Practical Investigation-Casc Study Transcript/Analyvsis

Session 1.
Introduction

This was the beginning of the process of L learning jazz improvisation one-to-one at her house in
Sheffield, although she had already participated in the student workshops previously held at
Sheffield University Music Department in groups of six to fifteen. Ti‘liS series of lessons
continued over a period of five weeks and consisted of @two hourly sessions with a break in
between, on one afternoon per week and was recorded on video throughout.

AIms

The main aims of the first session were to:

&

<% Introduce the research to L and to explain how lessons would work;

L 4

&

+ establish an approximate base line for the learning that followed by seeking an indication

.

of the aural, physical and conceptual skill levels that L had in regard to improvisation;

L K

<+ find out what L aspired to do both in the short and long term;

* e

“ endeavour to create an informal, friendly, and psychologically safe environment for her

to learn 1n.

Although L and I had previously worked together informally in several workshop settings, on
this occasion there was far greater focus on L’s individual skill, abilities and aspirations and
from that perspectii?e the situation was quite new. This first session was also intended as

introduction to the research and to explain how the work would be organised and structured. In -



this regard it was as much about the schematic organisation of the materials as attempting to
outline L’s internal schema. As on previous occasions, I explained to L the nature of the research
and that in this project I would be attempting to monitor the emergence and development of her
schema for jazz improvisation. Having thus discussed the aims of the research and what I was

looking for, the project and L’s perception of it cannot be said to have be objective in any way.

From the start, L. was self-conscious in front of the video camera. I offered to switch it off
several times, and record the events on mini-disk, but L refused and in fact, the video provided a
rich and interesting visual as well as aural record. Throughout this first session, L 1s aware that I
am trying to find out what she knows and a base- line of her current skills in order to have
something to measure her learning against over the five weeks and 1s therefore slightly detensive
in spite of my attempts to take pressure off where I can. L seems torn between wanting to do
things (for example, singing which she doesn’t usually do), because she knows that they might
be useful to her musically and not wanting to do them because of previous experiences or
perhaps fear of failure. Generally, throughout the series of lessons I intended the work to be
collaborative in order to encourage L to be an autonomous learner and for myself as the teacher
to be highly responsive to L’s suggestions and wishes. Analysing the video however, 1t became
clear that most of the work was in fact teacher led although the decisions made at the start about
what L. wanted and needed to learn based on her existing skills and understanding, were
collaborative in nature. Making L. aware of what she needed to address and outlining the
elements of the course to be followed may also have assistéd L by preparing her mind for what
was to follow. From L’s own performance of tasks set by me and from verbal indications of her
levels of understanding, it becomes obvious to both, what is required over the series of lessons
and a framework develops that is also visualised on a mind map. As discussed previously in the

methodology chapter, it is impossible to make such research objective in the scientific sense; the -
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best we can hope for is to be aware of the subjectivity and of how the researcher both as

participant and observer atfects the situation and the clarity and honesty of what is being

analysed and evaluated.

Imitating rhythm exercises (R1)

The aim of these exercises was to see how much rhythm L could remember (in short term
memory), initially over two to four bar phrases. The exercise was extended to}incorporate off-
beat rhythms in 4/4 and others in % and 5/4. The form of the exercises was that I would clap a
short rhythm and L would imitate it, beginning simply and extending the complexity of the

rhythms where possible until L could no longer remember them correctly.

In the first exercises R11, R12, L imitated correctly the two bar rhythms of simple crotchet and
quaver variations all on the beat, and extended to four bars, but struggled with the first offbeat
rhythm at R14. The rhythm was a standard Latin phrase, and consisted of crotchet, quaver, five
crotchets, quaver, and two crotchets 6ver two bars 1.e. there were many notes off the beat. L’s
imitation of the first bar was correct, but she altered it in the second bar so that the off beats
became on beats! This (and further instances explained as we come to them), indicated that L
was unfamiliar with off beat rhythms mainly because she had not come across them often in
either the classical or folk idioms to which she 1s accustomed. This first exercise also indicated
that L will alter the musical or rhythmic sense of a phase to be more consistent with her musical
understanding, and this happened many times throughout the learning process. This could be
viewed as L altering musical phrases to suit the parameters of her current schema largely based
on classical and folk 1dioms. Hearing and imitating the first bar correctly may also show that L
remembers the ﬁrét bar but not the second and fills in an alternative rhythm based on an

approximation.



The next rhythm 1s Monk’s I Mean You and is a series of on and off beat swung quavers
followed by offbeat crotchets, at R1S. L clapped the first bar back correctly, the_n added a note
between the quaver and crotchet phrases (I think, to make it more logical to her), and
approximated the rhythm within a similar contour to the tune itself. The approximation 1s then
repeated the next time round and the rhythm clapped by K 1s ignored or overridden. L 1s aware
that there is a mismatch between what 1s being clapped and her version scrunches up her brows
and says at R16: ‘Or something like that!” L is aware that it 1s inexact, and so must have the
memory of the original phrase also, but has perhaps confused the motor programmes by her
initial approximation. It seems that if it is played, the memory of the played version 1s stronger
and overrides the memory of the original heard version. As an already experienced musician, L
would used to making up or filling in a gap in a musical phrase that had ;fscaped memory, and
rather than play nothing, she makes up something similar. From the schema perspective, L could
be said to have remembered the contour of the rhythm approximately and fitted her own
rhythmic elements into it. Thus the overall shape 1s remembered 1n a general form and the details
are slotted in as they are learned. We should also remember that L 1s operating in a genre that is
new to her; she has not listened to much jazz music and her strategy 1s to fill in elements form

the music she already knows. In addition, the rhythms are complex.

On rhythm in general, L is aware that she has a problem with certain types: R17 L: I think it’s
reasonable but you know, I bump into the places where I can’t do it fairly regularly. L 1s
also aware of the reason for this; unfamiliarity with off beat rhythms and jazz music R18. On the
beat rhythms feel ‘natural’ to her and off the beat ones do not. Interestingly, (and the
implications of this flow throughout the research project), L is aware that she has not got the
sound of jazz in h¢r head to be able to compare it to what she 1s playing herself. This 1s one of

the major problems with learning a predominantly aural tradition in a notated, conceptual and
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academic way; those latter elements should scaffold and assist what 1s mostly a listening,

absorbing and imitating exercise. The feel of the music cannot be got through any other form

than the sound of it and the movement of the body.

R19: ‘When:I first started playing around with this (the jazz), I felt that I didn’t have ‘the

whatever it was’ in my head that would do it. It was almost that I couldn’t hear it because I

wasn’t used to it.’ (L’s emphasis.) Clearly, without hearing the sound and the feel, it is difficult

to imitate it in her own 1mprovisation.

As a result of working through the previous exercises, L. decides that that wants to work on off-
beat rhythms R18a. The process of what L wanted to learn was negotiated but within parameters
set by me; 1.e. she was led by me to suggest working on off beat rhythm bcpause of her difficulty
with that particular exercise and because she said she was already aware of the problem and
related it to her classical training. I’m uncertain whether as the researcher, I have manipulated
this situation or not, perhaps merely set it up so that L draws the conclusions she does. I was not
aware, for example that L already felt herself to be unsure of off beat rhythms, although I might

have guessed as she was classically trained.

In terms of schema emergence; are we assisting it by creating a framework or by outlining
possible elements that need work or by making L. aware of what will need work or none of

these?

Internal rhythm (R2)
These exercises were based on hearing a pulse in the mind and clapping on various beats of the

bar. L slows after my initial counting in but gets in synch with me swiftly because apparently

I’m moving in time 1imperceptibly with my head, chest, hands, toes and breath!



L’s internal rhythm (i.e. her ability to keep a pulse going without external stimulus) appeared to
be highly variable. There was a slight discrepancy between L and K’s clapping in a 4/4 pulse,
which did not resolve itself as is usually the case in this particular exercise. Normally, whoever

is clapping gets a sense of the collective pulse and alters their own to fit; this did not occur in this

instance. Sometimes the gap is as large as half a second (R21).

The same exercise R22 repeated in % had similar results; the claps coming together and drifting
apart arbitrarily. I was unawares, apparently moving quite visibly and giving up beats with my
nose and toes! This makes the discrepancy between the clapping more hard to explain and once I

am made aware of this I ask LL to do the exercises alone.

L claps a pulse on her own R23 and slows down considerably. In a standard jazz band, the
rhythm would be stated by the rhythm section and so internal pulse would not necessarily be a
problem. However, L’s erratic pulse seems indicative of a variable sense of time that is shown
throughout the research. The reason for this maybe her irregular heart beat which we take at this
point in the session (R24).To see whether moving the body between beats helps the internal
pulse (R25) I asked L to move her arm or hand as if conducting. It doesn’t seem to make the

pulse more regular or accurate.

Call and Answer Rhythms (R3)

These exercises were intended to find out the kinds of rhythms L might invent in responsé to a
short clapped phrase and the results of the first, in 4/4, (R32) are not at all clear. On some
rhythms L’s response reflects and extends the original motif and on others she claps something
entirely different and as I left the exercise open for L to respond at will, there i1s no way of telling

whether this is significant of not. In % (R33) L responds more clearly to the rhythm and either



imitates or extends 1t simply. From this and further examples, L is happier playing in % rather

than 4/4. When we try thythms in 5/4 (R34) L responds with similar imitative and extended

I'CSPOIISECS. .

Singing (S1)

The aim of this exercise i1s to extend the exploration of aural memory by adding pitch (and
sometimes words) to the exercises. K sings various short phrases of traditional tunes for L to
memorise and also a round, before moving onto jazz tunes. The idea, as before was to see how

long 1t takes to memorise; what aspects are remembered and whether the introduction of jazz

melodies makes a difference to aural memory.

The first melody 1s a straightforward, traditional, folk based round. (S12) ‘All things shall |
perish from under the sky’. K sings it to L in four bar sections which L remembers well and then
L sings 1t all through except for the last line which she forgets. We then sing it successfully as a
round. The melody 1s 12 bars long; built of small sections and sequential. It is also in an idiom
that L knows well and 1n 3/4, her favourite time signature! It is notable that the form of the tune
1s copted, not the nuances of the voice but rather the bold outline. There are also very slight
variations of tempo and intonation; this could be a result of L not normally singing out loud and
or slight nervousness at the novelty of the situation. In the next exercise (S13) K sings a phrase
and L sings i1t back, beginning with something fairly straightforward and increasing in
complexity. K sings the first phrase of Tallis’ Canon which L repeats back and a phrase from
‘Oranges and Lemons’, the children’s rhyme which L sings back, with slightly wider intervals.
This 1s followed by a range of two-bar, smaller and more complex intervals and rhythms (S14)

made up by K and imitated by L. Most remain on the beat, and L has no problem with them.



