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Students' perspectives in jazz education have gone 

largely ignored. A modified analytic inductive design 

allowed me to look broadly at the students' jazz band 

experience while specifically investigating their views 

about playing individualized parts, improvising, and 

interpreting and articulating swing rhythms. A focus group 

procedure was altered (Krueger, 1995) and incorporated into 

my teaching of 19 students. Two 30 minute sessions per week 

over a 12 week period were video- and audiotaped. 

Audiotaped exit interviews provided data in a non-social 

environment. All data were transcribed and coded in order 

to identify major themes and trends. Conclusions were 

verified through member checks, several types of 

triangulation and other qualitative analysis techniques. 

Trustworthiness was determined through an audit. 

Cognitively and physically, students had to accommodate 

musical techniques as these differed from those used in 

concert band. Some students were confused by the new 



seating arrangement and the playing of individualized parts. 

While some students could perform distinctly different swing 

and straight interpretations of the same song without 

external cues, others could only perform this task with 

external cues. Some changes in articulation were well 

within the students' capabilities while other techniques 

were more difficult to accommodate. Several students felt 

'uptight' while they improvised alone in front of their 

peers, noting group improvisation and rhythmic embellishment 

of familiar tunes as being helpful in assuaging these 

feelings. Students recognized the environmental differences 

between concert band and jazz band, and reported more 

freedom of expression in jazz band. Particularly enjoying 

this freedom, the more willing improvisors banded together 

as a clique. 

The students' learning was viewed as being situated in 

the context of jazz band. 'Musical perturbation' and 

cognitive apprenticeship described students' physical and 

cognitive accommodation of the new context. The 

instructional strategies students found to be most helpful 

were student-centered and derived from cognitive behavior 

modification and scaffolding theory. 
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PART ONE 

THE RESEARCHER-TEACHER CONTEXT: 

WHY I CONDUCTED THE STUDY 

This study was a qualitative investigation in which I 

served both as the researcher and as the teacher. I 

attempted to mask the research as instruction, asking the 

students questions much as any teacher would. Thus, my dual 

role deliberately blurred the lines between research 

methodology and instructional procedures. Achieving the 

goal of gaining the students' perspectives unobtrusively 

required this amalgamation. 

However, in order to clarify the ^why', 'how' and 

'what' underlying both the research and the instructional 

processes characterizing this study, these respective 

processes have to be separated for purposes of discussion. 

Similarly, the research questions have a dual focus which 

requires separation during the delineation of findings. 

Therefore, each of the parts contained in this study is 

divided into two to three chapters reflecting these 

separations. This organization allows for the most 

meaningful presentation of the wealth of data and 

experiences reported herein. 

1 



CHAPTER I 

INTRODUCTION, RATIONALE, PURPOSE, 

AND RESEARCH QUESTIONS 

Introduction 

Educational literature on students' perspectives 

intimates that students view instructional processes 

differently than teachers, and that this different view can 

be seen as a necessary step in designing future instruction 

(Wittrock, 1986). Literature in music education and jazz 

education however appears to be lacking in the area of 

students' viewpoints. I began this study to fill this void. 

Initially, I obtained students' perspectives on several 

jazz instructional processes in a preliminary case study 

(Leavell, 1995). The findings warranted subsequent 

investigation into some common pedagogical techniques 

designed for jazz novices. A literature review focusing on 

students' views of instruction, and my personal observations 

regarding students' perspectives, including a description of 

the preliminary case study, are presented followed by the 

rationale, purpose and research questions which guided the 

investigation. 
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Students' Views of Instruction 

In summarizing research on students' thought processes, 

Wittrock (1986) noted how learners' views of the purpose of 

instruction often differ from teachers' intended purposes. 

In fact, students frequently learn lessons the instructors 

did not intend to teach (Chall, 1975; Greene, 1978; 

Henderson & Lanier, 1973) . Further, some authors contest 

the assumption that classroom learning is solely a response 

to teaching (Brown & Duguid, 1993; Lave & Wenger, 1991). 

Winne and Marx (1982) investigated elementary and 

middle school students' perspectives on instruction and 

compared them to the instructional intentions of the 

teachers. The findings indicated a lack of correspondence 

between teachers' instructional stimuli and students' 

cognitions regarding that instruction. As the researchers 

stated, "students mediate instructional events with their 

cognitive processing" (Winne & Marx, 1982, p. 515). As a 

result, students' cognitions often yield different learnings 

than those intended by the teacher. 

Gaining students' perspectives is an important step in 

designing effective instruction. In fact, students' 

descriptions of their thought processes in the classroom 

learning environment have been shown to be more accurate 
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indicators of achievement than researchers' observations of 

student attentiveness during instruction (Peterson & Swing, 

1982). As part of knowing the learner, Rainbow and 

Froehlich (1987) suggest music educators should discern "the 

characteristics of the learner at any given level in musical 

training" (p. 14) in order to improve instructional 

strategies and methods in music. Instructional strategies, 

or "the steps the teacher takes to overcome the differences 

between the learner's perceptions of music and those of the 

trained musician" (Rainbow & Froehlich, 1987, p. 14) are 

chosen based on the learner, the instructional setting and 

the goals for instruction. If the role of the learner 

during instruction is denied or ignored, instructional 

strategies cannot be optimally effective. 

Studies in music focusing on students' perspectives 

about the instructional process have been recommended but 

few have been carried out. Johnson (1990/1991) investigated 

orchestra students' perspectives on rehearsals. In 

reviewing the literature, Johnson noted music education 

studies focusing on students' perspectives were 

"conspicuously lacking" (p. 110). Other than the study by 

Johnson, and two studies he identified (Krueger, 1985; 

Zimmerman, 1983/1984), I found only one study that 
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specifically addresses students' perspectives of their 

musical education (Taylor, 1995). 

The paucity of information on students' perspectives of 

music learning holds true for jazz learning as well. 

Experts' views on jazz instruction, unlike students' views, 

have been well documented. However, because students' 

reports may provide "important insights into the processes 

of classroom learning" (Peterson & Swing, 1982, p. 489), 

jazz educators should design instruction that considers the 

steps necessary for a student to take the path from musical 

novice to expert. To accomplish this, novices' descriptions 

of how they view instruction (Winne & Marx, 1982) must first 

be systematically documented. 

Personal Observations Regarding Students' Perspectives 

In my seven years of experience as a band director with 

interest in exposing the novice band student to jazz band 

performance practices, I have noticed the majority of 

students ultimately are able to make the transition from 

concert band to jazz band. However, this transition appears 

to be more difficult for students who have fewer years of 

concert band training. 

When teaching more experienced instrumentalists, I 

always tended to focus on the key differences between 



concert" band and jazz band. These differences could be 

found mostly in articulation, swing feel and rhythmic 

interpretation, increased responsibility for one's own part, 

and improvisation. These issues therefore were always at 

the center of my instructional concerns and I expected the 

students to adjust to my expectations readily. When I began 

to work with less experienced instrumentalists, I could no 

longer focus on these subject matter-related issues only or 

count on the students to be responsible for the adjustment 

process. Out of necessity, I began to pay attention to the 

comments of individual students, changing my instructional 

procedures in order to respond to those needs. Adopting 

this approach along with re-thinking the jazz instructional 

sequence was the impetus for my preliminary case study 

(Leavell, 1995). 

The Preliminary Case Study 

In order to gain the insiders' perspective, many 

authors have suggested utilizing participant-observation 

studies (Bogdan & Biklen, 1992; Firestone, 1987; Glesne & 

Peshkin, 1992; Johnson, 1990/1991; Krueger, 1985; Lincoln & 

Guba, 1985; Miles & Huberman, 1994; Sherman & Webb, 1988). 

As I became increasingly more interested in students' 

opinions, I realized I had the advantage of being a 
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participant-observer rather than an external researcher. 

Because I was their instructor, the students communicated 

with me as they would with their regular classroom teacher, 

allowing me an insider's view of the students' perspectives. 

Bogdan and Biklen (1992) view the role of the 

researcher in qualitative studies as a continuum, with 

participant and external observer at opposite ends. The 

more the researcher assumes the participant role over the 

external observer role, the more likely insiders are to be 

candid about their perspectives. My place on the 

participant-observer continuum during the preliminary case 

study was clearly at the participant end, a role I likewise 

occupied during the main study. 

The focus of the preliminary case study was on the 

adjustments students reportedly made in order to accommodate 

the musical factors unique to jazz band performance. 

Participants were 18 third-year band students, all playing 

in jazz band for the first time. As data collection 

continued through interviews, questionnaires, and field 

notebook observations, certain technical and environmental 

factors emerged. Students experienced the need to 

accommodate or make changes in their existing knowledge 

structures in order to respond to stylistic characteristics 



expected in jazz performance. 

Instruction focused on those facets of the jazz band 

experience which I considered to be the most basic. Standard 

jazz band instrumentation and seating, including rhythm 

section, was used with only one player per part. The rhythm 

section was placed on the baritone saxophone/bass trombone 

side of the wind instruments because much of the repertoire 

included baritone saxophone and bass trombone doubling of 

the electric bass parts. Comparatively little solo or 

improvisation space was written in the lead tenor saxophone 

or second trumpet parts, suggesting rhythm section placement 

on the opposite side of the winds (Figure 1). 

Tpt 2 Tpt 1 Tpt 3 Tpt 4 Drums 

Trb 2 Trb 1 Trb 3 Trb 4 Bass 

T-Sax 1 A-Sax 2 A-Sax 1 T-Sax 2 Bari-Sax Piano 

Figure 1. Preliminary case study seating arrangement. 

For articulation, I asked students to utilize a Ma' 

legato attack for every un-slurred note they played, a 

practice well-established in jazz pedagogy literature. 

Depending upon context, note releases were either tongue-

stops or breath releases. Consecutive swing eighth notes 

eventually were performed by slurring with breath and tongue 
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pushes on some off-beats. I modeled a great deal on 

saxophone and guitar and played various recordings of the 

repertoire, asking students to focus their listening on both 

articulation and the swing interpretation of rhythms. 

Every student in the jazz band was encouraged to 

improvise. Because the repertoire involved only minimal 

improvisational opportunities, I taught the rhythm section 

to play a 12-bar blues pattern-in concert B-flat and had 

students improvise over this form. Although the blues scale 

was taught, students were not necessarily encouraged to use 

it. Instead, students' prior knowledge, certain major 

scales (Concert B-flat, E-flat, F and C), provided the 

departure point to teach students the mixolydian and dorian 

modes by lowering the seventh scale step, and the third and 

seventh scale steps of the major scale respectively. 

Students took turns playing twelve bars as I pointed to them 

in no particular order. As the students improvised, they 

were encouraged to "make the change" by emphasizing certain 

notes as the chords changed in the form. As one example, 

students were encouraged to "get across the bar line" from 

B-flat-7 to E-flat-7 by emphasizing the notes D and D-flat 

respectively. If students found this too difficult, they 

were then told to use the blues scale for the entire form. 
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Analysis of the raw data indicated a categorization of 

students' comments into four musical areas. These areas 

were: musical part independence, improvisation, 

articulation, and style. 

Individualized parts. Students initially noted that 

being alone on one's part led to confusion and apprehension. 

Rodney, the 14 year old baritone saxophone player, observed: 

"Sometimes all the saxes but me have the same thing, or 

maybe just one note will be different. I get confused and 

afraid I'll make a mistake". "Who [sic] do I follow, the 

trombones or the bass? This music is confusing me", the 15 

year, old trombonist Jack stated. Scott, a 14 year old 

trumpeter, said: "Everybody's gonna hear if I make a mistake 

because I'm the only one with these notes". 

However, understanding the nature of the music and 

one's musical role in a jazz setting seemed to alleviate 

some problems with performance. Fourteen year old Jenny 

reflected: "I learned that in my piano music I can't 100% 

depend on everybody. I have to be somewhat independent, but 

sometimes I'll have the same part as somebody". 

Improvisation. Students' general conceptions of 

improvisation ranged from simplistic, "I learned to 

improvise one day after lunch" (Jenny) to fairly complex: 
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"I have learned to start in higher ranges and that the 

number of notes doesn't matter, it's the rhythm and a few 

notes can make a great improv" (Robert, a 15 year old 

trombonist). Typically, what these novice improvisors 

perceived as the defining quality of jazz improvisation, was 

the ability to play a great many notes at a fast rate. 

Fear, nerves, and self-consciousness during 

improvisational activities were cited as additional factors 

which students felt they needed to overcome to do well while 

improvising. "When it is my turn to improvise I am really 

nervous. It is just because everyone listens to your piece 

of music. Although I know that everyone may have the same 

feelings, and is in the same situation I am (required to 

improvise), I am nervous", Kathy, the saxophonist replied. 

Albert, a trumpet player conversely answered: "no, because 

everybody in the band has to (improvise) as well, and they 

understand how difficult it is". 

Scale knowledge and understanding of the scale's 

function in jazz band as the tool for improvisation were 

central to some students' impressions of their ability to 

improvise: "It mostly depends on the scale, if it's an easy 

one I do well and I'm not nervous. If it's hard I have a 

better chance of playing a wrong note and I get nervous" 
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(Scott)-. As the semester progressed, some students seemed 

to grasp the function of the scale in jazz band. Robert 

observed that there was a connection between chords and 

scales: "I learned to connect scales and chords better in a 

form". Stan, another saxophone student, stated: "I can now 

hear chord changes as well as the root". 

Articulation. Students appeared to have a fairly well-

developed concept of musical elements in a concert band 

setting and were conscious about making the transition from 

concert band to jazz band. "Articulation is much more 

important in jazz than in regular concert band", Kathy, the 

15 year old saxophonist, said. Jenny, the pianist, noted: 

"The horns must pay attention to articulation to make a 

piece sound clear and crisp". "I learned a whole new area 

or style of articulation this semester. Where my tongue is 

for the start and ending of notes is where I learned the 

most", noted Kelli, the 14 year old trombonist. 

Students reported varying degrees of difficulty with 

such changes in their articulation. Kathy noted: "I think 

the Mat' accented staccato in jazz band is easier to play. 

It is easier just to play a short, sometimes emphasized 

note, than to pay attention to not play the note too hard. 

In concert band the note has to sound soft, although it is 



13 

played in staccato, and that makes it much harder to play". 

"Dat is easier to play. There is a ,t' instead of an vh' so 

it sounds shorter and is easier for me to do", Albert said. 

Amber, a 15 year old trumpet player, remarked: "It's easier 

to end with a stop (dot) than a dah which air is still 

coming out". "To me, you can't really end the note with a 

dah as well as a dat. I like to play loud and the Mat' is 

easier when playing loud", said Shaun, the 15 year old male 

trombonist. 

Sheila, a trumpet student, remarked: "We were taught to 

start a note with xtah' in beginning band - changing (to 

dah) has been hard for me". In contrast, Stan preferred 

Mah' because "I was taught it first so I know it better". 

Albert reflected on his learning: "I learned about the 

different tongue techniques, when to use them and what is 

appropriate in what kind of tunes". Robert, the lead 

trombone player, noted: "articulation changes rhythms and 

emphasizes the jazz feel". 

Style. Most of the students' responses to the greatest 

adjustments needed were in the area of style. Kathy stated 

succinctly, "...the different styles clash". Jack noted: 

"The most difficult adjustment is - in my opinion - to get 

used to the different rhythm". 
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Concert and jazz band rhythms are frequently 

represented by the same notations, that is, eighth notes in 

concert band look essentially the same as eighth notes in 

jazz band. The difference between the two lies in the swing 

interpretation of the eighth notes while playing jazz. "The 

swing of the; eighth notes was an area in which I learned a 

great deal", noted Kathy. Students must also be able to 

determine when swing is appropriate and implement it 

accordingly. "I learned that not all eighth notes are 

swung, it depends on the style of the piece", the 14 year 

old saxophonist Nancy commented. Sometimes reverting to the 

straight eighth notes needed in the concert band setting 

proved to be the problem for Nancy: "...when I go from jazz 

band to concert band I still tend to swing the notes. 

Sometimes I don't realize I am doing it until someone tells 

me". 

Rationale 

Music making is a complex form of situated knowledge 

(Dolloff, 1994) or knowledge in context (Elliott, 1995) . 

Students, as I learned in the preliminary case study, did 

experience difficulties associated with the difference in 

context between jazz band and early concert band 

experiences. Differences in performance practice 
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experienced by the students required them to revise 

previously learned musical concepts. This process has been 

called "perturbation" (Farnham-Diggory, 1994, p. 465). It 

challenges a student to revise a previously learned concept 

resulting in a new way of thinking about that concept. 

Similarly, other authors note how concepts "continually 

evolve with each new occasion of use" (Brown, Collins & 

Duguid, 1989, p. 33). The conception of eighth notes by the 

students in the preliminary case study evolved with the 

occasion to use those rhythmic values in a swing context. 

In music, physical differences such as the various 

articulations needed to impart proper swing feel, are 

required of students and constitute a change from previous 

practices. Thus, the cognitive construct of perturbation 

has a physical equivalent in music education when students 

are required to change previously learned performance 

practices. This occurs not only in the transition from 

beginning band to jazz band but throughout a musician's 

career. However, the transition from beginning band to jazz 

band may represent one of the first incidents of ^musical 

perturbation' for instrumentalists. The combination of 

cognitive and physical tasks through authentic activity is 

also discussed as part of the cognitive apprenticeship model 
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(Brown, et al. 1989; Brown & Duguid, 1993). 

The findings from the initial case study had suggested 

to me that many of the students improved their performance 

of individualized musical parts and improvisation once they 

overcame their initial fears and gained self-confidence. 

Students' comments in this regard tended to support 

Johnson's (1.990/1991) idea that the musical experience for 

secondary school instrumental students, besides being 

musical, has an equally important "psycho-social" nature (p. 

96) . 

It remained to be seen whether or not other students 

would experience the same conceptual changes (Brown, et al. 

1989) or qualitative shifts (Farnham-Diggory, 1994) in their 

musical thinking and doing. Further, whether or not other 

students would experience emotions such as fear or 

nervousness, suggesting psycho-social (Johnson, 1990/1991) 

ramifications for students in a jazz band learning 

environment, likewise remained un-investigated. 

Numerous authors note how novice jazz improvisors can 

become nervous when asked to improvise in front of their 

peers (Baird, 1995; Bash, 1983/1984; Elliott, 1984; Garcia, 

1991; Goslee, 1994; Kuzmich & Bash, 1992). Nonetheless, 

viewing the novice's jazz learning as a part of social, in 
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addition to musical factors, is, by all appearances, non-

existent . 

Purpose and Research Questions 

The purpose of this study was to investigate middle 

school beginning jazz band students' perspectives on the 

learning of musical-technical skills needed for the initial 

jazz band experience. Students' perspectives were sought 

regarding the playing of individualized musical parts, 

improvisation, the execution of stylistic aspects (swing 

interpretation of rhythms and note articulation) and other 

areas of concern. Therefore the following research 

questions were asked: 

1. What were students' reactions to: 

a. playing individualized musical parts? 

b. improvising individually? 

c. playing and learning jazz style, including the 
idiomatic rhythms and articulations? 

2. What other issues regarding the initial jazz 
band experience emerged for the students? 



CHAPTER II 

RESOURCES INFLUENCING MY INSTRUCTIONAL 

AND INVESTIGATIVE CHOICES 

The link between the xwhy' and the xhow' of this study 

rests in the literature pertinent to jazz instruction in 

school settings as well as to qualitative research 

methodology. After perusing a multiple of sources in both 

areas, choices had to be made regarding the scope of this 

review. What is presented here are those sources that 

directly influenced my instructional choices as well as the 

procedural steps I used in the research methodology. 

