).
The above steps are now elaborated upon.
a) The content of the 27 practice sessions was classified according to domains
that this study designates the Modes of Jazz Practice (MoJP) —Form,
Harmony, Soloing, and Transcription. Subsumed under each MoJP are Jazz
Practising Concepts (JPCs). As will become clear in Chapter 6, the JPCs are
the most crucial aspect of the data, as these are specific to each participant and
represent how they are working to establish their individual voice. Sitting
beside the MoJPs and JPCs as it were, are Practising Strategies (PSs), of
which there are two kinds: “thought” strategies and “behaviour” strategies.
The PSs are not specific to jazz, but rather music practising more broadly,
hence the general label. See Chapter 6 for a more comprehensive explanation
of the MoJPs, JPCs and PSs.
Once the above-defined codes were identified in the data, the 27
recorded practice sessions were archived systematically in order to represent
each participant’s practice session/s. Figure 4.4 indicates how the practice
sessions were catalogued, that is, according to: (i) the set piece being
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rehearsed, (ii) the chorus number5 of that particular practice session, (iii) the
starting time of each chorus in the recorded sequence, (iv) the MoJP/s that
applied in the session, (v) the JPC/s applied in the session, (vi) the PS/s
applied in the session, and (vii) the formal structure of each chorus being
practised (e.g. AABA).
As already noted, this approach was followed in order to organise and
prepare the rich data set for the level of analysis that was necessary to make
informed observations and develop findings.
Figure 4.4 Sample practice session table
Practice session
Piece

Chorus #

Time

Mode

Concept

Strategy

Structure

b) Using the music notation software Sibelius 7, 15 excerpts from the
participants’ recorded practice sessions were transcribed, as well as note-fornote transcriptions of all 16 performances (see Volume 2 Transcriptions). The
transcription software Transcribe! was used in conjunction with Sibelius 7 to
slow down the recorded practice and performance audio files without lowering
the recorded pitch, in order to achieve greater accuracy in the transcribed
results. The 16 performance transcriptions were notated in order to draw a link
between the participant’s practice and performances, as well as to shed light
on their individual approaches to learning jazz from a tertiary perspective. It is
recommended to view the recorded practice sessions and performances in
conjunction with the musical transcriptions supplied in Volume 2
Transcriptions.
c) The eight recorded interviews were transcribed verbatim using Microsoft
Word (see Volume 3 Appendix B); the responses of each participant were
coded and classified according to the aforementioned eight categories. To the
extent that they were deemed significant, statements from some of the
participants’ verbalisations of “emic” thoughts recorded during the practice
sessions were also transcribed. These shed additional light on the practising
approaches of the participants concerned. Further, these verbalisations were
coded and organised as Practising Strategies (“thought” strategies) using the
5

A chorus marks the length of an entire cycle of a jazz piece.
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aforementioned tables (see Volume 3 Appendix C) to allow comparison
between each participant’s data.
Data Analysis
In analysing jazz, or any music, musicologist Ekkehard Jost (1999), who
worked actively in free jazz, stated, “There is no single reliable method for analysing
jazz” (Owens, 2002, p. 295). This is due to a number of reasons including the
interpretation and musical notation of style, inflection, swing, intonation, and melodic
and rhythmic phrasing. Moreover, in a chapter titled “Analysing Jazz”, Thomas
Owens explains:
Music analysts strive to describe or explain musical phenomena with some
combination of words, musical notation and graphic representation. But while
a jazz piece, like any other piece, may be a fixed object—an audio recording
or written score—analyses may be dramatically different depending on what
each analyst listens for and finds in a piece. (Owens, 2002, p. 286)
Due to the subjective nature of data analysis, this study employed qualitative
methods of analysis through methodological triangulation. Three types of musical
analysis were employed, as mentioned by Owens: words (interview transciptions),
musical notation (practice and performance transcriptions), and visual representation
in the form of graphs and tables. Methodological triangulation has been found to be
beneficial in providing confirmation of findings, yielding a more comprehensive view
of the data, and enhancing the validity and understanding of the phenomenon under
study. With triangulation, researchers employ two or more methods in an attempt to
minimise the weaknesses of a single method and strengthen the outcome of the study
(Bekhet & Zauszniewski, 2012).
The present study undertakes analysis by way of “within-method”
triangulation, where studies use two or more data collection procedures such as
participant observation and interviewing (Denzin, 1978). Using this approach, the
present study seeks to identify patterns occurring within the data and to investigate
some of the issues and approaches to practising jazz piano.
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Summary
Since jazz piano manifests in a considerable diversity of expressions, the
perspectives of the eight pianists who participated in this study by no means represent
the broad spectrum of tertiary pianists around the world and how they approach
practising and performing jazz. Overall, the research intends to identify overlapping
and divergent patterns within the data and relate these more broadly to current issues
and approaches to practising jazz piano. By way of Modes of Jazz Practice (MoJPs),
Jazz Practising Concepts (JPCs), and Practising Strategies (PSs), this study explores
the various ways dedicated student jazz pianists determine what they need to learn
and how they go about learning it.
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Chapter 5
The participant interviews
As outlined in the previous chapter, this study involved eight tertiary student
jazz pianists. Following the “fly-on-the-wall” recording of the practice sessions and
performances of the set pieces (see Chapter 6), semi-structured interviews were
conducted with each pianist. Drawing on the interview data (see Volume 3 Appendix
B), doubling as an attempt to probe their individual jazz practising routine, an
individual profile of each pianist was compiled, which outlined his or her early piano
development, musical influences, and what prompted them to pursue jazz.
As the participants from the study were students at the Sydney
Conservatorium of Music (SCM) at the University of Sydney, it is helpful to begin
this chapter with some details concerning the establishment of this institution and its
jazz studies program.
The Sydney Conservatorium of Music
Established in 1915 from the redevelopment of the Government House horse
stables located close to Sydney Harbour and the Sydney Opera House, the SCM
(formerly known as the New South Wales State Conservatorium of Music) is one of
the oldest and most prestigious music institutions in Australia. It began operating in
1916 under the directorship of Belgian conductor and violinist Henri Verbrugghen,
enrolling 320 “single-study” students and a small contingent of full-time diploma
students. Over 50 years later in 1972, the concept of the Conservatorium as a “music
university” was introduced by the then director Rex Hobcroft, who “created new
courses, new structures and a whole new department” (McCallum, 2015, p. 156).
During this time the Conservatorium offered a three-year classical music qualification
for instrumental and vocal performers, teachers and composers, and a four-year
diploma program in music education. In 1973, Australian jazz musician and educator
Don Burrows pushed for jazz to be taught at the Conservatorium, and eventually
received approval under Hobcroft’s directorship to establish Australia’s first formal
jazz studies program. This was a triumph for jazz education in the southern
hemisphere and for Burrows, who believed “jazz education was about reproducing his
own apprenticeship […] learning from and playing with others. It was aimed at
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having a having a meeting place, somewhere young musicians who wanted to play
jazz could meet each other” (McCallum, 2015, p. 172). In Sounds from the Stables
(2001), Diane Collins describes the reception of the first jazz studies program held at
the Conservatorium:
Although jazz studies had suffered a long exclusion from the Conservatorium,
its introduction met with surprisingly little hostility from staff members.
Ironically, most of the knockers were jazz aficionados and musicians—the
“who needs a piece of paper to say you can swing” contingent. But Burrows
kept insisting that jazz education could only be made secure “as part of the
education system”. Undoubtedly Burrows was also seeking legitimation for
jazz music and he always had large ambitions for the course. (Collins, 2001, p.
177)
Collins further describes Hobcroft’s influence as director of the Conservatorium and
the significance of the introduction of the first formal jazz studies program in
Australia:
Hobcroft’s quest to remake the Conservatorium began with the introduction of
new courses and, because the Conservatorium’s curriculum had altered so
little in more than 50 years, the very introduction of these programs attracted
media attention. But nothing was more controversial or more headlinegrabbing than the introduction of jazz studies. And there is no single action
more summative of the Conservatorium’s fast-changing culture and direction.
The jazz course was pathbreaking. No Australian conservatorium had ever
taught jazz studies. (Collins, 2001, p. 175)
In 1977, additional qualifications were introduced, including the first Bachelor
of Music degree designed for classical performance, that is, excluding jazz and
composition. Nevertheless, within the same year, an Associate Diploma in Jazz
Studies was introduced as the first formal qualification in jazz (McCallum, 2015, p.
167).
In 1990, Hobcroft’s early vision of the Conservatorium as a “music
university” was legitimised when the Conservatorium amalgamated with the
University of Sydney and was renamed the Sydney Conservatorium of Music. In
1994, a Bachelor of Music in Jazz Performance was introduced at the SCM (Collins,
2001, p. 223). This was accomplished almost half a century after North Texas State
University established the world’s first bachelor degree in jazz studies in 1947.
Although this landmark in Australian jazz education was long overdue, Collins
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describes the significance of jazz studies becoming part of the SCM’s offerings as
well as its ramifications:
Undoubtedly, the jazz studies program impacted well beyond the walls of the
Conservatorium. Jazz courses began at other tertiary institutions and the 1970s
jazz renaissance in Australia owed a direct debt to the Conservatorium.
Theoretical knowledge was once much more laboriously acquired from
expensive private lessons or from hanging out at jam sessions. At the
Conservatorium, aspiring musicians benefited from intensive formal training
and learnt in an environment full of “professional people who have spent their
lives in and around jazz music and jazz performance”. (Collins, 2001, p. 177)
At the present time, jazz education at the SCM offers a range of undergraduate and
postgraduate degrees. The majority of participants in this study were enrolled in a
bachelor’s degree in jazz performance. As part of the requirements of this degree,
students must enrol in jazz ensemble classes as well as study jazz history, jazz
improvisation, and jazz performance, where each year they are required to learn jazz
standards from a syllabus of 20 items (see Figure 5.1 below). This type of curriculum
is found within most jazz degree programs, where traditional jazz repertoire is
sequentially graded and categorised according to style, key, tempo and harmonic
difficulty, as outlined by Prouty:
The most unifying force within these curricular systems is repertory, in which
compositions are categorized by their relative complexity and presented in a
graded sequence. The most frequent manifestation of this approach is based on
a hierarchy of relative harmonic difficulty, with pieces that are identified as
being harmonically simple at the beginning of the instructional sequence, such
as blues-based tunes, or modal tunes […] This grading of repertoire based on
relative harmonic complexity is a constant theme in numerous curricular
sequences, one that parallels the sequence of harmony-based instruction in the
Western canon. (Prouty, 2012, pp. 61–62)
Jamey Aebersold’s “rapid reference” index (Aebersold, n.d.)6 is another example of a
jazz repertoire list, where selected volumes are categorised according to scale and
chord usage, tempo, key and style.

6

See https://www.jazzbooks.com/mm5/download/FREE-rapidreference.pdf
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Figure 5.1 List of compulsory jazz repertoire at the Sydney Conservatorium of Music7
First Year Jazz Repertoire List

Second Year Jazz Repertoire List

1. ALL THE THINGS YOU ARE*
2. ANTHROPOLOGY*
3. AUTUMN LEAVES*
4. RECORDAME*
5. BLUES FOR ALICE
6. BODY AND SOUL*
7. CORCOVADO (QUIET NIGHTS)*
8. (ON) GREEN DOLPHIN STREET*
9. IF I WERE A BELL*
10. I LOVE YOU
11. SO WHAT / IMPRESSIONS
12. IN A MELLOW TONE
13. SOMEDAY MY PRINCE WILL COME*
14. MILESTONES
15. THE NIGHT HAS A THOUSAND EYES
16. PEACE
17. DONNA LEE
18. TAKE THE A TRAIN*
19. WITCH HUNT
20. YOU DON’T KNOW WHAT LOVE IS

1. A CHILD IS BORN
2. CHELSEA BRIDGE
3. CHEROKEE
4. CONFIRMATION*
5. DESAFINADO
6. I THOUGHT ABOUT YOU*
7. IN A SENTIMENTAL MOOD*
8. IN YOUR OWN SWEET WAY*
9. DO NOTHING TILL YOU HEAR FROM ME
10. LIKE SOMEONE IN LOVE*
11. MY FUNNY VALENTINE*
12. MY ROMANCE*
13. ORNITHOLOGY
14. ROUND MIDNIGHT*
15. SPEAK LOW
16. THERE IS NO GREATER LOVE*
17. TRISTE*
18. VOYAGE
19. WELL YOU NEEDN’T
20. WINDOWS

Third Year Jazz Repertoire List

Fourth Year Jazz Repertoire List

1. AIREGIN
2. BLUE IN GREEN
3. BUT BEAUTIFUL*
4. BOLIVIA
5. GIANT STEPS*
6. FOUR
7. FOOTPRINTS
8. FREEDOM JAZZ DANCE
9. I MEAN YOU
10. IF YOU NEVER COME TO ME
11. IT COULD HAPPEN TO YOU*
12. IT’S YOU OR NO-ONE*
13. LADYBIRD
14. SOLAR*
15. HAVE MET MISS JONES*
16. STABLEMATES*
17. STELLA BY STARLIGHT*
18. THE MASQUERADE IS OVER
19. UP JUMPED SPRING*
20. WOODY’N YOU*

1. BLACK NARCISSUS
2. CHEGA DE SAUDADE*
3. COUNTDOWN (TUNE UP)
4. ELM
5. E.S.P.
6. FALLING GRACE
7. DOLPHIN DANCE*
8. SOPHISTICATED LADY
9. INNER URGE
10. ISFAHAN
11. JOSHUA
12. MOMENT’S NOTICE
13. NICA’S DREAM*
14. ONCE I LOVED*
15. RUBY MY DEAR
16. SEVEN STEPS TO HEAVEN
17. SOUL EYES
18. THE SONG IS YOU*
19. 26-2
20. VERY EARLY

*Denotes compulsory (core) song

7

Source: email correspondence between the researcher and one of the study’s participants.
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Participant profiles
Based on the aforementioned interviews, this section provides a profile sketch
of each of the eight participants according to details such as their age, year of study,
early musical background, and jazz influences. This is followed by a brief summary
and comparison of the profiles and the participants’ approaches to learning jazz.
Participant #1—Sean
Sean was 21 at the time of the interview and in his first year of the Bachelor of
Music (Jazz Performance). Born in New South Wales, Sean began learning the piano
at age 12 on a keyboard he regarded more as a toy. Later, with the help of a family
friend who offered music lessons, he began learning the piano through a popular
music pathway.
Sean was introduced to jazz in high school at age 17 after showing an interest
in Spanish music and Argentinean tangos. He described his piano sight-reading skills
as limited during this time, and as a result he tended to rely more heavily on his ears.
After graduating from high school in 2011, Sean enrolled in an Advanced Diploma of
Music through the College of Technical and Further Education (TAFE), where he
formally studied jazz and popular music for a year. On completion of the diploma, he
decided to further pursue music studies, and in 2013 he enrolled in the Bachelor of
Music program at the University of New South Wales before transferring to the SCM
in 2014.
Sean cites as his jazz influences Miles Davis, Gil Evans, John Coltrane, Kurt
Rosenwinkel, Brad Mehldau, McCoy Tyner, Herbie Hancock and Thelonius Monk.
When asked how these influences had impacted upon his learning of jazz, he
explained that he deeply admires these artists’ musical output, and that they pursued
the kind of musical journey of discovering their own “sound” that he attempts to
emulate. He explained:
I think the thing I’ve noticed most about these guys is that they all have a
particular thing that they do. Like McCoy’s got his, you know, the whole
fourths voicings (plays example on the piano) and pentatonics going up a
semitone for like two bars and then coming back down, you know? It’s the
same with Errol Garner and Monk. If you do the stuff they do, it’s kind of like
you’re just putting on a façade, and putting on a mask and going, “Hey look at
me! I’m doing McCoy’s thing”. And I think that’s really admirable that they
have achieved that.
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As a way of developing his own unique “sound”, Sean intends to be continually
informed of his musical influences in order to “put his own spin on things that they’ve
done”. This points to the common idea that jazz musicians must first become
emulators, learning the so-called tricks of the trade, before they become innovators.
Sean explained that two of his current lecturers were divided on this matter. One
would tell him, “You’ve got to find your own voice”, and the other would say, “You
have to know everything you can first”. He explained that his own approach leaned
more towards finding his own voice. Ultimately, while Sean showed an interest in the
idea of “learning the rules before you break them”, he explained that in reality this is
much more complicated than the phrase conveys.
Sean had been playing jazz for four years. He considered the most important
areas of jazz practice to be chord scale theory, chord vocabulary, playing over ii-V-I
progressions, ear training, rhythm and time.
Participant #2—Linus
Linus was 21 and in his third year of the Bachelor of Music (Jazz
Performance) when he was interviewed. Born in Victoria, he was introduced to the
piano at age 10 when he began classical training, and completed the piano grades
through the Australian Music Examinations Board (AMEB).
Linus was introduced to jazz in high school through listening to rock and
fusion-based music. During this time, he showed an interest in playing jazz and blues
from written music, but often struggled to understand how to improvise on his own.
He recalled:
I had two different teachers, and the earlier teacher that I had once gave me
this written out blues piece and I really, really liked it. So I think that gave
me a taste. Yeah, I was like, “Wow, this is amazing!” And from then on I
always liked it, but I sort of didn’t understand it. I couldn’t find a way into
it or anything; I just had the written music.
Despite the fact that his early piano teacher had little understanding of jazz, Linus was
encouraged to play improvised solos. As a result, his interest in jazz and
improvisation developed, and he soon began to create melodies over vamped chord
progressions, as well as self-discover approaches to improvisation using the blues
scale.
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Beginning his studies at the SCM, Linus broadened his musical tastes to
incorporate more traditional styles of jazz, and he became influenced by the pianists
Bill Evans and Herbie Hancock. Evans’s use of harmony, ensemble playing and
rhythmic interaction, and Hancock’s way of “twisting the harmony” were particular
characteristics that he has attempted to incorporate into his playing. In his six years of
learning jazz, Linus found rhythm, groove, time and listening to be the most fruitful
areas of his jazz practice.
Participant #3—Matthew
I interviewed Matthew when he was 19 and in his second year of the Bachelor
of Music (Jazz Performance). Born in New South Wales, Matthew began learning the
piano at three years of age. Exposed to jazz recordings at the age of six, he developed
a particular interest in the work of pianist and singer Diana Krall. During this time, his
piano teacher encouraged him to use his ears, whilst teaching him how to play chords
and improvise. Overtime, Matthew discovered his own approach of listening to
recordings as a way to learn jazz licks and repertoire. As a result of his aural
dependency—playing by ear was his only form of musical training—Matthew’s piano
sight-reading ability was less developed.
During the interview, Matthew expressed a desire to expand his learning of
jazz repertoire, particularly when preparing for jam sessions. He also emphasised the
significance of memorising jazz repertoire and was impatient with people who rely on
jazz charts at gigs.
Matthew cited as his most recent jazz influences Tommy Flanagan, Esperanza
Spalding and Robert Glasper. At the time of the interview, Matthew had been playing
jazz for 15 years, with one year of classical training under the Associated Board of the
Royal School of Music (ABRSM) program. In practising jazz, Matthew considered
rhythm, transcription, soloing, feel and chords to be the most important areas.
Participant #4—Wilbur
When I interviewed Wilbur he was 20 and in the third year of the Bachelor of
Music (Jazz Performance). Born in Canberra, Wilbur was introduced to the piano at
the age of nine when he began classical training, working through the AMEB piano
grades. At age 16, Wilbur began learning jazz in high school, where his classical
piano teacher introduced him to lead sheets and jazz transcriptions. During his last
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two years of high school, Wilbur began to learn jazz formally in a preparatory high
school jazz course held one day per week at the Australian National University
(ANU).
Wilbur’s musical influences included Oscar Peterson, Bill Evans, Aaron
Parks, as well as several teachers from the Sydney Conservatorium of Music. As a
result, he claimed that these influences had guided his approach to solo playing and
voice-leading. At the time of the interview, Wilbur had been learning jazz for five
years and stated that time, voicings, voice leading, melody, rhythm, harmony,
technique and touch were the most important areas in his jazz practice.
Participant #5—Amanda
When Amanda was interviewed she was 22 and in the third year of the
Bachelor of Music (Jazz Performance). Born in New South Wales, Amanda began
learning the piano at the age of five and began her early piano development by
undertaking classical piano grades through the Yamaha music program.
It was only in her last year of high school that Amanda became interested in
jazz. Six months prior to the Higher School Certificate examination, she decided to
prepare and audition for a jazz performance degree at the SCM. She was successful in
gaining admission, and as a result has been learning jazz for three years.
Amanda’s jazz training relies heavily upon attending gigs and listening to
recordings as a way to learn solos, voicings and repertoire. Her influences include
Oscar Peterson, Benny Green, Wynton Kelly, Kenny Baron and Kenny Kirkland.
When questioned how these pianists inspire her, she simply answered, “I just like
their language”. More specifically, she explained that she was interested in their
approaches to “playing in a group, their solo environment, their lines, comping and
blues style of playing”.
At the time of the interview, Amanda’s central focus was on learning and
memorising jazz repertoire. She explained that she intended to memorise jazz
repertoire so that she could, “go to a jam session and actually play the tune”. In this
case, Amanda’s belief is that the repertoire cannot be completely internalised until the
melody and chord progression are memorised, allowing fluent improvisation to
become second nature to the performer. Amanda believes the most valuable areas of
practising jazz are rhythm, groove, jazz licks, voicings and solo playing.
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Participant #6—David
I interviewed David when he was 21 and in the third year of the Bachelor of
Music (Jazz Performance). David grew up in New South Wales and was introduced to
the piano at age six, where he was classically trained for five years through the
AMEB scheme. Early in his musical development he discovered the basic skills of
improvisation and how to learn songs by ear.
During high school, David became more serious about learning the piano and
it was later in Year 10, when he joined the school stage band, that he was first
introduced to jazz. Throughout this period, he relied heavily on using his ear, and
when learning new repertoire, found it easier to learn from recordings than from sheet
music. His high school piano teacher was the first to encourage him to play jazz, and
often supplied him with piano voicings for stage band accompaniments.
David had developed an appreciation of the jazz pianists Bill Evans and Brad
Mehldau, as well as several teachers from the SCM. Early in his jazz development he
used transcriptions to learn solos, lead sheets, voicings and comping patterns. Overall,
David had been playing jazz for seven years and believed time, comping, voicings,
soloing, learning repertoire and memorising tunes to be essential components of his
jazz practice.
Participant #7—Felix
Felix was 18 at the time of the interview, and was the youngest participant in
the study. At the time he was in the first year of the Bachelor of Music (Jazz
Performance) at the SCM. Born in New Zealand, Felix began to learn the piano at age
seven. He was classically trained and began his early piano studies through the
Associated Board of the Royal School of Music (ABRSM) program. After five years
of classical grades, Felix became interested in learning jazz and decided to undertake
ABRSM jazz piano grades. He continued this type of jazz training for the next three
years until he eventually became bored and dissatisfied with his progress. On
reflection, he realised that while the jazz repertoire he was learning under the
ABRSM showcased elements of jazz, he explained that he wasn’t really playing jazz
because there was no improvisation involved, and the repertoire would only showcase
music in “the jazz style”. At 14, Felix decided to leave piano exams behind, and
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continued learning from his piano teacher, who later introduced him to lead sheets
and Real Book charts.
In his last year of high school, Felix started jazz piano lessons at the New
Zealand School of Music, which was where he believed he “actually started practising
properly and understanding things fully”. He clarified what he meant by “practising
properly”:
Actually going, “Okay, I’m gonna have a proper practice routine and I’m
gonna structure it and I’m going to do this properly”, as opposed to “sit down
and just play around tunes and not actually figuring out where my weaknesses
are and how to improve on those”.
Felix’s jazz influences included Brad Mehldau, Marcin Wasilewski, Chick
Corea, Wynton Kelly, Keith Jarrett and Aaron Parks. In particular, he showed an
interest in Wynton Kelly’s phrasing and Brad Mehldau’s ensemble playing. Felix also
revealed an interest in jazz biographies such as the Rough Guide to Jazz series, Keith
Jarrett’s Köln concert and Louis Armstrong’s Hot Five and Hot Seven recordings.
Overall, he believed scales and arpeggios, ear training, time, and transcription to be
the most essential areas of practising jazz.
Participant #8—William
William, the oldest participant in the study, was 26 at the time I interviewed
him, and was in the first year of a Master of Music Studies program. Having recently
completed a Bachelor of Business in Economics and Law, William decided to enrol in
a performance degree in order to investigate career opportunities as a jazz musician.
Born in South Australia, he began learning the piano at age eight where he was
classically trained under the AMEB system.
William was first introduced to jazz in high school, where he actively
participated within a large community of jazz teachers and ensembles such as big
bands and Dixieland bands. When asked how his piano teachers advised him how to
practise jazz, he explained, “They show me things to practise, but not how to
practise”. In learning jazz however, he reflected, “This seems to be the main
challenge, it’s very individual… you’re on your own and you have to get your own
ideas”.
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William showed a particular interest in the jazz piano style of Red Garland,
Hank Jones, Tommy Flanagan and Bill Evans. Ultimately, he believed technical
work, scale theory, jazz vocabulary, voicings, harmony, and phrasing to be among the
most important areas of practising jazz.
Summary and comparison of participants
Based on these profiles, a summary of each participant’s age, gender, early
musical development, jazz influences, and significant areas of jazz practice were
documented in order to compare and contrast their experiences and approaches to
learning jazz.
Age
Figure 5.2 compares each participant’s age, piano age and jazz age. The
participants ranged between 18 and 26 years of age, with most being in their early
twenties and in their third year of the Bachelor of Music (Jazz Performance).
Data also revealed each participant’s piano age, which refers to how long a
participant had been learning the piano at the time of the interview. As Figure 5.2
indicates, William, Amanda, Matthew and David had between 15 and 18 years of
piano experience, while Sean, Linus, Wilbur and Felix had between nine and 11 years
of piano experience.
Also established from the interview data was each participant’s jazz age,
which refers to how long they had been learning jazz. According to Figure 5.2,
Matthew and William had between 11 and 13 years of jazz experience, while Felix
and Amanda were relatively young in jazz age terms, with between two and three
years of jazz experience.
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Figure 5.2 Comparison of each participant’s age, piano age and jazz age
30
25
20
Age