The jazz melodies (S15) begin with K singing the first phrase of Sister Sadie, a blues-based
Horace Silver tune with imitative two bar call and answer phrases. L repeats 1t back with the first
note on ingtead of off the beat and with a slight fuzziness of the intervals, but basically
rhythmically and melodically correct. The second phrase is similarly repeated without the bent
blue note at the end of the phrase. The fourth phrase 1s completely different to the previous ones
and i1s more complex and here L sings the first quavers backwards, murmurs the triplet rhythm
and stops saying:S16 L:’> Oh, er I can’t remember the rest of it.” I sing the last complex phrase
again slowly and L repeats it back with the long note at the start then going into the second bar,
keeps the rhythm but loses the pitches. The combination of rhythmic and melodic complexity is
too much for L at this juncture and 1s indicative of her lack of familiarity with the idiom and
specifically how it sounds and works (i.e. call and answer; blues elements_ and sequences). As
with the clapping rhythms at the start, it appears that once part of the phrase is embodied in the

muscles, that memory supersedes the purely aural one, even if it 1s repeated.

We move onto the melody of 7 Mean You by Monk (R17), (having previously clapped the
rhythm), which 1s another tune with sequential elements and call and answering phrases. L gets
most of the first phrase on first listening but alters the fifth quaver as if it were a pentatonic scale;
in actual fact, the second part of the phrase imitates the first; descending R653, R65R which L
makes a R653, 2R6R. This is a logical mistake and an example of the inclusion of melodic
elements from previous experience (i.e. the pentatonic scale), rather than listening to the tune

being sung. The rest of the tune 1s sung by K in two bar phrases which L imitates exactly.

The next tune 1s another by Monk: Well You Needn’t (S18). It is also based on call and answer
phrases and 1s rhythmically interesting with stops and gaps. K sings the first two bar phrase and

L does not quite get the intervals but rather the approximate contour with the penultimate high



note. L 1S again aware that her version differs from mine (S19) and says ‘no’ to herself. The
implication 1s that the memory has the original heard version and that it is at variance with the
one that L gctually executes, 1.e. she 1s comparing her more exact memory to the version she is
hearing herself play. Is 1t then a physical singing problem, or 1s it that the memory of the original
is faint and therefore not vivid enough to reproduce through the body? Or, given that the brain
remembers patterns, 1s i1t that the brain recognises the mismatch rather than actually
remembering the original 1.e. it has changed therefore there is something wrong? On the second
time through this tune (S20), the actual pitch intervals are fuzzy but the overall rhythmic and
melodic contour are right; 1t 1s @ musical approximation. There is no reaction from L this time, so

no indication of whether she feels the phrase 1s accurate or not.

S21 This time, L repeats back the answering phrase and when K sings the following motif L
repeats 1t back accurately apart from the interval to the high note. L is aware that this is wrong
and frowns. The last low phrase of section A 1is also repeated back accurately with a longer on
beat rather than shorter off beat. So at this time the intervals have come more sharply into focus;
from fuzzy to clearer. L also alters the rhythm to an on beat where the off beat is misheard or not

properly understood by her.

| extend the melodic aural memory exercise into a tune in %, still clapping to outline the off
beats. I sing the first four bars of Bluesette by Toots Thielemans; an ascending scale in G starting
on D a fifth below. It is sequential but melodically complex and moves quickly through a range
of different keys. L has heard this before S22 ‘I recognise that!’ and copies the phrase but with
an altered rhythm; perhaps she 1s remembering the version she already knows. Again we witness
the memory recreating something it already has cognisance of, rather than listening to and

recreating what 1s presented to it in the here and now. This is indicative of the anticipatory nature



of schema emergence. At this point we both realise that L learned it in a previous group

workshop and so ought to know 1t well and as this 1s an exercise in memory and aural learning,

we continue with another tune.

S22 K sings the first phrase of Liftle Boat by Jobim, a Latin tune which extends the exercise by
adding rhythmic complexity to another sequential melody. I was hoping that L would recognise
the sequences and use them to help her remember the melody. The first two bar phrase of
alternating root, second, root, third notes 1s sung back perfectly by L, as is the second phrase
although she clearly thinks that the offbeat rhythm i1s wrong or awkward, because she frowns and
looks distressed as she sings 1t. Again, she 1s unhappy with the off beat rhythm; it appears to be
physically uncomfortable for her. I repeat the whole the rest of the tune _which goes through
various keys sequentially and then changes in the last five bars and L repeats the phrase back
accurately. The clapping between us 1s out of synch; perhaps two different internal pulses are at

work here.

S23 K extends the exercise by asking L to remember four bars at a time, and L responds by
altering the rhythm of the third bar and changing a semitone interval; the implication being that
L 1rons out rather than internalises what she sees as problematic, eliminating perhaps unfamiliar
elements. It feels as if we are at the limits of L’s working aural memory and this is borne out in
the next few moments. K sings the following phrase which is identical to the first but in a new
key. L puts sections from the second phrase into the first; realises this is not right and screws up
her face quite violently over the mismatch. Again, there must be an awareness of the original
tune to compare with her version, so what has happened? Is it that when working aural memory

1s at its limits, the brain starts making things up to fit, or is it lapses of concentration? L keeps the
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same general contour, rhythmic emphasis and number of bars in her recreation; so the shape

remains in place but the details go fuzzy, which is almost a reversal of the previous process.

S24 K sings the next phrase which is exactly the same, but in a new key and L remembers her
previous version then repeats the same section of 1t over and over; stops, adds an end phrase and
smiles, saying ‘or something’ S25. Again she is aware that something is wrong and there is an
increasing confusion between what L. remembers and what she hears that she is singing- at this
point she has ceased to listen. For the last and different phrase, K sings and L responds with a
similar contour anticipating the highest interval and then resolving correctly into the right place.
Again the contour and general outline of the rhythm and melody are in place but are an

approximation of the original.

The indication from these exercises is that L’s aural memory 1s highly developed and attuned to
the music that she i1s familiar with i.e. classical and folk. Within the new jazz idiom that
incorporates unusual rhythms and blues related patterns, L cannot recall phrases over two bars in
length. I should mention here that integral to L’s understanding of music is the harmonic
framework in which the melody sits qnd this was entirely absent from these exercises. L would
probably have been able to deduce i1t from the more traditional songs but may not have been able

to do so with the jazz songs, hence her difficulty. I was not aware of this at the time however.

Despite her initial self-consciousness at singing (she is just unused to singing out loud S26 ‘I
very rarely sing out loud. I’m singing in my head’), L wanted to continue singing during the
process of improvisation. S25 ‘It’s really nice just being able to think about, about (smiles)
the rhythm and the intervals without having to think about what the hell’s that arm doing,

or those fingers. Although I can feel myself thinking of that at the same time.” (L makes
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big inv;rard arm gestures relating to the left and right hand on the bow and the ﬁngerboard.)ﬁ L
obviously appreciates not having to worry about technical aspects although she 1s imagining the
sound and placement of the arm and fingers on the viola anyway; she is unused to singing, so the
body is still attuned to the instrument, even when it’s not there. L says S27:‘I use a lot of, you
know what I mean, like, imaging but ...” and I need to clarify with her just what she means by

this.

When asked what kind of singing would be most useful to her, L replied that she wanted to sing
rhythms more than intervals; S28 L: ‘Yes and the rhythm; singing rhythm.’ K misunderstands
what she means by this and L clarifies: S29 L: ‘It’s like putting the rhythm into the singing (L
moves her torso and arms in a kind of Twist motion) do you know what I mean? So it’s
singing rhythmically rather than rhythms.’ I suggest that she work on her jazz rhythms using

the voice; hoping that this will help.

I’m aware that I’'m imposing my view on L that singing 1s good for developing aural memory
and improvisation in general. My view 1s that singing embodies the music; gives it more
definition and coherence and enables it to be more easily transferred to the instrument. L
corroborates this view, but might simply be echoing me, because normally she does not sing.
Referring to the value of singing she says: S29a L: Yeah, because I think it makes a real big
difference ‘cause it’s really.... (L presses her fingers to her temple above the brow tilting her
head) it lifts, particuiarly if your starting with a piece of music in dots, it lifts, it turns it into
music doesn’t it? (Small circular hand movements.) But having got round all the technical
stuff that blocks your mind up. L’s view here 1s that singing gives notated music life by lifting

off the page and embodying 1t and at times the technical elements interfere with musical process.
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We continue to discuss aspects of singing and aural memory and when I ask L how many bars
she can remember at a time, she is only vaguely aware of what happened although she realises
something is wrong. S30 L: ‘Now, the first exercise was easy, and the second one.... by the
time I’d remembered the first one into the second bit I’m running out of...” (Shakes head
no-L is clearly aware that this area needs attention). Slightly later in the same dialogue L
rationalises how she tried to remember the tunes: S31 L: ‘Whereas at the moment, when I’m
remembering, (I was aware of doing it then actually), ’m looking... I’m looking for
repetition and I’m looking for big intervals and remembering where thev are; and I’'m not
thinking of the phrasing or the overall shape of it at all, so yes, we need to do some work on
that.” (L’s emphasis.) The impression is that the memory is providing anticipatory links or
sounds to help L through the exercise which actually interfere with the activc process of
concentrated listening. For L 1t’s almost as if highly rational and conceptual elements come into
play in what ought to be an aural memory to hand (or voice) exercise 1.e. 1imagined intervals

translated into physical spaces and executed as sound on the instrument.

Later in the same dialogue K mentions that the tune of Little Boat 1s sequential and that
developing aural memory would allow one to recognise that more easily. L responds: S32 L:
‘Yeah, I was doing that to a certain extent but then I was forgetting what the ending was.’
K: ‘Yes, well it’s all new isn’t it; this iIs just to see what you...” L: ‘But that happens when
I’m trying to pick up other things by ear.” It might seem from this, that L has problems
remembering other music; not just that in the less familiar jazz idiom. L remembers the first part
quite clearly, tends to forget the endings and then sometimes confuses the two aspects under

pressure or over longer time frames like four bars.
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L explains her quickness in learning the first round ‘All things shall perish from under the sky’
when I ask her whether the words helped: S33 L: ‘No, it wasn’t particularly the words, it was
very simple, it was very clichéd it was in the folk idiom that Pm very famihiar with (shaking
head no).” Perhaps this has as much to do with what L expects to hear as with what she actually
hears. L may also be able to imagine the harmony over the simple melody and the harmonic
background later proves crucial to her learning a melody. I ask again whether L remembered 1t
because of. the words: S34 L: ‘I don’t think it’s words... it was a folk based 'song and I’ve
been playing an awful lot of folk music; as I say, i1t was full of the elements of songs that
I...I don’t have to think about, because I’ve got the bits- I’ve got the bricks. I’m
never...also, when you’re singing jazz in the jazz words you sing, I’'m never sure... whether
that’s words or whether 1t’s just... do you know what I mean? I’m not.fami‘liar with doing
that either.’ -

Here L. may be describing the schema for folk based music that is so familiar to her that she
doesn’t even have to think about it. L describes this schema as ‘the bricks’ 1.e. building blocks
which you can use to build other forms. I still think the words make a difference in memory

because they provide another framework and link to the melody.