Pertinent Instructional Literature 

My opinions regarding the suitability of the jazz 

instructional literature for novices played an important 

role in why I chose this topic for in-depth research. While 

perusing the literature, I discovered many authors focused 

mainly on the music, rarely, if ever, mentioning strategies 

as to how instruction might accommodate any given audience, 

particularly the novice. Many of the strategies cited in 

recent literature appear to have originated from authors 

distinguishing jazz (a.k.a. dance and stage) band practices 

from concert, band practice. Therefore, the origins of jazz 

18 
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band performance practices at the secondary level, as they 

have been noted to vary from concert band, were perused 

initially. Second, literature which addresses the musical 

concerns specific to the research questions were reviewed. 

Secondary Jazz Band Performance Practices 

Since at least 1929, when renowned music educator 

Joseph Maddy labeled jazz "a cheap and unworthy form of 

expression", outside the realm of "real music" (Maddy, 1929, 

p. 6), music educators have debated the pros and cons of 

jazz being associated with the school music movement. In 

fact, Suber (1976) has suggested the term "jazz education" 

implies an "historically accurate" separation of school jazz 

from "music education" (p. 366). The School Musician 

carried a short-lived column entitled "School Dance Bands" 

in 1934, designed to chronicle the activities of early 

Mance band' programs. By the third issue the column had 

"slipped over into a pro and con discussion as to the 

legitimacy of the school dance band" ("School Dance Bands", 

1934, p. 35). Since that time, much has been written about 

the historical trek of jazz education, particularly the 

ensuing struggle between music educators for and against 

jazz and dance music being associated with the schools (For 

example, see Dobbins, 1988; Feldman, 1964; Ferriano, 1975; 
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Ferriano, 1989; Fisher, 1982; Luty, 1982a; Luty, 1982b; 

Mark, 1987; Mark, 1975; Murphy, 1994; Schwadron, 1970). 

While moral and racial issues were cited, educators' views 

on the differences in musical techniques between jazz and 

concert band are most relevant to this discussion. 

Broad phrases such as "(the dance band) raise(s) h 

in plain English, with our regular band work" ("School Dance 

Bands", November, 1934, p. 36) and "(stage band) affects 

adversely serious music" (see Hill, 1951, p. 15) indicate 

historical objection to jazz by some music educators due to 

changes in students' musical habits and techniques brought 

about by the jazz and dance repertoire. Groff (1950) listed 

some common objections music educators had with respect to 

specific differences in musical habits and techniques: 

...poor tone quality—vocal or instrumental—inaccurate 
playing, especially rhythmic distortion, pitch 
distortion, and sloppy articulation, (p. 44) 

Discarding biased terms such as 'poor', 'distortion' 

and 'sloppy', it is obvious some music educators perceived a 

difference in performance techniques between band and jazz 

band. The phrase 'especially rhythmic distortion' is 

possibly a reference to some band directors viewing the 

swing aspect of the jazz band repertoire as detrimental to 

concert band. However, in justifying the school 'swing' 
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band, Snyder (1950) attempted to put the onus back on the 

band directors;: Others claim that the student tries to 

swing the music of the concert band. If this is true, it is 

no one's fault but the director" (p. 7). 

By the mid-1960's, the debate over the musical 

advantages and disadvantages of school jazz remained lively. 

Lehman (1964) chided directors who justified stage band 

through improved musicianship, suggesting the notion to be 

"questionable at best" (p. 64). "Abundant sight reading", 

Anslinger (1965) would counter, "improved individual 

musicianship" by offering in profusion, "advanced forms of 

syncopation" (p. 84) . 

The number of books on proper jazz pedagogical 

practices published between the mid—1930"s and the mid-

1960 s indicate educators shared instructional beliefs, thus 

propagating instructional practices for jazz band which 

addressed the differing techniques (Antrim, 1936; Flanagan, 

1955; Hall, 1961; LaPorta, 1965; McCathren, 1960; Panico & 

Wiskirchen, 1964; Polhamus & Detrick, 1958; Raph, 1962; 

Saunders, 1956; Wiskirchen, 1961). Books and articles 

published more recently, signify the profession continues to 

deem these musical and physical-technical differences an 

important aspect of jazz pedagogy (Dalby, 1988; Dunscomb, 
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1994; Ferguson & Feldstein, 1976; Hall, 1975; Henry, 1981; 

Hewett, 1970; Johnson, 1974; Kuzmich & Bash, 1989; LaPorta, 

1972; Lawn, 1986; Ployhar, Cacavas, & Weber, 1974; Rinaldo, 

1988; Riposo, 1984; Rowlyk, 1991; Snodgrass, 1973; 

Wiskirchen, 1975). 

Musical Concerns Specific to the Research Questions 

Discussions regarding the divergence of jazz band 

practices from concert band practices appear to center 

around four issues: jazz style, including articulation and 

rhythmic interpretation, individualized parts and 

improvisation. The focus on these issues in the literature, 

along with the results from the preliminary case study, 

provided the impetus for my concerns regarding students' 

perspectives on such topics. 

•jaz? style 

The literature review for jazz style is divided into 

two parts. First, authors' views on imparting proper swing 

feel through articulation are described. Second, and very 

closely related to articulation, is rhythmic interpretation. 

Articulation. Notes in jazz are articulated 

differently than in other genres of music (Tory, 1991). The 

primary difference between "jazz and the standard 

literature" is "rhythmic articulation" (Snodgrass, 1973, p. 
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33). While Soderstrom (1988) feels few beginning band 

methods contain extensive information regarding 

articulation, Hewett (1970) cites the latter as being the 

most important element in portraying proper jazz style. In 

jazz band, '"the Mah' syllable is used much more often than 

the syllable ,ltah'" (Kohut, 1973, p. 161). Swing eighth 

notes performed with a *tah' syllable will sound "ricky-

ticky" (Spera, 1976, p. 21; Wiskirchen, 1961, p. 115). 

Several authors either make the distinction between 

xtah' and \iah' for concert and jazz band respectively, or 

mention jazz band attacks as being more legato (Dalby, 1988; 

Dunscomb, 1994; Hall, 1961, 1975; Kenton, 1964; LaPorta, 

1965; Ployhar, Cacavas & Weber, 1974; Spera, 1976; 

Wiskirchen, 1976). "By using soft syllables and by 

eliminating syllables beginning with the letter *T', your 

students will perform with a smoother flowing line" (Rowlyk, 

1991, p. 96). 

Ferguson and Feldstein (1976) distinguish between ^tah' 

and Mah' for swing eighth notes and straight eighth notes 

respectively, not confining the difference to band setting 

per se. Rowlyk (1991) differentiates the syllables utilized 

for swing, Latin and rock styles always beginning each note 

with %d'. Hall (1975, p. 5) and Henry (1981, p. 21) 
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advocate a xd' attack noting the "traditional style of 

tonguing (yt' attack)" is typically used only for special 

effects. Spera (1992) recommends "dah", limiting the use of 

"tah" in jazz band to "playing marcato" and "tah-hot" for 

staccato and other detached articulations (p. 14). Within 

the jazz band, Saunders (1956) distinguishes between a Mu' 

or Mah' attack for brass and *yah' for saxophones. 

Hall (1961) provided a very specific explanation about 

the difference between concert band and jazz band attacks 

and described the releases of notes as being different in 

jazz (stage) band as well: 

Normally [a] scale would be played with legitimate XT" 
attacks with breath releases [italics mine] on each 
note. One variation in common stage band phrasing is 
the stopping of each tone (unless otherwise marked) 
with the tongue. ...The tone is stopped abruptly with 
the tongue just as it was started. (The writer 
recognizes that this technique is not allowed in 
concert playing.) [italics mine] A still more common 
and indispensable articulation is the legato-tongue. 
(p. 3) 

Hall (1961) used the syllable Mah' in his example to 

illustrate legato-tonguing. 

The t̂' versus M' distinction in note attacks has 

apparently endured the test of time since Hall's (1961) 

writing. Thomas (1993) differentiated the lengths of notes 

according to articulation markings but suggests every attack 

begin with *d' .. Dunscomb (1994) cited the At' and M' 
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attacks as being a key difference between concert band and 

jazz band. However, with respect to releases, and contrary 

to Hall (1961) recognizing "this technique (tongue release) 

is not allowed in concert playing" (p. 3), Dunscomb (1994) 

apparently acknowledges tongue releases for concert band and 

jazz band: 

The *tu' or 'tut' [italics mine] tongue of the concert 
band brass player is replaced with a Mu' or Mut' 
tongue in the jazz band. This change places the tongue 
lower in the mouth and creates a smoother articulation 
and phrase. Saxophone players can use the same aural 
concept, and can actually begin a tone without the 
tongue, (p. 4) 

The discrepancy between these two quotes with respect 

to the absence of (Hall, 1961) or presence of (Dunscomb, 

1994) a tongued release in concert band, is obvious. Dalby 

(1988) recently supported both Hall's (1961) and Dunscomb's 

(1994) views noting the tongued release is "rarely called 

for in good symphonic playing" (p. 23). However, Ferguson 

and Feldstein (1976) as well as Grimes (1988) feel some band 

directors object to releasing a note with the tongue in 

concert band. 

Kohut (1973) discusses the difference between the 

tongue and breath release with respect to musical context. 

Dunscomb's (1994) comment regarding tongue placement, and a 

diagram of tongue placement for jazz saxophonists 
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(Snodgrass, 1973), represent the only two comments on 

articulation delineating specific physical changes. While 

Kohut (1992) speaks to the physical changes required by 

articulating various vowels while playing a wind instrument, 

vowels represent only the body of a note. As can be seen, 

many authors consider note attacks and releases as the key 

differences between concert band and jazz band articulation. 

None of the books or articles above discussed specific 

strategies for students to use when initially learning these 

various attack and release techniques. 

Two authors speak to articulation as it should be 

taught to the novice jazz band student. Dalby (1988) notes 

the importance of these articulation adjustments (*ta' 

versus Ma') for the jazz band novice because "articulation 

(is) where jazz and symphonic technique differ most" (p. 

21). However, Dalby (1988) likewise offers no specific 

instructional strategies by which to achieve differences in 

articulation. In the student copy of Jazz Beginnings. 

Rinaldo (1988) explains the importance of the M' tongue: 

The DOC) tonguing is VERY IMPORTANT to jazz ensemble and 
solo players, as a good deal of all jazz phrasing is 
D00 D00 D00. The DOODOO will start with the tongue the 
same as *D' or *T', instead of chopping the note off 
with a XT', the tongue is more like a AD' that doesn't 
go entirely closed, letting the air continue as if you 
were saying SUUSUUSUU. This is what will be referred 
to as DOO tonguing, and it is a little harder to 



27 

control than most tonguing at first, (p. 2) 

Unlike many of the other texts cited in this review, this 

excerpt from Rinaldo's text is directed at the student and 

similarly utilizes M' and *t' to respectively describe the 

articulations to be used and avoided in jazz phrasing. 

Like articulation, rhythmic interpretation is equally 

important in conveying proper swing, or jazz style. 

Rhythmic interpretation. The swing undercurrent and 

respective interpretation of notes common in the jazz band, 

create interesting problems for publishers, educators and 

students alike. At least three authors (Lowris, 1977; 

Rizzo, 1979; Wiskirchen, 1961) believe the rhythmic aspect 

of jazz is often misunderstood by xclassically trained' 

students. Hale (1988/1989) surveyed 43 jazz educators, 83% 

of whom advocated the swing subdivision as the first 

rhythmic concept to be taught to junior high school 

students. However, in reviewing materials on teaching and 

learning jazz rhythm, Witmer and Robbins (1988) suggest "the 

most common assumption made by pedagogues seems to be that 

there is not a great deal one can say about it (rhythm)" (p. 

22) . 

Early (1978) created non-performance rhythmic 

perception tests to determine if jazz band experience could 
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improve high school students' general rhythmic skills. 

Early's (1978) purpose was driven by the following 

rationale: 

The phrases 'jazzers have more rhythmic roots' and 'he 
won't have any trouble with the rhythms because he 
plays jazz' have long been quoted within and outside 
3azz circles. This study was designed to shed new 
light on the debate, (p. 64) 

For the 'long been quoted' quotes, Early (1978) provided no 

sources. Nonetheless, Early's sample was large (N = 666) 

and statistical considerations were quite meticulous. Early 

intended to design tests to yield differences among jazz and 

non-jazz instrumentalists. Two of the three tests, Early 

notes, "are sensitive in uncovering differences between jazz 

and non-jazz students" (p. 63). He concluded: "jazz band 

appears to be only slightly more important as a means of 

teaching rhythmic concepts than other, more traditional 

ensembles" (p. 64). This is an ill-advised conclusion given 

the fact Early designed his tests to generate differences 

between concert band and jazz band students. 

Rizzo (1979) systematically reviewed several jazz band 

instructional methods and discovered "all authors concurred 

that the basis of the swing style was a 'triplet' 

subdivision of the beat" (p. 54). More recent literature 

(Berry, 1990; Dunscomb, 1994; Hinz, 1995; Kuzmich & Bash, 
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1989; Lawn, 1986; Rinaldo, 1988; Riposo, 1984; Rowlyk, 1991; 

Seckler, 1991; Spera, 1992; Thomas, 1993) would tend to 

confirm Rizzo's (1979) finding. Other authors are more 

specific. Aurally, they suggest, swing eighth notes tend to 

approximate straight-eighth notes as tempi increase 

(Seckler, 1991; Spera, 1992; Wiskirchen, 1975) and 

approximate the dotted-eighth-sixteenth pattern as tempi 

decrease (Spera, 1992; Wiskirchen, 1975). Despite a small 

sample (n = 3), Ellis' (1992) systematic research tends to 

confirm these speculations, but further suggests age of the 

performer to be a factor in the interpretation of the ratio 

between on-beat and off-beat eighth notes across tempi. 

Two aspects of the triplet subdivision of the beat are 

noteworthy. They are the visual interpretation of rhythmic 

figures with triplet subdivision, and the performance of 

rhythms with a swing undercurrent. 

Evidence of the visual interpretation of swing figures 

for school-aged students can be found in the first charts 

written and published for school *stagef bands. These 

charts were arranged by Art Dedrick at Kendor Music in 1954 

(Suber, 197 6). From that time until recently, publishers 

have utilized a dotted-eighth-sixteenth pattern of notation 

to represent the uneven interpretation of swing eighth notes 
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(Dunscomb, 1994; Lawn, 1986). In separate telephone 

conversations, Jeff Jarvis, vice president of Kendor Music 

(February 14, 1995) and Mike Sweeney, writer and arranger 

for Hal Leonard music publishing company (February 15, 1995.) 

suggested the move away from this practice (using the 

dotted-eighth-sixteenth pattern to represent swing eighth 

notes) to be a conscious effort by publishers, occurring 

around the late-1970's or early-1980's. At that time, the 

dotted-eighth-sixteenth pattern was virtually abandoned in 

favor of straight eighth notes with a legend at the 

beginning of a chart. This legend illustrates the unequal 

underlying subdivision of swing eighth notes as the first 

and third partials of a triplet figure (Figure 2). 

n . J > 
Figure 2. Triplet legend found in many swing charts. 

During the same telephone conversation (February 14, 

1995), Jarvis said the dotted-eighth-sixteenth figure found 

in earlier stage band arrangements descended from stock 

charts used before instrumentation was standardized. Jarvis 

felt the change away from dotted-eighth-sixteenth note 
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representations occurred because the triplet interpretation 

of the subdivision came closer to the aural concept of swing 

eighth notes. 

Upon telephone consultation with Mike Sweeney (February 

15, 1995), I mentioned Jarvis' view regarding the triplet 

interpretation of swing eighth notes as more accurate than 

the dotted-eighth-sixteenth representation. Sweeney agreed 

with Jarvis about the accuracy of the triplet interpretation 

of swing eighth notes and further suggested the removal of 

the dotted-eighth-sixteenth notations yielded charts which 

were visually less cluttered and therefore easier for 

students to read (February 15, 1995). Consequently, with 

the exception of notation in young jazz band charts being 

"overarticulated in order to repeatedly impart proper swing 

interpretation" (J. Jarvis, personal communication, February 

14, 1995) students were left with eighth notes which looked 

similar to the eighth notes encountered in beginning band. 

Thus, alerting students to the unequal interpretation of 

eighth notes, which visually appeared equal, became the task 

of each director. However, performing unequal eighth notes, 

which visually appeared equal, became the task of the 

students. Hall (1975) created an exercise to focus on this 

very problem, noting: "The fact that two notes appear to be 
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identical as far as time value goes is misleading" (p. 50) . 

Ployhar, Cacavas and Weber (1974; 1976) published two 

sequential books which focus on teaching students the proper 

interpretation of swing (uneven eighth note interpretation) 

and rock (even eighth note interpretation) notation. These 

authors wait until Book Two to write a swing exercise with a 

dotted-eighth-sixteenth pattern, or provide a detailed 

discussion on this topic to the students: 

You will note a number of references to a loose JAZZ 
* feel' throughout the book, but the authors have chosen 
to delay a more detailed rhythmic explanation to the 
student until Book II of JAZZ-ROCK and HARMONY, (p. 2). 

Every swing exercise in Book One is notated with 

straight eighth notes, including a note to the director to 

model this as a two-thirds, one-third interpretation. Some 

swing exercises in Book Two notated with straight eighth 

notes begin with the following reminder: "Students should be 

reminded to apply a true JAZZ xfeel' to the successive 

eighth notes found in this old favorite melody" (Ployhar, 

Cacavas, & Weber, 1976, p. 35). 

Performing swing notation with a swing interpretation 

has occupied the attention of jazz educators, many of whom 

utilize a system of phonetics (Dunscomb, 1994; Garcia, 1990; 

Henry, 1981; Hewett, 1970; LaPorta, 1965; Panico & 

Wiskirchen, 1964; Reeves, 1990; Spera, 1992; Wiskirchen, 
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1961) to impart the proper aural conception of swing eighth 

note rhythmic interpretations. In these phonetic systems, 

the syllable Mu' is typically used for downbeats while the 

syllable Aba' is used for up-beats. This phonetic system is 

usually sung and not performed on the instrument. Henry 

(1981, p. 24) is one among few jazz educators who speaks to 

the application of phonetics to instruments. Likewise, 

Rowlyk (1991, pp. 96-97) suggests the application of 

phonetics to the instruments utilizing consonants xb' and 

yv'. An example of the phonetic system as it might be sung 

or vocalized to illustrate consecutive swing eighth notes is 

illustrated in Figure 3. 

du ba du ba du ba du 

Figure 3. Phonetic depiction of swing eighth notes, 

Henry (1981) does not use ^ba' when applying phonetics 

to a wind instrument. However, Rowlyk (1991) suggests both 

*ba' and *va' can be applied to the instrument. Garcia 

(1990) suggests ^pedagogical scat' as a way to teach a jazz 

ensemble proper style prior to taking instruments from the 

cases. Garcia (1990) likewise uses the consonant *b' to 
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sing off-beats, noting a passage sung only with Moo' "won't 

swing nearly as well" (p. 31). Garcia also uses xp' to end 

certain notes. The consonants *b', xv' and xp' force 

embouchure movement and do not illustrate for students what 

must physically happen in the oral cavity to reproduce a 

similar effect on the instrument. None of these authors 

address this issue. 