15

Piano age
Jazz age

10
5
0
Sean

Linus

Matthew Wilbur Amanda

David

Felix

William

Gender
Of the eight participants in the study, seven were male and one was female.
This under-representation of females in jazz does not come as a surprise. In her article
“Why Is There So Little Space for Women in Jazz Music?”, Cat Hope posits some of
the contributing factors, including that “jazz largely conforms to masculine
stereotypes when it comes to women performing live” (Hope, 2017, para. 3). Further,
men are inclined to take more risks than women, which might account for the appeal
of jazz improvisation to males. Additionally, Hope proposes that instrument choice
may be a factor. For example, drums, trombone and trumpet are considered to be
“masculine” instruments, while flute, clarinet and violin are regarded as “feminine”,
and these latter are less common in jazz. On the other hand, scholars posit that it is
more than simply “conforming to masculine stereotypes”, as the jazz world has
historically been, and to a large extent remains, an egregiously sexist space, in which
women’s participation has lagged throughout the music’s history (Prouty, 2012). In
the search for institutional explanations for such a lack of gender balance, this key
point is often missed.
Early musical development
As part of their early musical development, participants were either introduced
to the piano through a private tutor or family member and began taking lessons
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between three and 12 years of age. Upon developing rudimentary piano skills, seven
of the participants (Linus, Matthew, Wilbur, Amanda, David, Felix and William)
were introduced to classical piano grades under either the AMEB, ABRSM or
Yamaha systems. These train students through a graded sequence of classical
repertoire, technical study of scales and arpeggios, as well as sight-reading and music
theory, and are examined at each level. As was the case with the participants in this
study, Berliner suggested that from the earliest days of jazz, some “Influential artists
[…] studied classical music at private conservatories or acquired technical
performance skills from teachers with conservatory and academic backgrounds”
(Berliner, 1994, p. 55).
Statements from seven of the participants—Sean, Linus, Wilbur, Amanda,
David, Felix and William—confirmed that they first encountered jazz while in high
school, where they were encouraged by teachers to listen to jazz recordings and
participate in school ensembles. In order to further develop their jazz skills, however,
students were generally led to explore improvisation on their own. According to
William, teachers “show[ed] him things to practise but not how to practise”. Linus
first discovered how to improvise by using the blues scale, while Matthew and David
listened to jazz recordings in order to learn licks and repertoire. This may mean that
students are initially captivated by the sound of jazz and motivated to explore it on
their own, and, certainly, it could also be due to a lack of familiarity with jazz among
high school teachers (such as Linus’s teacher, for example). Some teachers however,
such as those who taught Matthew and William, appeared to derive their approach
from the traditional means of jazz transmission, which places an emphasis on learning
rather than on teaching, and on the view that “students learn best when they figure out
things for themselves” (Berliner, 1994, pp. 53–54). Whatever the case, students
generally revealed some frustration in relation to their early jazz learning. As William
stated, “It’s very individual—you’re on your own and you have to get your own
ideas”.
In addition to their high school jazz education, Wilbur and Felix sought further
jazz training through more formalised preparatory pre-entry tertiary jazz programs
under either the Australian National University or the New Zealand School of Music.
These students appeared to be given more direct jazz instruction from their
instructors, which is where Felix believed he “actually started practising properly and
understanding things fully”.
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Aural ability vs. sight-reading skills
All participants mentioned their natural aural ability in relation to learning the
piano. Correspondingly, Sean, Matthew and David also noted that their sight-reading
ability was somewhat underdeveloped, and that they tended to rely on recordings and
teacher demonstrations. Berliner found that this gap eventually narrowed:
Although youngsters rely heavily on aural means of learning, most eventually
learn to read music in order to gain access to additional material […] The
degree to which performers can succeed in their community without reading
skills depends both on their aural abilities and the specific demands that bands
make upon them. (Berliner, 1994, p. 64)
Matthew and Amanda emphasised the importance of building on one’s aural
ability through memorisation, the need to deeply internalise jazz repertoire in
preparation for jam sessions, where one must be able to “actually play the tune”.
Mark Levine supports this notion in The Jazz Theory Book, stating: “as Bird [Charlie
Parker] said, ‘learn the changes, then forget them’” (Levine, 1995, p. 100). Just as
Matthew was dismissive of those who depended on jazz charts, Howard Levy (in an
interview with Berliner) expressed the view, “fake books can really stultify your
development if you have the wrong attitude toward them” and that, “the best way to
learn is to take tunes off records, because you’re utilizing your ear” (Berliner, 1994, p.
94). Berliner also emphasises the importance of aural dependency in jazz:
Improvisers must depend greatly upon their ears for repertory because there is
frequently a lag between the introduction of new pieces to the jazz scene and
their availability in printed form. In fact, much of the jazz repertory remains
part of the community’s oral tradition and is not published as single sheet
music items or in fake books […] In the final analysis, a jazz piece is not a
single model appearing in a fake book or on a recording. Rather, it is the
precise version of a piece created by musicians at each performance event.
(Berliner, 1994, pp. 93–94)
Jazz influences
A common theme across the interviews was the development of a personal
“sound” or “voice”. Statements from several students, namely Sean, Linus, Matthew,
Amanda and David, confirmed that they intended to emulate the characteristics of
influential jazz artists who “put their own spin on things that they’ve done”. Berliner
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also discusses this level of self-awareness and the need to interact with the work of
other jazz artists as a route to establishing a personal musical identity in jazz:
These aspects of the young artists’ self-awareness illuminate fundamental
areas of the jazz community’s musical life and artistry. Emerging improvisers,
in coming to terms with jazz’s varied conventions, do not simply absorb them.
Rather, they interpret and select them according to personal abilities and
values, formative musical experience and training, and dynamic interaction
with other artists. Ultimately, each player cultivates a unique vision that
accommodates change from within and without. It is clear, then, that from the
outset an artist’s outgoing personal performance history entwines with jazz’s
artistic tradition, allowing for a mutual absorption and exchange of ideas.
These processes—and the complementary themes of shared community values
and idiosyncratic musical perspectives—are already evident in the lives of
learners soon after they begin to acquire knowledge of those formal structures
of jazz on which their own performances will depend. (Berliner, 1994, p. 59)
Some of the elements that impacted each participant’s jazz learning included
select jazz musicians’ use of style, harmony, voice-leading, comping, ensemble
playing, solo playing, rhythmic interaction and phrasing. Among the participants, Bill
Evans and Brad Mehldau were the most frequently named jazz piano influences.
Others pianists named were Tommy Flanagan, Herbie Hancock, Wynton Kelly,
Aaron Parks, and Oscar Peterson. Figure 5.3 lists all of the jazz artists that the
participants found influential (the frequency of mention appears in brackets).
Figure 5.3 List of jazz influences among participants in the study

Kenny Barron

Robert Glasper

Brad Mehldau [3]

John Coltrane*

Benny Green

Thelonius Monk

Chick Corea

Herbie Hancock [2]

Aaron Parks [2]

Miles Davis*

Keith Jarrett

Oscar Peterson [2]

Bill Evans [4]

Hank Jones

Kurt Rosenwinkel*

Gil Evans

Wynton Kelly [2]

Esperanza Spaulding*

Tommy Flanagan [2]

Kenny Kirkland

McCoy Tyner

Red Garland

Diana Krall

Marcin Wasilewski

Sydney Conservatorium
teachers [2]
* = non-pianist
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Significant areas of jazz practice
Figure 5.4 lists the areas of jazz practice that participants mentioned as being
significant to their jazz learning (again, the frequency of mention appears in brackets).
The most common responses from participants related to the importance of practising
voicings, rhythm and time. For the participants, “groove” and “time” may well be
overlapping areas of jazz practice. This was closely followed by responses related to
practising scales, soloing, harmony, expression, and chord scale theory.
Figure 5.4 List of major areas of jazz practice among participants in the study

Arpeggios

Melody

Technique

Chord scale theory [2]

Memorising tunes

Theory

Comping

Repertoire

Time [5]

Ear training

Rhythm [5]

Transcription

Expression [2]

Scales [2]

Transposition

Groove [2]

Solo playing approach

Voicings [6]

Harmony [3]

Soloing [2]

Voice-leading

Jazz vocabulary

Soloing over ii-V-I
progressions

Listening

Figure 5.5 provides a summary profile of each of the study’s eight participants, which
relates to the foregoing discussion of the interview data.
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Figure 5.5 The eight participants’ profile summaries
Name

Sean

Linus

Matthew

Wilbur

Amanda

David

Felix

William

Year of
degree

1st year BMus

3rd year BMus

2nd year BMus

3rd year BMus

3rd year BMus

3rd year BMus

1st year BMus

1st year
MMusStud

Age

21

21

19

20

22

21

18

26

Piano Age

9

11

16

11

17

15

11

18

Jazz Age

4

6

13

4

3

7

2

11

Early musical
training

Popular

AMEB

Jazz
ABRSM

AMEB
Pre-tertiary jazz
program

Yamaha

AMEB

ABRSM
Pre-tertiary jazz
program

AMEB

Jazz
influences

John Coltrane
Miles Davis
Gil Evans
Herbie Hancock
Brad Mehldau
Thelonius Monk
Kurt Rosenwinkel
McCoy Tyner

Bill Evans
Herbie
Hancock

Tommy
Flanagan Robert
Glasper
Diana Krall
Esperanza
Spalding

Bill Evans
Aaron Parks
Oscar Peterson
Teachers from
Sydney
Conservatorium

Kenny Baron
Benny Green
Wynton Kelly
Kenny Kirkland
Oscar Peterson

Bill Evans
Brad Mehldau
Teachers from
Sydney
Conservatorium

Significant
areas of jazz
practice

ii-V-I progressions
Chords
Chord scale theory
Ear training
Rhythm
Scales
Theory
Time
Transposition

Chords
Feel
Rhythm Soloing
Transcribing

Harmony
Melody
Rhythm
Technique
Time
Touch
Voicings
Voice-leading

Groove
Lines
Rhythm
Solo playing
approach
Voicings

Comping
Memorising
tunes
Repertoire
Soloing
Time
Voicings

Groove
Listening
Rhythm
Time

Chick Corea
Brad Mehldau
Keith Jarrett
Wynton Kelly
Aaron Parks
Marcin Wasilewski

Arpeggios
Scales
Time

Bill Evans
Tommy
Flanagan
Red Garland
Hank Jones

Harmony
Jazz vocabulary
Scale theory
Voicings
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Participant practice routines
The remainder of this chapter discusses the interview data regarding the
participants’ day-to-day jazz practice routines. As Figure 5.6 indicates, the majority of
participants, that is, Sean, Linus, Matthew, Wilbur and Amanda, typically practised for two
hours each day, while the others, David, Felix and William, practised for around four hours
per day. Five of the participants—Linus, Wilbur, Amanda, Felix and William—indicated
that they maintained a systematic and structured approach to daily jazz practice, two of
these, Felix and William, stated that they often used practising logs to evaluate their
progress. Sean, Matthew and David on the other hand, took a less structured and more
spontaneous and sporadic approach in their regular jazz practice.
Figure 5.6 sets out each participant’s typical day-to-day jazz practice routines,
which generally included: technical work, improvisation, rhythmic exercises, aural
exercises, transcription, jazz repertoire, harmony, sight-reading, and listening. The
remainder of this chapter attempts to clarify what the participants had in mind in relation to
these areas of jazz practice.
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Figure 5.6 Participants’ typical jazz practice routines according to the interview data
Participant

Sean

Length of practice

2 hours

Practice Structure

Typical practice routine

No

Repertoire
Voicings
Sight-reading
Soloing over ii-V-I progressions
Transposition

Linus

1-3 hours

Yes

Free improvisation
Aural exercises
Repertoire
Technical work

Matthew

1-2 hours

No

Written transcription

Yes

Technical work
Time
Transposition
Aural exercises

Yes

Technical work
Repertoire
Transcription
Voicings
Transposition

Wilbur

2-3 hours

Amanda

2-3 hours

David

4-5 hours

No

Technical work
Listening
Transcription
Repertoire

Felix

4 hours

Yes

Technical work
Transcription
Practice log

Yes

Technical work
Licks
Patterns
Soloing over ii-V-I progressions
Practice log

William

3-4 hours

Technical work
Technique is the ability to perfect and execute a particular facet of musical
performance. One practises technique in order to be able to utilise, in the context of a
performance, the correct fingering, scales and chords. According to Barry Finnerty, “For a
jazz musician, there are two important characteristics required to becoming a successful
soloist: mastering one’s instrument (technique) and mastering one’s materials
(knowledge)” (Finnerty, 2006, p. i). These two characteristics subconsciously assist a
musician’s improvisational imagination, enabling them to play what they can hear, interpret
what they are playing, and know what they sound like (Finnerty, 2006, p. i). Through
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improvisation, technique becomes the main support of a musical idea; mentally hearing the
music and practising until this is expressed on the instrument. Having “great technique” in
jazz often means, stereotypically, how quickly and accurately a musician can improvise.
However, technique also encompasses touch, movement and the ability to freely express
ideas (Goodrick, 1987, p. 105).
During the interviews, the participants were asked to share their individual approach
to technical preparation within their typical daily jazz practice routine. Collectively, they
mentioned the following: scales and arpeggios, classical-based exercises, rhythmic
exercises, and self-created exercises.
Scales and arpeggios
Most of the participants reported that they practised scale and arpeggio exercises
and patterns, of the sort found in Dan Haerle’s Scales for Jazz Improvisation (1975).
Matthew however, appeared to be reluctant to practise scales as part of his typical technical
routine. Rather, he preferred to base his solos on chord tones rather than scales, as he
explained:
The way I solo is not based on scales. I don’t know anything about scales… I sort of
know Dorian and I know Mixolydian and I know Ionian… [but] I like to base my
solos on chords. So if I had a G minor chord (plays chord) basically I’d take all
these notes and do something over them (plays example on the piano) instead of
thinking of an F major scale.
Classical-based exercises
Four of the participants, Sean, Linus, Matthew, and Amanda, indicated that they
practised classical-based exercises as part of their daily warm up.
During the interviews, Sean and Linus demonstrated specific classical exercises from
Brahms’s 51 exercises WoO 6 (1985) and Hanon’s The Virtuoso Pianist (1992). Sean
explained that he would typically work on several Brahms exercises as a way to enforce
finger independence. Similarly, Linus reported that he practised Brahms and Hanon
exercises to develop good hand shape and movement. Examples of the classical-based
exercises demonstrated by Sean and Linus can be seen in Figures 5.7, 5.8 and 5.9.
Figure 5.7 features a chromatic exercise demonstrated by Linus, taken from
Brahms’s exercise No. 7, which outlines minor third intervals. According to Linus, “This
exercise is about having your thumb [tucked] in and having good [hand] shape”. Figure 5.8
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shows an example based on Brahms’s exercise No. 8, which features ascending major 7th
and descending minor 7th arpeggios. Interestingly, both Sean and Linus demonstrated this
exercise in their interview. Linus also demonstrated a variant of this exercise, spanning
three octaves (Figure 5.9). Overall, the participants found these exercises useful in
developing good hand shape, straight fingers and for developing a balanced pianistic tone.
Figure 5.7 Brahms exercise No.7 as demonstrated by Linus

Figure 5.8 Brahms exercise No. 8 as demonstrated by Sean and Linus

Figure 5.9 Extension of Brahms exercise No. 8 demonstrated by Linus

Rhythmic exercises
Wilbur and Amanda demonstrated several rhythmic exercises that placed an
emphasis on time. When I interviewed Wilbur, he explained that he practised one scale to a
metronome set at 40–50 bpm each day, using different rhythmic subdivisions. He started a
scale playing crotchets, then crotchet triplets, quavers, quaver triplets, semiquavers, and so
on, subdividing the scale into groups of five, six, seven, eight, nine and ten. Wilbur also
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explained that he would often practise with a metronome on beat 2 or beat 4 of every two
bars.
As a way of further developing his sense of time, Wilbur reported that he used Time
Guru, a metronome app that deliberately leaves out beats, randomly. Wilbur explained:
Usually I’ll do a time thing where I put the metronome on beat 2 of every two
bars... I also just got this new app called Time Guru which randomly takes out
beats. [For example] you can set it to not play 70% of the beats and it gradually
does it. So it’s going to be like, 1, 2, 3, 4, 1, 2, 3, -, 1, 2, 3, 4, 1, -, 3, 4 and then it
will gradually take out more and more [beats]… I really have to focus on where the
beat is.
Further, Wilbur explained that in his practice routine he was focusing on being more
comfortable while improvising over irregular time signatures such as 5/4 or 7/8.
During her interview, Amanda demonstrated a five-finger warm up exercise that
was devised by one of her jazz piano teachers. The exercise, shown in Figure 5.10, is
multifaceted, being used to develop a pianist’s fine motor skills while exploring metric
modulations, that is, a subdivision of a pulse grouping. This can be seen through the change
of meter within each system, beginning in 6/8 and gradually shifting to 1/8.
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Figure 5.10 Five finger metric modulation warm-up exercise demonstrated by Amanda
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Self-created exercises
Sean, Matthew, and David reported that they devised their own exercises for
improving their technical skill. Sean described an exercise that he had created based on the
ii-V-I progression, as a way to ingrain fourth based voicings into his muscle memory. He
explained:
Recently, I’ve been doing the whole fourths thing [plays example of fourths
voicings on the piano]. So I’ve just been [playing] ii-V-I [progressions] and then
going from the seventh and figuring out where to invert it and just trying to
memorise that in all keys.
Sean also showed an interest in exploring piano voicings such as upper structures8.
While he would rather integrate upper structures into his muscle memory around all twelve
keys, he explained that his approach to learning these voicings was developed informally:
Whenever I see a Bb13#11, which isn’t very often, I’ll just tend to do [plays upper
structure on the piano]. C triad over Bb. I haven’t really practised that in all keys or
anything, I just sort of remember certain keys. But I should really take that around
[all twelve keys].
Matthew referred to a self-devised riff and chord progression that he used as a
framework for introducing new jazz concepts into his playing. He explained:
I used to practise this riff for hours a day, [plays fast riff on the piano] (Figure 5.11)
that’s over those chords… So it’s just A minor, G minor, ii-V-I to F major, E minor,
A7, D minor, G, E… I just kinda made it up. I literally did that for five years. I just
found it to be a good way to work out fast lines and work out chords over things… I
just like playing over my own chords and then working out my own licks… Things
that I like doing over those chords and then transferring them over to other songs.
Figure 5.11 Sample of a self-created riff demonstrated by Matthew

8

A series of extensions consisting of major or minor triads built over dominant seventh chords. See also
Levine (1989, pp. 109–124).
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David revealed that he devised his own patterns for improvisation based on a
particular scale or chord. In order to develop a more versatile jazz vocabulary, he explained
that he transposed these patterns into all twelve keys. Figure 5.12 is an example of an
exercise David demonstrated, which involves the diminished blues scale into two different
keys.
Figure 5.12 Self-created exercise using the diminished blues scale demonstrated by David

Free improvisation
Linus explained that his practice routine always began with free improvisation at
the piano. When exploring free improvisation, his jazz piano tutor encouraged him not to
think of a particular style of music, but to concentrate on the music he wants to make, and
the music that he can hear in the moment. The purpose of free improvisation, in this
particular case, is to concentrate on the internal hearing of preconceived musical ideas,
which can then be externally realised on the piano, and subsequently, reconceived through
retrospective external listening. Linus explained:
The idea of it is working on listening. There’s this concept of really hearing what
you’re playing. I’m sort of trying to get into a zone a little bit where I’m just
making good music. There’s this thing my piano tutor says to me of just playing
exactly the music that you actually want to make, not thinking about style or
anything, or what music we’re meant to be making here at the Con but just making
the music you want to make. So yeah, I just sit down and play something.
Aural exercises
Two of the participants, Linus and Wilbur, stated that they often practise auraloriented exercises that involved singing and playing what they hear on the piano.
Independently, Linus and Wilbur explained that they sing the bass lines of jazz repertoire
for harmonic reference and ear training. Linus also explained that he practises improvised
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call and response phrases by singing a phrase internally with his voice and externally
responding with a phrase on the piano:
I’ll improvise a line [on the piano] and then sing the next line, like on a tune. So
that’s good ear practice, and also sometimes [I would practise] things like singing
the bass lines of a tune, like the root notes of the chord progression, [and] singing
the melody.
Practising logs
Two of the participants, Felix and William, use practising logs as a way to structure
their day-to-day jazz practice routine. Felix explained that his piano teacher encouraged
him to divide his practice into 15-minute segments, to avoid wasting time. Felix explained:
I do it in 15-minute slots. Cos I talked to my piano tutor and they were like, “You
know a lot of when you practise, you end up getting distracted or you end up just
dawdling, or playing over stuff that you already know”. So they were like, “If you
divide your practice into timed 15 minute sessions, and then as soon as the 15minute alarm goes off, hands off keys”. So before the 15 minutes go, you think
about what you are going to do, how you can best utilise this time to get the most
out of it. And then you have to be disciplined with yourself, to be like, “I’m gonna
spend 15 minutes, or two 15 minute slots practising this thing and then I’m not
gonna play that till tomorrow”. So I’ve only got half an hour today to do this, what
can I do in that half an hour that’s gonna be the most beneficial.
Felix’s practice log involves three columns featuring the date, the type of practice and the
total duration of the practice session. He works at a targeted priority during the week, as he
explained:
I have a Microsoft Word document three cells long. It has the date and then I record
[what to practise] for that day. I choose one scale or arpeggio each day, then I write
the date and then in the next column I write, [for example] 15 minutes: speed drills,
15 minutes: slow scales, 30 minutes: transcribing a solo, 30 minutes: playing over a
diminished pattern or something… What I’ve started doing in the last two or three
weeks, is on Monday I write out a set list of stuff that I’m gonna get done in that
week. For impro [class] we had to transcribe a blues chorus in all 12 keys, and so
I’d say, “That’s the priority for this week, I can’t do it now, but by Sunday I’m
gonna be able to do it”. I might be really internalising a set of voicings in all 12
keys and then I’d just structure each day’s practice around the progress that I’ve
made on that.
An example of Felix’s practising log can be seen in Figure 5.13.

107
Figure 5.13 Felix’s practising log
Date

Type of practice

Total time

12/6/14

10 minutes scales, 20 minutes arpeggios, 15
minutes drills

45 minutes

13/6/14

15 minutes slow scales, 30 minutes transcribing

45 minutes

15/6/14

30 minutes diminished pattern, 10 minutes
scales

40 minutes

Priority for the week: Transcribe a blues chorus in all 12 keys

With the log, Felix believes he can hold himself accountable in various ways, as he
explained:
I reckon doing it that way is good ’cause it keeps you really honest about what
you’re practising and how long you’re doing it for. I reckon heaps of people are
like, “Oh yeah you know [I] did like eight hours of practice yesterday”. And they
don’t, nah you dicked around for like six hours, and then you maybe got like an
hour and a half of really productive shit, whereas if you look at this, you can’t
bullshit when it’s completely laid out in front of you.
Felix is aware of the notion of the quality of practice versus quantity of practice, as outlined
by Ericsson, who proposes that it takes up to 10,000 hours of deliberate practice to become
an expert in almost any field (Ericsson et al., 1993).
William explained that his practising log included a brief list of jazz related
concepts, exercises and method books:
I’ve got an A4 notepad of all of these kind of deficits in my playing. Things that I
need to work on… and I just put that in front of me and kind of go through that in
no particular order each day. If I’ve missed something from the day before, I’ll go
to that, or if I’ve practised one thing and I’m cool with that, I’ll leave that for the
day.
Figure 5.14 displays the practice log that William uses, which details a combination of
exercises such as ii-V-I bebop scales, triplet groupings, whole tone scales, diminished
scales, harmonic vocabulary, such as Count Basie and So What voicings, and method
books such as Mark Levine’s The Jazz Piano Book and Louis Bellson’s Modern Reading
Text in 4/4.
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Figure 5.14 William’s practising log
William’s Practising log
Licks
Endings
Mark Levine (book)
Louis Bellson (book)
ii-V-I bebop scales
Diminished scales and exercises
Major scale chord exercise incorporating the diminished chord as a passing chord
Diatonic harmony cycle
Chords: Alt, D7(b9), D7(#11), Sus, Phrygian
Basie voicings
Triplets: groupings of 2s and 4s in improvised phrases
Whole tone scales and exercises
So What chords