1.1 Learning a Tune

In this part of the introductory sessi_on, [ wanted to find out how long it took L to learn a standard
tune from being presented with the notes on the page, to intemalising and playing the piece
from memory. I hoped that this would indicate the nature of L.’s memory for notated music 1i.e.
would she remember it better from visual notation than from aural means because she was more
accustomed to it? So, I asked her how long it would take her to learn a piece of music from
notation. She replied that it would take her a week, of practising half an hour a day to learn a 32-

48 bar tune thoroughly. (L’s perception, from previous experience, persisted even when it was
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proven that she could learn a piece within 45 minutes). Next I asked if her 1f she had ever

learned a piece within a set timetrame.

.12 L: “‘Years ago, before I’d ever played anything from memory and I just couldn’t do if;
I got so panicky about it that;.. So, no, I haven’t. I have Icarned.... I did learn a really big
piece of Bach once, and played it 1n an exam which was.....but that took wecks, a long
time.’ This.is L’s perception that it takes her a long time to learn things practising them for a
short period everyday for several days. L. had only tried a different way once and given it up. Her

own experience, based on what she habitually does, suggests that it takes her a while to learn

things.

L.13 I next try to ascertain how L would go about learning a piece of music to work out whether
how it 1s learned affects how it is remembered and if this in turn affects the emerging schema. I
give L an example of a notated jazz standard Satin Doll by Duke Ellington and ask how she
would go about learning 1t. L14 L: ‘Well, I’d play it erm, with the music to start off quite a
lot so that I was.... and I’d play around with it; with the bowings, and ornamentation and
phrasing, until I felt comfortable with the way I was playing it. 1°d do a little bit of analysis
on it; I’d be looking particularly at the beginnings and ends of sections and what key they
start in and the intervals between the last note and the first.’ L takes a rational approach
here; doing some analysis to help her to remember and understand. At this point, L offers to
learn it on camera so that I can observer the process as 1t happens. This 1s unexpected; I would
not have suggested this because of undue pressure but L having opted to do it herself appears to
think of it as a challenge. I’m very grateful for the opportunity to observe, and I ask L to talk
me through the process to try and illuminate some of the intricacies of what’s happening in the

mind, which she does L.15. Here L realises that she already knows Satin Doll which is a
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relatively simple tune both harmonically and melodically. Looking through my music I come
across All the Things You Are by Jerome Kern which is a standard beloved by jazz musicians
because of ‘_the interplay between the-melody and the harmony and the way the harmony moves
elegantly through its various keys. It 1s, however, very hard for a beginner, involving some
sequences but much shifting harmony. I give it to L to see what she will make of it and
emphasise the point that it doesn’t matter how long it takes her to learn it. Given the change of

music I suggest that she learns part of 1t, because she has gone quiet and is now looking very

Serious.

LL16 On the first time through, L plays the tune slowly with vibrato, exactly as written. She notes
and says ‘ah’ towards the end of the middle eight section where the tune ;fesolves into E major
and she stops at the last four bars containing a large interval to the highest note of the piece. It
later becomes clear that there 1s a fingering problem here. L is transposing the piece into alto
clef as well as reading 1t so (I.17) L copies in the flats at the beginning of each line because they
are absent from the American copy I have given her. L plays it through a second time from the
beginning murmuring ‘ah’ at the end of the second eight this time. L later suggests L18 that
writing 1n the flats has made a lot of difference to how she reads it, although she has played the
notes correctly throughout from the beginning. L20 On the third whole run through of reading
the music, L 1s playing quite a bit faster and more fluidly; she smiles at the end of the middle

eight and gets the last phrase right.

I ask L to talk me through what she is doing now. L21 L: ‘I’m trying to imagine the harmony
in my head.’ and I realise that I have not played the harmony for her up till now. How is she
imagining the harmony; from the sound of the melody or extrapolated from the symbols? I think

L 1s imagining the harmony from the sound of the notes because she later remarks that she
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doesn’t know what all of the symbols mean, and therefore would probably find it difficult to

imagine what they sounded like.

L continues;:L22 L: (frowning) ‘because without the harmony, to me it’s just a series of
unconnected notes’. Here I try to imagine whether this is the same for everyone; I cannot
imagine a tune without the harmonic framework in the background. I offer to play the harmony
for her as she learns the tune, but she says; L23 L: ‘Well, I was going to say, the next thing I
would probably do was to play it on the piano, to see whether what I’ve imagined from the
symbols here is right.” This 1s what L would naturally do and yet it is a standard jazz practice to
use the piano to understand and learn the harmony and melody. The piano provides a clearly laid
out way of picturing the chords and of working out the functional arrangements of them. L

obviously does this with other music as well.

L24 L moves to the piano and explains that she doesn’t know all the symbols although I didn’t
really expect her to know them well at all. From the previous workshops, L has written out the
symbols and put them on the wall by the piano. 25 L plays through the chords slowly and
haltingly checking the chord chart and saying 1.26 ‘Is that right?’ L is looking both at her hands
and at the music 1.e. reading the symbol and checking the hands for the pattern and position and
must already know the chord tones in concert and enough about the symbols to get through the
piece. She i1s unsure of some of the symbols and laughs at the ‘moment divine’ chord in the
second to last phrase — i1t should be a B diminished chord but is written as a B minor seventh in

that copy and therefore clashes with the melody at that point.

L27 On the second run through at the ptano, L repeats the chords and adds the melody; there are

a few dissonances between them which she alters by spelling out the chords tones and correcting
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them. L continues to struggle with the last chromatic descending chords mainly because they
change quickly and B min chord clashes with the melody. At this point I ask L what she has
gained from playing the piece at the piano; obviously the patterns of the notes‘on the piano
provide greater clarity for understanding the harmony and it is perhaps easier to see how the
melody interlinks with the harmony. L28 L: Most of it is how I thought, some of it isn’t or
it’s not how I would harmonise it if I was....from what I’d... It’s not how I’d harmonised it
in my head from what I was playing. Er, some of that I put down... well it’s been
harmonised in quite a complicated way and 1 think somebody’s just been playing with it
for the fun of putting some extra harmonies in. K: Right. L: But yeah, the broad outline of

it is how I imagined.’

This 1s particularly interesting in that L must have some kind of harmonising schema which does
not yet fit the jazz idiom; I’m intrigued to know how she would have harmonised it and now
have in my head the image of a quite serious Jerome Kern ‘playing” with the harmony. The other
possibility of course, 1s that L has heard this somewhere before and recognises the chord
changes. L reiterates: L29 L: ‘It’s not how I’d harmonise it in my head from what I was
- playing.’ Is this imagined from the melody notes or the symbols? Perhaps L imagined the tune
harmonised in a folk-based way-I think it unlikely that she would have heard the intricate and

sophisticated key changes.

L29a L: It’s been harmonised in quite a complicated way; I think somebody’s just been
playing with it. L doesn’t believe 1t was actually written this way by Jerome Kern! The broad
outline is how I imagined. Perhaps L imagined something very different in her aural memory

and there was a shock when she actually played the chords with the tune at the piano.
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At this point I want to know what L has learned of the piece so far, so I ask her to sing x;zhat she
has remembered. L30 L sings the first section correctly but adds the second section ending;
mixing two, separate parts and different keys and melding them into one. She says: L31
‘something like that..... I’'m getting it mixed up with something else- it’s quite similar to
another tune I know but I’m not quite sure what.” Again, L i1s aware that it’s not quite right.

What is the brain doing when this happens? Is it filling in a gap with something or miss
remembering? It appears crucial to learn something accurately the first time around however
slow the process and however long it takes.

I ask L if she can remember any other parts of the tune and she says not, so I ask her to sing me
the first section from the music. She says; L32 L: ‘I can sing you the whole thing from the
music’. (Shaking her head no.) This she does and at the end of the second“eight she says; L35:
“That’s If I Were a Rich Man’ isn’t it?’ This is the phrase she remembers from another tune. L
slows down to sing the wider intervals in the middle eight and says: L36: ‘This is harder’
before singing the last phrase accurately. It is clear that although L can sing the intervals she has
to stop and think about them and this 1s understandable given the short period of time she has

had to work on it.

After this sung read through, I again ask L to see what she can remember. She sings the first five
bars, stops and says: L37 ‘I’m still mixing it up with another tune.’ I encourage her to
continue and she starts the second eight in the right place then stops at precisely the same place
as before and repeats the notes of the first phrase sequentially without changing them and
without the lead into the middle eight. Her aural memory appears to be at its operational limits
here, and replacing what should be there with anything it can recall from the tune. LL38 L: ‘I
guess but I don’t know.” So the singing did improve the aural memory a little but not much, and

it 1s a lot to remember 1n an unfamiliar idiom.
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L.39 L returns to the viola and plays the tune from the music for the third time, with much greater
fluency and confidence. Her strategy at this stage is to read some and then look away from the
music or close her eyes. L plays it through for a fourth time L40 stopping at the end of the first

eight at the sharp fourth interval which i1s different from the previous and 1s altered to fit the

change of key in the harmony.

Throughout. this stage L 1s playing smaller sections and by this time .41, she can play the first
sixteen bars without the music. She goes on to play even smaller sections and to memorise the
middle eight. L plays it all through again stopping at the penultimate high note and repeats this

phrase several times altering the fingering L.42. I ask her what she is thinking about.

L43 L: ‘I’m looking at the last line now and I’m trying to see how it’s different from the
first line because if I don’t know how it’s different I’m going to get them mixed up. What
happens in the first line is you’ve got this repeating fourths pattern that suddenly becomes
an augmented fourth and this time (the last) going up from and F it’s not an augmented
fourth up from an F, it’s a flattened seventh which also means I’ve got to change position to
fit it in so I’m thinking about fingering as I do this’ (smiles). L is analysing the tune here and
working out the technical problems. I ask whether she would have been able to hear the changes

without the music and she replies;

L44 L: Ych. The first line takes you...miles away from the harmonic centre where it
started from, wherecas this one’s taking you back there- ( L looks back and refers to the music
at this point), hence the lack of augmented fourth. (L plays the interval.). But as 1 say there’s
also a fingering issue, so...’. 1 then ask whether these structural elements will help L to

remember 1t and she says:
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L.45 L: *Yes I use the fingering to help me remember it and they’ll help cach other’. The
embodiment of the finger pattern for the particular sound or set of intervals will enable L to
remember 1t better; the schema emerges from bodily movement. It’s like a 3D visual, aural and
spatial map derlain or supported by conceptual information to fill out any gaps or reinforce
areas and with the various modalities linking and verifying information. The mechanics and
layout of the individual instrument also inform the map and assist in its memorisation and the

hand is learning to move outside of the guidance of the other modalities within its own

proprioceptive and kinaesthetic boundaries.