While investigating certain jazz band directors' 

rehearsal techniques, Grimes (1988) scolded the former for 

failing to have students sing rhythms with a phonetic 

system. Grimes' (1988) notes the phonetic system "requires 

that the student internalize the rhythm by singing it" 

(Appendix, p. 7). This conclusion should be used with 

caution however, because it remains uninvestigated whether 

students report internalizing rhythms as a result of singing 

them. 

Jazz educators have shared other views on performing 

successive swing eighth notes. Six different techniques 

were found among several authors for this review (Table 1). 
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Table 1 

views QH Articulating Consecutive Swing Eighth Notes 

Suggestion Author(s] 

Articulation Technique 1 

slurring to downbeats 

r\ /~\ 
/ / / / / 

Articulation Technique 2 

doo dah doo dah 
> 

r 
> 
/ 

Articulation Technique 3 

doo da doo da (brass) 

doo tha doo tha (saxophones) 

LLLi 
Articulation Technique 4 

dud-n dud-n (saxophones) 

/ / / / 

doo-dle doo-dle (brass) 

/ / / / 

Dalby (1988) Henry (1981) 

Ferguson & Feldstein ( 1976) 

Hewett (19701 

Henry (1981) 

Kuzmich & Bash (1989) 

Wiskirchen (1961) 1 

Henry (1981) Grimes (1988) 

Wiest (1993) 



36 

Table 1 (cont.) 

Articulation Technique 5 

ta -du ta -du (saxophones; 

/ / / / 

Snodgrass (1973] 

Articulation Technique 6 

dah da dah da 

ill / 
Ployhar, Cacavas & Weber 

(1976) 

Note. Spring (1993/1994) suggests the historical roots for 

the Articulation Technique 1 can be found in the Fletcher 

Henderson bcind, after the arrival of Louis Armstrong. By 

using the word xtha' (Articulation Technique 3), Hewett 

(1970) says "the tongue comes up and lays on the reed which 

results in the desired controlled sound (for the off-beats)" 

(p. 14). According to Wiskirchen (1961), Articulation 

Technique 4, or the half-tongue technique for saxophones can 

be performed with an *n' or xum' (p. 76). The %u' in 

Articulation Technique 5 is pronounced similarly to the word 

xup'. Snodgrass (1973) calls this technique a "sponge 

tongue" (p. 66). Articulation Technique 6 reinforces the 

two-thirds to one-third value of consecutive eighth notes 
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with the xh' at the end of the first and third eighth notes. 

Not reflected in Table 1, Tory (1991) described the first of 

each pair of swing eighth notes to her novice jazz students 

as "somewhat longer" (p. 34). 

Individualized Parts 

Virtually every author who discusses this topic feels 

one player per part is most appropriate for jazz band, 

although Berry (1990) has advocated more than one player per 

part at the "young levels" (p. 3-2). He recommends this 

practice in order to involve as many students as possible. 

Snodgrass (1973) feels "this opportunity (playing 

individualized musical parts) will likely induce each player 

to perform his part to the ultimate of his ability" (p. 9). 

Lang (1991) notes in his curriculum for jazz beginners: 

The jazz group, generally smaller in size than the 
concert band, gives each performer the challenge of 
being accountable for one's own part. Most 
traditionally trained public school music students 
perform only in large groups, as one member of a large 
section of like instruments, (p. 3) 

Lang (1991) uses the jazz band's inherently individualized 

parts as one justification for the jazz band. However, 

Lang's (1991) beginner-focused curriculum does not recommend 

a slow introduction to individualized parts, nor does it 

accommodate the possibility that "being accountable for 

one's own part" (p. 3) may create a feeling of uneasiness or 
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confusion for some novices. In fact, individual adjustments 

and/or feelings brought about by individualized parts are 

not discussed by any of the authors cited in this review. 

Improvisation 

The bulk of literature in jazz education appears to be 

on the topic of improvisation. Graduate theses and 

dissertations in jazz education are often improvisation 

methods. Some studies are methods directed at beginning 

improvisors (Burnsed, 1978/1979; Carlson, 1980/1981; Coy, 

1989/1990; Damron, 1973/1974; Irish, 1982; Schenkel, 1980; 

Spitzer, 1990/1991; Vernick, 1990/1991). Other studies 

which constitute improvisation methods and analyses are for 

more advanced players (Flora, 1990; Owens, 1974/1975; 

Paulson, 1985/1986; Rogers, 1986; Salvatore, 1970/1971; 

Segress, 1979/1980; Zwick, 1987). 

Three studies were designed as improvisation methods 

for specific instruments. Dissertations by Aitken, 

(1975/1976) and McCauley (1973/1974) were methods for 

trumpet while Gunderson's (1992/1993) method targeted 

vibraphonists. Seeking to deter attrition in middle school 

string programs, Alibrio (1988/1989) designed a jazz 

improvisation method stressing creativity as an alternative 

to more traditional strings methods which focus mainly on 
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technique. Duke (1972) compared improvisation in the 

eighteenth and twentieth centuries while Hores (1977/1978) 

compared visual- and aural-oriented approaches to jazz 

improvisation. Jost (1984) proposed an improvisation method 

that follows Gordon's (1980) learning sequence whereas 

McDaniel (1974/1975) investigated differences in musical 

achievement, experience and background among jazz-

improvising and non-improvising college freshmen and 

sophomores. Konowitz (1969/1971) and Lowris (1977) created 

improvisational sourcebooks for teachers. 

Moorman (1984/1985), Pfenninger (1990/1991), Sessions 

(1980) and Tumlinson (1991/1992) analyzed the various facets 

of jazz improvisation. Moorman (1984/1985) analyzed 25 

selected jazz improvisations in order to recommend specific 

techniques during improvisational performance. Tumlinson 

(1991/1992) sought to identify the theoretical constructs of 

jazz improvisation. A tool to assess jazz improvisation 

objectively was created by Pfenninger (1990/1991). Sessions 

(1980) sought to determine the effect of jazz improvisation 

on college students' acquisition of the fundamental concepts 

in music. Finally, Shaw (1979) spoke to 28 professional 

jazz musicians in order to determine relationships between 

their experiences and their perceptions about improvising. 
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The research cited above covers a variety of topics 

related to improvisation and generally takes the expert 

musician's, or educator's, point of view. The nearest jazz 

improvisation research has come to taking the learners' 

perspective is Shaw's (1979) study which presents 

professional musicians' retrospectives about their early 

experiences. All 28 musicians who spoke to Shaw (1979) 

expressed concern about a lack of guidance in their early 

developmental stages. 

Some authors have addressed the issue of improvisation 

in the classroom (Burnsed, 1979; Damron, 1973; Elliott, 

1984; Goslee, 1994; Irish, 1982; Jost, 1984; Kuzmich & Bash, 

1992; Reeves, 1990; Tory, 1991; Webb, 1991). As part of a 

case study in jazz education, Goslee (1994) described an 

exemplary jazz program. He recounted the jazz band 

director's method for teaching improvisation to beginners. 

This director asked students to "improvise simultaneously 

for a long time", employing this strategy to motivate their 

desire to "try improvisation individually" (p. 61) and to 

help "students feel comfortable" about their improvisatory 

efforts (Goslee, 1994, p. 60). "If you asked [beginners] to 

[improvise] individually, they'd clam up", Goslee's (1994, 

p. 60) director noted. 
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Utilizing the same strategy as Goslee's (1994) 

director, Burnsed (1979) attempted to allay students' 

initial fears of improvisation. During early 

improvisational attempts, Burnsed (1979) had several 

students improvise simultaneously. Bowman (1988) questioned 

Burnsed's (1979) method as a 'jazz' method due in part to 

"the image of 3-5 young students improvising simultaneously" 

(p. 59). Hence, Bowman (1988) was criticizing Burnsed 

(1979) for sacrificing the authenticity of jazz 

improvisational practices in favor of an empathetic view 

toward students. 

Delia Pietra and Campbell (1995) characterized the 

comments and feelings of two undergraduate improvisational 

novices in the context of a methods course. Both 'Lisa' and 

vPaula' experienced anxiety related to improvisation. Paula 

was so intimidated to perform without notation she had to 

"force [herself] to do improvisation" (p. 121) . To teach 

improvisation to novices, Lisa suggested "getting students 

to relax" (p. 118) as the appropriate starting point. 

Kratus (1991) believes a product-process dichotomy 

exists in improvisation, varying with the learner's degree 

of expertise: 

The developmental level and perspective of the 
improviser should be taken into account when 
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considering the creative musical activity of children 
and novices. ...children and novice improvisers 
approach the task of improvisation from perspectives 
quite different from that of an expert improviser. For 
example, musicians usually think of improvisation as a 
musical product; that is, music that can be shared with 
and understood by others. But this view ...certainly 
does not apply to much improvisation by young children, 
(pp. 37-38) 

Clearly, Kratus (1991) suggests the viewing of improvisation 

as a process rather than a product to be more appropriate 

for the novice. 

Elliott (1984) holds a similar view to Kratus (1991) 

with respect to the need to focus on process more than 

product in jazz education. During improvisation, Elliott 

suggests every student, who is not improvising, play a role 

in the rhythm section. The "enlarged rhythm section 

approach achieves a jazz-sound-context relatively quickly in 

the class. This serves to reduce anxiety..." (pp. 338-339). 

At the time of Elliott's (1984) study, having wind 

instrumentalists play the role of the rhythm section was not 

a new idea. Two studies (Silverman, 1962; Wilson, 

1970/1971) were previously done on non-jazz ensemble 

improvisation. Both of these studies attempted to show the 

importance of ensemble improvisation as part of the 

instrumental curriculum. Students' emotions during the 

improvisational process were not the focus of either study 
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and therefore were not documented. 

Spitzer (1991) designed a blues-based improvisation 

method for beginning instrumentalists by reviewing nineteen 

published improvisation methods and providing an original 

sequence of fifteen lessons, using exercises and songs in 

various styles. Like many of the other studies intended to 

be an improvisation method for beginners, the focus was on 

the technical aspects of improvisation, not students' 

feelings. 

Bash (1983/1984) recognized a tendency for educators to 

stress the technical aspects of improvisation and compared 

the effectiveness of three different improvisational 

methods, two of which supplemented the technical aspects of 

improvisation with the "non-technical dimension" (p. 1) of 

improvisation. In the midst of this predominantly 

quantitative study, Bash made a conclusion based on his 

qualitative observations. He identified scat singing, used 

as a pre-instrumental improvisation strategy as "beneficial 

towards overcoming initial performance inhibitions" (p. 

106). He provided no description of the events which led to 

this conclusion. Bash's comment is comparable to Garcia's 

(1990) similarly unresearched view: 

Often students will explore melodic terrain vocally 
that they would never have traveled on their 
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instruments: then, they return to their instruments 
with an initial concept of what it is they are trying 
to play. Students who are as reluctant to solo as they 
might be to read their own poetry aloud will become 
less self-conscious about their creativity, (p. 29) 

Schenkel (1980) developed a method of improving 

improvisational skills for students with no theoretical 

background. This method includes six scale and chord types: 

major, minor, dominant, diminished, half-diminished and 

augmented. The activities are divided into theory, ear 

calisthenics and performance. This method has remained 

untested however, and therefore provides no information 

regarding its effectiveness. 

Kuzmich and Bash (1992) suggest limiting the harmonic 

content of improvisation by utilizing the blues scale and 

modes as the improvisatory strategy most accessible to the 

beginner. The relatively simple harmonic scheme of both of 

these approaches "allows the improviser to focus attention 

on melodic and rythmic [sic] considerations almost 

exclusively" (Kuzmich & Bash, 1992, p. 82). "Confidence is 

one of the most important ingredients in the success of 

early improvisors" (p. 86). Kuzmich and Bash provide 

various strategies designed to help students overcome their 

inhibitions during initial improvisation attempts. 

Nonetheless, this list (pp. 113-114) exclusively addresses 
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musical issues, not students' inhibitions. Hinz (1995) also 

favors the blues scale as a starting place for the young 

improvisor. However, he suggests this only after "beginning 

jazz students explore chord/scale relationships" (p. 30). 

Baird (1995) notes two general approaches to 

improvisation for the novice with a noticeable bias toward 

the latter of the two. The first approach Baird describes 

as "theoretical, difficult and deadly" with the second 

approach being "practical, imitative and the surest route to 

success" (p. 45). Likewise, Baird also identifies novices 

as falling into two categories. Metaphorically, novices 

either "are quite comfortable with simply xjumping into the 

pool', or they are very nervous about getting their feet 

wet" (p. 45). For the latter group, Baird suggests giving 

them as many tools as possible to gain the fundamentals of 

improvisation,. Baird (1995), like Kuzmich and Bash (1992), 

identifies inhibition and nervousness as improvisational 

inhibitors for novices, yet provides no diagnoses nor 

prescriptions for improvisational inhibition. 

Irish (1982) suggests the need for a classroom method 

designed to accommodate junior high and high school 

improvisors at varying levels. Four operationally defined 

levels of improvisors are "unified" (p. 1) by three 
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improvi-sational vehicles (Irish, 1982) . Irish describes his 

three vehicles (modal, blues and II-V-I) as "the three most 

common vehicle-types ranked according to difficulty" (p. 

73). Irish's comment in this regard must be used with 

caution however because he only reviewed five other jazz 

improvisation methods. Irish's classroom method is designed 

to simultaneously accommodate the needs of novice 

improvisors and improvisors with "extensive experience in 

jazz improvisation" (p. 2) . However, Irish does not 

consider the possibility novices may be intimidated by their 

more advanced peers. Thus, his method does not address this 

issue. 

Coy (1990) sought to improve the improvisational skills 

of middle school band students who had had two to three 

years of musical experience. The procedure occurred over a 

six week period involving a control group (n = 30) and an 

experimental group (n = 30). The experimental group was 

given the method and instructed using the method. The 

control group was given the method with no instruction. No 

rationale was given for dividing the groups in this manner. 

The ^multisensory' instruction given the experimental group 

included aural perception, eurhythmies, verbal association, 

symbolic association and synthesis. The findings, the 
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author concluded, suggest middle school band students can 

learn fundamentals of jazz improvisation in a limited time 

with training. Because Coy cites a lack of materials 

appropriate for the heterogeneous classroom, it appears his 

method is designed to fill this void. Low reliability 

scores on the rhythm pre- (.39) and post- (.34) tests, and 

no report as to the validity of these instruments, suggest 

cautious use of any conclusions drawn. 

Pertinent Research Literature 

From a middle school instructor's perspective, I 

observed that jazz educators were focusing more on the 

musical product than the learning process. As a result, the 

specific musically focused research questions put forth in 

Chapter I were only part of the study. I likewise wanted to 

learn about the students' general perspectives of their 

initial jazz band experience. This required a methodology 

which provided for such a dual focus. 

To develop fully all research procedures, I also needed 

to be familiar with the literature on qualitative research 

paradigms and the larger structures dictating my participant 

selection, data collection, data analysis and the overall 

design of the study. Research approaches described as 

qualitative, participant observational, phenomenological, 
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constructivist. and interpretive are all strongly related 

(Erickson, 1983). More recently, Guba and Lincoln (1994) 

identified constructivism as one of four paradigms informing 

and guiding qualitative (and quantitative) inquiry. 

Previously labeled naturalistic inquiry by the authors 

(Lincoln & Guba, 1985), constructivism is the research 

paradigm encompassing this case study. 

A qualitative case study is "an intensive, holistic 

description and analysis of a single entity, phenomenon, or 

social unit" (Merriam, 1988, p. 16). The 'social unit' 

chosen for this study was a middle school beginning jazz 

band class. At its heart was the context-dependent 

perspectives of jazz band novices. 

Authors generating literature on research in the social 

sciences, education and music education have argued that 

qualitative studies can effectively provide data reflecting 

participants perspectives while considering the specific 

context (Bogdan & Biklen, 1992; Firestone, 1987; Glesne & 

Peshkin, 1992; Johnson, 1990/1991; Krueger, 1987; Lincoln & 

Guba, 1985; Sherman & Webb, 1988). This is particularly 

true if the qualitative study involves participant 

observation as the main data gathering structure (Patton, 

1990; Yin 1989). 
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Oldfather and West (1994) compared qualitative research 

procedures to those inherent in jazz improvisation. 

Describing the qualitative research process as improvising 

over a set chord structure, Oldfather and West (1994) 

stated: 

The jazz metaphor creates a pathway for making explicit 
the tacit understandings that enable us to make our way 
as researchers without prescriptions of ''fully 
orchestrated scores' . The metaphor invites exploration 
of both the deep structures that guide qualitative 
research and the improvisatory qualities that allow 
ethnographers to fly free in response to serendipitous 
events and emerging understandings. ...the 'score'' in 
qualitative research is the initial design or plan. 
The plan is adapted and elaborated according to the 
evolving themes of the inquiry [italics mine], (pp. 23, 
24) 

The Oldfather and West (1994) design structure is reflected 

in the research purpose and the research questions. The 

second research question allowed the design to be "adapted 

and elaborated according to the evolving themes". One 

methodological design accommodating both broad results and 

answers to specific research questions is known as modified 

analytic induction. Because I needed the research design to 

be as naturalistic as possible, I used focus group 

discussions integrated into the instructional process. 

Next, certain facets of Miles and Huberman's (1994) data 

analysis design were chosen for this study and are generally 

described. Finally, trustworthiness is addressed. 
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Constructivism 

Guba and Lincoln (1994) define a paradigm as: 

a set of basic beliefs (or metaphysics) that deals with 
the ultimates or first principles [representing a] 
worldview that defines, for its holder, the nature of 
the 'world', the individual's place in it, and the 
range of possible relationships to that world and its 
parts, as, for example, cosmologies and theologies do. 
(p. 107) 

The ontological question seeks the nature of this 

reality and. what can be known about it. Defining the nature 

of the relationship between the knower and the known answers 

the epistemological question. The methodological question 

describes how the researcher can go about finding out what 

he or she believes to be known (Guba & Lincoln, 1994, p. 

108) . 

As opposed to a positivist/postpositivist paradigm 

which assum.es a 'real' reality exists and is apprehendable, 

the constructivist ontological view of reality is relative, 

contingent upon the social and experiential base of the 

knower (Guba & Lincoln, 1994). Constructivists emphasize 

the pluralistic and plastic character of reality (Schwandt, 

1994). The constructivist paradigm assumes an interactive 

link between the investigator and the investigated from 

which findings evolve as the investigation proceeds. 

Epistemologically, a constructivist view refutes the 
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assumption of a ''real' reality explained only by objective 

detachment on the part of the researcher. Contructivism 

supports a transactional/subjectivist stance where findings 

are created through the interaction between the investigator 

and the investigated. 

Whereas positivist and postpositivist methodology is 

traditionally quantitative and emphasizes the distance and 

objectivity of the knower as well as the known, the 

constructivist;'s methodology is dependent upon the lack of 

distinction between the knower and the known. Social 

constructions are subjective and personal, suggesting 

refinement only through interaction between and among 

investigator and respondents (Guba & Lincoln, 1994). The 

aim of the constructivist's inquiries is understanding and 

reconstructing previously held constructions, attempting to 

reach a consensus, yet open to new interpretations of 

information (Guba & Lincoln, 1994). Similarly, qualitative 

case study researchers assist readers in the construction of 

knowledge (Stake, 1994). 

Qualitative Case Study Research 

Merriam (1988) defines a qualitative case study as 

"intensive, holistic description, and analysis of a single 

entity, phenomenon, or social unit" (p. 16). Stake (1994) 



52 

identifies three types of case studies: intrinsic, 

instrumental and collective. When better understanding of 

the case itself is the focus, the intrinsic case study is 

undertaken. The instrumental case study is carried out in 

order to provide insight into an issue or refinement of 

theory. The case itself is secondary, facilitating the 

understanding of, and insight into something beyond that 

case. When a number of cases are investigated jointly to 

inquire about a phenomenon, population or general condition, 

a collective case study is undertaken. 