In the following quotes, saxophonist Michael Brecker and pianist Hal Galper share their
thoughts on jazz practice routines. As part of a filmed jazz master class at the University of
North Texas in 1984, Michael Brecker explained:
I keep a notebook. I always write the date and what I practiced or the ideas that I
came up with. […] It’s been a little thin lately. I look back and I see that the last
time [I practiced] was like two months ago and I think, “Oh my God”. As I said, I
practice in spurts. There would be a whole few weeks where I’d be really hitting it
and then I stop and I play and other things come up. I should also say right now in
my life, you know my priority was always music, music, music before everything
and nothing else really mattered. And that’s really turned around for me in the past
two or three years. Not that it’s taking a back seat, but it is taking a back seat a little
bit. It’s still very important to me but I’ve kind of found through trial and error that
the rest of my life directly affects the way I play spiritually and mentally. So I’ve
been trying to stay healthy and keep a good balance in a spiritual, mental and
physical level and then music fits in and it’s a lot more healthy. I’m just not into
killing myself anymore. I tried that route and I was not happy. I sometimes played
well but I was very miserable. (Ryjoch, 2014, 29’12’’)
Like Felix and William, Brecker closely monitored his jazz practice using a notebook. He
also revealed he practised in spurts, playing solidly for several weeks then not playing for
two months. While he admitted to being miserable during his early musical training,
Brecker reassessed his priorities to achieve a healthy balance of spiritual, mental and
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physical attributes, which in turn allowed his music to present itself in what he considered a
healthier way.
In another video, pianist Hal Galper reveals his approach to jazz practice routines,
demanding that students “practice what you like”. Galper explains:
My first rule of practicing: practice what you like. What I mean is, what you
respond to on an emotional level because that’s telling you something about
yourself. […] And I’m also not a proponent of linear practicing. I know a lot of
people set up a schedule, “I’m gonna do an hour of this and I’m gonna do an hour of
that and I’m gonna do an hour of that.” I’m not a fan of that, I prefer non-linear
practicing because the first rule of practicing is, you shouldn’t practice if you’re
bored. You have to be interested in what you’re practicing. It’s not like you don’t
have enough to practice. You don’t have to do it linear, there’s so much to work on,
you can jump around from subject to subject. As soon as you get bored with
something, you’re not going to learn anything if you’re practicing bored. So you
might as well cut it loose and practice something you’re interested in until you get
bored with that and then jump to something else. I mean there’s a gazillion things
you’ve all gotta work on. And here’s why non-linear practicing works: whatever
area you improved yourself in, improves all the other areas as well; all changes
global. Stuff isn’t disconnected. The knee bone’s connected to the toe bone.
Everything’s connected. […] Whatever area you improve in, it improves all the
other areas as well. You don’t have to do linear practicing. Practice what you like,
practice what you’re interested in, because if you’re not interested, if you’re not
concentrating, if you’re not focused on what you’re working on, you are not
learning anything, you’re just wasting time. (Primack, 2013, 9’21’’)
Here, Galper argues that scheduled practising, or what he calls, “linear approaches to
practicing”, is a waste of time and believes all types of jazz practice are interrelated.
According to him, students must be interested in what they are practising otherwise they
will not learn anything. While this quote from Galper challenges Felix’s approach, Felix
also stipulates that his main goal is to achieve deliberate practice rather than wasting time.
Overall, both Felix and William’s practising logs served the same purpose: to accomplish
short-term and long-term priorities. Felix’s log targeted deliberate practice in 15-minute
timed sessions, and William’s log focused on improving specific deficits in his playing.
Jazz pedagogy and technology
Lastly, Figure 5.15 lists pedagogical and technological resources that the
participants consulted as part of their development. These jazz resources were coded
according to the categories: pedagogy, arranging, sight-reading, repertoire, biographies,
iPad/iPhone apps, computer-based programs, and websites.
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The Jazz Piano Book by Mark Levine (1989) was the most frequently mentioned
jazz resource, that is, by Sean, Linus, Wilbur, Amanda, David, Felix and William. Modern
Reading Text in 4/4 by Louis Bellson (1985) was the second most frequently referred-to
text, by Matthew, Amanda and William. Two of the participants, Linus and David, spoke
of How to Improvise by Hal Crook (1991).
Participants also frequently mentioned the use of jazz backing tracks. Matthew and
Wilbur explained that they created their own backing tracks with the Easy Drummer,
Ableton Live and Cubase software packages, while other participants explained that they
practised with pre-recorded backing tracks using websites including YouTube.
Additionally, participants indicated that they used YouTube to listen to jazz recordings and
live performances, and used popular YouTube channels to learn from video
demonstrations.
Participants used iPhone and iPad apps including the ear training app Karajan, the
metronome apps Metronome and Time Guru, the transcription-based apps Amazing Slow
Downer and Anytune, and the backing track app iReal. Computer-based software used by
the participants included the recording programs Logic, Ableton Live, Protools, Mainstage
and Cubase, the ear training software Auralia, the notation software Sibelius, and the
transcription-based software Transcribe! Additional resources discussed among participants
included collections of jazz repertoire such as The New Real Books Vols. 1–3 (Sher, 2005a;
Sher, 2005b; Sher, 2005c) and The Australian Jazz Real Book (Nikolsky, 2013).
Surprisingly, Jamey Aebersold’s well-known play-along resources were not mentioned by
the participants in the interview data. This is perhaps reflective of the rise of more current
and equally effective pedagogical technologies and resources.
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Figure 5.15 Jazz texts and technology discussed by participants
Jazz pedagogy
The Jazz Piano Book by Mark Levine (1989)
How to Improvise by Hal Crook (1991)
The Jazz Musician’s Guide to Creative Practicing by David Berkman (2007)
Elements of Jazz Language for the Developing Improviser by Jerry Coker (1991)
Published jazz transcriptions (by pianists such as Bill Evans and Herbie Hancock)
Jazz arranging
Jazz Arranging Techniques: from Quartet to Big band by Gary Lindsay (2005)
The Complete Arranger by Sammy Nestico (1993)
Exploring Jazz Arranging: An Interactive Guide to the Techniques and Aesthetics by Chuck Israels
(2011)
Jazz sight-reading
Modern Reading Text in 4/4 by Louis Bellson (1985)
Jazz repertoire
The New Real Books Vols. 1–3 (Sher, 2005a; Sher, 2005b; Sher, 2005c)
The Australian Jazz Real Book by Tim Nikolsky (2013)
Jazz biographies
Rough Guide to Jazz series (i.e. Keith Jarrett’s Köln concert and Louis Armstrong’s Hot Five and Hot
Seven recordings) by Ian Carr, Digby Fairweather, Brian Priestley, Charles Alexander (2004).
iPad/iPhone apps
Amazing Slow Downer: slows down recordings for transcription purposes
Anytune: slows down recordings for transcription purposes
Time Guru: a metronome app that generates a randomised beat
Metronome: a metronome app
Karajan: an ear-training app
iReal: a digital collection of backing tracks and chord charts
Computer software
Sibelius: music notation software
Transcribe!: transcription based software
Auralia: ear training software
Easy Drummer: drum beat software
Ableton Live: recording software
Cubase: recording software
Protools: recording software
Logic: recording software
Mainstage: sample based software
Websites
YouTube: access to jazz recordings, live performances, backing tracks and demonstrations
Good Ear: online aural training website
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Chapter 6
Analysis and findings: The practice and performance sessions
Chapter 1 set out the problem this study has attempted to address. It noted that
according to experts, the processes involved in shaping an aspiring jazz musician’s unique
musical identity are more the responsibility of that individual than of her or his teacher/s. It
stated that since an emerging jazz musician’s unique musical identity or individual voice is
bound up in the ability to improvise (among other skills), understanding what and how to
practise is crucial for that musician. The “problem”, as Chapter 1 explained, is that there
appears to be no clear or obvious approach to practising and learning jazz. As a result,
“practising in jazz cannot be considered as something predefined and fixed” but rather “is
in a constant process of change” (Johansen, 2016, para. 6). The “mystery” surrounding jazz
practice appears to be bound up within the creativity and self-discovered practice
approaches of the performer.
The research methodology was based on the refinement of a 2011 pilot study
(Gough, 2011). On the basis of an identifiable gap in the literature, as well as on the
findings of that pilot, eight tertiary jazz pianists were recruited and a “fly-on-the-wall”
participatory research design was employed to explore how and what, over the course of a
single week, the eight musicians practised. They were required to practise, then perform,
the ballad “In Your Own Sweet Way” and the bop-oriented rhythm changes piece “Oleo”.
To recall, the participating musicians were also interviewed. Hence, aspects of the
methodology mediated some of the findings, since it permitted an examination of the
recorded performance data from the point of view of the recorded practice sessions and
vice versa.
While participants were encouraged to record at least a minimum of one hour of
practice over the course of the week, there were no other requirements with respect to how
long and how often they should practise. They were encouraged to make such decisions
themselves, in order to simulate their typical daily or weekly practice routine. Figure 6.1
displays the total number of sessions, rehearsed choruses, and the overall length of time
each participant allocated to practising the set pieces. As can be seen, the majority of
participants (Sean, Linus, Matthew, Amanda, David, Felix, and William) rehearsed
between 40–80 choruses of the set pieces over a period of 1 to 1.5 hours. Wilbur, an
exception, practised 121 choruses over three hours across 10 practice sessions.
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Figure 6.1 Duration of practice sessions
Participant

Sessions

Rehearsed choruses

Duration

Sean

4

68

1 hr 19’37’’

Linus

5

51

1 hr 22’46’’

Matthew

3

65

1 hr 23’35’’

Wilbur

10

121

3 hrs 6’06’’

Amanda

1

41

1 hr 2’01’’

David

1

53

1 hr 8’25’’

Felix

1

42

1 hr 1’13’’

William

2

79

1 hr 13’27’’

Analysis of data
Once the complete set of data from the practice sessions, performances and
interviews had been compiled, the challenge of sorting it and attempting to create a picture
of what it communicated about how aspiring jazz pianists went about practising and
performing was addressed. Each of the three kinds of data—practice, performance,
interview—were approached in a similar way, that is, first by listening closely to (and in
some cases watching) the recordings that either the participants themselves, or I the
researcher, had made. This provided me with a “big picture” sense of what had been
collected and suggested ways it might be analysed.
The performance data were considered first because they contained discrete
renditions of the two set pieces by each participant. Although demanding, the analysis
process was mostly straightforward, and involved two main phases. In the first phase an
accurate note-for-note transcription of each performance was undertaken in which I
attempted to highlight as much information as possible: melodic, rhythmic, harmonic,
structural, stylistic and so on, including soloing. This involved a kind of reflexive process
whereby in order for me as researcher to gain a nuanced understanding of how the
participants performed and practiced, that is, how they came to an understanding of what it
is they were attempting to achieve musically, I adopted a common jazz learning tool, that
of transcribing notable performances in order to learn from them.
The second analysis phase was undertaken later, after the practice data had been
coded, when the participant’s performances were considered in the light of that practice
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data. This involved identifying musical patterns or “events” in the performances that
related in some way to what had taken place during that participant’s practice session/s.
While transcribing the performances, it became apparent almost immediately that
each participant approached the set pieces in quite different ways. Despite the prominence
of the idea that jazz graduates “all sound the same”, from the beginning of my analysis I
began to see that a range of factors contributed to the way these aspiring jazz musicians
performed. It started to become clear that each participant was seeking to develop a unique
sound identity—an individual voice—even if they still had some distance to go in
achieving this goal. What were these factors that contributed to the way each participant
performed? The answer lay in the practice and interview data.
Of all of the data collected, the practice data were the most diverse in content and
hence the most complex to analyse. After considering at length how to analyse these data,
and from careful, repeated listening of the practice sessions, I chose to organise the content
according to four overarching categories, which I uncovered from the data collected
through the process of analysis. These I have termed Modes of Jazz Practice (MoJP): Form,
Harmony, Soloing, and Transcription.
MoJP are the practising domains that guided and shaped the way the participants
approached the assigned repertoire during the practice sessions and that determined their
orientation towards the pieces in their performances. These domains are based on their
currency within the jazz community as well as within jazz pedagogy. In the context of this
thesis, the MoJP represent my best efforts to comprehend how the participants in the study
process jazz their practising. It must be emphasised that while the MoJP frequently overlap
and are interrelated (for example, in the case where Form and Harmony were practised
together), for the purpose of this study, they are considered separately as a means of
understanding in greater detail each participant’s approach to jazz practising. Nevertheless,
distinct MoJP were identified and can be glossed as per Figure 6.2.
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Figure 6.2 The Modes of Jazz Practice

The Modes of Jazz Practice (MoJP)

MODES

Form: a MoJP relating to the compositional structure of a piece of jazz music,
whereby a musician processes its melodic, harmonic, rhythmic and expressive
components.
Harmony: a MoJP oriented towards the formation of intervals, chords and
harmonic progressions in a piece of jazz music.
Soloing: a MoJP related to the development of an improvised solo for a
performance of a piece of jazz music.
Transcription: a MoJP that involves the aural memorisation or notation
(dictation) of some or all aspects of a piece of jazz music.

Based on the practice session data (see Volume 3 Appendix C), Figure 6.3 depicts
the extent of variation between the way each participant handled the MoJP. As can be seen,
in approaching the study’s set pieces, the participants predominantly focused on Form and
Soloing. Of note is the fact that Matthew devoted the majority of his practice time (73
minutes) to Form, while Wilbur spent the majority of his (140 minutes) on Soloing. In the
interviews, all of the participants indicated that they transcribed music on a regular basis,
although only three of them, Matthew, Wilbur and Felix, devoted time to Transcription
within their recorded practice session/s. Figure 6.3 provides an overview of the practising
priorities of each participant during the study’s recorded sessions.
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Figure 6.3 Differences among participants in time allocation (shown in minutes) to the Modes of Jazz Practice
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Each Mode appeared to subsume a varying number of what I have termed Jazz
Practising Concepts (JPCs). These are intrinsic, idiosyncratic practice approaches that
were either self-discovered through what can be considered metacognitive processes,
or gleaned from external sources such as recordings, method books, peer and teacher
advice or the Internet. As determined from the data, the JPCs are: under Form, piano
arrangement, artist interpretation and style interpretation; under Harmony, piano
voicings, comping, transposition and reharmonisation; under Soloing, phrase, scale,
rhythm and harmony based improvisation, and improvisation over irregular time
signatures; and under Transcription, aural memorisation and dictation (Figures 6.4,
6.5, 6.6, and 6.7).
Figure 6.4 Jazz Practising Concepts: Form

Jazz Practising Concepts (JPCs)

FORM

Piano arrangement: self-devised piano arrangements of the form.
Style interpretation: a rendering of the piece according to the features of a
particular style (e.g. ballad, stride).
Artist interpretation: an interpretation based on the known characteristic traits
of an influential musician. Participant examples included McCoy Tyner, Brad
Mehldau, Robert Glasper and Bill Evans.
Figure 6.5 Jazz Practising Concepts: Harmony

Jazz Practising Concepts (JPCs)
Left hand voicings: participant examples included shell voicings, guide tones,
rootless voicings.

HARMONY

Two-handed voicings: participant examples included quartal voicings, upper
structures, block chords, and So What voicings.
Voicing the melody in chords: participant examples included voice-leading
strategies such as contrary motion and chromaticism, as well as block chords, So
What voicings and upper structures.
Comping: assuming the role of supporting a soloist harmonically and
rhythmically. Participant examples included comping two-handed voicings, and
right-handed comping over a left-handed walking bass.
Transposition: transposing from the original key into a different key.
Participant examples included transposition of voicings and solo transcriptions.
Reharmonisation: rearranging the melody or harmony of a composition.
Participant examples included tritone substitution and Coltrane changes.
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Figure 6.6 Jazz Practising Concepts: Soloing

Jazz Practising Concepts (JPCs)

SOLOING

Phrase based soloing: the introduction of space used as a control for
improvisation. Participant examples included concepts such as pacing, time feel
and motivic development.
Scale based soloing: the application of chord scale theory where improvisation
is based on a series of scales and modes according to specific chord types.
Rhythm based soloing: improvisation using a variety of different rhythmic
groupings and sub-divisions.
Harmonic based soloing: the application of harmony during improvisation.
Participant examples included improvisation using harmonic devices such as
chromatic and non-chromatic enclosures, soloing over the chord tones,
improvising a walking bass, and repeatedly soloing over a ii-V-I progression.
Soloing over irregular time signatures: among the participants, these included
improvisations over 5/4, 7/8, and 12/8 time signatures.

TRANSCRIPTION

Figure 6.7 Jazz Practising Concepts: Transcription

Jazz Practising Concepts (JPCs)
Aural memorisation: saturated listening to and memorisation of a selected solo
or repertoire item. Participant examples included aural memorisation of a
recorded solo, vocalisation alongside a recording, pre-hearing an idea accurately
before expressing it on the piano, as well as playing along with a recording.
Dictation: musically notating a recorded solo or repertoire item.

It can be seen from the graph based on the practice data (see Figure 6.3) that
the participants devoted most of their practice time to the Form and Soloing MoJPs.
Harmony and Transcription received considerably less attention from the participants.
This could have been due to any number of factors, including the participants’ stage
of jazz development, or the limitation of having only one week to practise the set
pieces. I discerned 16 JPCs, many, if not most, of which incorporated a number of
subconcepts (see Figure 6.8). As these JPCs and their subconcepts proliferated in the
practice session data, it became ever clearer to me that for jazz musicians, practising
was an idiosyncratic pursuit, and that it was at the level of the JPCs that the most
significant activity took place.
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Figure 6.8 Complete list of Jazz Practising Concepts used by participants
Form
Piano arrangement
-Two handed melody
-Voicings and melody
-Melody voiced in chords
-Irregular time signatures
-Pedal point
-Rearranged coda

Harmony
Left hand voicings
-Shell voicings
-Guide tones
-Left handed rootless voicings

Soloing
Phrase based soloing
-Pacing
-Time feel
-Motivic development
-One motivic idea per chorus or per
eight bars

Transcription
Aural memorisation
-Vocalised playing
-Slow hearing
-YouTube
-Playing along with a recording

Style interpretation
-Ballad
-Stride

Two-handed voicings
-Fourths-based voicings
-Upper structures
-So What voicings

Scale based soloing
-Chord scale theory

Dictation
-Recordings/videos
-Playing along with a recording

Artist interpretation
-McCoy Tyner interpretation
-Brad Mehldau interpretation
-Robert Glasper interpretation
-Bill Evans interpretation

Voicing the melody in chords
-Block chords
-Upper structures
-So What voicings

Rhythmic based soloing
-Rhythmic soloing
-Soloing in groups of five quavers
-Polyphonic soloing

Comping
-Two-handed comping
-Comping with a walking bass

Harmonic based soloing
-Harmonised soloing
-ii-V-I soloing
-Walking bass
-Soloing over chord tones
-Chromatic enclosures
-Non-chromatic enclosures
-Arpeggios

Transposition
-Fourth based voicings
-Shell voicings
-Aural transcription
-Form
Reharmonisation
-Coltrane changes
-Harmonic substitutions
-Alternate changes

Soloing over irregular time
signatures
-5/4 soloing
-7/8 soloing
-12/8 soloing
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Once again I turned to transcription and rendered a substantial number of practice
session excerpts in notation, in an attempt to better understand the players’ individualised
approaches to practising and the ways they work towards their own sound and style
conception. This analytical step confirmed that practising was not only a highly
individualised process of manipulating musical materials, but one that also involved the
application of a range of Practising Strategies (PSs). These are extrinsic practising
techniques that are not necessarily specific to jazz, such as using a metronome, altering the
tempo, memorisation, repetition, and practising hands separately. The PSs appeared to be
related to the metacognitive studies that identify “thought strategies” and “behaviour
strategies” (Jørgensen, 2004, p. 85; Weinstein & Mayer, 1986). Writing from a musical
perspective, Jørgensen stipulates: “when a musician makes plans for a practice session, this
is a “thought” strategy, and when a musician gradually increases the tempo of a
performance, this is a “behaviour” strategy” (Jørgensen, 2004, p. 85). Throughout the
recorded practice sessions, the participants typically identified with the following thought
and behaviour strategies:
“Thought” strategies
Five participants—Linus, Matthew, Wilbur, David, and William—verbalised their
thoughts, that is they articulated what they were practising, how and why. Such
verbalisations included detailed explanations of what they were practising, as well as
evaluative comments regarding their strengths and weaknesses (refer to examples found in
the PS column in Volume 3 Appendix C).
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“Behaviour” strategies
In the practice sessions, participants employed the behaviour strategies as shown in
Figure 6.9.
Figure 6.9 Behaviour Strategies

Practising Strategies (PSs)
Metronome: used for fluency and to alter the rate of the tempo
Emphasis of the beat: placing an emphasis on beat 2 or 4
Slow practice: used for accuracy, control and focus

BEHAVIOUR

Repetition/trial and error: repeating a melodic or harmonic passage
Rhythmic strategies: used for sight-reading and coordination, examples
included tapping on knees, clapping and counting aloud
Sight-reading: accuracy of performed written notation
Memorisation: memorising the melody and harmonic progression
Practising hands separate: isolation of left or right hands
Vocalisation: using one’s voice for melodic guidance and improvement of aural
accuracy
Isolation strategies: isolation of melodic passages or harmonic progressions
iPad/iPhone apps: such as YouTube, Time Guru, Amazing Slow Downer
Dynamics and expression: strategies that addressed consideration of
expression such as an even tone and touch
Having described the data and the analytical approach taken, which led to the
identification of MoJPs, JPCs and PSs, the four chapter subsections that follow, which are
titled after each of the four MoJPs, explore in detail the findings relating to the ways the
participating pianists determine what they need to learn and how they go about learning it.
Section I deals with Form, Section II with Harmony, Section III Soloing, and Section IV
Transcription9.
9

The MoJP are introduced in this order, since it is the generally understood practice approach a musician
takes upon being introduced to a new jazz repertoire item (see for example, Noice, Jeffrey, Noice, & Chaffin,
2008).
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Section I Mode of Jazz Practice: Form
Introduction
Form refers to the compositional structure of a piece of jazz music, and more
specifically, the musical processing of melody, harmony and rhythm, and the ways an
individual musician arranges and interprets these musical components. This first of four
Chapter 6 subsections discusses the participants’ approaches to arranging and interpreting
the set pieces, as well as to comprehending the metacognitive relationship between their
approach to form and their jazz learning processes. In order to gain a clearer understanding
of their approaches to form, it is necessary to first discuss the development of jazz form and
the ways it can be approached through analysis. Should the reader wish to proceed directly
to a discussion of the participants’ approaches to Form, they should advance to page 126.
The development of jazz form
Jack Reilly, pianist and author of The Harmony of Bill Evans, draws an analogy
between the historical development of Western classical music and the development of
form in jazz. He begins:
If we isolate the elements of music (melody, harmony, and rhythm), we can—by
comparison, analogy, and metaphor—gain a clearer picture of how musical periods
developed. For example using classical music, the modal (1100–1600 A. D.), tonal
(1600–1900 A. D.), and atonal (1900–present) periods in Western music are
arbitrary divisions that define and classify the way composers think, and organize
their music. Each period created a synthesis of the previous one, and therefore
generated more complex structures and vocabularies. I like to think of each stage in
musical evolution not as “progress” but as an unfolding gradually, layer by layer of
the total musical universe. A synthesis does create new problems in form, but also
new possibilities. A composer living today has, indeed, much more to absorb and
learn than one who lived in the 16th century, and therefore has greater demands
placed on his artistic integrity in order to avoid rewriting the past. At the same time,
however, he also has an enormous repertory from which to draw his inspiration.
Each composer taps into a layer of the musical universe. The greater the genius, the
clearer he translates his vision, and the greater demands he makes on the interpreter
and listener. (Reilly, 1992, p. vii)
Reilly goes on to propose a jazz curriculum consisting of three stages that equate to the
scenario he laid out in the passage above. Placed in order from elementary to advanced, the
three stages are: 1) The Blues Form (modal); 2) The Song Form (tonal); and 3) The Free
Form (atonal). Reilly goes further by proposing that these stages parallel the historical
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emergence of the human consciousness, from the instinctive (blues), to the intellectual
(song form), and the intuitive (free form). Reilly explains:
The student of jazz becomes reacquainted with this long process through the Blues
Form (Instinctive), i.e. playing from the “gut” or solar plexus center. The Song
Form engages the Intellect. This stage is more concerned with structure, key
relationships, and harmony. The study of the Free Form (Intuitive) stage always
comes last. The student, at this stage, should be a master improviser, his or her
knowledge of the past now sunken into the unconscious mind, its function slightly
analogous to a main-frame computer that stores billions of bits of information about
a subject arid its related topics (and subtopics, and subdivisions of subtopics). The
student must then go through this experience, or rather process, from instinct to
intellect to intuition, of improvising at each stage in the curriculum. (Reilly, 1992, p.
vii)
Using the terms of Reilly’s jazz curriculum (blues form, song form, free form), the set
pieces “In Your Own Sweet Way” and “Oleo” relate specifically to song form, as they
concern the application of structure, key relationships, and harmony within a traditional
jazz composition.
Definitions of musical form
Scholars describe the notion of form as the overall structure or plan of a piece of
music (Schmidt-Jones, 2011), that is, the layout of a composition in subsections (Brandt,
2007, p. 33). Form is often identified by the inherent melodic and harmonic relationships
within a piece, as well as its style, genre, key, time, and tempo. Musical form can also be
influenced by the background of the composer, a specific music ensemble, or the time
period in which the piece was composed. Defining musical form from a jazz perspective,
Berliner explains:
Composed pieces or tunes, consisting of a melody and an accompanying harmonic
progression, have provided the structure for improvisation throughout most of the
history of jazz. Enjoying favor to varying degrees from one period to the next,
spirituals, marches, rags, and popular songs have all contributed to the artists’
repertory of established compositions or standards. Performers commonly refer to
the melody or theme as the head, and to the progression as chord changes or simply
changes. It has become the convention for musicians to perform the melody and its
accompaniment at the opening and closing of a piece’s performance. In between,
they take turns improvising solos within the piece’s cyclical rhythmic form.
(Berliner, 1994, p. 63)
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Berliner emphasises that the typical form of a traditional jazz composition consists of a
melody and a related harmonic progression that conforms to a recognised jazz style or
genre, whether it be 12-bar blues or 32-bar AABA structure. He also summarises the
structural form of a traditional jazz performance as follows: the statement of a melodic
theme and harmonic progression (the head), followed by improvisations that adhere to the
harmonic progression (solos), then a restatement of the melodic theme (repetition of the
head). According to Campillo, this performance structure parallels that of classical sonata
form (that is, exposition, development, recapitulation), and “in jazz music, the development
section is the central (and longest) part of the song, where improvisation happens”
(Campillo, 2013, p. 133). Further, Berliner’s definition of musical form is consistent with
David Baker, who instructs:
In attempting to discern the form of a particular composition, refer to both the
melody and the harmonic structure. Keep in mind, however, that even though a
melody might change somewhat on a repeat as in such compositions as
“Confirmation”, “Moose the Mooch”, “Wail”, and “Hot House”, this does not
necessarily alter the form. Generally speaking, in jazz tunes the form of the tune is
more likely to be indicated by the chord changes than by the melody. In designating
form, common practice has dictated the use of the letters of the alphabet to signify
individual sections, i.e., “A” for the first theme, “B” for the second theme, “C” for
the third theme, etc. In music of the vernacular (jazz, pop, rock, etc.) that
characterized such earlier styles as ragtime with its myriad repeating sections. Most
popular and jazz-type tunes rarely get beyond the first four letters of the alphabet.
(Baker, 1997, p. 8)
Understanding musical form through analysis
Musical form and analysis are inextricably linked. Instinctively, jazz musicians
metacognitively analyse a composition according to its melodic, harmonic, rhythmic and
structural components. In addressing these analytical components, a jazz musician arranges
and interprets the piece according to their own unique understanding. Berliner explains that
students develop a unique type of cataloguing, which results in a personalised rendition of a
jazz composition:
With a growing appreciation for the malleability of melody and form in the jazz
tradition, learners become less bewildered in the face of a piece’s disparate written
and oral/aural renditions. Collectively, the versions are models for realizing the
piece’s infinite possibilities surrounding the core of features that comprise its
essence. Just as musicians infer the core from the patterns shared by many
performances, they also note the varying subtleties of melodic embellishment,
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rhythmic phrasing, and chord movement that distinguish each rendition. Artists
acquire options for their own performances by cataloguing the variants at
corresponding positions within their flexible conceptual maps of pieces. (Berliner,
1994, p. 88)
Musical analysis leads to a clearer understanding of a piece by simplifying,
separating and resolving complex matters. Keith Swanwick identifies two types of musical
analysis (Figure 6.10), primary and secondary, with the outcome constituting an individual
arrangement or interpretation of the musical form (Swanwick, 1994, p. 43).
Figure 6.10 Understanding form through musical analysis (adapted from Swanwick 1994, p. 43)
Primary
Analysis

Melodic analysis

Identification of the melodic functions of a piece by
measuring the melody through the use of intervals,
scales and motifs.

Harmonic analysis

Exploration of the harmonic functions within a piece in
order to understand how to improvise over the chord
changes.

Rhythmic analysis

Understanding the rhythmic constructs of a piece.

Structural analysis

Understanding the structural formation of a piece (e.g.
32-bar AABA).

Secondary
Analysis

Background
Information

Discovering the historical background of a composition
or composer, or listening to a recording of a score.

Outcome

Arrangement or
interpretation

The overall outcome resulting in a piano arrangement,
style interpretation, or artist interpretation.