Having discussed the importance of understanding the structure, L then explains: 146 L: *Yep. L
plays: but in the end, once you know 1t, it all just becomes the picce. It’s what you go
through as you learn it.” In other words all these rational strategies are just scatfolding whilst
the learning 1s done; once it i1s all place 1t becomes a whole unadormed piece of music existing in

time and in the aural imagination in pure sound, without structures or concepts cluttering it up.

Next, L works on the last section L.47 correcting extra notes put in, and missed intervals; she
then plays the last twelve bars correctly from start to finish without looking at the music. At this
time, the various sections have all been played correctly and without looking at the music.
Learning from notation L 1s managing to remember eight bars or more in succession, whereas
aurally, she could manage much less. This indicates that her schema appears inextricably linked
to the visual trigger of notated music and therefore her aural memory also. L plays the end
section again and adds some beats at bar seven so that the time no longer fits; L48 yet does not
seem to notice. To end this part, L plays from the lead into the middle eight to the end without

the music perfectly.
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L starts at the beginning again L.49 and plays the {irst sixteen fine; at the start of the middle
section she stops and says: L350 L: ‘There isn’t a repeat though is there in this? No.’ L takes it
up again from the lead- in bar to the middle eight and plays it all fine and correct to the end. 1
ask if L has memorised it and suggest accompanying her with the chords which she agrees to do.
L31 L: ‘Ok-I’ll turn the music over so that I can’t cheat. I’ll do it again before I forget it.’
Clearly L has little confidence in her ability to remember 1t at this stage; from her own

description of previous experience, she takes a week to learn things.

L.52 L plays the tune once more on her own stopping on bar two and saying ‘woops’ even
though 1t 1s correct. Presumably this 1s a miss-remembering and she continues into the second
eight which is fine. The lead into the middle has an added note but resolves in the right place and
at the beginning of the last twelve L appears to question the starting note i.e. she becomes aware
that it 1s the same as the one at the end of the middle eight. L plays the last phrase successfully to
the end and says: L53 L: ‘It’s just about there, (very quietly, so perhaps not entirely secure),
but it won’t be there by after lunch (gleefully and confidently) this is why it takes a week’.
(Tilts head and smiles). L 1s almost certain that she will forget it although actually it is there
quite accurately atter lunch which 1s a gap of @ 70 minutes. Later in the same dialogue L
explains further in answer to my question ‘Surely you won’t have to start again?’ L54 L: ‘No,
no, no, but (looking to the right) unless I do it everyday for a few days, it will....(shakes head-
no-) do you know what I mean? It’s quick to get this far but then (shakes head-no-and looks
down) you have to keep....” Here L implies that it is only in ‘working memory’ i.e. not really
secure 1n the long-term. Her previous experience (schema) keeps overriding the present actuality

of her having remembered a complex melody (with a go at the harmony) in an unfamiliar 1diom.
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K now suggests LS55 that we play the tune together and asks L to count it 1n at a speed that suits
her. She actually counts it in far too fast and I don’t notice. .56 The first and second sections are
remembered well; the middle goes wrong with the lead into the second phrase at the fifth bar, but
although L stops, shakes her head no, and searches, she finds her was back into the last phrase
of that section. The last seption 1s fine and all correct, so at this juncture, L can stop or get lost
and still find her way back in; therefore the overall contour ought to be in place. The reason for
the stops or:mistakes is probably that L 1s a the limits of her aural memory and when she fails to
recall a particular section, her memory either jumps 1in with something else or gets confused
between the mismatch of what she remembers and what she plays and stops altogether. This
situation is not helped by the fact that L plays the tune too fast and that I do not notice and slow
it down. In the second time LS7 with guitar accompaniment, the whole tune 1s correct and
accurate from beginning to end without the music. There 1s however, the odd approﬁcimation of

the rhythm creeping in.

E1 Extending work on the melody

L having learned the tune by heart, I wanted to extend the exercise by asking her to play it in
different ways and time signatures to see whether she could adapt the tune easily. K begins by
demonstrating the jazz feel; swinging the crotchets and adding off beat rhythms in the
accompaniment. E£12 This is now the third ttme with the guitar and L comes in with a ‘straight’
swing feel although the guitar has a lot of energy. The tune 1s for a second time all correct. Does
hearing the harmony have a positive effect on remembering the tune correctly because the notes
are ‘in the right place’? L is also adding slides and slurs as well as shortening some notes and
lengthening others. Overall L plays with verve and confidence and incorporatés the changes
without missing a beat, just by focussing on the rhythm and the accompaniment. This indicates

that the schema has developed sufficiently for her to adapt the tune and to add small changes.



E14 For the fourth time with the guitar, L alters the rhythmic feel some more and puts in a
oreater number slides. She 1s adding notes in the form of turns, also for ettect and the tempo is
really quite fast now. There is a mistake at the end of the middle section, which L notices and
smiles at. At the end of this, I ask L ﬁow it felt to improvise a little with the tune itself, E15 L:
‘I't still feels like I’m thinking a lot about playing it the way it was on the paper because ’ve
just learned it.” To L then, the chaﬁges are not big enough and she still feels tied to the notated
version; perhaps it takes a while for the visual modality or image to dissolve. I ask what L is
‘seeing in her mind’ while she is playing. EL16 L is very serious and quiet and says in a clipped
way: ‘A combination. The more I play it the more I’m hearing the tune, but I’m still
thinking largely intervals and fingers’ (nods yes). When asked to expand on this L says she is

hearing rather than seeing the intervals E17.

K suggests that L plays it in % which requires a different rhythmic approach and a general
shortening and lightening of phrasing; I slow it down now realising its too fast but also that it
will get even faster in %! E18 This is the fifth time with the guitar accompaniment and first time
in ¥4. Now that L 1s concentrating on altering the rhythm, the intonation is less focussed. L. comes
in with the % rhythm and adds some notes and slides. It feels quite jig -like in keeping with her
background in the folk idiom. L hits a few extraneous strings but manages well and smiles at the
end. The indication here 1s that L adapts and improvises with the tune itself both easily and
naturally; 1f we tried to programme a machine to do this we would realise just what a feat it is
and it must be done by imagining the new form of the tune in relation to the altered
accompaniment whilst keeping similar contours and outlines. In this case the tune is compressed

and lightened.
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E19 During the sixth time with guitar and second in % tim_e, L adds more slides; misses a few
notes but gets most in and all the structural elements. She loses the big intervals in the last four
bars, realises, futs and stops. I ask her how she feels about this changing melody. E20 L thinks
and says: ‘Fun (smiles) changing the time; it’s made me play the wrong nc;tes, but .... I
guess that’s alright at the moment (looks down). If the changes are fast in coming then L tends
to focus on one parameter, in this case the rhythm and so the melody and sometimes the
ihtonation 1S not as accurate. She realises this herselt: E21 L: ‘Yeh, well it’s like I’m paying
more attention to the rhythm and (looks down) consequently less to wondering what the

notes are (shakes head —no-) yeah.’

K wants to push L further and see how far she can adapt the tune so she asks her to play it in 5/4,
a time that she 1s much less familiar with. I sing and play the first few bars to show L how it
would go. I’m not sure she can imagine this as clearly as she can in 3. E22 On this seventh time
with the guitar, and the first in 5/4, L begins behind the beat in the first section and out of synch
most of the way through; she is confused by it and either before or after the placement of the
melody in 5/4 whichever way she decided to do it. By the last section L 1s more or less in time in

five having got the teel.

The next time through, I sing along to help, because this is hard to ask of a beginner improviser.
This 1s the eighth time we have played the tune together and the second 5/4 version. E23 The
rhythm is much better, although the intonation is slipping and although some phrases are
anticipated, the overall contour is sorted out. I say to L that the second time was better and she

says: E24 L: ‘I’d worked out a system by then.’
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Harmonic Background

In this section, I want to find out about L’s knowledge of harmony and to extend the
improvisation exercises to include the functional harmony of the tune. I begin by telling her the
names of the first four chord symbols of 41/ the Things You Are and playing them to her. I ask L
1f she would know what to play over these particular chords and she says: H1 L: ‘Yes. 1’d have

to think about them, but I would know.’ I then ask L to name some chord notes from the

symbol, which she does correctly.

Then I move on to chord families which we had covered previously at a group workshop, but
which she had forgotten. This involves understanding relationships between chords which are in
the same key. I explain the nature of the first chords of the piece which are Fmin7, Bbmin7, Eb7,
and Abmaj7; chords VI, II, V, I in Ab major. L 1s clearly confused about this and says: H2 L: 1
was trying to do it upside down; (laughs) I was trying to start off in the chord that it.... I

was trying to be one at the beginning but it isn’t is it? Yeah ok.

L understands this and knows that the next chord is also in Ab- chord IV Db major. I explain that
the first five chords are in Ab which changes abruptly to C major for the last three of the first
eight; from four flats to none. I play them all through whilst telling her what they are and where

they change key. L remembers and correctly predicts the sequence of chords.

For the activity, H3 I play those eight chords moving through the two keys and L plays long root
notes over them to memorise them. This is repeated three times and then L plays the thirds
which are 1n fact the tune 1itself. To extend the exercise and to make music out of it, I suggest to
L H4 that she could start a motif on the third perhaps with a 3423 pattern and take it through the

changes, thereby learning the harmony and creating an understandable melody. L plays the same
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motif that I suggested HS but extended over two bars and she makes it fit well, by the second
time through, essentially adapting the pattern so that it makes cohesive sense. I explain what I
meant again,_that the motit changes with each chord and L says H6 that she’s forgotten the
second chord swhich 1s Bbmin7, so that the third is Db. So here L altered the mofcif because she

could not think of the second third to start the next motif on.

At this point.L looks tired and we break for lunch, which takes approximately 70 ininutes.

After the break L decides to play the tune again to see if she has remembered it correctly. R2 L
begins the tune with four crotchets instead of a semi-breve in the first bar missing out the odd
crotchet here and there in the next couple of bars. She realises something 1s not quite right and
says: R3 L: ‘I’m trying to play at the wrong time.” Again, L 1s aware, but not enough to alter

it.

At the second eight R4 L plays the first eight bars again not changing key and appears not to be
aware of the clash of the melody against the harmony. I stop her at the third bar and explain that
she 1s in the wrong key for that point in the tune and she realises: RS L: ‘Oh I have haven’t 1?2’

L plays the notes and understands what has happened.
The second time through R6 L plays the same altered rhythm as before and finds the correct
notes into the middle eight, although I sing along to make sure. The rest of the tune is correct

except the arpeggio into the middle eight where L plays 5, R, 3 instead of 5, R, 5.