Yin (198:9) describes a case study as a form of 

empirical inquiry investigating a contemporary phenomenon 

within its real-life context. Further, Yin notes case 

studies are utilized when the boundaries between phenomenon 

and context are not clearly evident. 

Bogdan and Biklen (1992) identify historical, 

observational and life history as three types of case 

studies. Bogdan and Biklen's (1992) observational case 

study utilizes participant observation as the major data-

gathering technique. The observational case study can focus 

on a particular place in an organization, a specific group 

of people, a certain activity, or a combination of these 

three. Stake (1994), Yin (1989) and Bogdan and Biklen 



53 

(1992) all note the type of case study chosen will dictate 

the procedures employed. My study was both observational 

(Bogdan & Biklen, 1992) and instrumental (Stake, 1994). 

Qualitative case studies accommodate a socially 

constructed reality where facts are determined by the 

definition of the situation (Firestone, 1987). Findings are 

a result of the interaction between the researcher and the 

researched. So it was with my study because all findings 

were influenced by the fact that I was both participant and 

observer. 

Participant Observation 

The main outcome of participant observation is to 

understand the research setting, its participants, and their 

behavior (Glesne & Peshkin, 1992). Glesne and Peshkin also 

note achieving this outcome requires a learner's stance. 

When the goal of participant observation involves 

understanding a classroom from the students' point of view, 

more involvement is needed with those students (Bogdan & 

Biklen, 1992). The ability to perceive reality from the 

viewpoint of someone 'inside' a case study is a distinctive 

opportunity provided by participant observation (Yin, 

1989). 

Some authors have described participant observation as 
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a continuum between total participant and total observer 

(Bogdan & Biklen, 1992; Glesne & Peshkin, 1992). Others use 

a discrete, four-fold typology: complete observer, observer 

as participant, participant as observer and complete 

participant (Gold, 1958; Junker, 1960). Atkinson and 

Hammersley (1994) note these four discrete categories tend 

to run together due to the amount of knowledge participants 

have about the research, the researcher, and the type of 

activities engaged in by the researcher. 

Full involvement in the social setting or system being 

studied has its advantages (Adler & Adler, 1987; Jorgensen, 

1989; Patton, 1990; Peshkin, 1988; Wolcott, 1988). Patton 

(1990) identifies four advantages to participant 

observation. First, direct involvement allows the 

researcher access to the context in which a program 

operates. Second, firsthand experience allows the evaluator 

to be open, discovery-oriented and inductive. Third, as 

observer, the participant-observer is more likely to be 

conscious of routines which may escape the consciousness of 

other participants. Fourth, direct observation allows an 

evaluator to learn things which participants may not be 

willing to talk about in an interview. 

However, involvement as a participant in a case can 
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lead to subjectivity (Henstrad, 1993; Yin, 1989). 

Subjectivity can be controlled by creating a research 

framework (Henstrad, 1993). The research framework for this 

study is encompassed by modified analytic induction. 

Modified Analytic Induction 

Although modified analytic induction is typically 

used with multiple site studies for the purpose of 

developing theory, Bogdan and Biklen (1992) note elements of 

this model may be used with single case studies as well. 

Analytic induction is used "when some specific problem, 

question, or issue becomes the focus of research" (Bogdan & 

Biklen, 1992, p. 70). Issues which emerged for participants 

early in this study resulted in the research foci being 

modified and added to during the research process 

accommodating all new arising facts (Bogdan & Biklen, 

1992). The categories, themes and patterns came from the 

data itself (Janesick, 1994). 

Early in the modified analytic inductive process, a 

"rough definition and explanation of a particular 

phenomenon" should be developed (Bogdan & Biklen, 1992, p. 

72). The rough explanation of the phenomenon in this case 

was described by the preliminary case study and reflected in 

the research questions. As data were collected, students' 
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comments and my observations were xheld up' to the initial 

questions to determine if any modifications or redefinitions 

were necessary. "At the heart of analytic induction is the 

thesis that there are regularities to be found in the 

physical and social worlds" (Huberman & Miles, 1994, p. 

431). Regularities in students' perspectives were sought 

within the main study as well as between the preliminary 

case study and the main study. 

Focus Group Discussions 

Focus groups have been used widely in marketing 

research to gain access to consumers views of products 

(Krueger, 1995; Patton, 1990; Stewart & Shamdasani, 1990). 

Groups of adults are typically brought together one time for 

a period of one to two hours. As a result, the environment 

and relationships among participants are far from 

naturalistic (Morgan, 1988). However, as a data gathering 

device, many of the characteristics of focus groups can be 

adapted (Krueger, 1995) to a more naturalistic setting. The 

characteristics of focus groups pertinent to this study are 

described below, followed by the applicable adaptations of 

focus group research. 

Characteristics of Focus Groups 
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"A focus group is a carefully planned discussion 

designed to obtain perceptions on a defined area of interest 

in a permissive, nonthreatening environment" (Krueger, 1995, 

p. 6). Within the discussion, it is expected and acceptable 

for individuals' to influence one another with ideas and 

comments (Krueger, 1995). The goal is to let people 

stimulate one another, recommending dimensions and 

subtleties of a topic any one individual might not have 

thought of, or mentioned (Rubin & Rubin, 1995). 

Humans' higher thought processes are social in origin 

(Vygotsky, 1978). Focus groups utilize this notion in that 

"attitudes and perceptions relating to concepts, ...are 

developed in part by interaction with other people (Krueger, 

1995, p. 10). The object is to get high-quality data in a 

social context where people can consider their own views in 

the context of the view of others (Patton, 1990). While 

relatively unnatural (strangers meeting one time for a 

discussion), the focus group presents a more natural 

environment than that of an individual interview because, as 

with ^real life', participants are influencing and 

influenced by others (Krueger, 1995). 

The rule for selecting focus group participants is 
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commonality and homogeneity, not diversity (Krueger, 1994; 

Patton, 1990; Rubin & Rubin, 1995; Stewart & Shamdasani, 

1990) . As with other qualitative data gathering devices, 

randomizing participant selection is not the main concern 

(Krueger, 1995) for focus groups: 

It is important to keep in mind that the intent of 
focus groups is not to infer but to understand, not to 
generalize but to determine the range, not to make 
statements about the population but to provide insights 
about how people perceive a situation. As a result, 
focus groups require a flexible research design, and 
although a degree of randomization may be used, it is 
not the primary factor in selection, (p. 87) 

However, when focus groups are used, caution needs to 

be exercised when using previously established groups 

(Krueger, 1995). This social environment has a history 

involving cliques and other subgroups. Conclusions drawn 

about the social environment of such a group, in a focus 

group context, will be impacted by these previous 

relationships (Krueger, 1995). This caution was duly noted 

and considered for my study. 

The topics of discussion in a focus group should be 

carefully predetermined and sequenced following analysis of 

the situation (Krueger, 1995, p. 20). There is no pressure 

by the moderator to reach consensus among the group. The 

format allows the moderator to probe allowing information to 

be gathered in depth (Krueger, 1995) . 
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Focus group discussions can follow a topic guide or 

questioning route (Krueger, 1995). The topic guide may seem 

more spontaneous because colloquialisms or jargon can be 

incorporated into questions (Krueger, 1995). For this 

reason, and because it facilitated the appearance of a 

lesson plan, a topic guide was used for this study. 

Stewart and Shamdasani (1990) delineate seven common 

uses of focus groups: 

1. obtaining general background information about a 
topic of interest. 

2. generating research hypotheses that can be submitted 
to further research and testing using more 
quantitative approaches. 

3. stimulating new ideas and creative concepts. 
4. diagnosing the potential for problems with a new 

program, service or product. 
5. generating impressions of products, programs, 

services, institutions or other objects of interest; 
6. learning how respondents talk about the phenomenon 

of interest. This, in turn may facilitate the 
design of questionnaires, survey instruments, or 
other research tools that might be employed in more 
quantitative research. 

7. interpreting previously obtained quantitative 
results, (p. 15) 

Further, Krueger (1995) believes focus groups to be 

appropriate when there is a communication or understanding 

gap between groups or categories of people. The sixth item 

on Stewart and Shamdasani's (1990) list, along with 

Krueger's (1995) impetus, partially reflect the motivation 

for selection of focus groups as the main data gathering 
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device in this study. I wanted to learn how students' 

talked about jazz band. Further, as a result of the 

pertinent instructional research literature review and the 

results from the preliminary case study, I believed there to 

be an under stcinding gap between jazz experts and jazz 

novices. Essentially, focus group discussions were chosen 

as the main data gathering device because they could be 

adapted or integrated into instruction. 

Adapting Focus Group Research 

Focus group adaptations are valid if they are used 

carefully for a problem that is suitable to focus group 

inquiry in its original form (Krueger, 1995). Generally, 

Krueger believes four issues are important when adapting 

focus group research. First, in adapted form, the purpose 

remains the same: to collect information, listen and learn. 

Second, the participants should be preselected. Third, any 

adaptation must be true to genre with open-ended questions. 

Finally, focus group adaptations should be conducted in an 

environment conducive to sharing, listening and responding. 

More specific adaptations involve the regular recurrence of 

focus groups, and considerations when involving young people 

(Krueger, 1995). Periodically repeated focus groups with 

the same participants can be used with a time interval 
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between sessions (Krueger, 1995). 

Focus groups have considerable potential for 

discovering how young people think (Krueger, 1995, p. 213), 

but accommodations must be made. The length of focus groups 

for young people should be limited to 60 minutes or less. 

Dichotomous xyes' or xno' questions should be avoided, 

because teens are less likely to elaborate than adults. In 

addition, the age range should be within two school grades. 

Analysis of Qualitative Data 

There is a plethora of information regarding the 

analysis of qualitative data. One of the more recent and 

comprehensive texts (Miles & Huberman, 1994) was chosen for 

this study for its explicit descriptions and instructions. 

What follows is a general description of the procedures used 

and described in detail in Chapter III. 

Data analysis contains three linked subprocesses: data 

reduction, data display and conclusion drawing/verification 

(Miles & Huberman, 1994). Data reduction begins with the 

choice of data collection devices, as dictated by the 

overall design and research questions. Thus, the first 

level of reduction for this study involved a questionnaire, 

field notes, audio and videotape transcriptions and exit 

interviews. "Data reduction is a form of analysis that 
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sharpens, sorts, focuses, discards, and organizes data in 

such a way that 'final' conclusions can be drawn and 

verified" (Miles & Huberman, 1994, p. 11). 

Once data collection is complete, data is further 

reduced through coding and the subsequent clustering of 

themes within the codes. Coding begins with a "master code" 

approach, providing an initial structure for data reduction 

(Miles & Huberman, 1994). As a result, the coding scheme 

from the outset has some study-related design. 

Data display allows a researcher to see all pertinent 

data for a particular code or theme in the same place. A 

display is an arranged, condensed gathering of data that 

permits conclusion drawing and action. This can be done 

through synopses, summaries, vignettes, matrices with text, 

graphs and charts (Miles & Huberman, 1994). 

Conclusion drawing and verification involves drawing 

meaning from the displays (Miles & Huberman, 1994). A 

range of tactics can be used. Conclusion drawing can 

include noting patterns and themes, seeing plausibility 

through clustering and partitioning variables, counting, 

making metaphors, making contrasts and comparisons, 

subsuming particulars into the general, factoring, finding 

intervening variables and making conceptual/theoretical 
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coherence (Miles & Huberman, 1994). 

Patterns and themes can be seen as "gestalts" which 

pull separate pieces of data together (Miles & Huberman, 

1994, p. 246). A conclusion is plausible if it makes good 

sense. This conclusion can be more confidently drawn if the 

data for this plausible conclusion can be clustered into 

similar facets or partitioned into separate variables, or 

both. Counting the number of occurrences for any word, 

phrase or comment is another way to draw conclusions. 

Metaphors can be used to draw conclusions by comparing two 

things via their similarities and ignoring their differences 

(Miles & Huberman, 1994, p. 250). Drawing conclusions 

through seeing differences can be accomplished through 

making contrasts and comparisons. Subsuming particulars 

into the general is a strategy for beginning to put pieces 

back into a larger explanatory picture. Factoring is 

another way to generalize smaller bits of data into a larger 

framework. Finding intervening variables is a way to bring 

more complete meaning to a "tepid or inconclusive relation" 

(Miles & Huberman, 1994, p. 258). Finally, bringing 

conceptual and theoretical coherence involves putting the 

data back into the frame of the related literature. 

Verification of conclusions also includes a variety of 
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tactics. Triangulation is one tactic. Denzin (1978) offers 

four distinctions in triangulation. First, data source 

triangulation encompasses investigation of regularities and 

discrepancies across participants and across time. Second, 

method triangulation includes verification of the raw data 

findings across various sources. These various sources can 

include field notes, transcriptions, and interviews. Third, 

theory triangulation involves looking for larger meaning 

across various theories. Fourth, researcher triangulation 

includes verification through more than one researcher. 

To Denzin's (1978) list, Miles and Huberman (1994) add 

data type triangulation. Qualitative text, recordings and 

documents represent various data types to be used in data 

type triangulation. Other tactics include checking for 

researcher effects, following up surprises, looking for 

negative evidence, replicating findings, coding check and 

member checks, or getting feedback from informants (Miles & 

Huberman, 1994.) . 

There are two possible sources of bias in qualitative 

case studies: the effects of the researcher on the case 

(Type A); and (Type B) the effects of the case on the 

researcher (Miles & Huberman, 1994). Miles and Huberman 

offer a list of ways to help control both types of bias (p. 
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266) . 

Type A bias can first be controlled by staying on site 

as long as possible. Using unobtrusive measures, when 

possible, also helps control Type A bias. Initially meeting 

with participant and making intentions unequivocal helps to 

control Type A bias. 

Type B bias can be controlled by speaking to all 

participants equally, not relying on the more outspoken 

members of any group (Miles & Huberman, 1994). Spending 

time away from the site and spreading out visits, keeps 

researchers from totally "going native" (Miles & Huberman, 

1994, p. 266) and helps control Type B bias. Controlling 

Type B bias is also effected through method triangulation. 

Data which is gathered in several different contexts helps 

control the effects of the site by allowing the researcher 

to compare data across these contexts. Type B bias can be 

controlled by keeping the research questions in mind and not 

straying too far from them. 

Confirming conclusions can be facilitated through 

following up surprises (Miles & Huberman, 1994). When 

things occur out of the ordinary, any conclusions drawn can 

be verified by following up with an informant or informants. 

"Following up surprises" includes reflection upon the 
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working theory that has been violated, consideration of how 

the theory can be revised and gathering evidence to support 

the revision (Miles & Huberman, 1994, p. 271). 

Looking for negative evidence helps to confirm 

preliminary conclusions (Miles & Huberman, 1994). Searching 

for this evidence keeps a researcher from making sweeping 

generalizations about the informants in total. This 

requires the researcher to formulate an alternative 

conclusion that addresses the negative evidence. 

Getting feedback from informants is one of the most 

logical sources for corroborating conclusions (Miles & 

Huberman, 1994). Feedback is done less haphazardly and at a 

higher level of inference when done after final analysis. 

The "member check" should be presented in a way that 

incorporates the language of the informants and provides 

opportunities for further comment. 

Trustworthiness 

Criteria for assessing the 'goodness' of a study are 

linked to the paradigm in which the study was conducted 

(Guba, 1988). Miles and Huberman (1994) identify the 

criteria for assessing the quality of a naturalistic study 

as confirmab.ili.ty, dependability, credibility and 
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transferability. Confirmability addresses the issue of 

"relative neutrality and reasonable freedom from 

unacknowledged researcher biases" (p. 278). The emphasis is 

on replicability of a study by others. If the research 

process is consistent and reasonably stable over time and 

across researchers and methods, then it can be considered 

dependable. If the findings make sense and are believable 

to readers and to the informants, then the study has 

credibility. Finally, transferability addresses the issue 

of generalization. While generalization from a sample to a 

larger population is not usually expected in qualitative 

studies, analytic transfer, or connection to theory, and 

case-to-case transfer are expected (Miles & Huberman, 1994). 

Schwandt and Halpern (1988) describe a "metaevaluation" 

or audit process using these constructs (Guba, 1981). My 

study incorporated Schwandt and Halpern's description into 

Miles and Huberman's (1994) updated constructs. 



PART TWO 

PLANNING AND EXECUTING THE RESEARCH AND INSTRUCTION: 

HOW I CONDUCTED THE STUDY 

Because the research process was integral to the 

instruction, I had to acknowledge the possibility that the 

instructional process as planned does not necessarily match 

with what actually occurs. Therefore, all methodological 

considerations are separated as follows. All research 

procedures are described in Chapter III while Chapter IV 

addresses the instructional procedures as they were planned. 

How the instruction actually occurred during the lessons 

themselves is described in Chapter V. 
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CHAPTER III 

RESEARCH PROCEDURES: ACCESS TO THE PARTICIPANTS, 

DATA COLLECTION, REDUCTION AND ANALYSIS 

AND TRUSTWORTHINESS 

The research procedures for this study included four 

steps. First, I gained access to the participants. Data 

collection then began. The data were reduced and analyzed, 

and finally, the trustworthiness of the study was 

determined. 

Access to the Participants 

Contact was made with the full time band director of 

the students in the preliminary case study about doing 

another case study involving students who would be second 

year band students without any jazz training. I discussed 

the intent of the study, including my role as the jazz band 

director, the research questions, and the proposed methods 

and time frame for data gathering. I emphasized the non-

evaluative nature of my role, attempting to adopt the 

students' viewpoints, avoiding value judgments (Johnson, 

1990/1991). I also assured the director the participants, 

school, school district and community would be reported 

anonymously. 

69 
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The band director spoke to the middle school principal 

about this study and obtained his verbal permission. At the 

request of the principal, I drafted a letter of permission 

to conduct the study. After review of this letter, the band 

director and middle school principal signed the letter. A 

University of North Texas human subjects form, including a 

copy of this letter was filed and approved by the 

university. Parental and student informed consent was 

obtained for each participant before data collection began. 

Appendix A includes copies of these permission documents. 

Participants were nineteen eighth grade band students. 

None of the participants withdrew from the study. With one 

exception, the students had one year of previous classroom 

instrumental training. The instrumentation for the group 

was six saxophones (three altos, two tenors and baritone), 

three tenor trombones, four trumpets, guitar, two pianists, 

bass guitar, and two drummers. 

Data Collection 

As the participant-observer, I acted as the instructor 

as well as the researcher. This dual role created the 

challenge of ensuring the research process was meticulous 

yet reasonably unobtrusive to the instructional procedures 

and classroom environment. My beliefs regarding the level 
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of success of this balance are described in Chapter IX. 

The following data sources were used to gather information 

regarding students' perspectives and document my 

instructional processes. 

Questionnaire 

A questionnaire (Appendix B) was designed to gather 

demographic information for each student and used to 

establish some baseline information regarding students' 

comfort level with band in general and with playing 

individually. Questionnaires were distributed at the 

beginning of a twelve week observation period. In 

compliance with the pre-study agreement between the 

university and the school district, the information from the 

questionnaires is presented anonymously. Student profiles 

can be found in Chapter IV. 