Primary analysis involves musical comprehension, and is a symbol-making and
symbol-sharing activity involving the selection, interpretation and reconstruction of data
(Swanwick, 1994, p. 43). Primary analysis is a data reduction technique that identifies
factors inherent in a subject. An example of primary analysis in music would be reviewing
and reinterpreting the melodic, harmonic, rhythmic, and structural components of a
composition. Secondary analysis comprises reflective discourse about the music, involving
the study of an external influence on a subject (Swanwick, 1994, p. 43). An example in
music would be reviewing data such as the historical background of a composition or
composer, or listening to recordings whilst following a score. Ultimately, by considering
these areas of analysis, whether consciously or subconsciously, a musician “discovers”
their own arrangement or interpretation of a piece of music.
Berliner reflects on this process of self-discovery: “Once students experience the
excitement and satisfaction of their own discoveries, they are less willing to depend on
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other oral or written sources or to be bound strictly by the conventional rules that had
assisted them initially” (Berliner, 1994, p. 89). Regarding the outcome of musical analysis,
Berliner notes:
Over the life of a composition, as a musician tries out various renditions,
integrates their elements with his or her own inventions, and evaluates the
results, the composition’s model enjoys periods of relative flux and relative
stability. In the latter instance, musicians sometimes consolidate their favorite
features into a formally arranged rendition. (Berliner, 1994, p. 90)
With these points in mind, let us now consider the approaches to form of this study’s
participants, in an attempt to more clearly comprehend the process of metacognitive
arrangement and interpretation among emerging jazz pianists.
Participants’ approaches to form and its metacognitive influence on their jazz
learning
In this study, “arrangement” refers to an individual musician’s unique reworking of
a composition (a jazz standard, for example) on the piano, while “interpretation” refers to
rendering a composition in a known style such as bebop, or in featuring musical
characteristics associated with a notable jazz exponent, Oscar Peterson, for example. Of
course, it is difficult to entirely separate these two terms and what they imply, yet as
already stated they are considered separately here in an attempt to accurately portray the
participants’ varied approaches to form, one of the study’s four MoJPs.
In the data, the following form-related JPCs figured prominently, in the ways the
participants arranged and interpreted the set pieces: 1) piano arrangement; 2) style
interpretation; and 3) artist interpretation. Further, during their practice of the form,
participants employed the following PSs: practising with a metronome, repetition, and
practising hands-separately10. The researcher’s transcriptions of the participant’s
arrangement and interpretation of the set pieces, where the form can be clearly discerned,
are depicted in Figures 6.11–6.27. The transcriptions are mostly based on the performances
presented at the conclusion of the week devoted to practising. The ways these three JPCs
and three PSs manifested in the data are now considered.

10

Refer to Volume 3 Appendix C (Practice session tables) for an overview of the PSs used by participants in
their approach to practising form.
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JPC—Piano arrangement
An arrangement is a reconceptualisation of an existing piece of music. The piece
may be reharmonised, be subjected to melodic paraphrasing, be assigned to a different
instrument, or structurally reorganised (Cook, 2005, p. 20). In discussing a student
musician’s initial approaches to jazz arrangement, Berliner states:
The learner’s first version of a piece is commonly a discrete chord progression
based on a particular oral or written model. With exposure to different renditions,
however, students soon discover that experts transform the harmonic structures
of a piece as routinely as they do their melodies. Artists make decisions about
certain harmonic features during private sessions and rehearsals, fixing them as
part of their formal musical arrangements. (Berliner, 1994, p. 82)
In this study, an arrangement is a participant’s adaptation on the piano of an original
composition, where typically the melody is carried in the right hand and the harmony in the
left hand11.
At 206 bpm, Matthew’s arrangement of “Oleo” (Figure 6.11) was set in a fast
tempo, and featured a single note melody in the right hand with shell voicings in the left
hand (performance video link12). The latter included the root and seventh of the chords.
Also, in the left hand, Matthew’s arrangement incorporated several chromatic approach
tones placed a semitone above (e.g. bars 1, 3, 7, 9). Sean also performed an up tempo
arrangement of “Oleo” (Figure 6.12), at 236 bpm, and employed a single note melody in
the right hand, however with rootless voicings in the left-hand placed on beats 1 and 3
(performance video link13).

11

Even if MoJP, Form and Harmony are intertwined, consideration of the latter here is limited since it will be
discussed in greater detail in Section II Harmony, below. Here, harmony is treated only insofar as it is a
variation of form. For example, right hand—melody, and left hand—harmonic accompaniment.
12
https://www.youtube.com/watch?v=JWgKvyVIKCk
13
https://www.youtube.com/watch?v=uUlta9t4f80&index=44&list=UUu6PBpYexHVCenHOcilQYNg
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Figure 6.11 Matthew’s piano arrangement of “Oleo” (performance video link14)

14

https://www.youtube.com/watch?v=JWgKvyVIKCk
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Figure 6.12 Sean’s piano arrangement of “Oleo” (performance video link15)

15

https://www.youtube.com/watch?v=uUlta9t4f80&index=44&list=UUu6PBpYexHVCenHOcilQYNg
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Linus’s slow tempo (138 bpm) rendition of “In Your Own Sweet Way” (Figure
6.13) featured a single note melody in the right hand, and left-hand rootless voicings
(performance video link16). He included embellishments: the right-hand melody in bars 1
and 2; dotted rhythms in bar 7; and rhythmic repetition of the same note in bar 15. Linus’s
slow tempo (165 bpm) arrangement of “Oleo” (Figure 6.14), also consisted of a right-hand
single note melody with rootless voicings in the left hand (performance video link17).

16
17

https://www.youtube.com/watch?v=iMEZ4qSXcmc&list=UUu6PBpYexHVCenHOcilQYNg&index=41
https://www.youtube.com/watch?v=L8cBiM08yOQ&list=UUu6PBpYexHVCenHOcilQYNg&index=42
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Figure 6.13 Linus’s piano arrangement of “In Your Own Sweet Way” (performance video link18)

18

https://www.youtube.com/watch?v=iMEZ4qSXcmc&list=UUu6PBpYexHVCenHOcilQYNg&index=41
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Figure 6.14 Linus’s piano arrangement of “Oleo” (performance video link19)

19

https://www.youtube.com/watch?v=L8cBiM08yOQ&list=UUu6PBpYexHVCenHOcilQYNg&index=42
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Amanda’s slow tempo (125 bpm) arrangement of “In Your Own Sweet Way”
(Figure 6.15) featured a single-note melody in the right hand, accompanied by a walking
bass in the left hand (practice video link20). Her walking bass generally used four crotchet
beats per bar, and she placed the root note of each chord on beats 1 and 3. In addition, she
placed chromatic approach tones a semitone above or below on beats 2 and 4 of every bar,
and so created tension and release.

20

https://www.youtube.com/watch?v=LV1flbzA4R0#t=35m40s
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Figure 6.15 Amanda practising walking bass over “In Your Own Sweet Way” (practice video link21)

21

https://www.youtube.com/watch?v=LV1flbzA4R0#t=35m40s
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In addition to their piano arrangement of the set pieces, Matthew and Amanda
included further structural manipulation of the form. Figure 6.16 depicts Amanda’s
introduction to “In Your Own Sweet Way”. This featured right hand vamping over an
Ebmaj7 chord in 2nd inversion with the support of an F pedal point in the left hand and
conveyed an overall suspended quality (performance video link22).
Figure 6.16 Amanda’s structural arrangement at the beginning of “In Your Own Sweet Way”

Figure 6.17 is a transcription of Matthew’s coda to “In Your Own Sweet Way”, which
featured descending chords in the right hand over an Eb pedal point in the left hand
(performance video link23).
Figure 6.17 Matthew’s structural arrangement at the end of “In Your Own Sweet Way”

22
23

https://www.youtube.com/watch?v=HmDaDJ4GEQw&list=UUu6PBpYexHVCenHOcilQYNg&index=35
https://www.youtube.com/watch?v=8HUCmX4OIZ0&list=UUu6PBpYexHVCenHOcilQYNg&index=39#t=3m48s
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JPC—Style interpretation
As with any art form, style in jazz improvisation results from the manipulation of
aspects of musical components including time feel, melodic, rhythmic and harmonic
vocabulary, as well as improvisational forms (Page, 2009, p. 3). In this study, style
interpretation refers to a musician’s presentation of a piece using the language of a
recognisable historical jazz style. These may be “period” styles such as ragtime, swing, or
bebop, formal-musical styles such as jazz waltz or ballad, or instrument-specific styles such
as stride piano or boogie-woogie piano.
The study’s participants made reference to a number of jazz styles as they practised
form, as can be seen in Figures 6.18 and 6.19. Sean worked on a stride interpretation of “In
Your Own Sweet Way” (Figure 6.17). Stride is a piano style related to ragtime music
where the left hand picks out a tonic note of a chord on the first and third beats of the bar,
followed by a chord further up the left hand side of the keyboard on the second and fourth
beats. Originating in Harlem, New York, in the late 1920s, stride piano “stood as a bridge
between the ragtime idiom of the turn of the century and the new jazz piano styles that were
in the process of evolution” (Gioia, 2011, p. 91). Sean’s stride style interpretation of “In
Your Own Sweet Way” predominantly features a single note melody in the right hand, and
simultaneous left hand stride movement, consisting of bass notes on beats 1 and 3, and
rootless left hand voicings on beats 2 and 4. To create further momentum, in bars 6–8 and
14–15 he interspersed moving bass line phrases between the stride sequences (performance
video link24).

24

https://www.youtube.com/watch?v=WdnZDBdePIU
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Figure 6.18 Sean’s stride rendering of “In Your Own Sweet Way” (performance video link25)

25

https://www.youtube.com/watch?v=WdnZDBdePIU
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Interestingly, Felix also rehearsed a stride rendition of “In Your Own Sweet Way” (practice
video link26).
In the video of David’s practice session (practice video link27), he can be seen
performing a ballad style interpretation of “In Your Own Sweet Way”. Originating in early
Tin Pan Alley music of the later 19th century, ballads are usually lyrical melodically, slow
in tempo and tend to have a lush melodic and harmonic arrangement of the form. By the
1920s, composers of Tin Pan Alley and Broadway used the ballad style to signify a slow,
sentimental tune or love song, often written in a standardised form. David’s ballad
interpretation is characterised by a slow rubato tempo, featuring a right hand melody voiced
in chords, with left hand melodic interplay and chordal accompaniment. As per Figure
6.19, William also performed a ballad interpretation of “In Your Own Sweet Way”, which
approached the form using rubato at a slow tempo (performance video link28).

26

https://www.youtube.com/watch?v=vdXqx-9nqjk#t=13m32s
https://www.youtube.com/watch?v=5rTP_cT0cDI#t=31m34s
28
https://www.youtube.com/watch?v=ghL5XUWcrIM&list=UUu6PBpYexHVCenHOcilQYNg&index=29
27
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Figure 6.19 William’s style interpretation of “In Your Own Sweet Way” (performance video link29)

29

https://www.youtube.com/watch?v=ghL5XUWcrIM&list=UUu6PBpYexHVCenHOcilQYNg&index=29

140

JPC—Artist interpretation
In an artist interpretation the performer attempts to capture the essence of a notable
performer’s personal idiom or voice. According to Berliner, it is common practice among
musicians to imitate a prominent figure in jazz, particularly for beginner improvisers:
Many beginners select as their exclusive idol one major figure in jazz. They copy
that idol’s precise vocabulary, vocabulary usage, and tune treatment, striving to
improvise in the idol’s precise style. Progress toward such a goal is necessarily
gradual; at times, it is barely evident to the aspiring performer. In many cases, it is
through encounters with veterans that they notice signs of significant advancement.
(Berliner, 1994, p. 120)
While the imitation of an influential jazz artist provides a pathway for students to develop
their own jazz vocabulary, some musicians view such achievements as limited, believing
imitation can lead to the loss of one’s individual personality (Berliner, 1994, pp. 120–121).
Evident in the participant’s practising and performance of the set pieces were artist
interpretations associated with the following prominent jazz pianists: McCoy Tyner, Brad
Mehldau, Robert Glasper, and Bill Evans.
McCoy Tyner interpretation
Pianist McCoy Tyner’s characteristic style features percussive quartal harmony in
the left hand (rootless left-hand voicings based on the interval of a fourth), combined with

141
modal and pentatonic scales in the right hand (Rizzo, 2005, p. 44). Tyner’s style of playing
features a low bass pedal point (tonic, 5th or 8ve), accompanied by several rootless and
quartal voicings in the left hand, and modal-pentatonic improvisation in the right hand.
In his practice session, Sean clearly alludes to Tyner’s idiom in his interpretation of
“Oleo”, as can be seen from the video recording (practice video link30). Specifically, at
28’37’’ Sean alluded to Tyner in his use of a low Bb bass pedal point combined with
several percussive quartal voicings in the left hand that can be heard shifting chromatically
downwards.
Brad Mehldau interpretation
Pianist Brad Mehldau’s characteristic style features left and right handed
polyphonic improvisation. This way of playing often involves up to four lines (bass,
melody, and two guide-tone accompaniment lines). Mehldau’s arrangements also feature
irregular time signatures, transposition, as well as dissonant and experimental
harmonisation of the melody.
David worked on a Mehldau style polyphonic interpretation of “In Your Own Sweet
Way” (practice video link31) in his practice session. Rhythmically, David played continuous
quavers in his left hand, and crotchets and dotted rhythms in his right hand, which in
combination produced a Mehldau-like texture. In his practice of “In Your Own Sweet
Way”, Wilbur also created Mehldau-like textures (practice video link32). He practised a
left-handed rhythmic ostinato combined with rhythmic right-handed improvisation, creating
overall a contrapuntal effect.
Besides incorporating Mehldau’s contrapuntal style of playing, David also drew on
Mehldau’s approach to transposition and melodic reharmonisation of the melody while
practising “Oleo”, as can be seen in the transcription in Figure 6.20. David doubled the
melody using both hands, and later transposed it up a semitone from Bb (the original key)
into B major. The last four bars of David’s interpretation also features a further
reharmonised return to the melody, which he transposed down a major third in the left hand
(to Gb major), while in the right hand continuing to play the melody in Bb major (practice
video link33).

30

https://www.youtube.com/watch?v=7sdDDXCWdrw#t=28m37s
https://www.youtube.com/watch?v=5rTP_cT0cDI#t=39m30s
32
https://www.youtube.com/watch?v=N2cO-AqcGI4#t=46m34s
33
https://www.youtube.com/watch?v=5rTP_cT0cDI#t=48m36s
31
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Figure 6.20 David’s “Mehldau” artist interpretation of “Oleo” (practice video link34)

34

https://www.youtube.com/watch?v=5rTP_cT0cDI#t=48m36s
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Wilbur also prepared a Mehldau-like interpretation of the form of “Oleo” by way of a
minor third reharmonisation of the melody, featuring Bb major in the right hand and G
major in the left hand. This can be seen in the video of Wilbur’s practice session (practice
video link35).
Robert Glasper interpretation
Pianist Robert Glasper’s characteristic style incorporates electronic, R&B, hip-hop
and jazz influences. Discussing Glasper’s approach to harmony in his interview, Matthew
explained:
I reckon it is this sus [suspended chord] sort of thing. Where you’ve got… if you’ve
got E sus right, and then you just double the E and then its E sus over… well any
sus chord that’s doubled, the bottom note’s doubled [as a pedal point], over any bass
note [plays example on the piano]. It gives it that sound, which is his. But then from
there what you can do is you can make it your own because now that you know the
concept, you can kind of mess around with what you want to do with it as well
[plays his own rendition of “Glasper’s sus concept”].
Matthew’s performance of “In Your Own Sweet Way” absorbed particular harmonic
aspects characteristic of Glasper’s playing, particularly in his use of spread 9th voicings and
suspended chords36. The transcription in Figure 6.21 reveals how Matthew incorporated
several suspended Glasper-like crush notes, in bars 59, 60, 61 and 66 (performance video
link37).

35

https://www.youtube.com/watch?v=YpAbPBFa5gs#t=16m40s
This characteristic of suspended crush notes recalls Robert Glasper’s recording of “Yes I’m Country” on
the album Double Booked (2009).
37
https://www.youtube.com/watch?v=8HUCmX4OIZ0#t=2m09s
36
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Figure 6.21 Matthew’s “Glasper” artist interpretation of “In Your Own Sweet Way” (performance video link38)

Bill Evans interpretation
Bill Evans was renowned for his use of smooth voice leading, reharmonisation,
unconventional substitutions, modulations, and rootless left hand voicings. Wilbur’s
performance demonstrated an Evans-influenced balladic interpretation of “In Your Own
Sweet Way” (performance video link39). As can be seen in the transcription of his
performance in Figure 6.22, over the first 25 bars Wilbur outlined a highly emotive, rubato,
Bill Evans-derived balladic interpretation, which featured strong harmonic interplay
between the left and right hands. When he returned to the A section of the form (bars 26–
33), Wilbur modified the rubato to play more consistently in time. Also, in bars 34–37 of
the performance, Wilbur vamped over the chord progression Evans-style, and shifted to a
key a semitone above the original (Ab major), before returning to Eb major.

38
39

https://www.youtube.com/watch?v=8HUCmX4OIZ0#t=2m09s
https://www.youtube.com/watch?v=ANZ_0y8n9Bg&index=37&list=UUu6PBpYexHVCenHOcilQYNg
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Figure 6.22 Wilbur’s “Evans” artist interpretation of “In Your Own Sweet Way” (performance video link40)

40

https://www.youtube.com/watch?v=ANZ_0y8n9Bg&index=37&list=UUu6PBpYexHVCenHOcilQYNg
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It was not entirely unsurprising to find that five of the participants—Wilbur,
Amanda, David, Felix, and William—interpreted the form of “Oleo” in accordance with
Bill Evans’s renowned recording on the album Everybody Digs Bill Evans (Volume 2
contains a transcription of the Evans’s solo). In this recording of “Oleo”, Evans doubles the
melody, playing it in both hands. The transcriptions in Figures 6.23–6.27 demonstrate each
of these five participants’ incorporation into their own practising of aspects of Bill Evans’s
arrangement to “Oleo”. The transcriptions provide evidence of each participant’s
understanding of Evans’s recording, and they contain a kind of personal homage to Bill
Evans.
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Figure 6.23 Wilbur’s “Evans” artist interpretation of “Oleo” (performance video link41)

41

https://www.youtube.com/watch?v=Fa2IogD8D6o
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Figure 6.24 Felix’s “Evans” artist interpretation of “Oleo” (performance video link42)

42

https://www.youtube.com/watch?v=XvehmiTqKm4
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Figure 6.25 Amanda’s “Evans” artist interpretation of “Oleo” (performance video link43)

43

https://www.youtube.com/watch?v=XLq-XmMR6UQ
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Figure 6.26 David’s “Evans” artist interpretation of “Oleo” (performance video link44)

44

https://www.youtube.com/watch?v=fsi_lRlslqg
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Figure 6.27 William’s “Evans” artist interpretation of “Oleo” (performance video link45)

45

https://www.youtube.com/watch?v=jRRqbCBCCHU
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Section II Mode of Jazz Practice: Harmony
Introduction
Harmony refers to the construction of intervals, chords and harmonic progressions.
This chapter subsection discusses the study’s findings regarding how the participants
approached harmony, that is, how metacognitively it shaped and directed their learning of
the set pieces. It is necessary however, to first discuss the basic role of harmony in jazz
through the formation of intervals, chords, harmonic progressions, and the specific types of
chord voicings commonly used by jazz pianists. Should the reader wish to proceed directly
to a discussion of the participants’ approaches to Harmony, they should advance to page
182.
Definitions of harmony
The term “harmony” derives from the Greek, meaning “joint, agreement, concord”
(Matthews, 2014). From a musical perspective, the New Grove Dictionary of Music and
Musicians defines harmony as “the combining of notes simultaneously, to produce chords,
and successively, to produce chord progressions” (Sadie, 2001, p. 858). Similarly, Naxos
defines harmony as “the simultaneous sounding of two or more notes and the technique
governing the construction of such chords and their arrangement in a succession” (Naxos,
n.d, para. 1). While the study of harmony is concerned with the construction of chords, how
they move from one to another, and how they are used in a composition, music educators
and composers stress the importance of harmonic freedom in music, especially during the
development of a composer’s individual style. Norman Lloyd, former director of education
at the Julliard School of Music, states:
There are no rules that say how chords must be used; they are only “rules” that say
how chords have been used. At different times in the history of music, composers
have used certain chords and avoided others. The way in which a composer builds
and uses chords is an important part of his own unique style of writing. (Lloyd,
1968, p. 229)
Since the beginnings of tonality in Western music c.1600, the evolution of harmony
has undergone a continual process of development and reconstruction. This includes the
origin and development of tonality from the Renaissance to Baroque periods (1400–1600),
the assertion of tonality through the Classical period (1750–1820), the preservation of
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tonality through the Romantic period (1800–1850), and the breakdown of tonality through
the twentieth and twenty-first century (1900–present). Resulting from the developmental
shift of tonality from conventional and unconventional approaches, the study of jazz
harmony predominantly consists of elements derived from Western classical music, with a
particular focus on the use of seventh chords, extensions and alterations. According to
Campillo:
Jazz harmony is an evolution of western classical music, combining stylistic
elements from the Romantic period to present, with particular influences from the
20th century (i.e. impressionism, modernism, expressionism, serialism, atonalism,
minimalism). Jazz pianists like Bill Evans and Dave Brubeck incorporated elements
from classical harmony into their original compositions and improvisation language
(i.e. modal harmony, colour tones), developing a more sophisticated concept than
early styles of jazz. (Campillo, 2013, p. 131)
The basics of jazz harmony
Harmonic intervals
In Western music, harmony is produced by combining consonant and dissonant
intervals46, resulting in a sense of musical tension and release. Figure 6.28 displays the
basic harmonic intervals, from a minor 2nd to an octave. Harmonic intervals larger than an
octave are known as compound intervals (minor 9th, major 9th, minor 10th, major 10th,
and so on), with the 9th, 11th, and 13th intervals that are commonly associated with jazz
harmony.
Figure 6.28 Basic harmonic intervals commonly associated with Western music

46

The distance between two musical pitches.
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Chords
The combination of harmonic intervals in music results in the formation of chords.
A chord is named for its root47, and the quality of a chord (major, minor, diminished,
augmented) is determined by the composite of its intervals. The types of chords
characteristic of basic jazz harmony are triads, seventh and extended chords, and altered
chords. Berliner summarises the types of chords that feature in jazz harmony as follows:
Reflecting the conventions of the past several decades, chords typically include
selective mixtures of the pitches of a major or minor triad (the first, third, and fifth
degrees of its related scale), the triad’s diatonic upper extensions or tensions (its
seventh, ninth, eleventh and thirteenth degrees), and the triad’s altered extensions
(its flatted-ninth, raised ninth, raised-eleventh, and flatted-thirteenth degrees).
(Berliner, 1994, p. 74)
Triads
A triad is a chord constructed from three pitches typically spaced a third apart (the
first, third, and fifth degrees of a scale). Figure 6.29 displays six different types of triads
commonly associated with Western harmony. The overall quality of these triads (major,
minor, augmented, and diminished) is determined by the interval of a major or minor third.
Other types of basic triads consist of suspended chords, where the third degree of a major
or minor triad is replaced with a major second (sus 2) or perfect fourth (sus 4), which
creates harmonic tension.
Figure 6.29 Basic triads featured in jazz harmony
Basic triads

47

Chord Type

Scale degree

Major triad (maj, MA)

1-3-5

Minor triad (min, m)

1-b3-5

Augmented (+, aug)

1-3-#5

Diminished (°, dim)

1-b3-b5

Suspended 2nd (sus 2)

1-2-5

Suspended 4th (sus 4)

1-4-5

The first degree of a chord. The root is considered the foundation, or the starting point.
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Seventh and extended chords
A seventh chord is constructed by adding the harmonic interval of a seventh (above
the root) to a triad. In most cases, the overall quality of seventh chords are typically
determined by a major or minor third in combination with a major or minor seventh (e.g.
major 7th, minor 7th, dominant 7th, augmented 7th, diminished 7th, half-diminished 7th,
minor major 7th, and dominant 7th suspended 4th). With the inclusion of the major and
minor 6th chord, Figure 6.30 below illustrates the types of seventh chords commonly
associated with Western music harmony.
Figure 6.30 Sixth and seventh chords featured in jazz harmony
Sixth and Seventh chords
Chord Type

Scale degree

Major 6th (maj6, MA6)

1-3-5-6

Minor 6th (min6, m6, -6)

1-b3-5-6

Major 7th (maj7, MA7, D)

1-3-5-7

Minor 7th (min7, m7, -7)

1-b3-5-b7

Dominant 7th (7)

1-3-5-b7

Augmented 7th (+7, aug7)

1-3-#5-b7

Diminished 7th (°7, dim7)

1-b3-b5-bb7

Half diminished 7th/Minor 7 flat 5 (m7b5,-7b5,∅)

1-b3-b5-b7

Minor major 7th (mM7, mD7)

1-b3-5-7

Dominant 7 suspended 4th (7sus4)

1-4-5-b7

Extended chords are formed by adding to a seventh chord, resulting in the harmonic
interval of a ninth, eleventh, or thirteenth48. Texturally, tones such as the fifth are often
omitted from extended chords, to reduce harmonic density and improve clarity. Figure 6.31
illustrates the types of extended chords common in jazz.