The third time R7 L 1s more confident and extemporises naturally around the melody repeating

the 2-5 interval at the end of the first section. L continues this extemporisation throughout,
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repeating the previously altered notes and altered arpeggio into the middle. The last section has
as high note condensed into the next so that the emphasis is completely changed and there 1s still
a problem bpth arriving at and coming down from the highest note; the ‘you are, are mine’ part.
L flinches at this and knows something 1s wrong; she also plays a little scale I think to work out

where she 1s.

The process-appears to be that when the piece 1s recreated from memory subtle changes are made
based on different elements of the melody or a misremembering and these changes are
incorporated into the next version. The piece, in this instance, is therefore in a dynamic state, not
fixed and being reworked or altered with each performance. For L this seems like a non-
consclous process 1.e. either she does not notice at all or only sometimes When there 1s a great

incongruence between the actual tune and her version of 1t.

The tune appears to be learned, at least in short term memory and against L’s expectation. We
resume the previous exercises on harmony returning to the third of the chord and using it to

create a motif.

H7L begins the exercise on the root, moving to the fifth, for the first two chords, ignoring the
Instructions, then changes to third, imitating the tune. Next, L begins on the third with a falling
phrase which lands on the root of the next chord up the octave. L is still not using the third to
form a motif but i1s looking at 1t sequentially. I ask if she knows where she is in the progression:
HY9 L: ‘I’m just trying to remember it.” K plays and calls out all the chords again while L
plays R3R motifs over all of them. Probably asking her to use the thirds is too hard at this point

and she needs to ground herself 1n the root movements of the progression. The next time around
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H10 L 1s much more confident, uses the thirds and extemporises around the melody. The third

time, L plays only thirds but alters the rhythm to a triplet feel.

K: So many of the patterns in improvisation used by beginners are the same-why? For instance,
1-3 and back. Perhaps these are the only intervals that can be remembered and played easily by
the beginner who can actually think of and sing much more interesting lines, but i1s unable to

translate them into appropriate hand/body movements.

H11 L now extends her i1deas to incorporate 3-4-3 patterns with echoes of the triplets. Some
residue of the previous ideas remain and some become fixed into new versions. L is clearly
remembering a riff and trying to place it in the next chord, which was the 1dea of the exercise. In

the subsequent times she:

» Goes for wider intervals which she plays in a sequence with an answering phrase;

» Starts on the third; moves to the sixth and adds a falling scale pattern onto the next third
of the chord moving to the next melody note, extemporising around it and going up
instead of down, as the tune does, ending on an octave;

» Uses double stops eftectively by moving one line- repeating the notes and then adding
the falling scale to the next chord as previously but almost makes the sequence through

the key change;

» On this run through, L starts to experiment with much larger interval playing third to a

flat seventh followed by third then to sixths;
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> Starts with 3, 32R, 32R, 7R7, which she takes through the sequence, then alters in the C
major section. At this stage L can work well within the one key but has difficulties
transposing riffs into the new key;

> Begins with the third but forgets the sequential thing and plays a more scalic line that fits

well in the first five but comes to a halt in the C major section.

I ask how L feels about the previous work and to explain what she was trying to do and she
replies: H12 L: ‘Try out different things and see what it sounds like.” This 1s almost a
problem solving approach and in keeping with the rational way that L tends to tackle
Improvising.

KD: ‘Right. What are you thinking of when you’re trying things out?’ L: ‘Well,

erm, partially I’m thinking of well, what might go with that note,” K: ‘In terms of

the chord you mean or in terms of the next note?’ L: ‘Erm, (thinks) 1 suppeose... in

terms of the next note and partially 1 can hear stuff in my head and I’m trying to

work out where that is... on the instrument.... becausec... the chord sequence I know

is quite a standard jazz one but its not one that I’m particularly used to, (smiles) so

I’m hearing things and ’m not immediately finding the right finger for it.” So
perhaps L 1s already able to hear ideas that she may not be able to play technically, hence

the ‘almost there’ feeling to some of the improvisation.

Key Centres

In this section the idea of the harmonic framework 1s extended to include the key centres
underlying the chords, so I suggest to L that she plays within the key of Ab for the first five bars

and then i C major for the following three bars, thinking of melody rather than specific chord
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tones as we have previously done.- This is really to find out whether playing within the key
changes the approach of the beginner improviser 1.e. what does L do when she isn’t using chord
tones as guides?

K1 1. L begins in a very wandering way not hitting any particular chord tones but making a
reasonable transition to the C major section.

2. L uses the melody notes and the overall melodic contour more, repeating certain intervals.

3. L begins in the lower register and plays a scale based line over the whole eight bars
wandering slightly.

4. This time the mustc 1s more sequential and reminiscent of the work on thirds followed by a
scalic answer phrase that includes crotchet triplets for the first time; so _she 1s still avoiding
taking the motif into a new key!

5. L uses a repeated pattern based on third down to seventh (a fourth interval) over all the
chords in Ab and which changes in the C major part to a scale-based answering phrase.

6. The improvisation is similar but the key change is clearer.

7. The last time through 1s similar but with some rhythmic imitation. The feel 1s one of
randomness; L. doesn’t appear to be determining the sound. Perhaps L is triggering motor

patterns for scales rather than hearing a melody.

I ask how L feels about that exercise and she responds that it’s easier K2, but that: K3 L: ‘Yes,
but you don’t end up with anything that particularly goes with the chords I suppose.’

L is aware of the lack of tonal focus in the key centred improvisation; the chord tones provide
valuable constraints for the beginner in the form of a harmonic framework around which a solo

can be woven. I suggest that L approach the key centre via a chord tone (the third) to orientate



herself K4, and that she swaps between the chord tone framework and the less constrained key

centre mode.
L begins to play the same section Iagain in 3/4; the first eight bars comprising of two key

changes. g

1. K5 L improvises using the key rather than the chord tones, but using the jazz waltz rhythm;
she anticipates the change of key and moves into C major a bar early but strongly. The
playing 1s altogether more confident and strong rhythmically though there 1s still a slight

lack of definition in the scalic melodic lines.

2. L begins on the third, following up with the scalic passage and attempts to alter this
through the sequence. The key change to C major is less clear but is stable by the time

chord I appears.

3. L begins on the fifth of the chord, moving to the sixth and takes the pattern round the VI,

I1, V before altering it on the chord I and echoing it slightly in the new key.

4. L uses thirds but on the off- beat to play around the sequence, again dovetailing nicely into

the C major section.

5. Here L uses the tune with a jazz waltz rhythm in a light and more staccato extemporisation

in the higher register.

6. L plays a similar motif to the very first, starting on the third but with a quaver based

answering phrase of greater complexity. She plays this sequentially in the Ab section,
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simplifying it into the key change. Essentially she 1s playing a decorated version of Ab, to
G to F (which is the transitional note and in both Dmin7 and G7 before arriving securely
and consonantly at E natural in the chord of C. This also mimics the underlying movement
and contour of the tune itself, which 1s interspersed with ascending fourths for greater
interest. However, L has got the shape in the improvisation as a fundamental underlying
movement that makes harmonic sense and resolves through the key change. It may have

taken. her the several attempts to reach this point.

L. starts with an ascending scale in the lower register on the third of the first chord which
she doesn’t take through the sequence, but ventures through the registers with more
ascending scales and misses the key change although nearly resolving by chord I. This is
about anticipating the key change; preparing the musical idea and the hands for the
different key, which L does successfully several times. If L is exploring new territory

however, these structural elements tend to be forgotten or sidelined for a while.

. L plays third to fifth repeated here (Ab to C), then Eb to G (seventh and ninth of the
previous Fmin7 chord) repeated in the same rhythmic pattern (quaver, crotchet, quaver,
crotchet), over Bbmin7 i.e. the fourth and the sixth, which sounds lovely and very different.
Over the Eb7 chord L plays F to Bb then Eb to G again over Ab major representing this
time the fifth and seventh in that chord. Over chord IV in Ab (Db) L anticipates too soon
the change of key and plays G to B imagining she’s already in the Dmin7-G7 chord bar;
hence a clash. L plays next the D to F 1.e. fifth and seventh of G7, before resolving on E the
third of the C major chord, where L plays 3, 1,5,3,1 arpeggio. This particular improvisation
is overall on another level; whether by accident or design is too difficult to tell. The solo

has a cohesion and determinacy that is sometimes missing from others. It appears that all
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10.

11.

the elements come together in an almost perfect form briefly and then disintegrate again.
This may be just how the process works; the good version then becomes the new standard
and tpe player strives to emulate that again, only at the start their control of both the
material and their technique 1s limited. It may also just be a question of concentration;
developing it to a high enough and sustained level so that the higher motor and

aural/musical processes can work without distraction.

L begins this time on the fifth to third to fifth below motif which she then attempts to play
round the sequence and stops realising it’s probably too hard at this stage (both of her
technical ability and because she has already been concentrating hard for a long time). L
smiles, re-orientates herself to the sequence and plays a series of arpeggios over the

remaining chords in C major.

L looks briefly towards the window; her concentration 1s diminishing and there follows an
undefined scalic line. Looking at this, I probably should have been more aware of her

energy and concentration levels and interspersed some lower level work for contrast.

L returns to the tune playing second to third to fourth motifs over the VI and II and

resolving using the line previously described, into C major.

. L plays root to fourth intervals, perhaps for a contrasting sound so that it’s F over Fmin7,

Bb over Bbmin7, Eb over Eb7 and Ab over Ab major, before moving to D over the Db
chord and coming too soon to the C major playing root G back to D and resolving onto

root C 1n C major. L does not seem to notice the clash of the D natural against the Db



chord, several times. Perhaps she is hearing the key change instead of the actual chord. The

anticipation is however excellent and 1s an indication that the schema 1s emerging.

13. L plays:F C over Fmin7, then C D natural C which clashes with the Db in Bbmin7,
followed by Eb Bb over Eb7 then Eb the fifth of Ab, and she alters the second note to Db
having realised the previous mistake. Then L plays Db, root of the chord and D natural, G,

to C from which L plays an ascending scale up to a high D then C note.

14. Starting from D and moving to note C, the fifth of Fmin7, L. moves to Db and further down
the Ab scale, in a fairly undefined way both rhythmically and melodically. Throughout L is
looking at the viola fingerboard intently and I assume she is searching for visual clues or
position changes. On a watching later, L says it was not significant in any way; merely
habit. This doesn’t make sense because as a classically trained player she would surely be

focussing on the music rather than the instrument?