Audio- and videotapes 

"Using tapes to capture musical nuances and qualities 

in performances as well as intonations of ^everyday speech' 

is useful for musicians, for whom intonation, rhythm and 

pitch are specially meaningful" (Bresler & Stake, 1992, p. 

83). Each lesson was taped both on audio and on videotape. 

I held a Panasonic RN-102 mini-cassette recorder in my hand 

and walked around just in front of the saxophonists 
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(attempting not to block any student from the camera view) 

as they responded to my questions. When not asking 

questions I put the recorder on my music stand out of sight 

from the students. 

Two audiotapes were transcribed per week by the auditor 

at the conclusion of each week. I edited these 

transcriptions, replacing specific names with jazz band 

chairs, verifying the identity of each student's voice with 

the videotapes. I also included my impressions of the 

musical content. For example, this commentary might include 

a remark like: "Students rushing syncopated dotted-quarter 

note". 

The audiotapes allowed me to verify students' comments 

regarding my instruction and allowed the auditor to verify 

my impressions of students' musical performances. The 

audiotapes also allowed me to expand upon my field notes and 

include information I missed during the class sessions. 

Every class session was audio taped. 

A JVC GR-AX800 video camera was placed on a tripod on 

my right, in a corner of the room in front of the students. 

The approximate distance of the nearest student to the 

camera was 12 feet. The video tapes allowed me to 

repeatedly observe all students during class sessions. 



73 

In one instance, a video tape was also used for 

stimulated recall. During one of the exit interviews, I 

asked a student to observe himself participating in a 

particular situation and asked him to explain his thoughts 

and feelings during the observed activity. This type of 

stimulated recall is more reliable than a simple recall 

without the video stimulation (Vaughn & Schumm, 1994). An 

example of the audio and videotape transcriptions can be 

found in Appendix D. 

FQCU? Group Piscussiohs 

Focus group discussions (Krueger, 1995) served as the 

main data gathering device. This method was chosen because 

it generated daily comments from the students regarding 

classroom activities and could be, as it was implemented, 

disguised or weaved into the teaching process. As a result, 

the learning environment was as naturalistic as possible 

given the presence of the video camera and mini-cassette 

machine. 

I facilitated three to four minute discussions after 

six to eight minutes of instruction. This sequence occurred 

two to three times per class session. Three to four 

students were pre-selected per research topic area, after 

which volunteers were allowed to answer questions. I tried 
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to ensure at least one respondent from each section. Rhythm 

section members were excluded from questions regarding 

articulation. The pre-selection of respondents helped to 

ensure student participation in the discussions was as 

comprehensive as possible. 

The topics of these discussions reflected the current 

instructional focus. For example, if instruction focused on 

articulation, the focus group discussion which followed 

addressed articulation. When on-going data analysis 

suggested investigation into a topic other than 

articulation, rhythmic interpretation, individualized parts 

or improvisation, these new topics were incorporated into 

the lesson plans. 

As one example, when I noticed some students 

consistently playing the same wrong notes (usually Concert 

A), I anticipated this occurrence, incorporating a focus 

group discussion involving this issue, the next time a 

student did miss this note. This example also illustrates 

my effort to disguise, but integrate and accommodate an 

inductive research process. Appendix C provides examples of 

the lesson plans, focus group discussion topics, questions 

and the pre-selected respondents. 
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Two deviations from this method occurred. The first 

deviation was pre-planned. At the midpoint of the 

instruction period, I facilitated a 13 minute discussion at 

the beginning of the thirteenth class session. The purpose 

of this focus group discussion was to gain students' 

impressions of what they felt they had learned to that 

point. 

The second deviation occurred as a result of 

preliminary data analysis. Looking at the data from the 

seventh day of instruction, I began to notice a group of 

students forming a clique (see xThe Gang' Chapter IV). As 

this group's behaviors and comments began to solidify, I 

noticed a few students who began to imitate the group's 

actions as well as a few who appeared to be irritated by 

these behaviors. To confirm my beliefs, I facilitated an 18 

minute discussion regarding what students liked and disliked 

about jazz band. 

Field Notebook 

The field observation notebook was used to record 

descriptions of the physical environment, classroom 

procedures, and interactions among the participants and 

myself. Each entry was completed immediately after every 

session or as soon thereafter as possible. An example of 
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the field notebook appears in Appendix E. 

Follow-Up Focus Questions 

Follow-up focus questions were posed to individuals and 

utilized as needed following each class session. Focus 

questions were generated by some behavior or comment 

observed during a particular class session. As one example, 

one female student felt the boys in the class were better 

improvisors than the girls. I spoke to this student 

immediately after class to discuss this issue. Focus 

question sessions occurred after 12 of the 24 days of 

instruction and examples can be found in Appendix F. 

Exit Interviews 

The purpose of the exit interviews was to help 

triangulate the information obtained during the lessons, and 

expand upon the data sources mentioned above. These 

interviews also allowed me to search for and report changes 

which occurred in the students' responses. The interviews 

lasted from twelve to twenty minutes each. Three to four 

interviews occurred each day of the first week following the 

last Friday of instruction. This allowed every student to 

be interviewed within one week of the final class session. 

Ten questions, including probe/follow-up (Rubin & Rubin, 

1995), reflected the areas of inquiry put forth in the 
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research questions, including questions based on issues 

which consistently emerged from the observational data 

sources. The exit interviews were audio taped and 

transcribed. Examples of the questions, and the student's 

responses from an exit interview constitute Appendix G. 

Data Reduction and Analysis 

Data analysis was ongoing during data collection. In 

this "analysis-in-the-field" mode (Bogdan & Biklen, 1992), I 

sought to identify emerging themes which responded to, but 

were not limited to, the areas reflected in the research 

questions. I did this by watching the video tapes, 

listening to the audiotapes, reading over and clarifying my 

initial field notes. This type of on-going data reduction 

and analysis generally can be broken into levels of analysis 

(Carney, 1990): Summarizing, packaging, repackaging and 

aggregating the data, and developing and testing 

propositions to construct an explanatory framework. 

Summarizing. Packaging. Repackaging 

and Aggregating the Data 

Level One began by ^creating' the text. This was done 

by transcribing the audiotapes, which included the class 

sessions, follow-up focus questions and exit interviews. I 

transcribed the exit interview tapes while the auditor 



78 

transcribed the audio taped class sessions, including the 

follow-up focus questions. For the field notes, I 

transferred my hand-written notes to computer disk, adding 

information to the word-processed version as a result of 

reviewing the tapes. I reviewed the audio- and video tapes 

two to three times each. 

High-liters and colored peris were used to code the 

data. Once each transcription was complete, four codes were 

established for the initial coding of the data based on the 

specific research questions (articulation, rhythm and 

interpretation, individualized parts and improvisation). 

This "master code" approach provided an initial structure 

for data reduction (Miles & Huberman, 1994). As a result, 

the coding scheme from the outset had some study-related 

structure providing a conceptual and structural order to the 

data. 

For the open-ended research question, codes emerged 

progressively as the study evolved. Codes were created and 

operationally defined based on several readings of the 

transcriptions and my field notes. If a student's comment 

did not fit the master codes or any of the previously 

created codes as they had been operationally defined, a new 

code was created and defined. The operational definitions 
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allowed me to apply the codes consistently to the data. As 

the number of codes began to exceed the number of high-liter 

colors, I began to use broken lines and combinations of 

colors until every code could easily be identified with a 

coding key. 

The data not coded according to the first research 

question yielded 30 codes. Ten of these codes eventually 

were subsumed under the larger categories represented by the 

first research question (articulation, rhythm and 

interpretation, improvisation, individualized parts) and the 

nine codes described in Chapter VI. Codes were also created 

to facilitate description of the environment and my comments 

and instructions to the students. Out of a total of 30 

codes, nine codes emerged with consistent themes and 

patterns supported by the data from the multiple sources. 

These were the final codes which fit the students' comments 

from every data source. Table 2 provides a list of all the 

codes created during preliminary and final data analysis and 

respective operational definitions. 



Table 2 

The Codes and Operational Definitions 

Code Operational Definition 

•fArticulation 

Attributed Better 
Performance 

^Concert Band 
versus Jazz Band 

Drums 12-bar Concept 

Environment. 

*The Gang/Peer Grouping 

+Improvisation 

+Individualized Parts 

Key Signature 

Any teacher or student comment 
relating to tonguing 

Any student comment regarding 
why their performance improved 
in any given musical area 

Any student/teacher comment 
regarding instructional or 
environmental differences 
between CB and JB 

Researcher's impressions of, or 
drummers' comments regarding 
the ability to hear 12-bar form 

Any phenomenon, student/teacher 
behavior/comment facilitating 
environmental description 

Any teacher comment or student 
comment/behavior indicating a 
peer group association 

A musical performance, student/ 
teacher comment reflecting 
improvisation or embellishment 

Any student/teacher behavior/ 
comment reflecting performance 
of repertoire with ind. parts 

Any student or teacher comment 
reflecting key signatures 
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Code Operational Definition 

*Lana's Gender Concern 

Learning Attributed 

Modeling/Guided Practice 

Pedagogical Analogy 

Peer Pressure 

Comments by Lana reflecting 
gender comparisons 

Students' comments regarding 
what facilitated their learning 

Any teacher performance/ 
vocalization and students' 
immediate repetitions; or, any 
teacher behavior incorporated 
simultaneously with students' 
performances 

Any teacher comment reflecting 
an analogy to facilitate 
student understanding 

Any student behavior/comment 
indicating pressure to, or from 
another student 

*Reading Manuscript 

Research/ 
Camera Awareness 

+Rhythm and 
Interpretation 

'Seating 

Any teacher/student comment 
or behavior regarding reading 
notation written by hand 

Any phenomenon, teacher/student 
comment/behavior reflecting 
consciousness of the video 
camera or research process 

A musical performance, or 
teacher/student comment/ 
behavior relating to rhythms 
and/or their interpretation 

Any student or teacher comment/ 
behavior regarding appropriate 
jazz band seating 
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Code Operational Definition 

Self-Confidence Any student comment/behavior 
(especially volunteering to 
perform) reflecting their own, 
or comment reflecting another 
student's level of self-
confidence 

*Shelly's 
Prior Knowledge 

Slide/Fingering 

Song Reaction 

*Soprano Saxophone 

Student Praise 

^Student versus 
Teacher Vocabulary 

Comments/behaviors by Shelly 
indicating prior knowledge of 
music and jazz atypical of her 
peers, especially a preference 
for authentic, or aversion to 
unauthentic jazz repertoire 

Any student or teacher comment 
relating to correct trombone 
slide positions, or trumpet, 
saxophone, guitar or bass 
fingerings 

Any student comment/behavior 
in reaction to the teacher's 
announcement of any given song 
given song to be played 

Any student or teacher comment/ 
behavior relating to playing 
the soprano saxophone 

Any student comment/behavior 
reflecting praise of another 
student's performance/comment 

Isolated use of different terms 
for the same thing; or any 
contextual sequence indicating 
a communication gap between 
students and teacher as a 
result of differing vocabulary 
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Table 2 (cont.) 

Code Operational Definition 

Teacher Direction Any directive comment by the 
teacher to the students 

Teacher Praise Any teacher comment reflecting 
praise for a student's efforts 

Transposition Any student or teacher comment 
relating to instrument 
transposition to/from concert 
key 

*Wrong Notes/ 
Resolution 

A musical performance, teacher/ 
student comment or behavior 
relating to wrong notes; and 
teacher/student comment about 
avoiding future wrong notes 

Note. (+) A ^master code', categorizing students comments 

relating to the first research question. (*) A code 

retained to answer the second research question. 

Level Two involved identifying themes, trends and 

chronologies in the data overall and within the codes. This 

was done by writing analytical memos in the margins of the 

raw data, searching for consistencies and relationships 

within each code, and establishing where the emphases and 

the gaps were in the data. 

The information contained within the codes was 

considered in "chunks" to make the data manageable and 



84 

facilitate defining the codes. Data chunks were the 

smallest meaningful pieces of data ranging anywhere in 

length from a word to a paragraph. Miles and Huberman's 

(1994, p. 283) ^Qualitative Analysis Documentation Form' 

(QADF) was adapted and used as a table. This data display 

allowed me to see all the pertinent data in one place for a 

particular code. 

The QADF permitted me to document how the 

identification of themes evolved. For each theme, trend or 

chronology within the codes, I used this form to provide a 

*trail' from the raw data through code creation, to the 

emergence of the subsequent themes, trends and chronologies. 

This form allowed me to document the specific data in use, 

the procedural steps and a report of what conclusions were 

drawn based on that raw data and how those conclusions were 

drawn and confirmed (Miles & Huberman, 1994}. Examples of 

completed forms can be found in Appendix H. 

Developing Propositions to Construct 

an Explanatory Framework 

Documentation of Level Three was also facilitated by 

the QADF. Level Three was broken into two parts: Tactics 

for generating meaning, and tactics for testing or 

confirming findings (Miles & Huberman, 1994). 
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Tactics for Generating Meaning 

Like Level Two, conclusion drawing included noting 

patterns and themes. Further, Level Three involved seeing 

plausibility through clustering and partitioning variables, 

counting, making metaphors, making contrasts and 

comparisons, subsuming particulars into the general, 

factoring, finding intervening variables and making 

conceptual/theoretical coherence (Miles & Huberman, 1994). 

Specific examples from data analysis follow to illustrate 

how these different techniques were generally applied for 

all of the data. 

Noting patterns and themes. Constructing an 

explanatory framework actually began in Level Two 

(Repackaging and Aggregating the Data) with the noting of 

patterns and themes. I began with a code xprior knowledge' 

when students mentioned what they had done or known prior to 

the onset of jazz band. As data analysis continued, I began 

to recognize one student's prior knowledge as more 

reflective of someone with a jazz and/or professional 

musician's background. Consistently, she was concerned with 

tuning, wanting to play authentic repertoire and wanting a 

quiet rehearsal-type environment. Noting these themes in 

her prior knowledge, I narrowed this code by identifying 
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these themes and patterns. 

Plausibility via clustering and partitioning variables. 

None of the other students' comments reflected this prior 

knowledge. Likewise, none of the other students' parents 

were directly involved with music education. This student's 

father was directly involved with music, and specifically 

jazz education. It became plausible that this prior 

knowledge was a result of her father's involvement with jazz 

education. Plausibility of the themes (playing in tune, 

wanting authentic repertoire, wanting a quiet environment) 

was bolstered when the student's comments consistently 

clustered around these three themes. 

Plausibility was further strengthened when this 

student's repeated requests for ^something by Duke 

Ellington' were complemented when video- and audiotape 

verified her dislike of familiar tunes (xSkip to My Lou', 

for example) in a swing context.. Thus, wanting authentic 

repertoire became a factor partitioned into the former, and 

her dislike for familiar tunes became a second factor. 

Counting. At times, counting was a simple way of 

developing a conclusion. The number of times this 

particular student made comments which reflected her prior 

knowledge was one consideration for narrowing the 'prior 
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knowledge' code. Noting how many people cited group 

improvisation as helping alleviate improvisational 

trepidation likewise characterizes how counting was used as 

a means for developing conclusions about improvisation. 

Using metaphors. Several times during analysis of the 

data regarding improvisation, the medical metaphor of 

diagnosis and prescription came to mind. I consistently 

looked for what caused students' fears (diagnosis) and 

probed into what they cited as alleviating trepidation 

(prescription). Being able to consistently draw this 

parallel helped me verify my conclusions in this regard. 

Making contrasts and comparisons. Comparing and 

contrasting the sophistication of different students' prior 

knowledge was another way I tested this code and underlying 

themes. For example, while one student thought 'Satin Doll' 

sounded like 'Wheel of Fortune', the student with more prior 

knowledge thought 'Reuben and Rachel' sounded like 'The 

Holly and the Ivy'. When another said "it don't [sic] 

matter if you're in tune", the student with more prior 

knowledge quickly recounted, "yes it does!" 

Subsuming particulars into the general. This student's 

comments and concerns reflected more closely those of a 

musical expert. Comments and concerns expressed by other 



students were clearly statements made by musical novices. 

Seeing how these particular patterns fit into these larger 

general categories exemplifies how particulars were subsumed 

into the general, beginning to describe the data in a larger 

explanatory framework. 

Factoring. Putting the data into a larger explanatory 

framework was also the purpose of factoring. The *freedom 

factor' was the label used to characterize students' 

comparisons of concert band to jazz band. These comparisons 

consistently pointed to a preference for, or an aversion to: 

improvising; moving to the music; being allowed, and 

encouraged to embellish written music; standing during 

solos, and; a generally noisier environment. I created the 

xfreedom factor' when I noticed that all of these facets 

pointed to some type of freedom., The * freedom factor' was 

further heightened when students' comments reflected a lack 

of freedom in concert band. Paraphrasing, "concert band was 

like soldiers, where you have to sit quietly, just read 

what's in front of you, and the only creativity you have is 

in making it sound good". This exemplifies how factoring 

was used to draw conclusions about the respective 

environments. 
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Finding intervening variables. Occasionally, in the 

process of verifying conclusions, there would be a variable 

which was not initially considered, but through continued 

analysis consistently arose, creating a modification in the 

initial conclusion. As one example, one student had never 

played the tenor saxophone before jazz band. Initially, her 

comments suggested that her improvisational fears stemmed 

from a lack of confidence in embellishing rhythms and 

playing in front of peers. Several tests pointed to this 

conclusion. However, I also began to note how many times 

she mentioned her lack of comfort with the tenor saxophone. 

Her discomfort acted as an intervening variable for her 

total performance, and thus for improvisation as well. 

Thus, finding the intervening variable (lack of comfort with 

the tenor saxophone) helped to redirect the conclusion drawn 

and ultimately tested regarding this student's trepidation. 

Making conceptual/theoretical coherence. Associating 

the musically-related findings back to the instructional 

literature exemplifies making conceptual coherence. The 

other concerns expressed by students, as they related to 

cognitive apprenticeship (Brown, et. al, 1989), legitimate 

peripheral participation (Lave & Wenger, 1991) and other 

theories added this level of coherence to the data as well. 
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All of the above strategies were used to develop 

conclusions. Strategies specific to each code were likewise 

documented on the QADF. 

Tactics for Testing or Confirming Findings 

Triangulation (Denzin, 1978; Denzin 1989; Mathison, 

1988; Miles & Huberman, 1994), was more of a ^mode of 

inquiry' during this study than a specific procedure 

(Huberman & Miles, 1994). Triangulation, in this study, 

should be seen as a multiplicity of tactics for developing 

and verifying, or denying findings and conclusions. 

Data source triangulation included investigation of 

regularities and discrepancies across participants and 

across time. Second, method triangulation involved 

verification of the raw data findings across various 

sources. These various sources included field notes, 

audiotape and videotape transcripts of the instruction and 

focus group discussions, follow-up focus questions, and exit 

interview transcripts. Third, theory triangulation involved 

looking for larger meaning across various theories. Fourth, 

researcher triangulation included coding check, with an 

external coder, and an audit, or metaevaluation (Schwandt & 

Halpern, 1988) with an independent researcher. Data type 

triangulation included using various data types (qualitative 
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text, audio and video recordings). 

As with the development of conclusions, tactics for 

testing, or confirming my findings and conclusions included 

several strategies. These included checking for researcher 

effects, following up surprises, looking for negative 

evidence, replicating findings, coding check and member 

checks, or getting feedback from informants (Miles & 

Huberman, 1.994) . 