48

The thirteenth is the furthest extension diatonically possible in a conventional chord.
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Figure 6.31 Extended chords featured in jazz harmony
Extended chords
Chord Type

Scale degree

Major 6/9 (6/9)

1-3-5-6-9

Major 9th (9)

1-3-5-7-9

th

Minor 9 (min9, m9, -9)

1-b3-b7-9

Dominant 9th (9)

1-3-5-b7-9

th

Dominant 9 suspended 4 (9sus4)

1-4-5-b7-9

Major 11th (maj11, MA11)

1-3-5-7-9-#11

Minor 11th (min11, m11, -11)

1-b3-5-b7-9-11

Dominant 11th (11)

1-3-5-b7-9-#11

Major 13th (maj13, MA13)

1-3-5-7-9-#11-13

Minor 13th (min13, m13, -13)

1-b3-5-b7-9-11-13

Dominant 13th (13)

1-3-5-b7-9-#11-13

th

Dominant 13 suspended 4 (13sus4)

1-4-5-b7-9-13

Altered chords
Any chord containing a non-diatonic chord tone is considered an altered chord. In
jazz harmony this usually refers to the alteration of a dominant chord, where the fifth or
ninth (or both these notes) of a chord is raised or lowered chromatically by a semitone. The
four most common types of dominant seventh altered chords are the dominant 7 sharp 5
(V7#5), dominant 7 flat 5 (V7b5), dominant 7 sharp 9 (V7#9) and dominant 7 flat 9
(V7b9). Figure 6.32 further details the types of dominant altered chords that occur in jazz
harmony.
Figure 6.32 Dominant altered chords featured in jazz harmony
Dominant seventh Altered chords
Chord Type

Scale degree

Dominant 7 sharp 5 (V7#5)

1-3-#5-b7

Dominant 7 flat 5 (V7b5)

1-3-b5-b7

Dominant 7 sharp 9 (V7#9)

1-3-5-b7-#9

Dominant 7 flat 9 (V7b9)

1-3-5-b7-b9

Dominant 7 sharp 5 sharp 9 (V7#5#9)

1-3-#5-b7-#9

Dominant 7 sharp 5 flat 9 (V7#5b9)

1-3-#5-b7-b9

Dominant 7 flat 5 sharp 9 (V7b5#9)

1-3-b5-b-#9

Dominant 7 flat 5 flat 9 (V7b5b9)

1-3-b5-b7-b9
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Harmonic progressions
A harmonic progression consists of the logical arrangement of chords in succession,
with the purpose of creating a sense of musical direction, especially when used to
accompany a melody. A harmonic progression is commonly based on the structure of
chords derived from the diatonic scale, as seen in Figure 6.33 below.
Figure 6.33 Seventh chords derived from the diatonic scale

Serving as a type of harmonic analysis and providing a convenient approach to
transposition, the formulaic abbreviation of a chord progression is notated using Roman
numerals49. A chord progression creates a sense of forward motion and change that can be
balanced either through the use of tension (dissonance), or release (consonance). According
to Berliner:
In their most fundamental function, chords create tension or provide release. Artists
commonly view the tonic chord (I) as being the most stable, and the dominant (V7)
as the most unstable. Every kind of movement between and among chords creates
its own effect and contributes to the music’s flow. Radical departures from the
progression’s key dramatically increase harmonic tension; direct returns
unequivocally resolve the tension. Other patterns created by diminished and
augmented chords are more ambiguous in their temporary suspension of harmonic
motion. (Berliner, 1994, p. 74)
The following section describes common jazz progressions and turnarounds, jazz
style progressions, and jazz artist progressions.
Common jazz progressions and turnarounds
Figure 6.34 displays some of the most widely used harmonic progressions in
traditional jazz. The major ii-V-I progression is the cornerstone of jazz harmony,
representing the harmonic movement of a minor seventh (ii7), dominant seventh (V7), and
major seventh (I7). The minor form of the ii-V-i progression involves a minor seven flat
five (ii7b5), dominant seven sharp five (V7#5), and minor seventh (i7). Other common
49

Based on the seven pitches derived from the diatonic scale, an upper case Roman numeral signifies a major
quality, and lower case a minor quality.
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progressions are the V of V, where a dominant chord resolves down a fifth to another
dominant chord (for example, a C7 chord moving downwards to an F7 chord); the I-ii-iiiIV (the first four diatonic chords of a scale/key); the I-IV; and the minor and major line
cliché, which is a stepwise ascending or descending progression that moves against a single
stationary chord.
Figure 6.34 Harmonic progressions featured in jazz harmony
Common jazz progressions
ii-V-I (major)
ii-V-i (minor)
V of V
I-ii-iii-IV
I-IV
m-mMaj7-m7-m6 (example of a minor line cliché)
maj-maj7-7-maj6 (example of a major line cliché)

Figure 6.35 lists some of the most widely used jazz turnarounds. Turnarounds are
progressions used to maintain harmonic momentum, typically at the end of a piece’s
rhythmic cyclical form. They are also used to create variations on basic harmonic
progressions. One of the most commonly used turnarounds is the I-vi-ii-V progression,
consisting of a major seventh (I7), minor seventh (vi7), minor seventh (ii7), and dominant
seventh (V7). Variations on the I-vi-ii-V turnaround include the iii-vi-ii-V progression, and
the Tadd Dameron turnaround, consisting of the I-biii-bvi-bII progression through the
application of tritone substitution. Additional turnarounds have been popularised
stylistically through the blues, consisting of a V-IV-I turnaround, and the “back door”
turnaround50, which consists of a iv7-bVII7-I progression.
Figure 6.35 Turnarounds featured in jazz harmony
Turnarounds
I-vi-ii-V
iii-vi-ii-V
I-biii-bvi-bII7 (Tadd Dameron turnaround)
V-IV-I (Blues turnaround)
iv7-bVII7-I (Back door turnaround)

50

The “front door” is considered to be a standard ii-V-I progression.
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Jazz style progressions
The two most identifiable harmonic progressions in jazz are the 12-bar blues and
Rhythm changes. A traditional blues progression typically moves through three dominant
chords: I7, IV7 and V7. Additional harmonic variations can be made to this basic
progression. Figure 6.36 below shows a typical 12-bar blues progression, incorporating the
use of ii-V and ii-V-I progressions in the key of F major.
Figure 6.36 12-bar blues harmonic progression
Harmonic progression to the 12-bar blues
F7

Bb7

F7

Cm7

F7

I

IV

I

ii

V

Bb7

Bb7

F7

Am∅7

D7

IV

IV

I

ii

V

Gm7

C7

Am∅7

D7

Gm7

C7

ii

V

ii

V

ii

V

The blues progression can also be performed in the minor key as follows: i7, iv7
and V7. Figure 6.37 shows a typical harmonic progression of a minor 12-bar blues in F
minor.
Figure 6.37 Minor 12-bar blues harmonic progression
Harmonic progression to the minor 12-bar blues
Fm7

Fm7

Fm7

Fm7

i

i

i

i

Bbm7

Bbm7

Fm7

Fm7

iv

iv

i

i

Gm7(b5)

Bb7alt

Bbm7

Gm7(b5)

Bb7alt

ii

V

i

ii

V

Derived from George Gershwin’s composition “I Got Rhythm”, the rhythm changes
harmonic progression consists of several I-vi-ii-V turnarounds (Section A), and extended
dominants moving from a V of V progression (Section B). When bebop evolved in the
1940s, rhythm changes became the basis for countless contrafacts51 such as Thelonious
Monk’s “Rhythm-A-Ning”, Sonny Stitt’s “The Eternal Triangle”, and Charlie Parker’s
“Anthropology”. Figure 6.38 outlines the standard rhythm changes harmonic progression
in the key of Bb major.
51

A contrafact is a musical composition where a new melody has been superimposed on an existing, familiar
harmonic structure.
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Figure 6.38 Rhythm changes harmonic progression
Harmonic progression to rhythm changes
Bb7

G7

Cm7

F7

Bb7

G7

Cm7

F7

I

vi

ii

V

I

vi

ii

V

Fm7

Bb7

Eb7

Ab7

Dm7

G7

Cm7

F7

ii

V

I

ii

V

ii

V

D7

D7

G7

G7

Section

V

V

V

V

B

C7

C7

F7

F7

V

V

V

V

Section
A

Jazz artist progressions
Two of the most common progressions featured in modern jazz are the so-called
Bird changes (associated with saxophonist Charlie Parker) and Coltrane changes
(associated with saxophonist John Coltrane). Bird changes are a variation of the 12-bar
blues. An example of Bird changes can be seen in Figure 6.39, which is the harmonic
progression on which Parker’s composition “Blues for Alice” is based.
Figure 6.39 Bird changes harmonic progression
Bird changes to “Blues for Alice”
Cmaj7

Bm7b5

E7

Am7

D7

Gm7

C7

I

vii∅

III7

vi

II7

v

I

F7

Fm7

Bb7

Em7

A7

Ebm7

Ab7

IV7

iv

bVII7

iii

VI7

biii

bVI7

Dm7

G7

Cmaj7

A7

Dm7

G7

ii

V7

I

VI7

ii

V7

Coltrane changes are based on the harmonic substitution of common jazz chord
progressions, consisting entirely of major 3rd key motion. Figure 6.40 is an example of
Coltrane changes and is the harmonic progression for Coltrane’s composition “Giant
Steps”. This example shows the movement of the key centres B major, G major, and Eb
major that are placed at the interval of a major third, positioned either above or below the
preceding key centre.
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Figure 6.40 Coltrane changes harmonic progression
Coltrane changes to “Giant Steps”
Bmaj7

D7

Gmaj7

Bb7

Eb7

Am7

D7

B: I

G: V7

I

Eb: V7

I

G: ii

V7

Gmaj7

Bb7

Ebmaj7

F#7

Bmaj7

Fm7

Bb7

I

Eb: V7

I

B: V7

I

Eb: ii

V7

Ebmaj7

Am7

D7

Gmaj7

C#m7

F#7

I

G: ii

V7

I

B: ii

V7

Bmaj7

Fm7

Bb7

Ebmaj7

C#m7

F#7

I

Eb: ii

V7

I

B: ii

V7

Jazz piano voicings
This section highlights the construction of jazz piano voicings and how they can be
prepared according to the principles of jazz harmony outlined above. A voicing is an
arrangement of the notes of a chord so that they can be played on a chordal instrument such
as piano or guitar. Most musicians practise voicings using the cycle of fifths, or the cycle of
fourths—an arrangement of the twelve notes of the chromatic scale, with each key centre a
fifth lower, or a fourth higher, than the one preceding it (see Figure 6.41 below).
Figure 6.41 The cycle of fifths and the cycle of fourths

While countless piano voicings are used in jazz harmony, this section will place a
particular focus on the following: 1) voicings for the left hand, that is, shell voicings, guide
tones, rootless left hand voicings, and 2) two-handed voicings, that is, quartal voicings,
block chords, drop 2 voicings, and upper structures.
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Left hand jazz piano voicings
Shell voicings
Shell voicings, which are also known as Bud Powell voicings, developed from the
mid 1940s. They outline the “shell” of a chord, and typically consist of harmonic intervals
between the root and the third or the seventh of a chord (or both). The fifth is omitted
within a shell voicing as it is not significant in determining the overall quality of the chord.
Figure 6.42 outlines the scale degrees of shell voicings using a standard ii-V-I
progression52.
Figure 6.42 Shell voicings
ii-V-I scale degrees for shell voicings
Shell voicings

ii (1-b7) V (1-3) I (1-7)

Figure 6.43 illustrates shell voicings using a ii-V-I progression around the cycle of fourths.
The voice leading in these examples emphasise the relationship between the third and
seventh of each chord. For example, using a ii-V-I in C major (Dm7-G7-Cmaj7), the top
notes of each voicing remain stable, moving from C-B-B, while the root notes continually
shift in order to outline the tonic of each chord D-G-C.

52

See also Levine (1989, pp. 162-166).
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Figure 6.43 Left hand shell voicings
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Guide tones
The third and seventh of a chord are typically referred to as guide tones. They are
the most important notes harmonically, as they determine the overall quality of a chord, for
example whether major 7th, minor 7th, or dominant 7th. Using a ii-V-I progression, Figure
6.44 outlines the scale degrees for two different types of guide tones, commonly referred to
as type A, which outline the third and seventh of a chord, and type B, which outline the
seventh and third of a chord53.
Figure 6.44 Type A and Type B guide tones
ii-V-I scale degrees for guide tones
Type A guide tones

ii (b3-b7) V (b7-3) I (3-7)

Type B guide tones

ii (b7-b3) V (3-b7) I (7-3)

Figure 6.45 illustrates type A and type B guide tones using a ii-V-I progression around the
cycle of fourths. The voice leading used in these examples consists of common tones and
stepwise intervals between various sets of thirds and sevenths as the chord changes
progress.

53

See also Levine (1989, pp. 17–22).
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Figure 6.45 Type A and Type B left-handed guide tones
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Left hand rootless voicings
Left hand rootless voicings are commonly associated with the late 1950s piano style
of pianist Bill Evans. Based on the development of guide tone voicings (the third and
seventh of a chord), left hand rootless voicings further highlight the ninth, eleventh, or
thirteenth chord extensions. Using a major ii-V-I progression, Figure 6.46 outlines the scale
degrees for two different types of rootless left hand type A and type B voicings54.
Figure 6.46 Major ii-V-I Type A and Type B rootless voicings
Major ii-V-I scale degrees for rootless voicings
Type A

ii (b3-5-b7-9) V (b7-9-3-13) I (3-5-7-9)

Type B

ii (b7-9-b3-5) V (3-13-b7-9) I (7-9-3-5)

Figure 6.47 illustrates type A and type B rootless left hand voicings using a major ii-V-I
progression around the cycle of fourths. Similar to guide tones, the voice leading used in
these examples features common tones and stepwise intervals between various sets of
thirds and sevenths, as well as the relationship between the fifth and ninth, and ninth and
thirteenth of a chord.

54

See also Levine (1989, pp. 41–48).
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Figure 6.47 Major ii-V-I Type A and Type B left hand rootless voicings
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Using a minor ii-V-i progression, Figure 6.48 outlines the scale degrees for type A
and type B minor ii-V-i rootless voicings55.
Figure 6.48 Minor ii-V-i Type A and Type B rootless voicings
Minor ii-V-i scale degrees for rootless voicings
Type A

ii (b3-b5-b7-9) V (b7-b9-3-#5) i (b3-5-b7-9)

Type B

ii (b7-1-b3-b5) V (3-#5-b7-b9) i (b7-9-b3-5)

Figure 6.49 illustrates type A and type B rootless left hand voicings using a minor ii-V-I
progression around the cycle of fourths.

55

See also Levine (1989, pp. 105–108).
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Figure 6.49 Minor ii-V-i Type A and Type B left-handed rootless voicings
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Two-handed jazz piano voicings
Quartal voicings
The word quartal refers to voicings based on the interval of a perfect fourth, which
produces an open and spacious sound. Quartal voicings were popularised by the pianists
McCoy Tyner and Chick Corea in the 1960s, at a time when jazz took a modal turn. Two
types of quartal voicings are outlined: major 6/9 voicings, and dominant 13th voicings.
Major 6/9 voicings
Figure 6.50 outlines the scale degrees for type A and type B major 6/9 quartal
voicings. These involve five notes, two notes in the left hand and three notes in the right
hand56.
Figure 6.50 Major 6/9 voicings
Major 6/9 voicings
Type A

LH: 3-6 RH: 9-5-1

Type B

LH: 7-3 RH: 6-9-5

Figure 6.51 illustrates type A and type B major 6/9 quartal voicings around the cycle of
fourths. Type A major 6/9 voicings use the root of the chord as the top note, and descend in
perfect fourth intervals. Type B major 6/9 voicings use the fifth degree of the chord as the
top note, and also descend in perfect fourth intervals.

56

See also Levine (1989, pp. 105–108).
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Figure 6.51 Major 6/9 voicings in all 12 keys
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Dominant 13th voicings
With the exception of one note, the flattened seventh in the left hand, dominant 13th
voicings are identical to major 6/9 voicings. The use of the guide tones in the left hand
gives the voicing its overall dominant quality. Figure 6.52 outlines the scale degrees for
type A and type B dominant 13th quartal voicings57.
Figure 6.52 Dominant 13th quartal voicings
Dominant 13th voicings
Type A

LH: 3-b7 RH: 9-5-1

Type B

LH: b7-3 RH: 13-9-5

Figure 6.53 below illustrates type A and type B dominant 13th quartal voicings
around the cycle of fourths. Type A dominant 13th voicings are typically identified using
the top note as the root of the chord, and descend in perfect fourth intervals with a tritone in
the left hand. Type B dominant 13th voicings are typically identified using the top note as
the fifth degree of the chord, and also descend in perfect fourth intervals with a tritone in
the left hand.

57

See also Levine (1989, pp. 105–108).
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Figure 6.53 Dominant 13th quartal voicings in all 12 keys
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Minor 11th voicings
There are three types of two handed minor 11th voicings: So What voicings, Herbie
Hancock voicings, and Kenny Barron voicings.
So What voicings
These are named after the voicings performed by Bill Evans on the track “So What”
from the album Kind of Blue (Davis, 1959). So What voicings consist of a stack of three
perfect fourth intervals with a major third on top. They are typically identified using the
bottom note as the root of the chord. Figure 6.54 outlines the scale degrees for So What
voicings58.
Figure 6.54 So What voicings
Minor 11th
So What voicing

LH: 1-11 RH: b7-b3-5

Figure 6.55 below outlines So What voicings around the cycle of fourths.
Figure 6.55 So What voicings in all 12 keys

58

See also Levine (1989, pp. 97–104).
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Herbie Hancock voicings
Pianist Herbie Hancock created a two-hand minor 11th voicing using the scale
degrees presented in Figure 6.56, which convey a floating quality59. They involve a perfect
fifth interval in the left hand (1, 5) and four notes in the right hand (b3, 11, b7, 9).
Figure 6.56 Herbie Hancock voicings
Herbie Hancock voicings
Minor 11

LH: 1-5 RH: b3-11-b7-9

Figure 6.57 outlines Herbie Hancock voicings in all twelve keys around the cycle of
fourths. The left hand plays the root and fifth of the chord, with the flat third, eleventh flat
seventh, and ninth in the right.
Figure 6.57 Herbie Hancock voicings in all 12 keys

59

See also Levine, M. (1989). The Jazz Piano Book. Petaluma, CA: Sher Music Co. (pp. 152-153).
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Kenny Barron voicings
Kenny Barron voicings create a spacious and dissonant sound, and are based on
stacked perfect 5th intervals in left and right hands, separated by the interval of a minor
2nd. Figure 6.58 outlines the scale degrees for Kenny Barron voicings60.
Figure 6.58 Kenny Barron voicings
Kenny Barron voicings
Minor 11

LH: 1-5-9 RH: b3-b7-11

Figure 6.59 depicts Kenny Barron voicings in all twelve keys around the cycle of fourths.
Each hand plays two perfect fifths spanning a ninth, with a semitone distance shared
between the thumbs of both hands. Alternatively, these voicings can be adjusted as major
#11 voicings by making the minor 2nd interval that separates the two hands into a major 2nd
interval.
Figure 6.59 Kenny Barron voicings in all 12 keys

60

See also Levine (1989, pp. 152-153).
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Upper structures
An upper structure voicing outlines the altered and extended tones of a chord
through the use of a triad in the right hand. Upper structures are largely used over dominant
chords but can be applied to other chord types. A typical approach to using an upper
structure voicing involves using guide tones in the left hand, and a triad in the right hand.
Figure 6.60 outlines the types of upper structure triads used over dominant chords. Roman
numerals are used to signify the scale degree of the upper structure triad and its relationship
to a dominant chord.
Figure 6.60 Upper structures
Dominant Upper structures
US II

D major over C7, resulting in C13#11

US ♭III

Eb major over C7, resulting in C7#9

US ♭V

G♭ major over C7, resulting in C7b9#11

US ♭VI

A♭ major over C7, resulting in C7#9b13

US VI

A major over C7, resulting in C13b9

US i

C minor over C7, resulting in C7#9

US ♭ii

D♭ minor over C7, resulting in C7b9b13

US ♭iii

E♭ minor over C7, resulting in C7#9#11

US #iv

F# minor over C7, resulting in C7b9#11

Figure 6.61 outlines the types of dominant upper structures, which can also be inverted
using either the triad or tritone for improved voice leading61.

61

See also Levine (1989, p. 117).
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Figure 6.61 Dominant upper structures
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Block chords
Block chords involve harmonising a melody or solo line by moving all the notes of
the chord in parallel motion. Also known as four-way close voicings and “locked hands”,
block chords were developed by the pianists Milt Buckner and George Shearing. Figure
6.62 outlines a technique known as four-way close, which serves as the basis for several
block chord styles62. Four-way close voicings are four-note chords that are inverted and
voiced within the range of an octave. The main idea behind block chords is to alternate
between close diatonic chord voicings, and diminished chords that link them.
Figure 6.62 C bebop major scale in four-way close

Figure 6.63 is based on the approach to playing block chords developed by George
Shearing in the 1940s and 1950s, where he doubled the melody in the left hand. The
examples outline block chords using the diatonic major 6th, minor 6th, dominant 7th, and
minor 7th chords.

62

See also Levine (2006, p. 3).
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Figure 6.63 Block chords
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Drop 2 voicings
Based on the idea of the four-way close chords derived from block chords, drop 2
voicings consist of the second note from the top of a four-way close chord, lowered or
dropped an octave, and played in the left hand. Drop 2 voicings are a useful tool for
harmonising the melody of a jazz standard, particularly if it moves in steps up or down the
scale. Figure 6.64 illustratres the application of drop 2 voicings to diatonic major 6th, minor
6th, dominant 7th, and minor 7th chords63.
Figure 6.64 Drop 2 voicings

63

See also Levine (2006, p. 7).
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Participants’ approaches to harmony and its metacognitive influence on their jazz
learning
From the interviews, practice sessions and performances, the following six
harmony-related JPCs emerged: 1) left-handed voicings; 2) two-handed voicings; 3)
voicing the melody in chords; 4) comping, 5) transposition, and 6) reharmonisation.
Practising Strategies (PSs) the participants employed while practising harmony were the
use of a metronome, repetition, and practising hands separately64.
JPC—Left hand voicings
The data revealed that all eight participants primarily performed the set pieces using
a combination of shell voicings, guide tones and rootless voicings. The transcription in
Figure 6.65 below indicates that Linus played shell voicings (also known as Bud Powell
voicings) containing harmonic intervals that outline the tonic, third, and seventh of a chord,
over the progression of “In Your Own Sweet Way” (practice video link65). As Linus
explained, his purpose was to develop his voice leading of the piece by gradually adding
extra notes to the harmony:
So, now I’m working on “In Your Own Sweet Way”, working on Bud Powell
voicings for a more solo piano approach. So, I’m just going to be playing Bud
Powell voicings in my left hand and the melody in my right hand, and then once
I’ve got that working I might add extra notes […] At the moment I’m just working
out a smooth way to play this thing I’ve worked out, this particular voice leading.
It’s really important to try to make the chords sound evenly and to go between the
chords smoothly.

64

Refer to Volume 3 Appendix C (Practice session tables) for a more comprehensive overview of the
different Practising Strategies used by participants throughout their practice of harmony.
65
https://www.youtube.com/watch?v=lswv8R75FDc
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Figure 6.65 Linus practising shell voicings over “In Your Own Sweet Way” (practice video link66)

66

https://www.youtube.com/watch?v=lswv8R75FDc#t=0m27s
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The transcription in Figure 6.66 indicates that Matthew performed shell voicings when he
performed “Oleo”. In this excerpt, Matthew outlined harmonic intervals containing the root
and seventh of a chord, with the addition of chromatic passing tones a semitone above a
chord (performance video link67).
Figure 6.66 Matthew performing shell voicings over “Oleo”

The transcription in Figure 6.67 shows how Sean used left hand rootless voicings during
his performance of “Oleo”. Here, Sean achieves smooth voice leading keeping the top and
lower notes of each chord consistent (performance video link68).
Figure 6.67 Sean performing left hand rootless voicings over “Oleo”

The transcription in Figure 6.68 indicates that Matthew employed left hand rootless
voicings and shell voicings in his performance of “In Your Own Sweet Way”. His
harmonic approach was consistent with his voice leading (performance video link69).
Figure 6.68 Matthew performing left hand rootless voicings over “In Your Own Sweet Way”
(performance video link70)
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https://www.youtube.com/watch?v=JWgKvyVIKCk
https://www.youtube.com/watch?v=uUlta9t4f80
69
https://www.youtube.com/watch?v=8HUCmX4OIZ0
70
https://www.youtube.com/watch?v=8HUCmX4OIZ0
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In his practice session, Felix also used left hand rootless voicings, which allowed him to
maintain smooth voice leading over the chord progression of “In Your Own Sweet Way”
(practice video link71).
JPC—Two-handed voicings
The transcription in Figure 6.69 indicates that Linus practised two-handed fourthbased voicings over “In Your Own Sweet Way” (practice video link72). During the
interview, Linus explained that typically he repeated and rehearsed voicings for up to a
month until they were internalised and became part of his harmonic vocabulary. While he
never used these voicings in his performance of “In Your Own Sweet Way”, it is worth
noting that Linus was intent on practising two-handed voicings for his own development. In
this example, Linus can be heard practising with a metronome on beats 2 and 4. His twohanded voicings typically featured guide tones in the left hand with right-handed chord
extensions. The voicings Linus practised (Figure 6.69) indicate how he worked towards
smooth voice leading in the middle range of the piano.

71
72

https://www.youtube.com/watch?v=vdXqx-9nqjk#t=11m57s
https://www.youtube.com/watch?v=qz1586qtRws#t=0m19s
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Figure 6.69 Linus practising two-handed voicings over “In Your Own Sweet Way” (practice video link73)
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https://www.youtube.com/watch?v=qz1586qtRws#t=0m19s
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JPC—Voicing the melody in chords
From the transcription in Figure 6.70 it can be seen that David voiced the melody in
chords while practising “In Your Own Sweet Way” (practice video link74). David explained
the process:
Normally I would try to work out a way to play the melody voiced in chords which
might be a bit tricky on this song, but I’m gonna try and do it anyway […] I’m
always kinda looking for those middle notes that… with that voice leading that they
move and they kind of sound nice […] I think that contrary motion is important to
get.
Voice-leading strategies David employed in this chorus included upper structures, contrary
motion and chromaticism. He supported these harmonically through the use of guide tones,
rootless left hand voicings, shell voicings, and So What voicings, and he supported the
melody through devices such as block chords and drop 2 voicings. In the Figure 6.70
transcription, David began by freely voicing the melody in chords using upper structures in
bars 1, 2, 7 and 9. Other voice-leading devices he employed included block chords in bar 3,
contrary motion in bars 4, 10, 11 and 13, and So What voicings in bars 4 and 12. In bars 8–
10 he further decorated the melody with chromaticism (practice video link75).

74
75

https://www.youtube.com/watch?v=5rTP_cT0cDI#t=3m42s
https://www.youtube.com/watch?v=5rTP_cT0cDI#t=3m56s
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Figure 6.70 David voicing the melody in chords over “In Your Own Sweet Way” (practice video link76)

Matthew’s approach to voicing the melody in chords over “In Your Own Sweet Way”
involved the use of upper structures (practice video link77), block chords (practice video
link78) and a combination of both shell voicings and rootless left handed voicings. From the
Figure 6.71 transcription of Matthew’s performance of “In Your Own Sweet Way”, it can
be seen that he outlined the melody through the use of 3rd, 4th and tritone intervals; upper
structures (bars 2, 3, 11 and 27); and right handed rootless voicings (bars 8, 11, 12, 15, 16,
23 and 27).
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https://www.youtube.com/watch?v=5rTP_cT0cDI#t=3m56s
https://www.youtube.com/watch?v=jl0xAlmF6l8#t=2m10s
78
https://www.youtube.com/watch?v=ts57M5ybtZM#t=18m04s
77
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Figure 6.71 Matthew voicing the melody in chords over “In Your Own Sweet Way” (performance video link79)
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https://www.youtube.com/watch?v=8HUCmX4OIZ0
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JPC—Comping
Comping, an abbreviation of accompanying, involves supporting a soloist
harmonically and rhythmically, and is typically performed by a chordal rhythm section
instrument (piano or guitar). Each player has her or his own approach to comping, and
provides support for the soloist in various ways. Whether using a particular range of the
piano, or creating a sense of space through their harmonic and rhythmic interpretation,
above all an accompanist should complement the soloist.
Figure 6.72 is a transcribed excerpt of David practising comping over the
progression of “Oleo”, as though he was accompanying a soloist (practice video link80). His
busy comping style involved short, stabby rhythms performed at a fast tempo, and in a
controlled register in the middle of the piano. Throughout, David’s left hand often featured
the harmonic support of guide tones and shell voicings. His voice leading involved the use
of chromaticism, passing chords, chord substitutions, fourth voicings, upper structures,
sixth intervals, and octaves. Additionally, the rhythmic support of David’s comping style
contrasted an energetic section A (the first 16 bars) with a spacious and minimal section B
(bars 17–24).