Expressive Parameters

At this stage, (and after a lot of work), I introduce the i1dea of exploring more expressive
approaches to improvisation which emphasise aspects such as mood, dynamics and timbre 1n
conjunction with previous work on chord tones and key centres, or on their own in a freer
incarnation. The aim is to provide some parameters or constraints but to keep the theoretical and

technical side to a minimum by exploring more intuitive and imaginative methods.

[ ask L to improvise over the first chords of All the Things You Are sadly and she decides to

continue 1n .



1. E1 Sadly: L plays starting on the root of Fmin7 moving to Db in an echo of the tune and
answering with a falling scalic passage the resolves uneasily into C major because L is
thinking of expressive rather than harmonic parameters. L’s playing 1s raore cpnﬁdent,
sounds stronger and more expressive with an emphasis on slower phrases, better tone,
and overall is more melodic and musical apparently in control. This is perhaps evidence
for a complete change of focus in jazz education; the musicality present in the non-
harmonic approach. Having said that, we had already focussed on it in previous
exercises. Asked to play in this specific way, the whole process i1s more musical and has

more melodic focus.

2. On the second take, L plays minim crotchet Ab, then three crotchets Ab, G, F, followed

by three crotchets Eb to three crotchets Eb, Db, C. L alters the motif to G, A, B, C for the

change of key.

L plays broadly and stronger in the lower register starting again on the third and playing

o

Ab, Bb, C, the C to Db over the Bbmin7 chord, Db, Bb, over Eb7 and then Bb, Ab, G.
The transition to C major 1s G to B to A to E, all in dotted minims. The abiding
impression 1s one of simplification and more effective musical ideas taken strongly

through the chord changes inspite of the focus on expressive parameters.

E2 L stops. L: ‘It’s too cheerful a tune to play sadly.” Next I ask her to play it madly or
crazily.

1. Madly: this makes L smile throughout. This version sounds like circus niusic; for the

first bars 1t is dissonant although using call and answer phrases, and full of chromatic

melodic lines. The section going into C uses triplet semi-quavers on an ascending
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chromatic scale ending on trilling C note and then a long swooping slide down. it is
much hivelier and L explores all sorts of effects: slides, chromatic runs, double stops.
The music really comes to life now and 1s very different form those attempts
focussing on chordal and key based elements. This musical conception is entirely
different; there are only echoes of the previous improvisation and it is indicative of
what can be brought forth merely by a conceptual or imaginative idea or feeling.
There 1s also a liveliness that has been absent up until now that has been freed up

from the theoretical constraints perhaps.
2. The second version 1s more tonal and scale based but still has much greater energy
than previously and the second part returns to the fast execution of triplet semi-

quavers in a chromatic phrase ending on a low trill for contrast.

The third version begins with a double stopped semi-quaver triplet motif repeated on

)

the same two notes Ab and C followed by C,D,C quaver, crotchet, dotted crotchet
which L then plays sequentially(B and D) and makes a dissonance over the Eb7 to Ab
chords. Not sure 1f this is by design or accident. Then echoing the previous chromatic
lines at this point in the sequence, L continues the double stop as a pedal and plays a
chromatic line using semi-quaver triplets over the top of it. Thus L combines both

the dramatic elements and the new double stopping motif.

I then ask L to do a dancing version.
4, E3 This sounds very much like a folk jig; it is rhythmically lively but melodically
wandering and very much out of the jazz tradition and into the straight eight country

dancing vibe.



5. The second version is rthythmically more defined and articulated whilst the melody
remains a series of scalic meandering lines. The key change is more focussed and

clparer. -

6. This time the opening 1s different moving from Ab up to F and using a wider range of

_intervals with increasing rhythmic confidence.

7. This version is really a repetition of the previous one using more staccato bowing and

again focussing well on the rhythm rather than the melody which remains undefined.

I ask L to play a very quiet and gentle improvisation.

8. E4 Gentle: L simplifies her lines and goes back to the thirds repeating the same note
at the start and plays a softer and quieter version of the first sad one; i.e. it is cohesive

<

and makes musical sense.

9. The second time L goes into the more wandering scale mode and doesn’t really
develop, and the third 1s similar except that in the last bars she plays a repeated more

staccato not which is developed strongly in the next version.

10. The fourth time L changes tack and plays staccato and quiet repeated notes Ab to G
to F to E; a sort of minimalist version of the previous ones. L is going for contrast
here and 1t 1s most effective especially as it echoes previous versions but uses new

eftects.
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The next 1s an angry verston.

11. E5 L plays loudly, stridently using double stops and with much greater bow pressure.
The notes are lower in the range, stronger 1n tone and sometimes harsh in timbre. L:
‘T can’t remember the chords (smiles)’ The melodic line i1s simplified while she
concentrates on the sound and the overall effect 1s very different again.

12. The next version is similar but in the higher register and using wider intervals in the

double stops.

13. The third time L returns to the scale patterns and plays them strongly and stridently.

14. The fourth version 1s similar and L combines the scalic passages with double stops 1n

the transition and C major section.

I ask L to play the tune again, to see whether it is still in the memory. She decides to play it in %
and begins sounding confident and strong. L plays the first, second and third eights well and
correctly with the long notes missing from the first two bars and the last eight except -for the
highest note in the last phrase. L fits in all the phrases well in the three time and also manages
the speed. There are slides and slurs added and it moves liltingly. So, not only has she
remembered most the tune with her changes, but can play it easily and with extemporised parts
in a different time feel. L however, i1s not happy and says: T1 L: ‘Damn. It still went wrong at
the end like it did before.’ K: ;What do you want to do about that?’ L: ‘Practice the
fingering; that’s the mistake.” The tune had not gone wrong at that point except at the very

beginning of the learning process when L was having trouble with the fingering of the high note
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and again. the fingering seems key to the memorising ot the tune. espectally here with a large
interval. 1. plays the tune again: first section correct with a new rhvthmice hilt and stop on the
‘winter” bit and a trill on the last note. The second time is also correct with the new rhythmie
elements incorporated along with slurs, extemporised notes and the lilting emphasts. The middle
1s correct and keeps to the style already outlined. The last section 1s also fine and correct. It has
been memorised. and although 1t alters slightly with cach recreation. secems stable enough. 1 hope

this restores 1.7s confidence in her ability to memorise things.

Harmoni¢c Knowledge

This section 1s to find out the extent ot 1.'s harmonic knowledee, and whether we need to work
on 1t as part of future work. She says: HK1 L (thinks): *‘my knowledge of harmony..... is again
grounded very much in classical music and/or folk music. 1 really like harmony; (smiles)
I’'m very fond of it. I really like rhythm as well, but harmony I’'m interested in and jazz
harmony I'm very interested in.” K: ‘Right, we’ll work on that then.” HK2 L: *Yes I think
that... that ....that family business 1'd forgotten the word for it, sounds good.” (Chord
families related to key centres.) I ask 1f L wants to work at harmonic knowledge on the piano.
espectally as she did this herselt at the beginning ot the lesson. HK3 L: ‘I’ve been trving to
relate.... 1t’s easier on the prano, but I've been ....since I don’t play the piano in... it’s not
my instrument sort of thing, I'd rather actually do it directly onto the fiddle, because.... it’s
also a question of relating the motor stuff to it.” 1. has an understanding of what 1s required
here 1.e. the theoretical elements have to be translated into motor schemata so that imagined
sounds can be played on the mstrument. The piano. due to 1ts layout. clarities the theoretical

concepts and can't help the motor skills on the viola.
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[ ask L what kind of repertoire she wants to work on over the five weeks and we decide that
almost any jazz repertoire would be useful. Lastly we look at practice; time, structure and goals.

[ ask L what she would like to be able to do at the end of the six weeks. P1 L (thinks): ‘I think

I’d like to....I supposc the one thing is to pick up a new tunc like we’ve done to day and to
be able to improvise something that sounds relatively ok with it.’ This might be too
ambitious but 1s an excellent and rational goal and one which most jazz musicians would aspire

to. K: Ok. L:.fPlus all these other things that we’re putting down here (already written on

the mind map).” K: Fine.

I ask L what she would like to be able to do in the long term. P2 L (thinks): ‘More of that and
to incorporate the jazz harmonic language into my playing more generally. P3 1 keep
listening to classical composers who’ve done that; really surprising ones sometimes. P4 L:

Delius does it as well; absolutely pure jazz but no rhythms-isn’t that weird?’

L decides she can practice the jazz material for 30 minutes a day and creates her own practice
schedule for the week, based on the work 1n the lesson and what she realises needs more work.

PS L: ‘Well I could.....learn the rest of the thirds and fifths in the rest of it, (we only
improvised over the first eight) and I could look at where the sevenths are, and maybe play
along with that. I could make myself a practise tape to improvise against that and.... sing

it.” (L writes all this down).
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What does all this tell us about Lindsay’s current schemata for jazz improvisation?
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That L’s aural memory is limited by complex rhythms and melodies although is fine on

shorter.and more standard on beat music;

That L makes up both melody and rhythm where she has forgotten it although both

aspects have echoes of the original;

That L 1s aware of these rhythmic shortcomings; have been working on off beat rhythms

and wants to do so in the lessons;

That L hasn’t heard or assimilated much jazz; she doesn’t have the sound or feel of it in

her head and it doesn’t feel natural to her:

That L’s internal pulse 1s variable and a bit erratic;

Similarly with the melody simpler song like tunes are well remembered and sung by L

but jazzier motifs and tunes are more problematic;

That memory changes something on one occasion and it then appears to be difficult to

alter; why do these things appear arbitrary and relatively permanent?

That L 1s quite rational in her approach to music (she is also a mathematician) and is

seeking structure, repetition and thinking about the overall shape of it all.
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That she needs to improve her aural memory (all these are by her own admission).

That 1t doesn’t take L very long (45mins all told) to learn ATTYA from the notation
despite her expectation that 1t would take a week to memorise it properly and really know -

it.

That she was already getting to grips with the chord symbols from a previous workshop
and could play the piano using them to understand the sound and structure of the

harmony and melody better.

Looking at the chords, L is seeking structural, conceptual and aural connections and

working out how the melody fits with the harmony.

That L cannot imagine a tune on its own without a harmonic background an in ATTYA
at the start, when harmony was provided, she imagined her own from the symbols and it

didn’t match Kern’s in places!

That the fingering and embodiment of the music helps the memorisation of it; a sound

and written note 1s related to a movement and physical space on the instrument.

That L thinks in terms of intervals and fingers alongside the sound, rather than visualising

the notation.



&

% That L uses a problem solving approach to exploring improvisational strategies and that

*

she uses a combination of the theoretical, the aural and the technical to decide what note

or series of notes to play next.

A
%

&

«* That constraints provide a framework for L that is more useful.

\ 4

g

“+ That exploring expressive parameters 1s both creative and fruitful for L; she plays much

¢

more musically and with melodic focus using these.