Checking for Researcher Effects 

As noted in Chapter II, there were two possible sources 

of bias: the effects of the researcher on the case (Type A) 

and (Type B) the effects of the case on the researcher 

(Miles & Huberman, 1994). Type A bias was partially 

controlled due to the fact that at the commencement of the 

study, I had been a member of the faculty for three years 

and had taught the participants the previous year. I was 

clearly an ^insider'. 

The impetus for integrating focus group discussions 

into the instruction was to make the research unobtrusive, 

and create as naturalistic an environment as possible. 

Further, the audiotape recorder was a mini-cassette recorder 

I could easily hold in my hand. More often, it was on my 

music stand out of sight from the students. The video 
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camera-was the most obtrusive instrument used. What follows 

is a report of the observable behaviors students 

demonstrated regarding their awareness of the camera and the 

research process. 

On occasion, a student or students would wave to the 

camera or make a comment which clearly reflected their 

awareness of my research. On the first day, one student 

asked if the camera was on. On two different occasions 

each, three students waved to the camera. Near the end of 

the instructional period, prior to one class session, one 

student came up to the camera and pretended to use it as a 

mirror. Students from the concert band came through the 

band room during one session and knocked the camera out of 

alignment and several jazz band students brought this to my 

attention. Other than these occasions however, there were 

no other instances where students overtly made their 

awareness of the camera known. 

Two of the saxophone students were the only people 

overtly attuned to the research process. On two separate 

occasions one saxophonist wanted to know when I would be 

finished. In the context of a focus group discussion, 

another saxophonist made reference to "someone counting on 

us for his dissertation". However, this incident occurred 
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two weeks from the end of the instruction period and only 

happened once. 

By initially meeting with the students and having their 

parents sign informed consent documents, I was making my 

intentions unequivocal to the students. This, according to 

Miles and Huberman (1994), helped to control Type A bias. 

Type B bias was controlled by spreading out my 

questions to students as equally as possible. This was 

accomplished through the inclusion of a question protocol on 

the lesson plan, as described above and illustrated in 

Appendix C. 

Spending time away from the site and spreading out 

visits, kept me from totally Agoing native' and helped 

control Type B bias. Mentioned above, I was on-site, two 

times a week. 

Method triangulation also helped control Type B bias. 

Effects of the site were controlled by comparing my field 

note observations, audio and video tape, and students' talk 

in both social and individual contexts. These redundancies 

allowed me to recheck my initial impressions against *an 

objectively captured truth' and reflect on any given day as 

many times as necessary. 

Finally, Type B bias was controlled by keeping the 
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research questions in mind. Constructing lesson plans 

required me to constantly think about, and design questions 

for students with the research questions in mind. 

Following up on Surprises 

The follow-up focus questions were incorporated into 

the design for this very purpose. These questions allowed 

me to dig more deeply into the comments made by students 

during the class sessions. 

Looking for Negative Evidence 

I consistently looked for evidence which would negate 

my initial impressions and my conclusions. An example of 

the former lies in the context of improvisation. As I began 

to establish improvisational trepidation as a reality for 

some of the students, initially this fear seemed to be split 

along gender lines, where only the girls reported feeling 

xuptight'. As I probed further, I began to find some of the 

boys reporting this anxiety as well. The exit interviews 

helped a great deal in this regard. The boys were more 

likely to tell me, in a private context, that they too were 

uncomfortable improvising individually. Looking for this 

negative evidence helped me form my ultimate conclusions and 

kept me from falsely reporting improvisational trepidation 

as being absent or present depending upon the gender of the 
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student. 

Replicating Findings 

Replicating findings involved ^looking for the 

regularities' across students and data sources in the main 

study, as well as between the main study and the preliminary 

case study. Two examples follow to illustrate how this was 

done. First, data source triangulation helped me verify 

that several students were using the term ^regular' to 

describe concert band, *ta' tonguing and straight eighth 

note interpretations of songs. The usage of the term 

^regular' in these various but consistent contexts helped me 

verify my conclusions regarding the ^student versus 

researcher vocabulary' construct. Second, in one case, I 

was able to replicate the findings of other authors (see 

Chapter VIII, Delia Pietra & Campbell, 1995). 

Coding Check 

Dependability of the coding scheme was established 

through a process called coding check (Alverman, et al. 

1990; Miles & Huberman, 1994). This process involved having 

two people code the same data. The researcher and external 

coder each independently coded pages of transcribed data and 

then reviewed the coding to assess reliability. Theoretical 

sampling (Goetz & LeCompte, 1984), not random sampling, was 
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used to sample the raw data. This sampling technique 

ensured inclusion of every code in the sample to be coded by 

the external coder. Random sampling may not have provided a 

comprehensive sampling of the codes. In total, 

approximately 10% of the raw data, or, 60 pages were 

included in the coding check. 

The external coder was given the codes, highlighting 

scheme, operational definitions and high lighters. Once the 

coder understood the codes and their definitions, the coding 

check began. A percentage was figured by dividing the 

number of agreements by the number of disagreements and 

agreements added together. This process resulted in .86 

(audio/video transcriptions), .92 (field notes) to .93 (exit 

interviews) interobserver reliability (LeCompte & Preissle, 

1993) for the coding scheme across the various data sources. 

Member Checks 

Because this study focused on students' perspectives, 

member checks were particularly important because they 

helped ensure, after the data was analyzed, that the 

students' perspectives prevailed. Conclusions about both 

the individuals and the group were included in the member 

checks. Based on both the raw data and coded and analyzed 

data, statements were created, typed and individualized for 
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each student. Group conclusions were stated individually 

and included on every member check sheet. Space was 

provided for students to respond to these statements by 

writing an W if they agreed, a 'D' if they disagreed, and 

an ^0' if they agreed but wanted to add something to the 

statement. 

The nineteen participants were asked to respond to a 

total of 447 statements, yielding an average of 23.5 

questions per student. Results were W = 400, *D' = 35, 

and '0' = 12 for an agreement rate ( W + y0') of .92, and 

.89 (yA') only. Of the .08 disagreement, .02 related to 

students knowing where to sit on the first day of jazz band. 

Despite students' disagreement, videotape and repeated 

transcript examples confirmed my conclusions, which were 

reported thusly. ''Reading manuscript', ^swing 

interpretation', ^articulation' and *improvisation' each 

accounted for .01 of the disagreement. xThe gang', ^concert 

band versus jazz band' and *individualized parts' 

collectively constituted .02 disagreement. Conclusions were 

written for the final report reflecting these member check 

results. 
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Trustworthiness 

For the audit, a contract was made, delineating the 

scope, purpose, time line, fees and final report format of 

the audit (Appendix J). The auditor was a university 

classroom music instructor and studio piano instructor. 

Generally, the auditor assessed my interpretations of 

students' musical performances and behaviors, the 

confirmability, dependability, credibility and 

transferability of the study (Miles & Huberman, 1994; 

Schwandt & Halpern, 1988). Each of these items was 

addressed in the independent auditor's report. 

Independent Auditor's Report 

Statement of Purpose 

The purpose of the audit of Brian K. Leavell's final 

evaluation report was to conduct an independent examination 

and verification of the quality of the design and 

procedures, the accuracy of the results, and the validity of 

the conclusions. I conducted the audit during the period of 

April 8 to April 16, 1996. 

Statement of Scope 

I examined all relevant materials provided to me by the 

researcher, including the final report, video and audio 

tapes, field notes, questionnaires, transcripts, member 
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checks, coding schemes, and analysis documentation forms. 

My audit was made in compliance with auditing procedures as 

specified by Schwandt and Halpern (1988), and Miles and 

Huberman (1994). A careful comparison was made between the 

data and the findings and conclusions as presented in the 

final report. Special consideration was given to make sure 

that claims of triangulation were supported by the 

procedures involved and the data obtained by the researcher. 

An assessment was also made of the accuracy of the auditee's 

impressions of student musical performances and behaviors 

and follows below. 

Assessment of Auditee's Impressions 

I found the auditee's impressions of students' musical 

performances accurate. For example, when judgments were 

made regarding the rhythmic accuracy of students' playing, I 

was able to corroborate each statement by listening to the 

appropriate audio- or video tape. All audited examples 

appeared to be fair and accurate appraisals of students' 

performances. 

The auditee's impressions of students' behaviors were 

accurately portrayed in his report. I was able to confirm 

these impressions by reviewing the video tapes. In 

addition, the exit interviews provided confirmation or 
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clarification from the students themselves about 

observations made in the classroom. This ensured that 

students' behaviors were represented as fairly as possible 

by the researcher and that findings and conclusions based on 

the reported behaviors were justified. The issue of 

"trustworthiness" (Miles and Huberman, 1994), as measured by 

the constructs of confirmability, dependability, 

credibility, and transferability, is addressed below. 

Confirmability 

The methods and procedures were explicitly documented 

in the report, including the processes of audio and video 

taping, focus group discussions, development of 

questionnaires, compiling of field notes, and execution of 

exit interviews. The instructional process was carefully 

detailed. Teaching techniques for articulation, rhythm and 

interpretation, individualized part playing, and 

improvisation were presented. Problems arising during the 

instructional process were also discussed. 

Analysis operations, including collecting, processing, 

condensing, and displaying the data for the purpose of 

drawing conclusions, were conducted utilizing Miles and 

Huberman's (1994) Qualitative Analysis Documentation Form 

(QADF). The form was intended to meet the criteria of 
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facility and rapidity of use, ease of transfer to a 

methodological report, easy access and comprehension by a 

second reader, and believability/validity. The QADF made it 

convenient for me to determine how the researcher handled 

the voluminous amount of data in terms of readying the data 

for analysis, drawing conclusions from the data, and 

confirming those conclusions. All of the data gathered by 

the researcher were made available to me for examination. 

The QADF, along with the coding scheme, made tracking down 

the data supporting each of the observations and conclusions 

a relatively simple process. 

Each of the research problems, along with the 

conclusions drawn (e.g. regarding articulation, 

improvisation, rhythm, interpretation, etc.), I found to be 

explicitly connected on the QADF to the specific data sets 

pertinent to each particular issue. The "audit trail" 

created by the researcher made the confirmation of methods 

and procedures straightforward. A thorough record of the 

methods and procedures used to gather data was presented in 

the study. The tactics employed to generate meaning from 

the data, such as clustering and partitioning variables, 

factoring, finding intervening variables, and making 

contrasts and comparisons, were explained and accompanied by 
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specific examples. 

Dependability 

The qualitative measures used in this study were well-

suited for answering the clearly defined questions. 

Procedures were chosen which could determine students' 

reactions to specific aspects of their initial jazz band 

experience, as well as accommodate additional themes which 

emerged as the study progressed. 

The researcher's role as a participant-observer was 

openly discussed, including problems encountered in 

balancing the dual aspects of research and instruction. 

Efforts to make the learning environment as naturalistic as 

possible were described, including efforts to control for 

researcher effects. In my opinion, the interactive link 

between the researcher and the students was appropriate 

given the nature of the study. 

The findings, in general, display parallelism across 

data sources. Where results showed inconsistencies—for 

example, between focus group discussions and individual exit 

interviews—such discrepancies were acknowledged. 

The researcher provided the theoretical constructs 

underlying his research. A detailed description of 

qualitative research and the constructivist paradigm 
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underlying the study were given. The theories grounding his 

instructional approach, such as cognitive apprenticeship and 

approaching the jazz band context as situated learning, were 

also included in the report. 

Data collection for the study was very thorough. By 

employing numerous data-gathering tools, the researcher 

obtained ample information over the 12-week duration of the 

study from which to derive his findings. A coding check was 

performed by an outside observer on 10 percent of the data, 

resulting in an interobserver reliability of .86 for 

audio/video transcriptions, .92 for field notes, and .93 for 

exit interviews. 

Credibility 

The findings of the study were presented in a context-

rich and meaningful way. The research occurred in a 

situation designed to be as close to a xreal world' jazz 

band context as possible. In addition to the researcher's 

description of issues that emerged from the research 

context, sufficient amounts of student dialogue were 

presented to corroborate the researcher's conclusions. The 

students' concerns thus were often presented in the actual 

words of the students themselves as obtained from group 

discussions and exit interviews. 
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Because the students' perspectives were frequently and 

amply presented in their own words, the findings seemed to 

ring true. The lengthy passages of dialogue between teacher 

and students places the reader in the actual context of the 

band room, making it easy to verify the researcher's 

conclusions. 

As is explained in the text, the researcher utilized 

four types of triangulation: data source, method, theory, 

and researcher. In my opinion, this careful verification of 

findings helped to ensure that all conclusions were based on 

converging evidence. In the few instances where 

discrepancies occurred, for example between a student's 

testimony in class and in the exit interview, such 

differences are noted. 

In Chapter VIII, the researcher presented a careful 

linkage of his findings to the theoretical underpinnings of 

the study. Part of the success of the study lies in the 

fact that the researcher's practice was continually guided 

by the social learning model, in contrast to some commonly 

accepted practices in jazz education. The influence of xin 

situ' learning on the students is well-documented, as is the 

change in thought processes reflecting cognitive 

apprenticeship. 
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The rules for guiding decisions about what data would 

be used for drawing conclusions were included as part of the 

QADF. Counting, aggregating, and partitioning of specific 

behaviors were among the procedures used for handling these 

occurrences. At times, for example, when dealing with wrong 

notes, no exact number of instances was specified as 

necessary before the data was considered important enough to 

form a data set. Presumably such rules are arbitrary in 

these cases, but I believe that the transcripts and tapes 

indicate that these instances warrant their inclusion in the 

analysis document. 

The researcher sought evidence that might negate 

impressions and conclusions. Exit interviews provided the 

main sources of negative data, for example in the areas of 

fear of improvising, and perceived problems associated with 

the "gang". Negative evidence was also obtained through the 

member checks, which were created for each student 

individually, based on the collected data. My own checks on 

the data confirmed the agreement rates between the raw data 

and the member check results as reported in this chapter. 

Exit interviews and member checks were also the tools 

by which the researcher's findings and conclusions were 

corroborated by the original informants. Students had the 
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opportunity to agree or disagree with the researcher in 

private interviews as well as in the survey instrument. As 

mentioned, my findings confirmed the high rate of agreement 

as stated in Chapter III by the researcher. 

Transferability 

The characteristics of the sample of students, 

settings, and processes involved were fully and carefully 

described. Classroom procedures, data gathering, coding and 

analysis, methods of triangulation were all recorded in 

specific detail, making comparisons with other samples and 

situations possible. Chapter V contained detailed 

information about the students who participated in the 

study, the classroom environment, and instructional 

procedures. 

The data inclusion, description of procedures, 

students' responses, and discussions of findings presented 

in this study provided a substantial foundation from which 

the reader can make decisions regarding potential 

transferability. Comparison of the narrative sequences in 

the study (for example, of instructional procedures and 

students' behaviors) with the video and audio tapes showed 

that a sufficient amount of the original material was 

presented so as to leave the meaning intact. As the author 
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pointed out, generalizing from a case study of this nature 

to a larger population was not the purpose here. The 

generalizing in this instance was not made to a larger 

universe, but rather on the basis of matching underlying 

theories. 

The multiple-case sampling used in this study, along 

with the thick description of procedures and findings, made 

the emerging themes generic enough to be applicable in other 

settings. Regularities found across informants as reported 

by the researcher also contributed to the transferability of 

the findings. The processes and outcomes were related to 

existing theory by the author, which provided a further 

basis for comparison with other samples. 

Suggestions were included in Chapter IX for further 

qualitative and quantitative research. Qualitative research 

involving different students and a different 

instructor/researcher across multiple sites was recommended. 

In addition, a number of possibilities for conducting 

quantitative research, including quasi-experimental designs, 

were presented as ways to conduct further inquiry along the 

lines of the present study. The researcher discussed 

lessons learned which could help improve future 

investigations, such as more efficient use of focus group 
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discussions, and identifying peer groups and cliques in the 

sample population beforehand. 

Summary Statement 

In my opinion, the qualitative report prepared by Brian 

K. Leavell presented the data in a complete and trustworthy 

manner as required under the criteria set forth by Schwandt 

and Halpern (1988), and Miles and Huberman (1994). I found 

the findings and conclusions contained herein to be fully 

corroborated by the data, while the methods and procedures 

followed by the researcher in designing and executing the 

study contributed to the fairness and accuracy of the 

report. The methodological thoroughness and the data 

presentation greatly enhanced transferability. 



CHAPTER IV 

PRE-STUDY INSTRUCTIONAL PLANNING 

Prior to conducting the study, I had begun to formulate 

what material I would present to the students and how it 

would be sequenced. I had planned to use three main 

sequences. First, of the four main subject areas, I planned 

to begin with articulation, followed by the swing 

interpretation of rhythms, individualized parts and 

improvisation. Improvisation was intentionally last in an 

attempt to get students comfortable with the jazz band 

environment prior to individual extemporization. Each of 

the four subject areas would then be ordered sequentially, 

seeking to accommodate the students in my instructional 

approach. 

Articulation 

I had planned to begin the twelve weeks of instruction 

with an introduction to Ma' articulation. Students would 

be asked to say Ma' without the mouthpiece on their mouth, 

noting the placement of the tips of their tongues. Then 

students would be asked to incorporate this articulation 

while playing four Concert F's. The Concert B-flat scale 

and an exercise from Rinaldo's (1988) Jazz Beginnings 
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(Figure 4) would then be used to reinforce Ma' tonguing in 

context. I would begin class in this manner until I felt, 

or students reported, they were comfortable with *da'. 

Students would be asked to use this legato attack for 

everything they would play in jazz band. 

- irrrr'r ~ 
Figure 4i Articulation exercise from Rinaldo (1988). 

The next step in the articulation sequence was the 

tongue-stop. The first measure of *The Swingin' Bridge' 

from Jazz. Rock and Harmony would be used to teach the 

tongue-stopped accented staccato (A) and establish whether 

students were releasing staccatos with or without their 

tongues (air release). The tongue-stop accented staccato 

would also be utilized and reinforced in certain sections of 

the repertoire to be determined as we progressed. 

Half tonguing techniques (doo-dle and dud-n tonguing) 

were the next issue in the articulation sequence. These 

would be taught similarly to *da' tonguing in that the brass 

were asked to note their tongue placement for the second 

syllable. *Dud-n' tonguing would be demonstrated on 

clarinet for the saxophones. I would also draw a picture of 
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a reed on the chalk board and shown how the tongue should 

clip a corner of the reed while executing the second 

syllable (Figure 5). 

Tongue clips corner of reed. 

Figure 5. Chalkboard drawing illustrating dud-n tonguing. 

These half-tonguing techniques would be contextualized 

via the second measure of 'The Swingin' Bridge'. This would 

be done by having students play the first two measures with 

all 'da' tongues and then with half-tongues only on the 

eighth notes in the second measure. I planned to 

demonstrate this passage on clarinet as well as sing the 

syllables while students played. Half-tonguing would also 

be used and reinforced in other yet-to-be-determined areas 

of the repertoire. However, I anticipated the bulk of my 

demonstration and guided practice however, would come while 

teaching rhythm and interpretation. 

Rhythm and Interpretation 

I anticipated tapping students' prior knowledge to 

teach rhythm and interpretation. Songs students had played 

the previous year were included in the Jazz. Rock and 

Harmony collection with the rhythms written with a rock or 
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swing interpretation. 'Aura Lee', 'Skip to my Lou', 'The 

Swingin' Bridge', 'Down by the Riverside', 'Old McDonald' 

and 'Tom Dooley' would all be used because the rhythms could 

be interpreted with both a swing and a rock feel. 'Aura 

Lee' and 'Skip to my Lou' would be the first two songs 

introduced and initially taught with a swing interpretation 

through modeling on clarinet and guitar and through guided 

practice (singing and playing while they played). 