80

https://www.youtube.com/watch?v=5rTP_cT0cDI#t=51m05s
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Figure 6.72 David comping over “Oleo” (practice video link81)
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https://www.youtube.com/watch?v=5rTP_cT0cDI#t=51m05s
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In another practice excerpt, David comped over “Oleo” in a heavy swing style at a
slow tempo, using two-handed voicings (practice video link82). His approach to comping
involved trial and error, and he adjusted specific chords in order to create balanced, smooth
voice leading. Later in his practice session, David rehearsed comping using block chords
over “Oleo”. As already explained, block chords contain four-way close voicings in the
right hand with the melody doubled in the left. In this example, David switched between
close diatonic chord voicings and diminished chords with a doubled melody in the bass
(practice video link83).
In Figure 6.73 it can be seen that Amanda comped chords in her right hand against
a walking bass line in the left hand (practice video link84). Her comping style involved
rootless left hand voicings typically placed on the off-beat, which provided a syncopated
time feel. Amanda’s left-handed walking bass predominantly involved four crotchet beats
per bar, with the tonic note placed on beats 1 and beats 3.
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https://www.youtube.com/watch?v=5rTP_cT0cDI#t=52m55s
https://www.youtube.com/watch?v=5rTP_cT0cDI#t=63m18s
84
https://www.youtube.com/watch?v=LV1flbzA4R0#t=10m32s
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Figure 6.73 Amanda comping over “Oleo” (practice video link85)
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https://www.youtube.com/watch?v=LV1flbzA4R0#t=10m32s
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Other participants who shared a similar approach to comping over a walking bass
line are Felix in his practice session (practice video link86), Matthew in his practice session
(practice video link87) and William in his practice session (practice video link88).
JPC—Transposition
Transposition involves rendering a composition (either in notation or performance)
in a key different from the one in which it was originally composed. Jazz pedagogues
reinforce the importance of transposition as a way of developing a musician’s harmonic
skills, stating, “voicings, licks, styles, patterns and tunes should be practiced in every key”
(Levine, 1989, p. 251).
Linus incorporated transposition while he practised the aforementioned two-handed
voicings over “In Your Own Sweet Way”. Figure 6.74 lists several instances where, while
he was practising, Linus transposed two-handed voicings from the original key (Eb major)
into three different keys (F major, Bb major, and C major). These examples reveal that
Linus internalised two-handed voicings over a wide range of keys, as a means of
developing harmonic sophistication in his playing.
Figure 6.74 Linus practising transposition over two-handed fourths-based voicings
Linus—Practice session #1
Chorus 3

Eb major
(Original key)

https://www.youtube.com/watch?v=qz1586qtRws#t=4m00s

Chorus 4–5

F major

https://www.youtube.com/watch?v=qz1586qtRws#t=5m09s

Chorus 6

Bb major

https://www.youtube.com/watch?v=qz1586qtRws#t=11m36s

Chorus 7

C major

https://www.youtube.com/watch?v=qz1586qtRws#t=14m11s

David also briefly explored transposition during his practice of “Oleo”. In one
instance, he improvised in the modulated key of Gb major, demonstrating the use of
pentatonic, blues and bebop lines (practice video link89).
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https://www.youtube.com/watch?v=vdXqx-9nqjk#t=6m34s
https://www.youtube.com/watch?v=tAqc30AXWs4#t=11m35s
88
https://www.youtube.com/watch?v=NujL3bxq9Bg#t=8m16s
89
https://www.youtube.com/watch?v=5rTP_cT0cDI#t=50m07s
87

196
JPC—Reharmonisation
Reharmonisation involves rearranging the melody or harmony of a composition.
The primary goal of reharmonisation is to ensure that the melody still conforms to the
harmony of a given chord. Reharmonisation can be approached in several ways: by altering
the chords, increasing the number of chords, decreasing the number of chords or
substituting a chord for the one written (Levine, 1995, p. 260). Some examples of
reharmonisation techniques in jazz are secondary dominants, extended dominants, tritone
substitution, reharmonising V as ii-V, chromatic ii-Vs, and pedal points.
Figure 6.75 outlines Wilbur’s reharmonisation of “In Your Own Sweet Way” using
tritone substitution. Because the interval of a tritone consists of two dominant chords,
tritone substitution involves the placement of an alternate dominant chord within a
harmonic progression. Here, Wilbur can be heard replacing an F7 chord with a B7, and Db
chord with a G7 (practice video link90).
Figure 6.75 Wilbur’s reharmonisation of “In Your Own Sweet Way” using tritone substitution
Wilbur’s reharmonisation of “In Your Own Sweet Way” using tritone substitution

Section
A

A∅

D7

Gm7

C7

Cm7

ii

V

ii

V

ii

Gbmaj7

Bmaj7

F7

Bbmaj7

V

I

Abm7
ii

G7
(tritone sub)
V

I

B7
(tritone sub)
V

Bbmaj7 Ebmaj7
I

Wilbur also reharmonised “Oleo” using Coltrane changes. As outlined above, Coltrane
changes are based on the harmonic substitution of common jazz chord progressions,
consisting entirely of major or minor 3rd key motion. Figure 6.76 outlines Wilbur’s
reharmonisation of “Oleo” using minor 3rd key motion. While practising these changes,
Wilbur employed a metronome—on beats 2 and 4, at a slow tempo (practice video link91).

90
91

https://www.youtube.com/watch?v=6Pb53ZfD6Gg#t=0m33s
https://www.youtube.com/watch?v=N2cO-AqcGI4#t=21m46s
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Figure 6.76 Wilbur’s reharmonisation of “Oleo” using Coltrane changes
Wilbur’s reharmonisation of “Oleo” using Coltrane changes
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Additionally, Wilbur provides further exploration of Coltrane changes over “In Your Own
Sweet Way” (practice video link92).
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https://www.youtube.com/watch?v=6Pb53ZfD6Gg#t=1m57s
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Section III Mode of Jazz Practice: Soloing
Introduction
Improvisation refers to an “improvised solo”, in the conventional sense where a jazz
performer improvises in relation to the harmonic progression or other aspect of a given
piece of music. Hence, to “improvise” is to “solo” and vice versa. Since the terms
“improvisation” and “soloing” in jazz tend to be more or less interchangeable, it is
necessary to first discuss what it means to improvise in jazz. Many authors and researchers
have endeavoured to define what it means to improvise (Berliner, 1994; Elliott, 1995;
Azzara, 2002; Hickey, 2009). Chris Azzara, who addresses the matter from a music
education perspective, explains that improvisation is an elusive concept:
Improvisation has been an essential component of music throughout history, yet its
manifestation in contemporary music classrooms is not clearly defined. In most
cases, comprehensive improvisation skill development is absent from music
curricula. When improvisation has been incorporated into music curricula, it
appears in a variety of ways and consensus regarding a definition for improvisation
or emerging improvisation skills is difficult to find. (Azzara, 2002, p. 171)
This subchapter presents findings gathered from the participants’ approach to
soloing and its metacognitive influence on their jazz learning. In an effort to gain a clearer
understanding of their approaches to soloing, it is necessary to discuss further what it
means to improvise in jazz. Should the reader wish to proceed directly to a discussion of
the participants’ approaches to Soloing, they should advance to page 201.
Improvising in jazz
To improvise is to create music extemporaneously in real-time. It is the creative
activity of immediate “in the moment” musical composition, which combines instrumental
technique, the communication of emotions and responding spontaneously to one’s fellow
musicians (Gorow, 2002, p. 212). Herbie Hancock emphasises the “in the moment” aspect
of improvisation:
Improvisation—truly being in the moment—means exploring what you don’t know.
It means going into that dark room where you don’t recognize things. It means
operating on the recall part of your brain, a sort of muscle memory, and allowing
your gut to take precedence over your brain. This is something I still work on every
day: learning to get out of my own way. It’s not easy, but the times when you can
do that are truly magical. Improvising is like opening a wonderful box where
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everything you take out is always new. You’ll never get bored, because what that
box contains is different every single time. (Hancock, 2014, p. 23)
This notion is further underscored by Australian jazz writer and critic John Shand:
A crucial part of the art of improvisation is being able to stay in the moment without
losing focus. To be fully immersed in the music you want to avoid the flow of being
interrupted by outside thoughts, whether it is making a mistake, suffering from selfdoubt or being hot, cold, thirsty or tired. Technical musical thoughts can also
impede the flow, compromising the intuitive, interactive and creative elements of
improvising. (Shand, 2009, p. 13)
While the essence of jazz is improvisation, and improvisation is about being “in the
moment”, there are those who believe that jazz improvisation is not completely
spontaneous, but rather comes as a result of joining previously learned patterns in new and
varied ways (Berliner, 1994; Azzara, 2002; Elliott, 1995; Hickey, 2009). It is argued that
once previously learned patterns are stored as musical vocabulary, they come to the fore in
spontaneous jazz improvisation. According to Azzara, jazz improvisation does not occur
randomly but in relation to a framework that guides and defines the choices of a performer
who has “internalised a music vocabulary and is able to understand and to express musical
ideas spontaneously, in the moment of performance” (Azzara, 2002, p. 172). There is a
general consensus among scholars and pedagogues then, that predetermined patterns and
ideas, once codified in some fashion, become the basis for the methods that permeate
modern jazz educational practices.
Then there are those who compare musical improvisation to spoken conversation
(Dobbins, 1980; Johnson-Laird, 2002; Shand, 2009). A conversational sequence is built
upon learned vocabulary and spontaneous interaction, and jazz improvisation is said to
operate similarly. As Jack Reilly explains:
Improvisation is analogous to spontaneous conversation. For example, while
waiting for the New Jersey bus […] I struck up a conversation with the next person
in line before boarding the bus. This is what improvisation on the chord changes to
“I Got Rhythm” means. The “significance” of your conversation depends on your
vocabulary; the structure, form, development, flow, and unity of what you say are
secondary. You are saying it on the spur of the moment. (Reilly, 2010, p. xi)
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On the other hand, Adam Ockelford explains in Comparing Notes: How We Make
Sense of Music (2017), that there are a number of commonalities in the relationship
between music and language, yet there are also some key differences too:
In terms of content, language ultimately comprises words, which tend to have strong
“absolute” meanings that convey more or less specific information; conversely, the
musical message largely resides in the differences between notes, which have the
capacity to induce a series of emotional responses. With regard to structure,
repetition is the exception in language, but the rule in music. As far as function is
concerned, “real-life” consequences often follow from language, whereas the ideas
expressed through music exist only in the imagination. Finally, music precedes
language in early development—indeed, without the former, the latter would
struggle to get off the ground. (Ockelford, 2017, p. 144)
Jazz improvisation ultimately involves combining pre-learned vocabulary with
material that is created extemporaneously. Lee Bash underscores this notion in his article
“Improving Improvisation”:
Alto saxophonist Charlie Parker, paid special attention to the beginning and ending
of his solos where he placed signature patterns that he developed over the years. The
middle part of his solos used more extemporaneous material that was created in the
moment. This shows a developed style of musical phrasing where the shape of the
melody has a logical conclusion. With his strong beginning, Parker was free to
create solos that demonstrated musical phrasing, and led to a logical and memorable
conclusion. (Bash, 1991, p. 44)
Similarly, jazz pedagogue Scott Reeves states, “Learning to improvise is a two-step
process: the preparatory work of assimilating the jazz vocabulary, and the actual act of
improvisation” (Reeves, 1995, p. 1). Ken Prouty expresses the balance of what is “known”
and what is “unknown” in jazz improvisation as existing on a continuum “between
conformity and innovation; the nature of improvisation in academia is one point on this
continuum, drawn to either end by the power of historical and cultural practices” (Prouty,
2012, p. 75).
The remainder of this chapter subsection focuses on the approaches to soloing and
its metacognitive influence on the participants’ jazz learning. The discussion will
concentrate on the approaches taken by a selected subset of the participants.

201
Participants’ approaches to soloing and its metacognitive influence on their jazz
learning
The following five JPCs relating to soloing emerged from the data: 1) phrase-based
soloing, 2) scale-based soloing, 3) rhythmic-based soloing, 4) harmonic-based soloing, and
5) soloing over irregular time signatures. The PSs participants used while practising soloing
on the set pieces generally involved repetition, practising hands separately, and using a
metronome to emphasise beats 2 and 493.
JPC—Phrase-based soloing
A musical phrase consists of a complete musical thought that builds on a melodic or
rhythmic motif (White, 1976, p. 44). When constructing a musical phrase, a musician
concentrates on balancing sound and silence. This is especially important during
improvisation, where a skilful musician is required to achieve such a balance
extemporaneously, in the interests of constructing a coherent and stimulating solo. On this
matter, Miles Davis once stated, “Music is the space between the notes. It’s not the notes
you play, it’s the notes you don’t play” (Garcia, 2018, p. 28). Nevertheless, many
improvisers tend to emphasise sound over silence, and the results can be musically
unsatisfactory. Pedagogue Hal Crook also reflected on this need for balance in
improvisation:
Music can be thought of as a sound/silence relationship, and therefore space, or rest,
should be considered an important feature. We normally (naturally) spend much
more time practicing the “sound” aspect of this relationship than the “silence”, and
consequently our solos can tend to lack balance in this area. The balance between
playing and resting—or any pair of “opposites”—need not be equal, just musical or
desirable. Throughout certain sections of a solo it should be obvious that the player
is purposefully controlling the use of rest or space to achieve a desired balance.
(Crook, 1991, p. 17)
Two of the study’s participants, Linus and Wilbur, utilised several practising
approaches that placed an emphasis on phrase-based soloing: pacing, time-feel, motivic
development, and phrasing in groups of five quavers.
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Refer to Volume 3 Appendix C (Practice session tables) for a more comprehensive overview of the
different Practising Strategies used by participants throughout their soloing.
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Pacing
Linus’s approach to soloing demonstrated a phrase-based exercise known as pacing,
which was derived from Hal Crook’s How to Improvise (1991). According to Crook,
pacing places emphasis on the quantity of playing and resting in an improvised solo, that is,
the balance between musical activity and non-activity. Pacing helps players to relax and
exercise greater control over their improvising (Crook, 1991, p. 17). Linus employed
pacing in his third and fifth practice sessions, where he improvised for a bar and then rested
for a bar and so on, to a metronome sounding on beats 2 and 4. At the beginning of his third
practice session, Linus explained:
I’m gonna play for a bar, then not play for a bar, play for a bar, not play for a bar.
Like that, and then maybe I’ll do it with two bars. Playing for two bars, not for two
bars. It’s a really good way to sort of develop motivic elements in your playing. So
you can play something for the bar, and then in the bar rest, you can sort of hear it
and then think of something to develop it.
Linus explained that this approach allowed him to exercise greater control in devising a
response that would relate to a previously performed phrase. Ultimately, pacing encourages
the use of silence during a solo, reduces the pressure of soloing on a routine basis, and
allows the player to focus on conceiving and shaping a musically satisfying response.
The detailed transcriptions in Figures 6.77 (practice video link94) and 6.78 (practice
video link95) indicate how Linus employed pacing by continuously improvising then
resting, bar by bar, as he worked on soloing on “In Your Own Sweet Way” and “Oleo”. As
can be seen, Linus developed his phrases melodically and rhythmically. For example, in
bars 5–8 of Figure 6.77, his phrases share the same rhythmic shape, placement of left-hand
voicings, and melodic contour. Elsewhere, in bars 11–14 (Figure 6.77) he worked on
melody, playing ascending quavers in sequential fourths that descend chromatically, and on
rhythm, in bars 25–32, playing repeated quaver and triplet patterns.

94
95

https://www.youtube.com/watch?v=oeXDyLgbGfI#t=1m19s
https://www.youtube.com/watch?v=sbaUyjTE1NE#t=0m31s
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Figure 6.77 Linus pacing over “In Your Own Sweet Way” (practice video link96)

96

https://www.youtube.com/watch?v=oeXDyLgbGfI#t=1m19s
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Figure 6.78 illustrates Linus’s use of pacing over the set piece “Oleo” (practice video
link97). In this part of the practice session, Linus clearly developed rhythmic passages, as
seen in bars 19–22 of the transcription, employing dotted rhythms and quaver patterns, as
well as bold melodic phrases in bars 23–26, through the use of ascending arpeggios. In
addition, in bars 13–32 he can be seen soloing with his right hand only, as a PS.

97

https://www.youtube.com/watch?v=sbaUyjTE1NE#t=0m31s
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Figure 6.78 Linus pacing over “Oleo” (practice video link98)

98

https://www.youtube.com/watch?v=sbaUyjTE1NE#t=0m31s
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Later in the same practice session, Linus employed an “opposite” pacing approach over “In
Your Own Sweet Way”, where he rested on the “first” bar and played on the second, and so
on (practice video link99). At the completion of this session, Linus explored pacing more
generally, and freely improvised and rested for longer periods of time (practice video
link100). This time, Linus’s control of sound and silence followed a more common approach
to soloing. He announced:
Now I’m gonna try… instead of doing it in a specific way, I’m gonna do general
pacing. Which just means I’m simply gonna play and then leave a lot of space
and… wait till I hear something that continues the idea of my last line.
Here, Linus expanded the parameters of space during his solo on “In Your Own Sweet
Way”, in order to maintain fluency and the harmonic integrity of his improvisation.
Time-feel
Linus also demonstrated a phrase-based exercise in soloing known as time-feel,
which he also sourced from Hal Crook’s How to Improvise (1991). Crook’s approach to
time-feel allows the improviser to pay attention solely to rhythmic phasing and its
placement of the beat. Using the play-rest technique to soloing over “Oleo”, Linus applied
the idea of time-feel. In this excerpt, Linus can be heard emphasising beat 1 for two
successive choruses, then the second half of beat 1 (beat 1+) for a further two choruses, and
so on. Linus explained his approach to time-feel:
So, now I’m working on “Oleo” and I’m going to be playing straight quavers,
which is a way at working on my time-feel, and I’m gonna be starting on specific
parts of every bar. So at first I’ll start on beat 1, maybe play a couple of choruses
and start playing on (beat) 1 +, and then 2, and 2 +, and 3, and 3 + and that forces
you out of the habit of playing in certain parts of the bar.
The transcription in Figure 6.79 shows how Linus practised time-feel over “Oleo” (practice
video link101). It can be seen that Linus applied the play-rest technique to soloing,
emphasising beat 1 with a repeated rhythmic motif of a crotchet followed by two sets of
quavers.
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https://www.youtube.com/watch?v=oeXDyLgbGfI#t=4m41s
https://www.youtube.com/watch?v=oeXDyLgbGfI#t=7m04s
101
https://www.youtube.com/watch?v=ki7O1y-UKM8&index=14&list=UUu6PBpYexHVCenHOcilQYNg
100
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Figure 6.79 Linus’s approach to time-feel over “Oleo” (practice video link102)

102

https://www.youtube.com/watch?v=ki7O1y-UKM8&index=14&list=UUu6PBpYexHVCenHOcilQYNg#t=0m50s
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The table in Figure 6.80 sets out Linus’s approach to time-feel over “Oleo”. As the table
indicates, Linus typically explored each pattern by improvising over two choruses before
re-placing the beat and moving on (practice video link103).
Figure 6.80 A progressive representation of Linus’s approach to time-feel over “Oleo”
Time

Chorus/placement of the beat

0’49’’

Choruses 1–2: Emphasis on beat 1

2’45’’

Choruses 3–4: Emphasis on beat 1+

4’45’’

Choruses 5–6: Emphasis on beat 2

6’54’’

Choruses 7–9: Emphasis on beat 2+ (using two
examples)

10’26’’

Choruses 10–11: Emphasis on beat 3

12’58’’

Choruses 12–13: Emphasis on beat 3+ and later
changes to beat 4+

14’39’’

Chorus 14: Swaps bars and plays on beat 1 of every
second bar

16’00’’

Choruses 15–16: A new rhythmic pattern places
emphasis on beat 1 of every second bar

17’38’’

Choruses 17–18: Demonstration of a natural
approach to time-feel
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https://www.youtube.com/watch?v=ki7O1y-UKM8#t=0m49s

Rhythmic pattern
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Later in this practice session, Linus combined his practice of time-feel with expression and
dynamic touch. Examples can be heard in Choruses 7–13 of his Practice session #2
(practice video link104). In the process, Linus explained:
Now I’m increasing the tempo and I’m gonna play shorter phrases starting on beat
3. And I’m also going to try to… add dynamic shape to every short phrase in
different ways. So I might start a phrase, quiet and end it loud, or start it loud and
end it quiet, or start it quiet, loud in the middle and [then] quiet again. Just as a way
of working on dynamics and my lines.
At the end of the practice session, in Choruses 17–18, Linus explored a general approach to
time-feel while showing an increased awareness of dynamics and expression (practice
video link105). Figure 6.81 is a transcription of the way Linus practised time-feel over of
“Oleo” (practice video link106). He used the play-rest approach, placing emphasis on beat
2+ (the second half of beat 2). Linus explained:
Now I’m just gonna play not thinking about where I’m starting the phrase, in a more
just natural, free, way, but still thinking about more general dynamic shape…
playing longer lines as well.
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https://www.youtube.com/watch?v=ki7O1y-UKM8#t=10m26s
https://www.youtube.com/watch?v=ki7O1y-UKM8#t=17m28s
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https://www.youtube.com/watch?v=ki7O1y-UKM8&in-dex=14&list=UUu6PBpYexHVCenHOcilQYNg#t=17m53s
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Figure 6.81 Linus’s approach to time-feel placing emphasis on beat 1+ or beat 2+ over “Oleo” (practice
video link107).
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https://www.youtube.com/watch?v=ki7O1y-UKM8&in-dex=14&list=UUu6PBpYexHVCenHOcilQYNg#t=17m53s
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Motivic development
Wilbur employed a phrase-based approach to soloing that he referred to as “motivic
development”. In Choruses 4–5 of Practice session #1, Wilbur’s approach to soloing
involved developing one motivic idea for every eight bars, with a metronome sounding on
beat 2 of every bar (practice video link108). In Choruses 6–8 of the same session, Wilbur
altered his approach by consistently soloing one motivic idea per chorus, with the
metronome sounding on beats 2 and 4 of every bar (practice video link109). From these
practice session excerpts, Wilbur’s ability to adapt motivic ideas through a wide range of
harmonic contexts was clearly displayed.
Phrasing in groups of five quavers
As with Linus’s approach to time-feel, Wilbur’s soloing on “In Your Own Sweet
Way” involved the use of phrases comprising four consecutive quavers followed by a
single quaver rest (a pattern grouping of five quavers) (practice video link110). This resulted
in the continuous rhythmic displacement of the motif by a single quaver. As Wilbur
explained, the four-quaver figure moved more and more “out of phase” until eventually it
was back in alignment:
So they should line up in the sixth bar of A, the third bar of A2, the eighth bar of
A2, the fourth bar of B2, the second bar of C, and the second last bar of C. So I’ll
try and get through the whole song.
Figure 6.82 depicts Wilbur’s approach to phrasing in groups of five quavers where he
displaced each iteration of the motif by a single quaver.
Figure 6.82 Wilbur’s phrasing in groups of five quavers
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https://www.youtube.com/watch?v=Q9a_OtUutig#t=6m10s
https://www.youtube.com/watch?v=Q9a_OtUutig#t=8m25s
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https://www.youtube.com/watch?v=UGDlmsamoTs#t=3m55s
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JPC—Scale-based soloing
Originating from George Russell’s Lydian Chromatic Concept of Tonal
Organization (1959) and Miles Davis’s influential modal record, Kind of Blue, released in
the same year, the chord-scale system became widely established as a theoretical method
for jazz improvisation in the 1970s. This new way forward enabled musicians to “identify
quickly a scale or mode that will offer the fewest ‘wrong notes’ against a given harmonic
structure” (Ake, 2002, p. 266).
David, one of the study’s participants, practised scale-based soloing over “In Your
Own Sweet Way”. Figure 6.83 lays out a model of David’s approach to scale-based soloing
(practice video link111). In the practice session excerpt, David began by predetermining
potential scales that are compatible with the chords featured in the first eight bars of “In
Your Own Sweet Way”. Once he recognised and understood the compatibility of each
scale, he isolated the scales in order to develop an understanding of how they work within
the harmonic limitations of a chord. As can be seen in Figure 6.83, David practised modal,
diminished and altered scales in a linear fashion, before improvising using these scales
freely in an improvised and creative fashion.
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https://www.youtube.com/watch?v=5rTP_cT0cDI&list=UUu6PBpYexHVCenHOcilQYNg&index=28#t=12m16s
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Figure 6.83 A schema demonstrating David’s use of scales for improvisation over “In Your Own Sweet
Way” (practice video link112)
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JPC—Rhythmic-based soloing
Rhythmic accuracy is essential during a performance, especially when improvising
a solo. In an ensemble context, rhythmic accuracy contributes to tempo consistency and is
an indicator of the extent of rapport among the players. Rhythmic accuracy allows the
soloist to fluently switch up quavers, triplets and double-time semiquaver passages. As Hal
Crook acknowledges:
Rhythm is the most basic, fundamental element communicated by the soloist, and
appreciated (or criticized) by an audience. The greatest technique, creativity,
melodic accuracy, lyricism, sound, style, etc. matters very little if the music doesn’t
feel good rhythmically, whereas less evolved technique, ideas, melodic choices,
sound, etc. can actually sound okay when executed with rhythmic accuracy (good
time-feel) and conviction. (Crook, 1991, p. 32)
David practised rhythmic-based soloing over “In Your Own Sweet Way”. He explained,
“I’m gonna play nothing but quavers in the first A [section], and then nothing but triplets,
and just see if I can not rush”. Jamey Aebersold affirms this approach to rhythmic soloing:
The jazz musician often uses, as his basic unit of time, the eighth note. It seems to
be played more than any other note value. As a musician grows and becomes more
comfortable with scales, chords, patterns and his instrument in general, he will
begin experimenting with phrases using faster note values—making it twice as
fast—twice as many notes, too. (Aebersold, 1979, p. 38)
The transcriptions of excerpts of David’s practice session in Figures 6.84–6.86 reveal his
approach to rhythm-based soloing over the first eight bars of “In Your Own Sweet Way”.
As can be seen, David’s approach to improvisation features successive quaver, triplet and
semiquaver rhythms set to a metronome. His approach to soloing features chromaticism,
outlining of the chord tones, arpeggios, and scalar patterns.
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Figure 6.84 David practising continuous quavers over “In Your Own Sweet Way” (practice video link113)
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Figure 6.85 David practising continuous triplets over “In Your Own Sweet Way” (practice video link114)

In another excerpt from his practice session (transcribed in Figure 6.86), David continues
his rhythmic soloing with continuous double-time semiquaver passages. Once again, his
soloing features chromaticism, scalar passages and arpeggios. Aebersold refers to the use of
chromaticism in double-time soloing:
Double-timed passages using only scale tones are rare and may sound trite or
confining. The use of chromaticism coupled with diatonic phrases is what makes the
double-timed sections sound so impressive. (Aebersold, 1979, p. 38)
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https://www.youtube.com/watch?v=5rTP_cT0cDI&list=UUu6PBpYexHVCenHOcilQYNg&index=28#t=26m30s
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Figure 6.86 David practising continuous semiquavers over “In Your Own Sweet Way” (practice video link115)
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https://www.youtube.com/watch?v=5rTP_cT0cDI&list=UUu6PBpYexHVCenHOcilQYNg&index=28#t=27m24s
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JPC—Harmonic-based soloing
Three of the participants, Wilbur, David and Sean, utilised several practising
approaches that placed an emphasis on harmonic-based soloing: diatonic and chromatic
enclosures, slow soloing over the chord tones, and isolating a harmonic progression during
improvisation.
Diatonic and chromatic enclosures
Enclosures are a series of notes that “enclose” a target note. Enclosures create
functional tension that resolves appropriately. An enclosure is used when a chord tone (the
root, third, fifth or seventh) is approached diatonically (the notes given within a key) or
chromatically (ascending or descending by semitones) from above or below. While
working on his soloing, Wilbur used diatonic and chromatic enclosures with “In Your Own
Sweet Way” (practice video link116).
Figure 6.87 provides an example of a diatonic enclosure. Using C major, the
enclosure diatonically anticipates resolving on the 3rd of the chord (the E), by diatonically
approaching it via “D” and “F” before resolving.
Figure 6.87 Enclosing 3rd diatonically into C major