®
Q‘O

That L would like to be able to improvise reasonably over any standard and incorporate

‘jazz harmonic language’ into her playing generally.

&

“* L has decided for herself that she will practice for 30 minutes minimum each day and

&

will work on the harmony of ATTYA this week, alongside making a practice tape on the

piano to play and sing over.

Session 2

This session begins by asking L how she got on the previous week. She says: R1 L: ‘It was a bit

of a mixed bag. Last week I was very pleasantly surprised at some of the stuff I did; it was
really nice.” It 1s almost as if a separate 1dentity is talking; perhaps the conscious mind being

surprised by what the non-conscious part can come with.

R2 L: ‘and when I tried to do it on Thursday I couldn’t, which was really depressing. (L

smiles and laughs though and K assents that this is what happens.) So 1 had one of those

weekends where I just felt crap about absolutely everything for all sorts for all sorts of
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reasohs. And I felt this is just too hard-I just can’t do it. So.. but I didn’t give up; I thought
I would broaden the range of what 1 was listening to see if there were any clues to be found
there and I‘,also thought I’d tackle technical things because that seemed like something
positive that I.could do.’ Clearly here L is taking responsibility for her own learning in '[1:16 light
that she was unable to replicate Wednesday’s good 1deas by herself. She realises that she has to
find her own way of learning and that she hasn’t got the sound of the jazz properly in her head

and needs wider listening to do this. Likewise, her focus on technical aspects is a conscious

decision to change that aspect for the better.

L goes on to explain R3 that she listened to some English jazz which she prefers to the American
although L describes is as very straight R4. L 1s also actively seeing jazz v_i_olinists to listen to
and finds some Jean-Luc Ponty. Here she says: R3 L: ‘So, I listened to that and I thought,
you know, there’s lots of options for what sort of sound to make: there’s the following the
voice option; then there’s the following the tradition of jazz violin playing or there’s trying
to make something else out of nowhere, which is a bit, I suppose, what the viola is like
because nobody else really plays it apart from my mate Eric in America, but I haven’t
heard him yet. So that was the listening side of things.” So now L is seeking out the music
and 1s thinking about the kind of sound she wants to make as a jazz improviser using the viola
and the kind of style‘that she wants to play in, although she doesn’t seem to have found someone

to 1mitate yet.
L goes on to explain what she did for her technique practice. R6 L: ‘On the technical side of

things; I thought, what seemed to be really good last week was singing that ‘do bah do bah’

so 1 practised my chords in ‘do bah’> bowing and got that a bit more fluid. I mean its jig
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bowing; it has its roots in folk music I suppose.’ This is a misconception and the jig feel is out

of place 1n a jazz context.

R7 L: ‘So I’ve been doing that and I thought another way of tackling the chords is to treat
the fiddle neck like a guitar and instead of trying to figure out the chords wherever they

might be, to use a similar {fingering for all of them and shift up and down more.” This
strategy and-visual pattern approach on the fingerboard is interesting and perhaps stems from
watching what I was doing on the guitar. It indicates the formation or evolution of the schema
for technical parameters; finding an individual way to internalise the physical and conceptual
aspects of the chord tones using a logical and consistent fingering pattern. It’s probably a good
starting point and way of simplifying a complex problem; although at some point the individual

intervals would have to be learned as well.

RS8 L: *Which is loads easier because you’re using the same finger on the same part of the
chord and all you have to remember is whether it’s major, minor or seventh.” In other
words this changed perspective gives a consistency to the fingering patterns and takes a weight

from the technical difficulties.

R9 L: *It’s really hard practising sort of thinking about the feel of what you’re doing using
the piano; it’s ever such a lot easier when you’re here.” This is because L hasn’t got the
sound of the music 1n her head yet and because I accompany her during the lessons and so the
jazz feel 1s always present, and so 1t’s easier for her to hear. Knowing that it is better to play with
someone, L asks her bass playing husband to accompany her. R10 L: ‘So I’ve been trying to

get Rich to play the guitar on it, but he hasn’t really worked out what to do yet either.’
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I ask if she has been singing and L starts talking about playing things on the violin! -R11 L;:
‘Yeh. I tried playing things on the violin which is lots lots easier partially because it makes
a sound that sounds recognisably jazzy to me and partially because you’ve got a more
easily accessible range of high notes so you’re not having to shift to big positions and
paftially because it’s just easier to play. (L shakes her head no). The only problem is I have
to work out the starting note and every string because I’ve never studied if, but it’s easier
playing it because I’m less attached to things on it.” I’'m not sure why L is playing the violin,
but perhaps the technical problems on it are less acute, it being smaller. As she mentions it also
has a recognisable jazz sound from Grappelli et al. She continues to explain this paradoxical
relationship with the violin. R12 L: ‘I don’t know; it strikes me that the viola is harder than
the violin and anything you could do on the viola you could do on the viglin better. If I was
going out playing jazz in publi-c I’d probably take the violin because that’s the sound that
people expect. I’'m not sure they would know the difference. But it’s probably worth
persevering with trying to get this on the viola because that’s what I practice on.’ I suggest
L stays with the viola because of the beauty of the lower sound and all the possibility for timbral

colours which we haven’t really explored yet.

To begin the activities, I suggest L plays ATTYA and improvises with nothing specific in mind,

to find out how it is going.

1. L starts the tune as in the previous weeks with the misremembered four crotchets at the start
and in the second eight. The middle 1s accurate and the last eight contains the same altered
rhythm but the intervals are all correct. L is sometimes looking at the fingerboard and sometimes

away from 1t and overall sounds more confident and strong.
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2. In the first improvisation L 1s trying to play sequential motifs and during the second 8 she
follows up the previous ideas 1.e. she 1s playing over the full eight or sixteen bar progression, not
merely over two or four bars and this 1s a definite change from the previous lesSon in which she
focussed on two to four bars. The end of the second phrase is in the wrong key but overall it is
making musical sense. She 1s looking hard at the fingerboard of the viola and playing melodic
phrases in a much more simplified and stronger manner. This more cohesive approach indicates
that the schema is developing. The last phrase starts on the 3™ of the chord and used melodic
elements from the tune, again in a sequential fashion that fits well within the changing chord
progression. It seems more controlled and self determined rather than the more random lines

that characterised the beginning of the learning process.

2. L speeds up and anticipates slightly but still focuses on the sequential aspects though
wandering more this time. The second phrase is similar whilst the middle sounds more thought
through. The last section returns to the melody with the very last phrase repeated and an

interesting colour tone added.

When I ask L how she feels about the improvising she says: A2 L: ‘Bits of it were nice.’ This
implies that she 1s not really aware of the qualitative change in her playing. I suggest that we
play fours 1.e. I improvise four bars and then L plays an answering or imitative phrase. I want to
see how quickly L can respond to ideas and if she can follow the structure of the tune even when
it is broken up. L has to follow the harmony and my improvisation and then respond immediately
to 1t. This 1s further complicated 1n this case by the fact that when I am improvising, I’m also not

playing the chords.
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1. K starts and L plays high arpeggios behind; she 1s looking intently at the fingerboard. L
imitates the phrase. K plays a different line, L continues with the arpeggios. K sings along to the
next one ande continues 1t then gets lost. L loses the sequence then picks 1t up again, K replies
and L plays some nice low notes before losing it again. L plays the middle well and K resiaonds
before L. ends by playing repeated rhythmic notes. She plays her first triplet figure- 1s drawn in
by the rhythm played by K. This positive response 1s an indication of schema development
which is allowing her to listen to my playing as well as to the progression and coping with her
own ideas simultaneously. It means that L 1s able to move into higher levels of skill albeit briefly
because her concentration is not yet sufficiently developed to consistently juggle all the
necessary elements. She also accompanies much more rhythmically and is finding her way
through the changes well. K sings and L devises a bass line accompaniment Iwhich makes more
musical sense as well as outlining the harmony better for me. Another significant factor in the
developing schema 1s the way that when L gets lost within the progression, she finds her way
back in, usually by stopping and listening or altering the line in situ. This shows that she has the
overall framework 1n her head not just the bars she 1s working on; in other word she anticipates
where the progression is heading and finds her way back in. When players without the schema

for the whole tune get lost they have to start from the beginning or from a new section.

2. The next time through L plays triplet crotchets which I answer in the same rhythm and she
takes up again developing it further, but gets lost in the middle. She says sorry, laughs and is so
much more relaxed about it all. Again there is the awareness that she is lost; that it affects us
both because we are linking the four bar phrases, suggesting that she can step outside of the
process and evaluate what’s happening. K keeps going and L picks it up again. As with all
musical performance I emphasise the need to keep it going even if you are lost; it is imperative

not to stop and to find a way back 1n.
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Tfansposing the tune

Next we transpose ATTYA by ear down a tone to start on Emi, and L does this well in the first
sixteen bars, perhaps using her strategy of moving her whole hand out of position and imagining -
frets on the fingerboard (as mentioned previously). Going into the middle, L misses the afpeggio,
perhaps because the intervals are bigger; or the hand has to move out of position and the phrase
itself 1s not fully internalised. She then has difficulty in finding the key for the rest of the middle
se-ction. Again the implication is that elements are remembered as musical wholes and if the part
of that is disrupted or interrupted, then the rest of that section is in disarray. She comes back in at
the right place for the last section but misses the highest note, possibly because of the large

interval and not having really internalised it sufficiently.

The second time through of transposing the melody by ear down a tone, L relaxes slightly and
extemporises around the first section, getting lost in the last phrase of the first eight. I get lost too
and this might be the cause; L naturally follows my wrong chords! If so, it suggests a higher
order process emerging guided by the ear rather than more conceptual learning. The second eight
proceeds well whilst the middle section is problematic with L reaching for and sliding to notes.
This could be due to the previous problem or a confusion with conceptual elements. The last
section is fine including the interval to the high note which sometimes presents a problem. The
orim features have gone and overall L looks more relaxed and happier; she has a tendency,

communicated by me probably, to take it all too seriously!

I ask L how she 1s transposing: T1 K: ‘How arc you transposing?’ L: ‘I’m thinking of the
tune.’ K: ‘its contours or its intervals?’ L: ‘the intervals. It sort of, it goes off the map
where (thinks and looks up) it’s a bit of the tune where it goes into an easy key and now by

shifting a semi-tone it gocs into difficult keys. So I suppose that bit felt like an anchor
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before and now fecels like, blimey.” This is interesting; L uses a known territory metaphor of the
map and going off 1t, presumably into uncharted areas. She is also aware that the keys change to
difficult ones and perhaps that foo holds her back in the middle section. Similarly, she saw the
middle eight of the original key as easier than the surrounding harmony and therefore like a safe
‘anchor’ point within a moving sea of changing sounds. I suggest to L that she doesn’t think of
the chords or notes conceptually but rather the relationships between them.