Once these two pieces were learned, the Concert B-flat 

scale and the melody from 'Reuben and Rachel' would be used 

to teach the students to emphasize beats two and four. The 

emphasis of beats two and four would be reinforced with my 

vocalizations, clapping and modeling on clarinet. 

Next, I wanted to teach students to differentiate 

(while playing) swing and straight interpretations of songs. 

In order to teach the difference between a swing and 

straight interpretation, I would have the drummers play a 

rock beat and a swing beat as support for my clarinet 

demonstrations of each of the Jazz, Rock and Harmony tunes 

listed above. Having taught at this site the prior year, I 

knew the two drummers could perform basic rock and swing 

beats. The group would be asked to play each tune two times 

per style, followed by individuals playing the first four 
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measures of each tune once per style. 

If necessary, a discussion would also be used to 

explain the mathematical difference between a swing 

interpretation (two-thirds, one-third) and a straight 

interpretation (one-half, one-half) of rhythms. 

Individualized Parts 

This sequence would begin with fully unison, familiar 

songs the students had played the previous year. Students' 

familiarity with the songs was determined through a 

discussion with the full time band director. Only the 

drummers would be playing a different part than anyone else 

from the outset. Once one of these songs was learned, the 

pitched rhythm section players (guitar, bass, piano) would 

be given accompaniment parts. As mentioned previously, 

^Aura Lee' (Love Me Tender) and ^Skip To My Lou' from the 

Jazz, Rock and Harmony collection would be the initial two 

songs. 

The sequence would continue with ^Reuben and Rachel' 

from the Elementary Stage Band Book. This would be 

introduced after students had learned the two familiar 

pieces and thus, would be the first unfamiliar piece. 

'Reuben and Rachel' is primarily unison within sections, 

with each section playing a different part. In one section, 
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the saxophones are voiced homophonically. This piece would 

serve as an intermediate step to xBlues for Mr. B' and xHow 

High the Moon' from the Discovery Jazz Collection (DJC). 

These two pieces were also unfamiliar to the students 

and involved fully individualized parts. The DJC introduces 

the main melodies and melodic rhythms of its pieces via 

^unison patterns'. I anticipated utilizing these unison 

patterns to teach the melodic rhythms of these pieces. When 

I felt the students had learned the unison patterns, we 

would proceed to the homophonically voiced individual parts. 

Improvisation, I surmised, would begin shortly after the 

introduction of fully individualized parts. 

Improvisation 

Cited by several authors (Hinz, 1995; Irish, 1982; 

Kuzmich & Bash, 1992; Spitzer, 1991; Thomas, 1993) as an 

appropriate introduction, improvisational instruction would 

begin with the 12-bar blues in Concert B-flat. Students 

would be taught the two-note melody of Duke Ellington's *C-

Jam Blues' by rote. The Concert B-flat blues scale was used 

as the vocabulary for 12-bar blues improvisation. I planned 

to teach this two note melody by rote but would also use 

flash cards (Appendix K) with the vocalization syllables 

written under the rhythms. Students would also be asked to 
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repeat my vocalizations of one to two bar examples for this 

piece. 

I anticipated that students' improvisational attempts 

should begin with everyone, except bass and drums, 

improvising simultaneously (Goslee, 1994), followed by 

sections improvising together, individual volunteers and 

finally individuals I selected. xSTOP' and XG0' signs, or 

flash cards would be used so students did not have to 

concern themselves with hearing the end of one, two, four 

measures or the twelve bar form. I would determine who 

would get the longer improvisational spaces based on my 

observations of a student's comfort level. The students who 

would volunteer to improvise would be chosen three at a time 

and given four measures each, likewise cued by the 'STOP' 

and 'GO' signs. For students who would not volunteer to 

improvise alone, I planned to point to them one at a time to 

improvise while the other students were playing the melody 

of 'C-Jam Blues'. These non-volunteers would ultimately 

improvise during the three one-measure rests created by the 

melody. 

A third sequence, included making the instructional 

procedures proceed from what the students knew and enjoyed 

to material unfamiliar to them. The sequence from 
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completely unison familiar tunes through unfamiliar 

sectionalized parts to individualized parts, ending with 

improvisation was also an intentional sequence with the 

intent to alleviate trepidation brought about by the new 

environment: and situational expectations. I would also 

teach unfamiliar concepts (Ma' articulation, and the swing 

interpretation of rhythms) through familiar tunes (xAura 

Lee' and 'Skip to my Lou'). 

For improvisation, I planned to take the emphasis off 

what was played, favoring an environment where the only 

expectation was participation. Essentially, I chose to 

focus exclusively on the improvisational process and not the 

product (Kratus, 1991). I considered the 'STOP' and 'GO' 

signs to be student-friendly as well. These signs allowed 

the students to rely on me to guide them through this 

foreign musical form (the 12-bar blues). The sequence from 

everyone improvising together, through improvising in 

sections, to improvising individually was a twist on the 

process described by Goslee (1994), designed to make 

students feel more comfortable when they finally improvised 

alone. 



CHAPTER V 

INSTRUCTIONAL REALITY: WHAT ACTUALLY 

HAPPENED DURING JAZZ BAND CLASS 

As is the case with all teaching, my planned teaching 

strategies and even the planned sequential steps changed as 

I tried to accommodate the needs of the students. Gaining a 

comprehensive picture of the students' comments about their 

playing and learning first requires a description of the 

students, the environment and finally, explanation of the 

instructional changes. The changes, as they pertained to 

articulation, swing interpretation, individualized parts and 

improvisation are described, followed by an explanation of 

how I addressed the needs of the rhythm section 

instrumentalists. 

The Students 

Of the 19 students who participated in the study, 12 

were age thirteen, three were fourteen, and four turned 

fourteen during the twelve week instruction period. None of 

the students had previous jazz band experience, and every 

student but one had one previous year of band. Table 3 

describes the students according to age, jazz band chair, 

years of instrumental experience years in band. Because 

117 



118 

anonymity was a stipulation of entry and access, fictitious 

names are being used throughout the reporting of all 

findings. 

Table 3 

Student Profiles 

Name Acre Jazz Band Chair Yrs. On Inst. Band 

Shelly 13 1st Alto 1 1 

Alice 13 2nd Alto A 1 1 

Michaela L 13 2nd Alto B 1 1 

Ann 14 1st Tenor 1 1 

Brian 14 2nd Tenor 1 1 

Lana 13 1st Trombone 1 1 

Brad 13 2nd Trombone 1 1 

Timothy 13 3rd Trombone 1 1 

Jeremy 13 1st Trumpet 1 1 

Ben 13/14 2nd Trumpet 2 2 

Johnna 13 3rd Trumpet 1 1 

Chaz 13/14 4 th Trumpet 1 1 

Josh 13/14 Guitar 2 1 

Tom 13 Piano 1 6 1 

Lynn 13 Piano 2 4 1 

George 13 Bass 7 mos. 0 
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Table 3 (cont.) 

Glen 13/14 Drums 1 1 1 

Ross 14 Drums 2 1 1 

Both pianists had taken private lessons for a number of 

years. Tom and Lynn were also in band the previous year, 

playing French horn and percussion respectively. Shelly's 

parents are music educators, her father specifically 

involved as a jazz educator. Shelly had also taken cello 

lessons for one year, but was no longer playing that 

instrument. Shelly's extensive family involvement with music 

would become evident to me initially during class and 

confirmed in the data analysis. 

Eleven of the students had participated in the summer 

band program offered at the school. The band director 

described this program as meeting once a week for one hour 

over an eight week period occurring during the summer prior 

to this study. The one year of experience on saxophone for 

Ann, Brian and Aubrey was their first year on alto. All 

three of those students had no previous experience on their 

jazz band saxophones. 
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The Environment 

The class met twice a week for twelve weeks on 

Thursdays and Fridays between August 24th and November 10th, 

1995. The class sessions occurred in the ten o'clock hour 

and ranged from 27 to 30 minutes in length. On two 

consecutive Friday's during the seventh and eighth week, the 

students were out of school. These sessions were re-

scheduled near the end of the twelve week period. 

The band room where this study took place is 

approximately 30 feet by 20 feet with a 15 foot ceiling and 

no windows. The wall to the right of the students had a 

chalkboard on it. There were two entrances, one in front of 

the students to their right, and the other behind the 

students to their left. The instrument storage room was 

directly behind the students. Figure 6 depicts how the 

students were seated in a typical jazz band arrangement, in 

relation to one another and in relation to me. Atypical of 

a jazz band arrangement, the pianists (Tom and Lynn) were 

placed behind the trumpets to facilitate a complete camera 

view of the group. Also, since the high school and the 

middle school shared the campus and band facilities, 

occasionally these students would walk in the door behind 

the students to get or put away an instrument. 
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Ross/Glen Tom/Lynn 

George Ben Jeremy Johnna Chaz 

Josh Brad Lana Timothy 

Ann Alice Michaela Shelly Brian Aubrey 

Mr. Leavell 

Figure 6. Main study seating arrangement. 

Two other band directors worked at this school. One of 

these band directors was a full-time employee. The other was 

a 15 hour per week teaching fellow. They would occasionally 

be working simultaneously or individually with another group 

of students in an area adjacent to the band room near the 

door behind the jazz band students. When this occurred, the 

group could be heard playing from the band room. The band 

room door was typically closed and the sound was minimized. 

However, when other students opened the door to come into 

the band room to get their instruments, the sound difference 

was a brief distraction for the jazz band students sitting 

nearest to the door (Chaz, Johnna, Tom, Lynn and Timothy). 

Articulation 

The sequence for Ma' tonguing did not vary much from 

the original plan. I consistently modeled this articulation 

on clarinet, and once on guitar. The guitar demonstration 
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was an.analogy to show students how holding the pick at 

different angles emulated different tongue placements and 

resultant changes in sound for them. Holding the pick 

totally parallel to the strings was used to emulate a harder 

tongue. I followed this demonstration with another, 

changing the pick to about a thirty-degree angle with the 

strings. This second demonstrated was compared to their 

xda' tonguing. 

Guided practice was also incorporated by singing 

students' parts with the syllable Ma' while they played 

them. Students were asked to use this soft attack for 

everything they would play in jazz band. While playing the 

chosen repertoire, I reminded students to use this 

articulation by adding "say da" (and 4) to my count-offs and 

by asking students, "How were you tonguing?" regularly after 

cut-offs. 

As planned, the first measure of ^The Swingin' Bridge' 

from Jazz, Rock and Harmony (Figure 7) was used to teach the 

tongue-stopped accented staccato (A) and establish whether 

students were releasing staccatos with or without their 

tongues (air release). 
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Fiqvire 7, First two measures of 'The Swingin' Bridge' . 

The tongue-stop accented, staccato was reinforced and 

utilized in certain sections of 'Blues for Mr. B' and 'Satin 

Doll'. 'Satin Doll' replaced 'How High the Moon' in order 

to please one particular student; (see Individualized Parts 

below). I reinforced the tongue-stopped accented staccato 

by using my hands to sign an upside-down 'V' when I wanted 

this articulation. I also told the students, "When you see 

a dot, say 'dat' in your mouth. Make sure you're ending the 

note with your tongue". 

Instruction of the half-tonguing techniques (doo-dle 

and dud-n tonguing) did not change drastically from the 

original plan. These techniques were contextualized via the 

second measure of 'The Swingin' Bridge' as well as Unison 

Pattern B in 'Blues for Mr. B'. Students were told to play 

both passages with all 'da' tongues and then with half-

tongues (Figure 8). 

Dud-n du dah (Sax) Du-dle du dah (Brass) 

Figure Bt Half-tonguing pattern in 'Blues for Mr. B' 
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Half-tonguing was also used and reinforced with the 

first three notes of the melody of 'Satin Doll'. This 

pattern is represented in Figure 9. 

Dud-n da du dat (Saxophones) 

Figure 9. Half-tonguing pattern in 'Satin Doll'. 

Rhythm and Interpretation 

I juxtaposed a swing and straight interpretation of the 

first four measures of the repertoire from Jazz. Rock and 

Harmony and asked students to tell me what they were 

thinking and/or doing to make the difference between a swing 

and a straight eighth interpretation of the same music. I 

modeled each interpretation two times with Ross or Glen 

playing the appropriate beat and then had the students 

follow me as a group. I then asked three to four students 

per tune to play their swing and a straight versions 

individually. Individual trials occurred in the same order 

as they were modeled (swing, straight or straight, swing), 

without the drums or any other external cues such as a 

count-off. This procedure was done on two different 

occasions on the seventeenth and twentieth instructional 
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days. 

I created a supplement to 'Satin Doll' in order to gain 

students' views on reading and playing the dotted-eighth-

sixteenth figure versus straight eighth notes. As it 

appears in DJC, the melody of 'Satin Doll' is written with a 

dotted-eighth-sixteenth note figure representing the first 

two notes. On a separate sheet, I wrote this melody for all 

the students as it appeared in the music and juxtaposed that 

manuscript with the same melody written in all eighth notes. 

I called this 'Satin Doll Supplement' (Figure 10). 

A. B. 

Figure 10. 'Satin Doll' supplement. 

Although 'C-Jam Blues' was intended to be used as an 

improvisatory vehicle, it also facilitated the instruction 

of rhythm and interpretation. I taught this two note melody 

by rote but. also used flash cards with the vocalization 

syllables written under the rhythms. Students were often 

asked to repeat my vocalizations of one to two bar examples 

for this piece as well as many of the others. 

I also used vocalization syllables to teach the dotted-

quarter eighth note rhythm at the end of 'Skip to My Lou'. 
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I had the students repeat my modeling of the syllables "da-

ka-du-dat" several times. I then asked them to internally 

verbalize the middle two syllables (ka-du). This strategy 

served three purposes. First, by initially including the 

middle two syllables, the triplet undercurrent was being 

heard (during modeling and the students' repetitions) and 

sung and heard (during repetitions). Second, and as a 

result of the initial strategy, the students, through the 

initial subdivision inclusion via the middle two syllables, 

would have some scaffolding (Bruner, 1986; Vygotsky, 1978) 

to help them conceptualize the proper length of the dotted-

quarter note. This scaffolding was then removed with the 

internal verbalization. 

By setting up the subdivision and allowing 

conceptualization of the length of the dotted-quarter note, 

the third resultant purpose of this strategy was to make 

students aware of the proper placement of the eighth note. 

The progression from modeling and guided practice through 

independent verbalization and internal verbalization is a 

derivative of Cognitive Behavior Modification (Meichenbaum, 

1977). The last two measures of *Skip to My Lou', including 

the vocalization syllables for the last measure, are 

depicted in Figure 11. 
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J ' J J 1 1 - J . I 
Da ka-du dat 

Figure 11. Dotted-quarter eighth note syllables. 

Two supporting strategies were incorporated to help 

students properly conceptualize and perform a syncopated 

dotted-quarter note. The students first encounter with this 

rhythm was in the context of the melody of 'Satin Doll' (See 

Figure 9, p. 115). During the rest on beat four, I said 

"four" out loud to the students, followed by a clap on the 

eighth note rest, ultimately pointing with both of my index 

fingers in the direction of the students. After several 

trials in this manner, I had the students think the word 

'four', but continued to clap during the eighth note rest. 

From that point, the next intended step was to have a 

drummer replace my hand clap with a bass drum kick. 

However, after assessing the students' progress with these 

two measures plus the rest of the 8 measure phrase, I 

decided to stop playing 'Satin Doll' and spend more time 

with 'Blues for Mr. B'. 

The students' second encounter with the synocapted 

dotted-quarter note figure was in 'Blues for Mr. B'. In 

this instance however, the trombones and saxophones had this 
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rhythm two measures in a row as a supporting figure for a 

trumpet melody. Figure 12 portrays the rhythmic context of 

the syncopated dotted-quarter note found in these two 

measures. 

Figure 12, *Blues for Mr. B' syncopated dotted-quarter 

note. 

While the saxophones and trombones were playing the 

half note/ I had a drummer play two triplet figures on the 

snare drum followed by a bass drum kick on beat three and a 

crash cymbal played with the syncopated dotted-quarter note 

(Figure 13). This strategy was designed to help the 

trombones and saxophones conceptualize and perform three 

important aspects of this figure properly: the triplet 

subdivision, proper release of the half note, and proper 

placement of the dotted-quarter note. 

Snare Bass Crash Cymbal 

Figure 13, Supporting rhythmic figure in drums, 
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Initially, the students were not playing the syncopated 

dotted-quarter note together because they were not releasing 

the half note together. Due to this fact, I had the 

trombones and saxophones play only the half note with the 

drum pattern (without the cymbal crash) until they released 

the half note with the onset of the bass drum kick. Once 

the students did this accurately, I then had them reinsert 

the syncopated dotted-quarter note along with the cymbal 

crash in the drums. 

Individualized Parts 

This sequence changed very little from the one planned 

(Chapter IV). ^Reuben and Rachel' from the Elementary Stage 

Band Book, was introduced on the sixth day of instruction. 

xSatin Doll' and ^Blues for Mr. B' were introduced on the 

twelfth and fourteenth instructional days respectively. 

Trying to accommodate Shelly's wish to play something by 

Duke Ellington, I replaced *How High the Moon' with *Satin 

Doll' when *C--Jam Blues' did not appear to appease her. 

The sequence from unison familiar tunes to unfamiliar 

tunes with voiced sectional parts did not stay quite as 

planned. Even after ^Satin Doll.' and ^Blues for Mr. B' were 

introduced, I continued to revisit the unison familiar tunes 

to reinforce proper swing interpretation. This practice 
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only began to wane after I noticed some resistance to these 

songs from Ben and Shelly. 

Improvisation 

Improvisation was not supposed to begin until after we 

had played fully individualized parts on day 11. The 

students were moving more slowly through the individualized 

parts sequence than I had anticipated. As a result, I felt 

the need to adjust the planned sequence to ensure ample data 

regarding improvisation. As it turned out, improvisation 

began on day nine, between vReuben and Rachel' and 'Satin 

Doll' . 

The 12-bar blues sequence, as described in the previous 

chapter, was the beginning point for improvisation. The 

sequence occurred four times throughout the twelve week 

instructional period. Before I began this sequence however, 

I taught the bassist a twelve bar blues walking pattern. 

One-half hour before the initial improvisation class began, 

I approached the bass player during concert band, asking him 

to learn the 12-bar bass line I had written in Concert B-

flat. I used this 30 minutes as a private lesson with the 

bassist, coaching him through the pattern I had written. 

Despite my efforts to make my instruction student-
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centered, I had overlooked one major issue: I had failed to 

make use of the students' prior knowledge. Relying too 

heavily on the improvisational literature with respect to 

beginning students with the 12-bar blues, I overlooked the 

possibility of a better starting point. 

From an instructional point of view, I spent too much 

pre-class time preparing the bass player to play the form, 

and too much time teaching the melody to "C-Jam Blues" to 

the winds. From a student-centered perspective, once 

improvisation actually began, the new melody, the new scale 

and unfamiliar form appeared to be too much new information 

for the students to apply to the unfamiliar concept of 

improvisation. 

To accommodate students' prior knowledge, four measures 

of 'Old McDonald' and all of 'Hot Cross Buns' were used for 

improvisation as well as the blues scale in the 12-bar 

blues. Students were given hand-written copies of each 

melody with every transposition on one sheet. Once these 

melodies were played as written, the students as a group 

were given two minutes to "jazz up" the rhythms, leaving the 

pitches intact. At the end of this two minute period, I 

asked for individual volunteers to share their version with 

the class. Students who did not volunteer were asked to 
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play their versions individually as well. This sequence 

from group experimentation to individual embellishments was 

repeated with students keeping the rhythms intact and 

changing the pitches. The former sequence (changing 

rhythms) was incorporated with both songs while the latter 

sequence (changing pitches) was done only with 'Old 

McDonald'. 