An example of a chromatic enclosure can be seen in Figure 6.88. Using C major,
the enclosure chromatically anticipates resolution on the 3rd of the chord (again, the E), by
chromatically approaching it via “D#” and “F”, before resolving.
Figure 6.88 Enclosing 3rd chromatically into C major
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https://www.youtube.com/watch?v=UGDlmsamoTs#t=8m48s
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Slow soloing over the chord tones
In transferring his inner musical thoughts to the piano, Wilbur approaches his solo
practice using a slow tempo, thus allowing what he hears internally to be manifested within
his soloing. In his practice session Wilbur explained, “I’m just gonna practise slow soloing,
concentrating on ‘In Your Own Sweet Way’ and looking at all the things I’ve been looking
at, like arpeggios, and enclosures, and the changes”. In the video excerpt of his practice
session, Wilbur soloed slowly over “In Your Own Sweet Way”, outlining arpeggios and
using continuous quavers with a metronome sounding on beats 2 and 4 at 40 bpm (practice
video link117).
Isolating a harmonic progression during improvisation
Sean and David utilised harmonic-based approaches to soloing over “In Your Own
Sweet Way” in their practice sessions, by isolating specific ii-V-I passages. In the first
example, Sean repeatedly soloed over a ii-V-I progression in the key of D (Em-A7-D). He
maintained crotchet based left hand voicings, whilst repeatedly soloing over a ii-V-I
progression (practice video link118). During Sean’s interview, he revealed a desire to
improve his soloing by isolating harmonic progressions, such as turnarounds:
Because we’ve just been learning bop stuff in our impro class, I didn’t really
practise the tune per se, but I practised, like, just turn-arounds (plays example on the
piano). That sort of, you know, the typical turn-arounds, which I’ve never actually
done until I came here. It’s the whole bop language.
In his practice session David, too, repeatedly soloed over a ii-V-I progression in the
key of Gb (Abm-Db7-Gb). After soloing over the entire piece, he expressed frustration,
stating, “I seem to suck at the Abm7 Db7, the ii-V into Gb, so I’m just going to run that for
a bit”. He proceeded to repeatedly isolate his solo over ii-V-I into Gb major until he gained
fluency (practice video link119).
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https://www.youtube.com/watch?v=b2w99sWwA30
https://www.youtube.com/watch?v=1BdV0aXGGZk#t=13m33s
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https://www.youtube.com/watch?v=5rTP_cT0cDI#t=15m46s
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JPC—Soloing over irregular time signatures
Two of the participants, Wilbur and William, approached soloing on the set pieces
by using irregular time signatures. The transcription in Figure 6.89 reveals Wilbur’s
approach to soloing, in 5/4 time, over “In Your Own Sweet Way”. His soloing is doubled
using both hands in time with a metronome. As can be seen, he subdivided each bar at a
ratio of 3+2 beats.
Figure 6.89 Wilbur soloing over “In Your Own Sweet Way” in 5/4 (practice video link120)
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The transcription in Figure 6.90 reveals Wilbur’s approach to soloing over “In Your Own
Sweet Way” in 7/8. In this practice session excerpt he subdivided each bar at a ratio of
2+2+3 beats. As a result, Wilbur’s solo featured a consistent pattern of crotchet-crotchetdotted crotchet rhythms, set in time with a metronome.
Figure 6.90 Wilbur soloing over “In Your Own Sweet Way” in 7/8 (practice video link121)

Moreover, William soloed over “In Your Own Sweet Way” in 12/8 (practice video link122).
His soloing sometimes gave the impression of being in 4/4, however he regularly implied a
slow 12/8-triplet feel. Finally, here he approached soloing by subdividing each bar at a ratio
of 6+6 beats.
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https://www.youtube.com/watch?v=N2cO-AqcGI4#t=35m55s
https://www.youtube.com/watch?v=ZvstuQuvjds#t=13m30s
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Section IV Mode of Jazz Practice: Transcription
Introduction
Transcription refers to the aural memorisation or notation (dictation) of some or all
aspects of a piece of jazz music. This chapter subsection analyses and discusses the
participants’ approaches to transcription and its metacognitive influence on their jazz
learning. Should the reader wish to proceed directly to a discussion of the participants’
approaches to Transcription, they should advance to page 230.
Definitions of transcription
Transcription renders thoughts, speech or other data in written or printed form. Just
as a spoken word can be transferred to written form, transcription interprets and preserves
aspects of a piece of music for future reference and study. As Eitan Wilf explains, “a jazz
transcription is the textual artifact that is the result of notating music from jazz recordings”
(Wilf, 2014, p. 140; Berliner, 1994, pp. 95–105). These definitions place an emphasis on
the notation and storage of information, however music can also be deliberately studied and
stored in a musician’s memory for later retrieval. In learning jazz, Liebman believes
transcription “is the most efficient and productive technique for learning to improvise in the
jazz tradition, or in any tradition for that matter” as aurally, “a musician is forced to hear
and duplicate everything” and visually, “with the notes written out it becomes possible to
analyse the thought process of the improviser” (Liebman, 2003, para. 2–3). Jazz musicians
aurally internalise or visually notate recorded performances. They identify licks and
patterns in these performances in order to imitate, absorb and transform them as part of a
process of developing their own individual musical idiolect.
This final chapter subsection examines the participants’ approaches to transcription
and its metacognitive influence on their jazz learning. In order to gain a clearer
understanding of their approaches, it is helpful to consider various jazz pedagogues’ and
prominent musicians’ understandings of transcription.
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Transcription as a form of metacognitive activity among jazz musicians
Jazz transcription studies
As jazz scholar Mark Tucker relates, “many professional jazz musicians regard
transcription as an integral part of their own education, [yet] few have discussed the
transcribing process in any detail” (Tucker, 2002, para. 9). This, I believe, underscores the
importance of the practice in an individual jazz musician’s metacognitive learning. While
there is a paucity of literature on the metacognitive approaches of jazz musicians, some
significant work has been undertaken in this area. Phillip Small’s 2006 thesis, “Creating
Your Own Voice through Jazz Transcription: A Teaching Method for Jazz Students”,
emphasises that jazz transcription is a self-taught skill (Small, 2006, p. 6). Small concludes,
transcription “teaches the student to explore the process of musical growth through
listening, emulation, and playing and creating original melodies” will lead the student to
improvise in an individual manner (Small, 2006, p. 2).
Guro Gravem Johansen’s study (2013a) of musicians copying from recordings
investigated the transcription processes of 13 tertiary jazz students. She found that jazz
students appeared to transcribe according to the following metacognitive values: attitudes
towards copying as a learning practice (why), objects of copying (what) and modes of
copying such as playing transcriptions along with recordings (how) (Johansen, 2013a, p.
82). Her study also revealed that some students rarely transcribed because they found it
hard, time-consuming work, whereas others expressed the joy of listening to a piece of
music and the desire to learn how to sound the same way. Johansen concluded that jazz
transcription encourages the formation of an individual’s musical development and
identity:
Rather than leading to direct and conscious reproduction when it comes to the
musical content, copying can enhance the development of a reflective metaunderstanding of real-time composition and expression among the performers they
copy, that on a longer term basis can be absorbed in their own expression and
“voice”. (Johansen, 2013a, pp. 92–93)
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Processes of jazz transcription
Saxophonist David Liebman acknowledges that transcribing in jazz involves
individual responsibility. In an article titled “The Complete Transcription Process”, he
writes, transcribing music is an auto didactic process that is used to purposefully
accommodate a student’s self-understanding with tangible and measurable rewards
(Liebman, 2003, para. 2). Throughout the article, Liebman discusses jazz transcription as a
three-part learning process that involves the body, mind and spirit, and that comprises
listening, notation and performance, and analysis.
For Liebman, the first step involves saturated listening of a selected solo, during
which the student should internalise and reasonably sing the solo with or without the
recording (Liebman, 2003, para. 4). The second step, which Liebman considers the most
important, is the notation and performance of the transcription. At this point, the solo
should be “imitated in every way, including dynamics, articulation, nuance, time feel, tone
coloring and of course, the rhythms and pitches” (Liebman, 2003, para. 13). Further, “it is
in this stage of imitating the solo that the acquisition of subtleties […] is subconsciously
absorbed” (Liebman, 2003, para. 5). The final step involves the analysis of isolated
passages and phrases of a solo, and learning them in different keys and tempos.
Liebman believes that by “creating variations and using them in other comparable
harmonic situations, the student begins to transform the transcription process from
imitation to creation” (Liebman, 2003, para. 13). Additionally, transcribers should isolate
melodic lines from harmonic progressions (such as a ii-V-I) and then compose variations
that still retain the integrity and core of that particular chosen line (Liebman, 2003, para. 8).
During analysis, the musician should cross reference ideas developed in transcribed solos in
a sense of constructing several alternative versions of the original material (Liebman, 2003,
para. 8). Phillip Small’s pedagogical model of transcription is similar to Liebman’s, and
involves nine steps: amassing the correct materials, choosing the solo, listening to the solo,
writing out the solo, playing the solo, extracting melodies from the solo, creating exercises
from the solo, composing original melodies based on ideas from the solo, and incorporating
these ideas into improvisational performance.
Extracts from the writings of the pianists Chick Corea, Herbie Hancock and Tommy
Flanagan, as well as the saxophonist Michael Brecker, are also helpful in considering the
value of jazz transcription in the jazz learning process.
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In his instructional book, A Work in Progress… On Being a Musician (2014),
pianist Chick Corea explains how transcription can be useful in understanding and
analysing the technique or approach of a particular jazz artist:
Transcribing from recordings, the actual notes performed is always a great exercise
in ear training as well as a way to analyze and understand a particular technique or
approach. This was my most used approach when studying other pianists. This can
be done by simply understanding and emulating the general direction or concept of
what I’m hearing. It can also be done in more detail by actually duplicating the
specific notes being played off the recording—writing them down or not. (Corea,
2014, p. 12)
In his biography, Possibilities (2014), Herbie Hancock relates his first experience of
transcribing jazz by learning licks and phrases from George Shearing records. Hancock
explained:
My first attempts were terrible. I sounded exactly like I was, a classical musician
learning how to improvise. But then my love of science and mechanics kicked in,
and I decided to approach improvising the same way I approached taking a clock
apart: analytically. But then I’d find a phrase I liked, and then try to pick out the
notes by listening to it over and over—even just to find a single-note improvisation
on the right hand. I tried to listen past the melody to the improvised parts to figure
out the individual notes I needed to play. Once I found the right notes, I’d try to
play along with the record, but in the beginning I couldn’t seem to make it sound
the same. So I’d go past that phrase to get to the next one, learning longer and
longer phrases until I could play them the way they sounded on record. I kept
working to find the phrases I liked, and then I’d transcribe them onto music paper. I
didn’t know it at the time, but I was also doing ear training—I was sharpening my
relative pitch at the same time I was learning phrases. I did this for hours each day,
branching beyond George Shearing into other players, like Erroll Garner and Oscar
Peterson. The more I learned, the more I wanted to learn. Because of the way my
mind works, I noticed patterns. I’d play a phrase, write it down, and think, Wait a
minute—he just used those same notes in another phrase earlier in the song. I didn’t
know how jazz was constructed, so I had to figure it out as I went along. To me,
improvisation sounded like a stream of consciousness. But at the same time I knew
it couldn’t be, because it was so organized. (Hancock, 2014, pp. 21–22)
Here, Hancock describes the transcription process as being analytical, involving intense
listening and trial and error until Shearing’s phrases could be subconsciously internalised,
and afterwards consciously stored through notation.
Tommy Flanagan highlights how transcription can allow a practitioner to get inside
the mind of a performer. He states:
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Sometimes, you would try to duplicate something the soloists did. It was almost like
they put it down there for you, like they were showing you something. So, you
might try to duplicate a run or buy a transcription book to see how it looked on
paper and then apply it, use it yourself from there. Mostly, they showed you a
general way of thinking about playing a song or a phrase. Or they showed you
another way of looking at a chord, how it related to other things—like the way you
can make one little phrase cover three or four chords. It was very interesting and a
good study for the ear. (Berliner, 1994, p. 105)
As part of a filmed master class at the University of North Texas in 1984, Michael Brecker
shared his approach to transcription as a way of feeding his psyche:
Pretty much my playing is generally mimicking other things that I’ve heard. I’m not
tremendously original. I listen to things and then I learn them or I hear them enough
for them to get into my psyche and then I distort the hell out of them… I think it’s a
really useful tool to learn solos, or to learn parts of solos. I know that’s a question
that’s often asked of me. Did I learn solos? The answer is yes, but I didn’t have the
discipline to learn whole solos really. I did it occasionally. I found it helpful for me,
if I was gonna do it, to copy it out myself and not do it out of a book, because
somehow it sank in more. I also found it helpful, once I learnt it, to play it along
with the record to figure how it lays over the rhythm section. But more often I took
pieces, you know guitars or saxophones, trumpets, piano solos, and if I heard a lick
that I liked, I’d steal it. Eventually, I mean my memory is not so good, so I’d forget
it and it would come out in some other weird bizarre way a few months later. I
found that it is usually two months. If I worked on something like two months later,
all of a sudden it would creep out. I’d be playing somewhere, and all of a sudden,
you know, “that” would come out. It was never really a conscious process. I was
never one of those people that could learn something and then play it that night. I
always have to trust that it’s always going to come out somewhere in my psyche.
Music for me is largely intuitive. I’m not a real intellectual kind of player. My mind
doesn’t work that way. I think fairly quickly I’m aware of the chords when I’m
playing most of the time. I’m not real tuned into that. Lately I’ve been more tuned
into shapes and pivot points and melodies, particularly when I’m recording… and
just let what naturally happens happen without trying to colour it. (Ryjoch, 2014)
From these reflections it is clear that the various experiences of Corea, Hancock,
Flanagan and Brecker align with Liebman’s and Small’s approaches to transcription—
imitating and analysing recorded improvisations in the service of self-discovery.
Ultimately, both Liebman and Small recognise the importance of imitation for the sake of
innovation, and that the processes are determined according to the perceived needs of the
individual musician. Small compares jazz transcription to the hearing and imitation of a
language, where the imitation period occurs first and leads to the development of
independent offerings (Small, 2006).
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Liebman highlights the importance of studying the past in order to construct a
pathway for the present. “There is something very honest and validating about studying the
past in this manner”, he explains. “It gives a student a sense of being connected to the
tradition and of having earned his or her way” (Liebman, 2003, para. 8). Pianist and
educator Jack Reilly also believes that the imitation of the past is essential to the evolution
of the present. He explains:
One learns to compose by imitating the best composers; one learns to improvise by
imitating the best jazz improvisers. In other words, the quality of the present in
music is always dependent, to some degree, on the quality of the past. It is implicit
in this dictum that one learns how to play one’s instrument in a virtuoso manner,
before one can imitate. (Reilly, 1992, pp. vi–vii)
The question of “artistic honesty”
The majority of jazz educators believe “transcribing solos and tunes off of records is
an essential skill” (Levine, 1989, p. 269), and that the value of transcription provides
students with a glimpse of “what people did, how a solo was constructed, and to see what
you could do with chords” (Berliner, 1994, p. 105). According to Liebman, some musicians
object to devoting too much time to transcribing the ideas of others, and believe that the
imitation of high profile musicians amounts to a form of theft (Liebman, 2003, para. 1).
Perhaps this applies to more experienced jazz improvisers, as most pedagogues recommend
that in the interests of their development, amateur jazz improvisers transcribe and thus
imitate those who came before.
Liebman does believe that there is a danger in concentrating too much on an artist’s
original ideas and that “the goal as an artist is to find an individual voice” (Liebman, 2003,
para. 12). Excessive imitation and transcription may delay the development of individuality
and creativity. At the same time, Liebman encourages the use of transcription in the belief
that “most artists have done something of this sort. And the best players are usually the
ones who will tell you immediately that so and so was their main inspiration and they
began by copying him” (Liebman, 2003, para. 1). He does assert, however, that “there is a
point where it isn’t artistically honest to keep using other people’s material” (Liebman,
2003, para. 12). Berliner appears to share a similar view:
For the most part, the jazz community contains public re-creations of solos through
its tacit assumption that improvisations belong to the creators. Generally, a
performer “couldn’t play someone else’s solo note for note; that just wasn’t
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considered cricket”. This attitude limits the practical value of developing a large
reserve of completed solos as the basis for an initial vocabulary. (Berliner, 1994, p.
101)
Liebman recommends that students transcribe solos that are considered to have been
indispensable to the development of jazz, so that they can continue to be of practical use to
future generations of players. For example, transcribing from a blues, rhythm changes or
well-known jazz standard will be more beneficial than transcribing a particular artist’s
original tune. According to Liebman, “what will be gleaned from the process will be of use
in the real playing world on these types of tunes which are so common in the repertoire”
(Liebman, 2003, para. 10).
Further, transcriptions of acclaimed solos have usefully served as daily warm-ups
and technical exercises among musicians, as Berliner notes:
Typically, musicians learn a repertory of complete recorded solos that they practice
as musical etudes and perform periodically for friends during informal sessions.
Among the various improvisations that Wynton Marsalis learned was John
Coltrane’s famous solo on “Giant Steps,” which he “practiced every morning” at a
particular stage in his development. (Berliner, 1994, p. 98)
Ultimately, in order to be “artistically honest”, Liebman recommends that a musician focus
on transcription, through detailed notation and analysis, for no more than two years. He
does state however, that the process of selective transcription—transcribing a few bars or
choruses of a piece—is an ongoing practice throughout a musician’s working life.
While there are differences of opinion over how long, to what extent, and what jazz
musicians should transcribe, Aebersold contends that “each musician is the result of what
they have listened to” and that imitation of other musicians is crucial for jazz development
(Aebersold, 1979, p. i). Saxophonist Sonny Rollins echoes this view, stating, “No one is
original. Everyone is derivative” (Raphael, 2011, para. 2). Ultimately, Aebersold believes,
“if no one listened to anyone else, why play music?” and that, “music is for everyone and
truly is a Universal Language” (Aebersold, 1979, p. i). Herbie Hancock agrees that
listening to and transcribing records is key to the development of improvisers, however he
believes it is essential to restrain oneself from copying others so that you can find your own
voice. He put it this way:
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Whenever people ask me how to learn to improvise, I tell them … find a player you
like, and then copy what he or she is doing. That analytical, mechanical approach
will enable you to learn the basics, but then the trick will be to figure out how not to
get stuck in copying. You have to start creating your own lines, to find your own
voice. (Hancock, 2014, p. 22)
It is clear then that listening to jazz recordings is crucial in a jazz musician’s early
development. However, once there is a sense of control and mastery of the basics of
improvisation, as Campbell and others emphasise, it is up to the performer to forge an
original way ahead. She states:
Improvisatory styles of music are steeped in the aural capacity of performers to
learn by listening to the masters (and master-teachers) and by spending long periods
imitating live and recorded models. Students in this tradition learn to observe by ear
and by eye and to practice repeatedly what they have observed until their teachers
and mentors support them in breaking from the models to the sound of their own
personal expressions within the framework of the style. (Campbell, 2009, p. 139)
While Liebman is concerned about artistic honesty, he agrees that “knowing what came
before is the only way to realise what there is left to do”, and that “imitation as a stage of
learning is timeless and inevitable” (Liebman, 2003, para. 3).
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Participants’ approaches to transcription and its metacognitive influence on their jazz
learning
Two JPCs related to transcription were identified in the data: 1) aural memorisation,
that is, the more immediate approach of apprehending some aspect of a piece of music
through sustained aural consideration and memorisation, and 2) dictation, that is, the
process of writing down and storing the music in some form of musical notation. In terms
of PSs, participants approached transcription either by listening to a recording on YouTube,
playing along to a recording, or slowing down a recording using software such as
Transcribe! and Amazing Slow Downer123.
JPC—Aural memorisation
Aural memorisation is an immediate approach to transcription, and it involves
paying sustained aural attention to a piece of music and memorising some of its
components. In this approach the player absorbs jazz licks and phrases, or what Berliner
identifies as “discrete patterns” (Berliner, 1994, p. 101). These, Berliner believes, are
particularly beneficial to young players as they can more immediately become part of their
jazz vocabulary. He recommends that students transcribe discrete patterns before
embarking on larger scaled transcriptions and analysis:
Securing a repository of discrete patterns offers a clear advantage to young
performers whose mastery over their instruments is insufficient for copying their
solos in their entirety. Correspondingly, “a whole solo can just be too much to take
in at once. Little sections or melodic fragments” are more easily absorbed.
(Berliner, 1994, p. 101)
While all of the participants from the study indicated in interview that they aurally
transcribed on a regular basis, only three, Matthew, Wilbur and Felix, used transcription
through aural memorisation in their recorded practice sessions.
In Chorus 1 of Matthew’s first practice session, he listened to a Dave Brubeck
quartet recording of “In Your Own Sweet Way” on YouTube (Berger, 2011). In this
practice session excerpt, Matthew can be heard cross-referencing and absorbing specific
voicings from the recording (practice video link124). Later, in Chorus 11 of the same
session, Matthew interpreted ideas from a Herbie Hancock quartet recording of “Oleo” on
123

Refer to Volume 3 Appendix C (Practice session tables) for a comprehensive analysis of the different
Practising Strategies participants used in their approach to transcription.
124
https://www.youtube.com/watch?v=jl0xAlmF6l8#t=00m09s

231
YouTube (LightningTrident, 2008), before embarking on his own practice of the piece
(practice video link125).
In his practice sessions, Felix also referred to YouTube videos of “In Your Own
Sweet Way”, on his iPhone, performed by the Keith Jarrett trio (barkofink, 2012) in Chorus
25 (practice video link126) and a slow ballad version of “In Your Own Sweet Way”
performed by guitarist Wes Montgomery (mijnsmaak, 2009) in Chorus 26 (practice video
link127). After listening on YouTube to Wes Montgomery’s ballad version of “In Your Own
Sweet Way” (Chorus 26), Felix aurally incorporated the same slow tempo and ballad style
into his own playing of the set piece (practice video link128). These examples from Matthew
and Felix clearly outline the transcription process and its value in jazz learning. In
interview, David described his approach to transcription, which was very similar:
I usually listen to as many recordings of [a piece] as I can and then… steal all the
bits that I like [laughs]… and then I just try to play it, well not even try, I just end
up playing it for a long time and stumble across interesting chords and various
things that arise from playing a song for half an hour.
Some participants explained that they aurally transcribed solos, which served as a
model for their understanding of how to improvise over specific chord changes. For
example, Linus explained:
I wanted to learn “But Not For Me” so I just transcribed Miles Davis playing it and
that’s how I learnt [how to solo over] it […] Same with “Confirmation”—I just
transcribed it. Yeah, it’s kind of helpful, sometimes [with] more modern
compositions as well.
One participant, Amanda, employed aural memorisation away from the piano. In interview
she explained:
[Commuting] on the train, I usually listen to it [a recording] a lot when I’m not with
my piano and then I try to hear it [separately] when I’m on the piano. Just try to
memorise it… When I’m actually at the piano. I try to guess what I’ve been hearing,
and then if I forget, I like to listen to it again and play it. For me I mostly try to play
it first, and if I can nail it by playing it along with the recording, I notate it.
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https://www.youtube.com/watch?v=jl0xAlmF6l8#t=23m39s
https://www.youtube.com/watch?v=vdXqx-9nqjk#t=31m38s
127
https://www.youtube.com/watch?v=vdXqx-9nqjk#t=36m40s
128
https://www.youtube.com/watch?v=vdXqx-9nqjk#t=38m01s
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Wilbur systematically employed aural memorisation in Choruses 6–17 of his eighth
practice session. In one practice session excerpt, he can be seen playing along from his iPad
with Bud Powell’s original solo to “Parisian Thoroughfare” on the album The Amazing Bud
Powell, Vol. 1 (Powell, 1956) (practice video link129). On his iPad, Wilbur stopped,
restarted and slowed down the recorded solo, and repeated phrases from Powell’s solo on
the piano, in trial and error fashion. Of interest is the fact that “Parisian Thoroughfare”
features rhythm changes, the same harmonic progression as the set piece, “Oleo”. Bud
Powell performed “Parisian Thoroughfare” in the key of F major, while “Oleo” was
composed in Bb major. Later in the session, Wilbur transposed licks and phrases from
Powell’s solo from F major into Bb major (practice video link130).
From the practice session excerpts listed in Figure 6.91 and the transcriptions in
Figures 6.92–6.93, Wilbur’s aural memorisation and adaptation of Bud Powell’s solo can
be traced. In these examples, he identifies specific licks and phrases in Powell’s solo to
“Parisian Thoroughfare” in the key of F, and, transposed into Bb, quotes these in his
performance of “Oleo”. This clearly demonstrates the centrality of the aural transcription
process in Wilbur’s practice, and in his performance development.