T2 L: ‘Ok, then let me think through the bit where I keep going wrong. It’s G major, so
now its F# major.” L 1s seeing it in terms of keys which I think confuses and conceptualises
what should be heard, but perhaps technically she plays in that key with difficulty. K plays and

talks her through the transposed chords.

This is the third time through the transposed tune and L improvises. She come adrift in the
second section and relates 1t back to the melody. In the middle section, she simplifies the line
somewhat but in the correct keys and then relates the line back to the tune in the last section,
wandering slightly out of the key at the end. This 1s however a very high level skill; improvising
by ear whilst transposing what 1s already a complex tune! L does supremely well at even

attempting this at such an early stage.

The second time through the improvisation, L 1s more confident; she begins with melody notes
and then makes 1mitative phrases as the harmony changes. The middle also works, using some
chord tones and in the last section she returns to the melody with a good falling phrase that
works well. Using the melody as a reference (initially rather than the chords), seems to work

well for L who can reorientate herself by playing the melody at any point in the tune and then
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proceeding from there - it provides a simple structural framework without lots of potentially

confusing harmonic concepts.

[ ask L how she found that particular exercise and she says: T3 L: “very confusing at first, then
it just seemed to settle down.” I suggest that L returns to the melody and extemporises around
the tune to reorientate herself in the new sonorities, then tries some of the freer approaches we

have used 1n previous weeks.

This time around L plays the tune fairly straight and correctly with a little variation in the
middle. The fifth time, she 1s more confident; improvises well in the first section, and then gets
lost in the second one. She uses root notes of the transposed chords in the middle section and

then returns in a more syncopated version of the melody for the last section.

K sensing that all is not quite right here suggests a sung version. Of course the conceptual
elements in a sung version are non-existent; if only we could transfer this skill to an instrument.
L sings very differently from the way she plays; is much more rhythmic and looser. Question:
how do you transfer what is in the body (especially what is within the vocal chords) and the aural
memory, onto the instrument without overwhelming them with technical parameters?

The looseness and confidence of the singing carries over into the instrumental improvisation for
the first section. In the second eight, she loses touch but finds it again by the middle is in the
harmony but a touch folksy and flowery and the C section begins vaguely but ends on some
interesting extensions. L begins another chorus with more interesting imitative motifs; loses and
finds her place in the second 8 and uses some nice call and answering phrases. The last section is

made up of longer phrases still mostly in the right key.
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I ask L what she feels about her playing now. T4 L: ‘There are places where it really goes and
other places where I completely lose it. But when I lose it, it’s like there are places I can
catch up with if, just about.” Again there is a sense of the bigger picture forming and the
overall knowledge of the piece providing a framework for finding a way through it over time. L
1s also aware, as before, of when 1t works, and when 1t doesn’t although still not quite in control
of the process. When the improvisation works it’s almost arbitrary from the student’s perspective
and outside the conscious will of the improviser. This 1s perhaps indicative of the non-conscious
self-organisation of the schema which 1s at work behind the scenes directing the fingers and
establishing neural links between hands (or other parts of the body) and aural centres

(particularly aural memory).

L 1mmprovises in the transposed key again. The effects of the singing appear to have worn off;
perhaps L 1s thinking again about the keys. The {first sixteen bars are not working; the middle is
better and 1n the last section L refers to the tune. Again this lapse of form seems normal perhaps
due to flagging concentration levels or the nature of the process of learning with its various
stops, starts and plateaus. It 1s clear that the schema at this juncture is essentially unstable;
sometimes the playing is good, sometimes not, but not in the control of the player and there is a

lack of consistency indicative of new skill learning and the early formation of the schema.

In the next chorus L focuses on one note and the first section is clearer. The second 8 is more
wandering but consonant and in the middle, for the first time, L experiments with big intervals
and doesn’t quite make it (no matter). In the last section she returns to the tune like a safety
device! At this point I realise belatedly that perhaps the technical difficulties of the transposition
are too much for a beginner and need much more time to sort out. I ask L whether she wants to

continue in the new key or to revert to the original one and she wants to go back.
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So, we return to the Ab version and the question is, whether the improvisation 1s any better for
the transposing by ear exercise. Overall L sounds more coherent; the middle section i1s more
adventurous as she uses a wider range of notes but the last eight wanders; it sounds as 1f she 1s

re-orientating herself in the original key.

The next time around, some 1deas come together, some not. In the middle L plays a good riff and
imitates it and 1n the last section, she plays a wrong reference to the tune before finding her way
back in at the very end. On the 11" time of this tune, L explores rhythmic variations in a new
way and plays low staccato notes which sound more 1n controls and determined by herself, rather
than arbitrary or random aggregations. She works through the middle and ends in a similar style
keeping the mood throughout again, and suggesting that she 1s in conscious control of the music
being played. I’'m not sure whether this i1s the schema allowing the conscious mind to impose
itself on the evolving skill process, or the will imposing itself on the schema, but either way, it
appears to work better. It could also be the mind and body relaxing and letting go 1.e. a complete
lack of will or desire to control the music enabling the schema to go to work translating sound to

movement and feeding back without emotive verbal interventions from the conscious mind.

[ ask L how she feels her playing went. TS K: ‘Ok, how was that?’ L: ‘A big feeling of relief.’
K: ‘Did it confuse you?’ L: ‘No, it’s amazing.” K: ‘Relief —is that key?’ L:’ My fingers

knew where to go in that one.’

This response seems to endorse the view that letting the fingers go (out of conscious control) and
the schema organise the movement 1s a key element in successful improvisation and we perhaps
inhibit this process with the will, conscious tinkering and conceptual thinking. Just relaxing or

feeling relieved seemed to unlock more improvisational ideas and when this happens the player,
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counter intuitively, sounds more 1n control; as if they have more conscious input into the process,
which is the opposite of what 1s taking place. The notion of the fingers knowing where to go is
also telling; a glimpse of the physicality of the learning process where the fingers move in space
to find the imagined sounds. The motor schemata are essential to this and much of the practise
involves this spatial awareness guided by changing aural imagination and feedback of the actual
music produced. Traditionally, those beginner improvisers who transcribed solos learned the
intervals on the instrument by memorising a tixed recorded solo in small chunks and gradually
improving speed, technique an aural ability to play the whole thing along with the soloist. They
were copying the musical ideas instead of creating them and by this means also absorbed and
assimilated the jazz style of the period. By the end of this process or many similar exercises, the
player could feel for and find a whole range of jazz related intervals and phrases by ear and
having developed that facility, and having the sound of the music embedded in their aural
memory, they went on to develop their own ideas and move away from the close imitation. It is
probably more difficult to make up ideas as well as implement them at the beginning but seems
more natural somehow and everything played is individual, if sometimes a bit mundane; the

main problem 1s for the beginner improviser 1s hearing something that sounds like jazz.

ST1For a change of pace and music, we decide to play St. Thomas by Sonny Rollins, which is a
short and simple calypso melody in the key of C major. This is in complete contrast to All the
Things You Are, both in terms of melody and harmony and provides a dynamic and unusual
rhythmic jumping off point for the improvisation. L already knows this tune from a previous
workshop, so doesn’t need to learn it. This exercise represents a break from more concentrated

work, whilst still involving improvising.

1. L plays the melody with good rhythmic style and sense x 2.



2. Extemporises round the melody using the same and similar rhythms.

3. This version is a more confident mix of improvising using the rhythmic background and

extemporising over the melody.

- 4. L plays nice staccato rhythms in keeping with the style and in a different way to previous

Versions.
ST2 K: ‘Shall we try it in a different key? Ab?’
1. L comes straight in with the right note in the new key and plays the tune perfectly.
2. Very confident playing using the same rhythmic elements and sounding in control; as if

she is determining the flow of the music better. As she gets more confident, she tends to

anticipate the beat too much and comes 1n early.

)

When L moves away trom simpler 1deas, the music loses it direction and cohesion.

I ask L how she found the exercise and she replies that it was easy ST3, because she knows it
and it is a ‘better’ and simple tune. Perhaps she relates to it more easily because it has its roots 1n
traditional calypso, a more folk orientated 1diom than Jerome Kern’s light operatic/American

musical tradition in A/l the Things You Are.
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ST4 I ask L to play the tune in G major now and she goes straight into G 1n a good rhythmical
way using thirds, but gets the second part (B) wrong. L plays it through three times brightly;
using the tune as a basis, getting slightly ahead in the second chorus and using similar rhythms to
the tune in the third. As L gets more confident, she tends to rush and easily gets a bar ahead,
without I think, realising it. This might be all about the schema again and how knowing the tune
better leads to greater predictability and anticipation from the improviser. It seems that here, the
anticipation and the willingness to play something appropriate to the changing chord, overrides
the listening feedback which should be hearing the mistake; there are clashes between the

anticipated and actual tonalities and harmonies.

There 1s a short dialogue STS between L and myself over the relative merits of learning to
improvise over easy or difficult chord progressions, and L says of All the Things You Are: STS
L: ‘Well it’s pushing the limits of what I can do- i1t’s better for learning. It throws you in

the deep end really.’

Although it was definitely too hard for a beginner, L. did manage to both learn the tune quickly
and improvise over the first section with confidence. I’m uncertain whether it is better to learn
difficult tunes first or not; people gain great confidence in a simple tune after they’ve struggled
with the complex. It could also be that the more basic skills are assimilated whilst coming to
terms with the difficult aspects- and they are already present in the schema which is organising
itself for a more complex tune.

To assist the transference of her improvisational skills to other tunes and to introduce different
types of melodic phrasing, for example, call and answer, 1 suggest L plays Don’t Get Around

Much Anymore by Duke Ellington. The aim is to enrich and develop the emerging schema by
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presenting a variety of improvisational settings or problems if you like. L already partially knows

this tune and we decide to work on it aurally.

K and L play:the tune together with L picking up parts of the melody that she 1s unsure of along
the way, whilst K sings the tune and accompanies. K sings the middle section again slowly; L
listens then plays along. In the last section, despite it being the same as the first, she ;nishears the
descending rift, ‘Been invited on dates’ -E, D, C, G, A, B. Perhaps she doesn’t recognise 1t as the

same motif or perhaps it’s a lapse of concentration.

I ask L 1if she knows the words and I sing them to her, again hoping to aid her complete
memorisation of the tune and to give her more of an idea of the swung ja;_z feel. I sing while L
smiles at the lyrics; actually 1t doesn’t sound too bad! Then I explain the pattern of the chords
using the C Major chord family and the cycle of fifths dominant sevenths; A7, D7, G7. I got
through the middle section also although it is slightly more complex and changes key to F for
contrast. I suggest that L plays the tune and then we play some improvised call and answer

phrase based on it.
1. DGI1 L plays the tune correctly, all except the last phrase in the middle eight.
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