129
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https://www.youtube.com/watch?v=68oC78P4cf4#t=09m33s
https://www.youtube.com/watch?v=68oC78P4cf4#t=13m33s
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Figure 6.91 Wilbur transposing Bud Powell’s solo from F major into Bb major
Wilbur—Practice session #8
F major

https://www.youtube.com/watch?v=68oC78P4cf4#t=15m07s

F major

https://www.youtube.com/watch?v=68oC78P4cf4#t=16m17s

Bb major

https://www.youtube.com/watch?v=68oC78P4cf4#t=16m45s

F major

https://www.youtube.com/watch?v=68oC78P4cf4#t=17m37s

Bb major

https://www.youtube.com/watch?v=68oC78P4cf4#t=17m48s

F major

https://www.youtube.com/watch?v=68oC78P4cf4#t=18m10s

Bb major

https://www.youtube.com/watch?v=68oC78P4cf4#t=18m36s

F major

https://www.youtube.com/watch?v=68oC78P4cf4#t=19m20s

Bb major

https://www.youtube.com/watch?v=68oC78P4cf4#t=21m23s

Figure 6.92 An excerpt from Chorus 1 of Wilbur’s performance of “Oleo” (performance video link131)

131

https://www.youtube.com/watch?v=Fa2IogD8D6o#t=00m40s
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Figure 6.93 An excerpt from Chorus 2 of Wilbur’s performance of “Oleo” (performance video
link132)

A further instance of aural memorisation was identified in Felix’s recorded
performance of “Oleo”. In his solo, he directly quotes from the melody of Thelonious
Monk’s “Rhythm-A-Ning” and Charlie Parker’s “Anthropology”, as well as a line from
Bill Evans’s recorded solo to “Oleo” from the album Everybody Digs Bill Evans (Evans,
1959). It appears that Felix used these melodic quotes as a springboard for the development
of his own improvised ideas. Figure 6.94 is an excerpt from Monk’s “Rhythm-A-Ning”,
which is followed by a transcription of Felix’s interpretation in Figure 6.95.
Figure 6.94 “Rhythm-A-Ning” by Thelonious Monk

132

https://www.youtube.com/watch?v=Fa2IogD8D6o#t=01m45s
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Figure 6.95 Felix’s interpretation of “Rhythm-A-Ning” featured in his performance of “Oleo”
(performance video link133)

Similarly, Figure 6.96 contains an excerpt of Charlie Parker’s “Anthropology”, which is
followed by a transcription of Felix’s interpretation in Figure 6.97 (bars 67–72).
Figure 6.96 “Anthropology” by Charlie Parker

Figure 6.97 Felix’s interpretation of “Anthropology” featured in his performance of “Oleo”
(performance video link134)

It can be seen from these examples that Felix rather loosely incorporates these quotes
interpreted into his solo, in order to lend shape and direction to his interpretation. Finally,
Figure 6.98 is a transcribed excerpt of the right hand part of Bill Evans’s famous solo to
“Oleo” (see Volume 2) on the album Everybody Digs Bill Evans (Evans, 1959), which is
followed by Felix’s interpretation of that solo in Figure 6.99.
133
134

https://www.youtube.com/watch?v=XvehmiTqKm4#t=00m43s
https://www.youtube.com/watch?v=XvehmiTqKm4#t=01m08s
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Figure 6.98 Bar 41 of Bill Evans’s “Oleo” solo (featured on the recording Everybody Digs Bill
Evans135)

Figure 6.99 Felix’s interpretation of Bill Evans’s “Oleo” solo (performance video link136)

From a broader perspective, the way Felix quotes well-known pieces and a solo, reveals the
extent to which aural imitation and knowledge of compositional structure—in this case,
rhythm changes—is used in developing one’s own approach to the music.
JPC—Dictation
Dictation is a more involved approach to transcription whereby aspects of the music
are apprehended and stored graphically. This form of jazz transcription typically permits a
deeper analysis of a performer’s underlying patterns and musical thinking. In interview,
two of the participants, Matthew and David reported that they notated jazz solos for future
reference and analysis. Matthew usually transcribed entire recordings—solos, as well as
specific licks or chords. He found that this transcription process improved his sight-reading,

135
136

Volume 2 contains a full transcription of Evans’s “Oleo” solo.
https://www.youtube.com/watch?v=XvehmiTqKm4#t=01m16s
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notation skills, and ear training, and increased his jazz vocabulary. As he explained the
process generally involved:
Listening to it [a recording] and then writing it down on Sibelius [notation
software], and then afterwards I learn how to play it. Basically, what I’m doing
there is I’m listening, using my ear, then I’m writing it down. So, I’m using my
writing skills, and then I’m reading it so I can play it. That’s what I really like doing
at the moment.
Matthew further explained he filmed portions of his one-on-one lessons with his jazz piano
teacher:
I use my phone (shows a video example of his piano teacher performing on his
iPhone). Yeah so that’s what I have to learn over the week break so I’m going to
literally transcribe note-for-note what they’re actually doing […] With our one-onone classes basically I get them to play each week, I video it, then I copy it to my
computer and transcribe what they do.
In interview Matthew also commented on his interest in the pianist Robert Glasper and how
he had notated twenty of Glasper’s recordings in order to gain an understanding of his
performing style and to borrow from his use of harmony. He explained the aim of this
approach:
I like to work out concepts that the artists use, and it takes a while to work out the
actual concept. To transcribe something is actually not that hard, you just do it…
[but] it takes time. But to work out what the artists are trying to reveal is the hard
thing.
Revisiting Matthew’s comment, he discussed Glasper’s idiom and how he was attempting
to gain a more detailed understanding of it through notating and then building on it:
I reckon it’s this sus [suspended chord] sort of thing. Where you’ve got E sus right?
And then you just double the E and then it’s E sus over… well any sus chord that’s
doubled, the bottom note’s doubled over any bass note [plays example on the
piano]. It gives it that sound, which is his [Glasper’s]. But then from there, what you
can do is you can make it your own because now that you know the concept, you
can kind of mess around with what you want to do with it as well [plays his own
rendition of “Glasper’s sus concept”].
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It is clear from this explanation that Matthew’s intention was to absorb Glasper’s unique
“sus sound” in order to further develop his own musical sound and identity. He employed
written transcription as a means to uncover traits and features of the artists that interest him.
Correspondingly, as a means to understand pianist Brad Mehldau’s characteristic
musical traits, David explained in his interview that he transcribed and notated Mehldau’s
entire recording of “It Might As Well Be Spring” from the album Introducing Brad
Mehldau (Mehldau, 1995) as part of a transcription task he was expected to do as part of
his studies:
Recently I’ve kind of transcribed a whole tune, a Brad Mehldau tune “It Might As
Well Be Spring”. So, I started off just learning the solo, but then I also learned… in
the intro there’s all these chords, so I tried to learn all the voicings from that as well
and then the phrasing and the melody.
David wished to analyse and emulate Mehldau’s arrangement, solo and voicings. As a
result, he was further able to gain greater insight into Mehldau’s musical language.
Aural memorisation vs. dictation
Expert jazz pedagogues express differing views about the place of transcription in
jazz learning, as the following ideas emphasise. Mark Levine writes of “two schools” of
jazz transcription: “The first, writing out the solo. The second, don’t write the solo, but
instead learn it by playing along with the recording” (Levine, 1995, p. 252). According to
Levine:
The second is by far the best. Playing along with the record immerses you much
more deeply in the music than just writing down and playing it later. You will learn
not just the notes, but also the breathing, phrasing, and emotional content of the
solo. If you still want to write down the solo, do so after learning it on your
instrument. A third method—buying a book of transcribed solos—is useful on some
levels, but omits a couple of vital parts of your relationship to the music: listening,
and discovering the music by yourself. (Levine, 1995, p. 252)
Levine asserts that “jazz is almost entirely ear music”, and as a result, “jazz musicians play
best when they don’t have to read, when they’ve internalized everything so well that they
no longer need music” (Levine, 1995, p. 100). From the data collected, it was determined
that the participants’ most common approach to jazz transcription was aural memorisation,
since it appears that they preferred to commit recorded details to memory rather than to
writing. As Felix explained, “if you want to be a jazz player, it’s far more important to just
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learn the solo and take lines out of it and learn them in all twelve keys as opposed to
spending time writing the solo down”. Felix indicated that he picked out lines from a solo,
such as a lick or phrase from a ii-V-I progression, and transpose the lines into all twelve
keys.
Berliner writes in support of written transcription, however: “Whereas many
musicians learn solos essentially by ear, others find it useful to transcribe solos, rendering
them as closely as possible in conventional Western music notation” (Berliner, 1994, p.
97). While they considered written transcription a useful approach to jazz learning, some,
such as David here, remarked, “It wastes a lot of time when I could be learning something
else”. The data revealed that participants resorted to written transcription only if they were
required to do so for assessment purposes, in which case they considered that it was useful
for future reference and analysis. As already mentioned, among the participants it was
David and Matthew who saw the value in undertaking lengthy written transcriptions of full
performances.
Levine’s “third method”, that of “buying a book of transcribed solos”, is mostly
resorted to in order to secure a general blueprint of a legendary recorded improvisation.
While it is believed that published solos have been available since the 1920s (Berliner,
1994, p. 97), it was during the 1970s that “music publishers began marketing such
transcriptions as pedagogical tools in their own right, reflecting the emphasis on ‘note
choice’ in most jazz-education programmes” (Ake, 2002, p. 261). Published transcriptions
are believed to be used today by musicians as a kind of reference encyclopaedia, for sightreading and to satisfy one’s curiosity (Liebman, 2003, para. 12). They may well be a useful
resource for some musicians, but the pianist Chick Corea believes that self-transcribing is a
much more valuable learning experience, above all for the way it develops the ear:
Studying the notes transcribed by others of pianists’ improvisations never proved to
be very helpful to me, as this method takes the power of direct observation out of
my own hands and puts in its place the transcriber’s and editor’s viewpoints and
opinions—and often mis-copying. […] Essentially, I’ve found that interpretations
and editings of original scores and transcriptions of improvisations remove me that
one step away from the originator enough to lessen their impact and value. It has
always been more valuable for me to transcribe a recorded performance myself. If
for no other reason, it’s great “ear training”. (Corea, 2014, p. 12)
Berliner believes younger jazz musicians can become too dependent on published
transcriptions, which can distance them from the idea of internalising jazz vocabulary. He
also echoes Corea’s point about ear training:
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Although experienced improvisers regard the published materials as valuable
learning aids, they caution youngsters about becoming too dependent upon them.
Without comparing transcriptions to the original recordings, students cannot
determine the accuracy of the transcription work or its reproduction. Moreover,
however useful they may be for accomplished musicians who can interpret them, all
transcriptions are reductive or skeletal representations of performances and provide
learners with little information about fundamental stylistic features of jazz. Finally,
if students rely upon publications rather than recordings as sources, they deprive
themselves of the rigorous ear training that traditionally has been integral to the
improviser’s development. (Berliner, 1994, p. 98)
The use of published transcriptions was fleetingly referred to by Wilbur and David
in interview. Wilbur explained, “my classical teacher always gave me […] jazz
transcriptions to learn, like, as classical pieces, so I guess I liked those and he gave me a
couple of lead sheets to look at”. And David mentioned, “I’ve got some, just some
transcription books… um, a Bill Evans and there’s a Herbie Hancock one as well […] just
their solos.
This brings to a close the discussion of the study’s analysis and findings in terms of
the Modes of Jazz Practice, Jazz Practising Concepts and Practising Strategies. Chapter 7,
which follows, contains a summary of the findings, draws a number of conclusions from
these and ends with recommendations for future research into jazz learning from the
perspective of how and what aspiring musicians practise.
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Chapter 7
Discussion and conclusion
“In Your Own Sweet Way: A study of tertiary jazz pianists’ individualised
approaches to practice and performance” contributes to jazz scholarship by extending
existing knowledge of the ways aspiring musicians learn to play jazz. It was founded upon
implications in the literature that a jazz musician’s musical identity is strongly grounded in
her or his practice routine (Berliner, 1994, p. 51; Campillo, 2013, p. 25). The study
observed, analysed and compared the ways tertiary jazz pianists practise and perform.
Tertiary level participants were sought for several reasons. First, the research addresses a
gap in the literature, that is it balances current, prevailing perspectives that are based on the
experiences of elite experts (Lin, 2011, p. 299). Second, since as a music form jazz
involves spontaneity of invention, many have questioned whether or not it can be
conventionally taught or learned and have been skeptical of the ways jazz knowledge has
been disseminated through institutions dedicated to jazz instruction. Such voices contend
that jazz learning involves the development of self-awareness and that jazz musicians
independently “discover” how to practise and perform the music. In part, the study sought
to establish whether independence of learning and institutional instruction were mutually
exclusive domains.
The following questions guided the research process: 1) What constitutes practice
for tertiary jazz pianists and what aspects of their practising indicate a focus on developing
an individual sound and style? 2) How do tertiary jazz pianists understand and develop
their own practice and performance skills and what resources and pedagogical materials do
they consult? 3) In what ways do tertiary jazz pianists practise improvisation and soloing,
and to what extent do they appear to develop such skills metacognitively on the one hand,
and in relation to published methodological approaches, on the other?
The study involved the participation of eight pianists, all of whom were enrolled in
jazz programs at the Sydney Conservatorium of Music in Australia (seven were
undergraduates and one was postgraduate). Seven of the eight were male, while one was
female. As noted, the research embraced a student perspective in an attempt to observe selfdiscovery in progress, at a relatively early stage in a musician’s development, instead of
concentrating on the hindsight reflections of accomplished experts. A “fly-on-the-wall”
observational approach was utilised to gather qualitative audio and video data from the
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participant’s practice sessions and performances, and comprehensive semi-structured
interviews with the participants were recorded on site at the Sydney Conservatorium of
Music. The “control” in the study was the set repertoire: each participant was required to
practise and perform the same two jazz standards, “In Your Own Sweet Way” and “Oleo”,
selected on the basis that they were appropriate to the pianists’ level of accomplishment
and because they represented contrasting jazz styles. Eleven hours of recorded practice data
(see Volume 3 Appendix C), 55 minutes of recorded performance data (see Volume 2
Transcriptions) and four and a half hours of recorded interview data were accumulated (see
Volume 3 Appendix B).
Following detailed musical and textual transcription processes, the data were coded.
The key codes of the practice and performance data were determined to be Form, Harmony,
Soloing, and Transcription, which were designated the Modes of Jazz Practice (MoJP). To
varying extents and in differing ways, these are musical domains with which almost all jazz
performers contend. At the idiosyncratic level, the participants dedicated their attention to
what the study designated Jazz Practising Concepts (JPCs), many of which were in
evidence in the performances as well as the practice data, as might be expected. The
musicians also drew on various so-termed Practising Strategies (PSs), most of which are
common to the practice of musical styles besides jazz. From the interviews each
participant’s “piano age” and “jazz age” was established (Chapter 5, Figure 5.2). Codes
that emerged from the interview data were related to the participants’ musical influences,
their jazz learning resources, their pathway to jazz, their pursuit of a personal sound, and
their typical practice routines.
Summary of findings
The findings of the study concur with or complement current knowledge, the
current status of which was explored in the literature review, and can be summarised in
relation to three key areas: 1) evidence of the extent to which the participants appeared to
take a more or less spontaneous approach to practice and performance or a more or less
systematic one; 2) the kinds and diversity of ideas and resources that guided the
participants’ practice and performances; and 3) evidence of the extent to which elements of
metacognition appear to take place in the participants’ practising and performances, and
their progress towards formulating a musical identity.
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Broad approach to practice and performance
The participants’ approaches to practising ranged from the more spontaneous to the
more systematic, with neither approach having more merit than the other. As will be seen,
this merely indicates that the participants approached practising from diverse perspectives
and arrived at different outcomes in performance. The larger point here is that tertiary jazz
pianists studying at the same institution pursue different pathways in their jazz learning.
In the interviews the participants reflected on their typical approach to practice (see
Chapter 5, Figure 5.6). Two participants reported that they practiced a minimum of one
hour per day, while two others reported four hours minimum practice per day. Five
participants stated that they structured their practice sessions, whereas three did not.
Interestingly, there was no particular correlation between length of daily practice and
whether or not participants considered their practice to be structured. For example,
Matthew practised a minimum of one hour per day and followed no particular structure, but
neither did David, who practised four to five hours per day. Linus practised one to three
hours per day and followed a structure, as did Felix, who practised four hours per day.
In relation to the actual recorded practice session data—to recall, the participants
were required to practice for a minimum of one hour—no maximum duration was set. As
can be seen from the table in Chapter 6 (Figure 6.1), three participants recorded a single
practice session, lasting just over one hour, practising between 41 and 53 choruses
distributed between the two set pieces. William worked efficiently, fitting 79 choruses into
two practice sessions totalling one hour thirteen minutes. Wilbur, who practised the longest
(three times as long as Felix, whose practice was the shortest), played 121 choruses over
ten sessions totaling three hours and six minutes.
It is easy to get lost in such comparisons, and no particular generalisations can be
made regarding whether effectiveness correlated with duration in any way. It is perhaps
helpful to consider the number of choruses each participant practised: two participants
practised more than 40, two more than 50, two more than 60, one in the high 70s, and one
in the 120s. Interestingly, Felix and William indicated that they used practising logs to
evaluate their practice, and Felix was the participant who practised almost “equal least” (he
and Amanda practised just over an hour and played just over 40 choruses). This means that
the content of the practice sessions and recordings must be examined closely in order to
make more specific observations.
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Matthew, who in interview explained that he took a spontaneous and somewhat
sporadic approach to practising, spread his one hour and twenty minutes over three
sessions, during which he played 65 choruses. Examining the graph in Chapter 6 (Figure
6.3), he allocated most of that time to Form, with around five minutes to Harmony and
Soloing, and several minutes to Transcription (aural memorisation). From consulting the
musical transcriptions (Volume 2 Transcriptions) and recorded data (Volume 3 Appendix
C), it can be seen that Matthew is a fluent improviser, which may account for the fact that
he spent less time working on Soloing. On the other hand, he admitted that his sightreading skills were not one of his strengths, which may account for the fact that he
dedicated the greater portion of his practising time to Form.
Wilbur, who explained that he took a systematic and structured approach to
practising, distributed his more than three hours over 10 sessions, during which he played
121 choruses. The graph (Chapter 6, Figure 6.3) reveals that he allocated 20 minutes to
Form, and two hours and twenty minutes to Soloing (the remainder he spent on Harmony
and Transcription). The musical transcriptions (Volume 2 Transcriptions) and recorded data
(Volume 3 Appendix C) reveal that Wilbur practised in episodes, some being longer than
others (between approximately five and 25 minutes in duration), employing a highly
systematic approach. His extensive Soloing practice involved spans of time devoted to
“slow soloing”, during which he worked with arpeggios, enclosures, motifs, different
voicings, rhythmic groupings, Coltrane changes and so on.
Further similarities and differences between the practising and performing of each
participant can be studied in detail by consulting the musical transcriptions and recorded
data in Volumes 2 and 3. There is much to be learned, and prose descriptions can only
convey so much nuance. What can be learned is that each participant allocates their practice
time in accordance with their strengths and weaknesses, and so address the Modes of Jazz
Practice by way of a myriad of Jazz Practising Concepts in different combinations.
Guiding ideas and resources
Consideration of the wealth of inspirational sources or influences, advice from
teachers, as well as published and unpublished resources which the participants drew upon
in their practice sessions and performances, highlights the benefit of collecting multiple
kinds of data. Interviewing the participants according to a comprehensively developed set
of questions allowed the researcher to gain a deeper understanding of how tertiary jazz
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pianists develop their skill and individuality, and which aspects of the jazz tradition are and
have been influential in their development.
When asked to name the musicians who have most influenced them, collectively
they named 24 musicians—and more, since two participants included “teachers from the
Sydney Conservatorium” in their reply. The musicians named (see Chapter 5, Figure 5.3
and Figure 5.5) make for an interesting study. There were pianists (20) and non-pianists
(4), men (22) and women (2). Older pianists were more frequently mentioned than newer
ones: the former included Monk, Peterson and Garland; the latter Glasper, Parks and
Wasilewski (Corea, Jarrett and Hancock were named as well). Most frequently mentioned
were Bill Evans (four times) and Brad Mehldau (three times).
Chapter 5 (Figure 5.15) displays a comprehensive list of jazz pedagogy, arranging,
sight reading, repertoire, biographic texts and volumes, as well as digital apps, computerbased programs and websites that the participants consulted in order to develop their skills
or apply in their daily practising. The participants heard of such materials from teachers,
peers, personal Internet searches and so on. Again, tried and tested texts are still in use
(some first published in the 1980s), and newly developed resources are sought out, include
ear training, metronome and transcription apps.
A close examination of the participant interviews (Volume 3 Appendix B) and
practice session tables (Volume 3 Appendix C) permits a greater appreciation of how the
participants weave such ideas, inspirations and influences as well as resources into their
practising. Such ideas and resources are finite, and to a certain extent one might expect
most of these inclusions, however as stated above, among eight participants it is quite a rich
listing, indicative of musicians seeking to develop an individual voice.
Extent of metacognitive processing
One of the aims of the study was to contribute to discussions concerning how jazz
students develop a musical identity. While jazz practice can be guided and musicians
coached, the jazz practice routine is a space in which student musicians take responsibility
for their own development, and where they teach themselves. A cluster of words and
phrases cycle around in the jazz literature, such as individuality, musical responsibility,
intuition, self-discovery, agency and autonomy, and creativity. These can be thought of as
the guiding principles of jazz practising and performance, and which relate to processes of
metacognition, among many other relevant learning theories (see Chapter 2, Figure 2.4).
Metacognition refers to an awareness and understanding of one’s own thought processes. It
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requires the constant evaluation of what one is doing whilst practising, in order to advance
towards the goal of establishing one’s musical identity.
Metacognition understood this way appears throughout this study, in the way the
participants practised, including the identification and absorption of characteristics of artists
whom the participants wish to emulate or learn from. For example, when Matthew worked
out how Robert Glasper achieves his characteristic harmonic sound, and then absorbed this
into his own playing, or when Sean developed his stride piano style interpretation of “In
Your Own Sweet Way”.
In the interviews the participants were asked to name areas of jazz practice, aspects
to which they felt they needed to devote practice time (Chapter 5, Figure 5.4). Of the 24
areas mentioned collectively, Voicings was mentioned by six participants, Time and
Rhythm by five, and Harmony by three. The list is interesting as it shows the extent of the
participants’ awareness of the areas of their playing which they wished to progress.
Appendix C (Practice session tables) provides rich insights into the metacognitive
approaches of all the participants. In his second practice session, Linus verbalised what he
was doing as he practised Soloing:
So, now I’m working on “Oleo” and I’m going to be playing straight quavers,
which is a way at working on my time feel. And I’m gonna be starting on
specific parts of every bar. So, at first, I’ll start on beat 1, maybe play on [beat]
1+, and then 2, and 2+, and then 3, and 3+ and that forces you out of the habit of
playing in certain parts of the bar.
It is in instances such as this that the relationship between MoJP (here, Soloing), JPC (here,
time feel) and PS (varied rhythmic displacement rehearsed with a metronome) is
elucidated. Linus is aware of implementing a strategy to assist himself in learning to
eliminate predictability from his Soloing, and so develop greater originality or creativity in
his sound.
Early in his practice session, during the nearly four minutes he allocated to his
fourth chorus of “In Your Own Sweet Way”, David worked on Form and Harmony, by way
of voicing the melody in chords, slow practice, and chromaticism. As he did so, he
verbalised what he was attempting to achieve:
Normally I would try to figure out a way to play the melody voiced in chords,
which might be a bit tricky on this song, but I’m going to try to do it anyway. I’m
always kind of looking for those middle notes that, with that voice leading, that
they move and kinda sound nice—I think that contrary motion is important to
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get. […] I really like to do that same [chromatic] thing I just did in C minor on
the Ab [minor] as well.
Once again, one can observe his understanding of the relationship between the MoJPs
(Form and Harmony), JPC (voicing the melody in chords), and PS (slow practice). As
stated, metacognition is apparent in the participants’ practice sessions, and in general, they
exhibited a high level of self-awareness, a characteristic necessary in the development of
one’s individual sound and voice. This indicates that the MoJP, JPCs, and PSs, which are
bound by the creativity and self-discovered practice approaches of each participant, are
contributing factors in the development of an individual voice, that is, a musical identity in
jazz.
It can be seen from this summary of findings in these three key areas, that the
institution has certainly had an impact on the participants’ jazz learning, however it was not
manifested in any clear way in specific aspects of their practising or performances, nor does
it appear to have been a homogenising one. While the participants’ approaches to practising
have to an extent become standardised – or at the least they utilise many of the same JPCs
and PSs, among other aspects – they are at the same time highly individualised.
Recommendations
Practising studies
There remains a need for further research into individualised approaches to jazz
practising. Perhaps the most obvious recommendation is to undertake research among
players of other instruments besides the piano, and then recruit a larger number of
participants—one involving more female participants for example, or one involving
multiple institutions, in Australia and other countries. Also, the mandated practice period
could be extended—to one month or longer, for example.
Further research in this vein might address the point at which students first
encounter jazz and its musical principles. For example, most of this study’s participants
were introduced to jazz within their high school context. Research could be conducted
among high school students to gain an understanding of the nature of young musicians’
earliest attempts at learning to play jazz, including improvisation.
Seven of the study’s eight participants were undergraduate students in a jazz studies
program. Increased understanding of jazz learning could be gained through similar research
into postgraduate students, especially those studying at the doctoral level and undertaking
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creative practice or practice-based research (see for example Coady and Webb, 2017). One
might expect that at this level, jazz musicians would have moved considerably closer to
achieving their own musical identity or jazz voice.
A longitudinal study might also be considered, one where musicians’ development
is tracked over a number of years, from early attempts to learn jazz-like music to a point
where they graduate from a jazz program. This would enable researchers to observe over a
long arc the characteristics of a musician’s engagement with the musical language and
thought processes of jazz.
Technology in jazz learning
First published in the 1980s, Mark Levine’s Jazz Piano Book is still widely used,
however digital resources are also becoming increasingly adopted by students of jazz. Playalong and arrangement software (such as those by Aebersold and Band-in-a-Box), websites
and blogs (such as jazzadvice.com), and smart phone apps (such as iReal Pro), are all
becoming more frequently used by musicians. Increasingly, musicians and teachers are
creating their own educational websites and YouTube channels that offer analyses and
performances, tutorials and practical advice. In the interests of contributing to the
improvement of jazz pedagogy, more research could be conducted in this area.
Metacognition
Metacognition appears to be a fundamental principle in jazz learning, especially
with regard to increasing one’s improvisational vocabulary and fluency over time. While
there has been much research into such areas as talent and expertise, and on the practising
approaches of professional musicians, little has been conducted on the jazz learning and
performance from the perspective of metacognitive involvement. Further research in this
field is also recommended.
Tertiary jazz programs
The findings of this study might be considered by those involved in developing the
undergraduate jazz curriculum, in particular perhaps, piano teachers. As has been seen, the
ways jazz musicians learn involves considerable autonomy of imagination and selfdiscovery. This has implications for course development, and perhaps greater attention
could be paid to cultivating new pathways to self-discovery in practising, which mitigate
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against the needless duplication of what has come before, especially within the context of
institutional learning.
On the one hand, some of the participants revealed that they possess a strong natural
aural ability, while on the other, some claimed to be weak sight-readers. Research into how
to strengthen both skills and enhance these aspects of jazz studies programs might also be
undertaken. Among the eight participants, there were a range of practising approaches and
strategies in evidence, and jazz programs might investigate the potential benefits of pairing
different players for a time, to enable them to share their practice discoveries. Alternatively,
tertiary jazz program leaders might consider offering a course or unit, or a regular
colloquium, on practising. This might involve students of music styles that contrast with
jazz—classical music, for example—in which case mutually beneficial ideas might emerge
from such a synergy.
Closing remarks
It is hoped that this thesis will serve as a point of reference for future researchers
and for jazz pedagogues who wish to gain a clearer understanding of how aspiring
musicians discover their “own way” in jazz. The practice sessions and performance data
discussed in this study have the potential to inspire future jazz learners, since they permit
uncommon access to what goes on in the engine room of jazz learning—the practice
studio—and the challenges, determination and commitment involved in succeeding in this
great art form. At the same time of course, it can be seen in the data that there is no set way
to practise jazz, nor does the quest to know jazz ever end. In the words of the esteemed jazz
pianist Herbie Hancock, “Jazz is not something you can ever completely master, because it
is in the moment, and every moment is unique, demanding that you reach inside yourself”
(Hancock, 2014, p. 23). Students of jazz must therefore reach inside themselves and assume
responsibility for their own ongoing development. While institutions provide a platform for
learning theory, technique and repertoire, students ultimately engage in their “own sweet
way” in the lifelong process of self-directed learning in order to develop a musical identity
in jazz.
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