Rhythm Section 

The two drummers had been taught simple rock and swing 

beats the previous year. I used this prior knowledge to my 

advantage asking these students only to embellish these 

beats to fit each song the group played. 'Satin Doll' was 

the only piece where the drummers were asked to read the 

music. 

During only two occasions I modeled for the drummers. 

The first time was on the first day to refresh their 

memories of the basic rock and swing beats they had learned 

the previous year. The second time was during the rehearsal 

of 'Blues for Mr. B'. I modeled on the drums the supporting 

passage I wanted them to play for the trombones and 

saxophones. This passage is described in detail in the 

section regarding rhythmic interpretation and can be found 

in Figure 14. 
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The guitarist (Jeremy) was having a difficult time 

reading the chord symbols and guitar neck icons. I tapped 

his prior knowledge by writing two note voicings for every 

chord on the staff. These two notes were typically, if not 

always, the third and seventh of the respective chords. 

The pianists were having trouble reading both hands 

simultaneously. Telling them to switch off, I had one 

student play the right hand while the other played the left 

hand. After a short time, I had only one student playing 

the right hand because the left-hand part typically imitated 

the bass lines verbatim. 

One of the pianists (Lynn) had such an aversion to 

chords that I told her she could play the melodies of the 

unison, familiar pieces while the other pianist played the 

chords. However, I also encouraged her to continue trying 

to play the chords. 



PART THREE 

FINDINGS: STUDENTS' REACTIONS TO 

"MAKING THE CHANGE" 

As the structure of the research questions indicates, I 

had been aware that making the change from concert band to 

jazz band for students would likely go beyond the necessary 

musical components. Further, the students' personal 

backgrounds all contributed to their reactions to both the 

musical and the environmental changes. To fully understand 

the students' comments regarding the musical aspects in 

which I was interested, it was first necessary to recount 

the students' concerns because the latter shed light on the 

overall musical and educational climate that would form the 

backdrop for students' answers to specific musical concerns. 
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CHAPTER VI 

STUDENTS' CONCERNS ABOUT JAZZ BAND 

Nine codes consistently described the students' 

concerns: student versus teacher vocabulary; Shelly's prior 

knowledge; Lana's gender concerns; seating; reading 

manuscript; playing the soprano saxophone; wrong notes and 

their resolution; concert band vs. jazz band, and; 'The 

Gang' . For every episode, my comments are prefaced with a 

XT' for teacher, while the students' full fictitious names 

are given. 

Student versus Teacher Vocabulary 

Despite my efforts to make my instruction student-

centered, occasionally I would lapse into the vocabulary of 

the professional educator or musician. The following 

excerpts occurred on several different occasions and tended 

to create confusion among the students in a fairly 

consistent way. 

Episode 1 

First, I was trying to address the issue of seating and 

used terminology unfamiliar to Aubrey. 

T: Aubrey, if you went to see the North Texas One 

O'clock, how would they be sitting? 
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Aubrey: Is that some sort of jazz band or something? 

Epjgode 2 

On another occasion, I used the term articulation, 

instead of tonguing. This confused Ben. 

T: Ben, if you're we're going to teach someone to do 

this articulation... 

Ben: This what? 

T: This way of tonguing. 

Episode 3 

Michaela. did not understand the term conviction. 

T: Can I get the trombones and saxophones to play with 

a little bit more conviction? 

Michaela: Conviction? 

T: Like you mean it. 

Ben: With confidence. 

In an effort to simplify the request to have the 

trombones, trumpets and saxophones play without the rhythm 

section, I used the term ^horns'. My usage of this term was 

clearly not consistent with how the students used the term. 

T: Who would like to play *Aura Lee'. Just one of the 

horns for right now. Ben. (2nd trumpet) 

Timothy: Oh, I thought you meant trombone horns. 
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Later in the same class session, the issue re-surfaces. 

T: This is everybody, rhythm section included. One, 

two, ready go. 

[TRIAL] 

T: Now, let me have the horns by themselves, and then 

Timothy. 

Timothy: Ok. 

T: One, two, ready, go. 

[TRIAL,] (Just the trumpets play) 

T: I need to explain something to you. When I say 

horns, I mean you guys. If you blow through your 

instrument, you're a horn. So that's a horn 

(trumpet), that's a horn (trombone) that's a horn 

(saxophone). 

Timothy: So everybody's a horn. 

T: The rhythm section's not a horn. If you blow 

through your instrument.... 

Timothy: How about if you have one of these things, a 

bell, then you're a horn. 

Episode 5 

'Read through that', was another phrase I used once, 

and never used again after Timothy's response. 

T: I want you to read through that for me today and 
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we're going to start with that tomorrow. 

Timothy: We're not going to play it? 

T: By read through it I mean sight read and play your 

instrument. 

Episode 6 

On several occasions the tables were turned. Students 

began to use terms which confused me. I was confused by 

something Josh said because he was not using vocabulary 

consistent with my own. 

Josh: The pickup's not inside the back of the amp. 

T: What's that? 

Josh: The pickup's not inside the amp. 

After I paused to consider the context, I responded. 

T: The cord you mean? 

Josh: Yeah, a cord. 

T: See if George has an extra one. 

Episode 7 

The repertoire in the Elementary Stage Band Book is 

preceded by a harmonic warm-up and a rhythmic exercise for 

each piece. While working on ^Reuben and Rachel' one day, I 

was attempting to tell the students to skip the harmonic 

warm-up and the rhythmic exercise and go right to the 

beginning of the song. 
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T: Find the title. Right below that it will say 

^harmonic warm-up', skip that. Then it will say 

^rhythmic exercise', skip that. 

Brad: Is that for harmonica? 

T: No, no,.... 

Brad: Because I've got a harmonica. 

T: Harmonica and harmonic are different. 

Brad: Well I thought maybe it sounds good on 

harmonica... 

T: That's a good idea Brad. 

Brad: ...or like easier too. 

Episode 8 

One method I utilized to teach these students about 

swing concept was to juxtapose this interpretation of a 

familiar piece with a straight eighth note version of the 

same piece. ^Skip to My Lou' was the main vehicle for this 

purpose. 

T: Shelly, can you play it straight for me? 

Shelly: What do you mean? 

T: Play it like we did the first time, not that time. 

Shelly: Staccato? 

T: Play it however you think we played it the first 

time. 
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Several students (Ben, Timothy, Chaz, Brad, Glen) 

consistently used the term 'regular band' to refer to 

concert band. For Jeremy, it was *normal' band. The term 

'regular' was also used by these students as well as Josh to 

describe straight eighth notes, while "jerky" was how 

Timothy initially described swing eighth notes. Chaz also 

described 'te' tonguing as 'regular old tonguing' . 

Episode 9 

'Jazzy jazz' however, was clearly the most prevalent 

term to represent swing, impromptu embellishing and 

improvisation. 'Jazzy jazz' was used mostly by the students 

in 'the gang' (see below). Ben and Timothy used the term 

most frequently, but Brad, Chaz, Ross, Alice and Aubrey 

would also use it on occasion. According to Ben, 'jazzy 

jazz' was "like the second rhythm, the swing thing". For 

Timothy, 'jazzy jazz' was swing but it was also improvising. 

T: So tell me what 'jazzy jazz' means. 

Timothy: It's like the jazz the way you get it to 

swinging and stuff, and you like play a whole lot of 

improvising and stuff and you end notes sooner and play 

notes at this time or at that time. 

'Jazzy jazz' went from the equivalent of swing to the 

frame of mind students were in while they were playing songs 



141 

with a swing beat. "I'm jazzy jazzin' everything out 

because it's right in my head", Ben observed. 

I began to use the terms *jazzy jazz' and Aswing' 

interchangeably. I also became much more aware of my 

vocabulary and tried to use the students' vocabulary as much 

as I could. As a result, the confusion created by the 

dichotomy in vocabulary occurred much less frequently during 

the second half of the instructional period. 

Shelly's Prior Knowledge 

Along with being one of the more confident players and 

participating students in class, Shelly's extensive family 

background with music and particularly with jazz was 

immediately apparent. Her prior knowledge was easily 

visible in the substance of her responses to questions as 

well as her general comments. Further, because of her prior 

knowledge, her concerns were quite different from those of 

her peers. 

Episode 1 

Shelly was often concerned with intonation. She would 

be the only student to ever bring this issue to my 

attention. To Michaela, "it don't [sic] matter if you're 

out of tune", yet Shelly would respond "Yes it does!" 
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Episode 2 

Shelly's knowledge of repertoire was clearly more 

advanced than some of her peers. While Aubrey thought xSatin 

Doll' sounded "like xWheel of Fortune'", Shelly thought 

*Reuben and Rachel' sounded like ^The Holly and the Ivy' and 

"the blues scale sounds like xPorgy and Bess'". 

Episode 3 

Another moment from class helps to illustrate this 

different conception Shelly brought to the classroom. 

During one discussion on improvisation, I was trying to 

establish with the students who said they were 

uncomfortable, what could be done to lessen this feeling. 

Alice: Could we do it with a different scale? 

T: You think that would help? With a different scale? 

(Several students respond favorably) 

Alice: It'd help. 

Michaela: Any notes, that would help. 

Shelly: Well then it sounds really awful, one person 

playing one key and one plays another. 

Episode 4 

On another occasion, I wanted to get a feel for the 

students' conception of swing. Shelly's prior knowledge 

became very apparent. 



143 

T: Ben, when you're playing a song, how do you know if 

it's swinging or not? 

Ben: Because you get that jazzy feeling. 

T: Timothy? 

Timothy: You can tell because you can jazzy jazz it up 

a little bit and then that's swing. 

Ross: You can feel it in your hands. 

(Shelly responds but I can't hear her) 

T: Shelly say again what you said please. 

Shelly: I said usually they got those little brushes or 

whatever. (Shelly emulates brushes on a snare drum 

with her hands, making the appropriate noise with 

her mouth) 

While every other student was very content to be 

playing swing and rock versions of ^Aura Lee' and ^Skip to 

My Lou', Shelly, up to the point I presented the class with 

*C Jam Blues' and ^Satin Doll', would consistently ask me if 

the group could play something by Duke Ellington. During 

our discussion on seating, Shelly alluded to her father's 

jazz ensemble and compared that to how the class was 

sitting. Two of Shelly's questions to me about the eighth 

grade jazz band were prefaced with, "In a real jazz 

band...". During her exit interview, I asked Shelly what 
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knowledge she thought she brought to jazz band as a result 

of her family's musical background. 

Shelly: I guess just a lot of history because I've read 

some of my dad's books and I've done different 

things. I've sat in on a couple of his concerts 

before, heard more of the people play. 

This level of prior knowledge was evident over the course of 

the semester and decidedly influenced the instructional 

process. 

Lana's Gender Concerns 

Lana was the only student who ever mentioned any 

concerns with, or comparisons to the boys in the class. She 

made her first observation in this regard while we were 

improvising. 

Episode 1 

During a discussion about improvisation, Lana felt the 

boy's in the class were better than the girls. The day 

after her comment, I spoke to her about it. 

T: Yesterday you said something about you thought the 

guys were better than the girls? 

Lana: They....turn loose, I mean just jazz it up. 

T: They turn loose? 

Lana: Um, they can do whatever they want, more than the 
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girls, just jazzing the melodies up. And everyone 

else seems to do the same thing, doing just what 

the book shows. 

T: Have you talked to some of the other girls about 

that or is that what you think? 

Lana: It's just what I think, I mean it just seems to 

be the guys. 

Episode 2 

The issue of gender did not surface again until the 

exit interview. When telling me what she'd learned, Lana 

mentioned getting along better with her section. Her gender 

concerns were connected to being the only girl in the 

trombone section, the boys being overtly competitive, the 

boys teasing her about not *being wild like them', and the 

girls being more serious about band than the boys. 

T: What did you learn about playing with your section, 

you said "playing with my section and getting 

along with Brad and Timothy". 

Lana: Sometimes they're hard to get along with. 

T: Why? 

Lana: I don't know. I guess because, it seems like the 

girls sections get along better and since I'm the 

only girl (in the section) it's kinda weird for 
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me, like it was last year. And this year, jazz 

band helped because we have to play together and 

we have to get along to play it right and so it's 

just a little bit better. 

T: So what makes you feel weird about being the only 

girl in that section? 

Lana: Well, they were like the wildest guys in the 

whole 7th grade band and of course they're in my 

section. 

T: Last year you mean, 7th grade? 

Lana: Yeah. This year it's not so bad, I guess over 

the past two years I've gotten used to it. And 

it'll get easier. 

T: You said something about the girl sections, what did 

you mean by that? 

Lana: Well the girls, like the clarinets, they're all 

good friends and stuff and they all get along and 

plus, they're different than the guys, some of the 

guys, because I don't know, they guys are 

competitive too, but the girls, they don't tease 

you and stuff like that. They're more serious 

about it than the guys are. 

T: Did any of the guys tease you? 
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Lana: Oh they tease me all of the time. 

T: Really? During band or during jazz band? 

Lana: They tease me more in jazz band. 

T: What do they tease you about in jazz band? 

Lana: Not being wild like them. 

Seating 

Like the students in the preliminary case study, these 

students too were confused about where to sit in the seating 

configuration. The saxophones initially sat with the 

baritone in the middle and the two tenors side by side. The 

brass sat in their concert band order, first, second, third, 

fourth (trumpets only), from left to right. 

Episode 1 

As I began to adjust the brass for jazz band seating, 

Timothy said, "We're all in the right position presently". 

The trumpets are shown where to sit and less than a minute 

later Johnna asks, "Is first in the middle?" The third day 

of instruction brought more confusion. "Where do I sit 

again?", Shelly asked. The trombones sit in concert band 

order again and I bring it to their attention. 

T: Trombones you're not in the right order. 

Timothy: Yes we are. 

Brad: I thought two was supposed to be in the center. 
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T: No first is in the center. 

Ben: Two is on the outside, man. 

Episode 2 

On the fifth day of instruction, the trumpets were 

arguing about where to sit before class. 

Johnna: I'm not fourth. 

Chaz: I'm fourth. You sit there, Jeremy sits there, Ben sits 

on that side of Jeremy. 

Epjgode 3 

Wanting to bring this confusion to a close, I quiet 

them down and ask: 

T: Compare how you sit in jazz band to how you sit in 

concert band. 

Shelly: The saxophones are up front instead of the 

back. 

T: Ok, now, just compare your section. 

Timothy: I know. 

T: Timothy? 

Timothy: We sit here, except for, I sit right here, and 

Brad sits...we usually sit around there from where 

we are. 

(Timothy refers to their placement in the room) 

T: Compare concert band to jazz band the three of you. 
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Timothy: As of right now? 

T: Is that how you sit in concert band? 

Timothy: It's like this. 

T: Jeremy, compare the trumpets in jazz band and 

concert band. 

Jeremy: We're sitting the same except a little over 

this way. 

T: Tell me first, second, third, fourth, how you're 

sitting. 

Jeremy: (Points to himself and the others in the 

section) First, second, third fourth. 

T: How is it different now? 

Chaz: It's different because the first chair player is 

always in the middle. 

T: Is that the case with every section? 

(Josh, who plays trombone in concert band answers) 

Josh: No. 

T: What chair are you sitting in jazz band Lana? 

Lana: First. 

T: And are you in the middle of your section? 

Lana: (No answer) 

Brad and Timothy: Yes. 

T: Saxophones, who is the leader of your section? (No 
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answer) Who is it Aubrey? 

Aubrey: Me, (she laughs) it's probably Shelly. 

T: Yes, the lead players are lined up. First chair is 

always in the center of the section to lead the 

section. 

Timothy: That means Jeremy's playing lead, oohhh. 

Ben: Good job Jeremy. 

Episode 4 

Two days later a follow-up discussion began the day. I 

asked Aubrey how the local college jazz band would be 

sitting if she went to see them. 

Aubrey: Similar to this. 

T: In what sense? 

Aubrey: The first chair is in the middle. 

Ben was asked why the first chair is in the middle. 

Ben: Because you want your first chair to lead the 

section and make up for the mistakes of the 

others. 

After that day there was no more confusion about seating. 

Reading Manuscript 

*Reuben and Rachel' from the Elementary Stage Band Book 

incorporated hand written notation. Students were initially 

confused and taken aback by this. 
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Episode 1 

T: 'Reuben and Rachel' please. 

Aubrey. X can't read those notes, those are weird. 

These notes are weird looking, I can't tell if 

their on a line or a space. 

T: That's a G, that's a D, that's a C, that's a B. 

Aubrey: I just have to get used to it. 

Michaela: What is that, is that a four? 

Shelly: A four yes. 

T: How many of you think this music looks weird, or 

looks different? I've heard two or three people 

say that already. (Aubrey, Josh, Michaela and 

Chaz raise their hands) How is it different Chaz? 

Chaz: There's a lot of C-looking shapes, I have no idea 

what they are. 

Ben: Those are measures. 

Shelly: Those are quarter rests. 

Chaz: If those are measures would they be a C with a 

little thing... 

Shelly: Quarter rests. 

T. The main difference between this music and the music 

you're used to seeing, is that someone has done 

this by hand instead of having a computer generate 
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it. It may take some getting used to. 

Shelly: Is that a fermata? 

Aubrey: Where? 

Shelly: There, that big black thing at the end. 

T: Those big black things are fermatas if you couldn't 

tell. 

Brad: What's a fermata? 

T: It means you hold it when the conductor.... 

Brad: Yeah, I just ain't seen it that way. 

Aubrey: I think they should have better penmanship 

because this doesn't even, those fermatas don't 

look like fermatas. 

Episode 2 

Later during the same class session, Brad would also 

get notes on an adjacent line and space confused. He would 

conclude, "This doesn't look very good". 

Episode 3 

As quickly as the following class period, the students 

had adjusted. The entire period was spent on ^Reuben and 

Rachel' and not another comment was volunteered. 

T: Is this getting easier to read? 

Several Students: Yeah. 

T: You guys were having trouble reading these notes, 
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remember? 

Shelly: I think it's easier because they're bigger. 

Aubrey: It's not easier, but it's not harder anymore. 

Michaela: They just need to make sure it's (a note) on 

the line, it's not going overlapping. 

Playing the Soprano Saxophone 

Five of the six saxophonists expressed an interest, 

unsolicited by me, in playing the soprano saxophone. 

Aubrey, the bari-sax player was not interested. The 

soprano saxophone "did not appeal to" Aubrey because "it 

looked weird". Alice just liked it and felt it was easier 

to play because it was lighter. Both she and Ann 

experienced trouble getting the extreme registers to come 

out of the instrument. Each of the students was allowed to 

play the soprano saxophone for one day. During the exit 

interviews, these students were asked why they wanted to 

play the soprano. Shelly and Ann wanted to play it because 

they "liked the way it sounded". Michaela and Brian were 

interested in learning other instruments. Michaela wanted 

to alleviate her boredom, and Brian wanted to be more well-

rounded. The following dialogue is from two separate exit 

interviews. 

Michaela: I just wanted to get the feel of the other 
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instruments. I like playing different 

instruments, it gets kinda boring to just play one 

instrument and when you change it helps. 

T: Why did you want to play the soprano Brian? 

Brian: I think it'd be better if I could play all the 

instruments and know what they each sound like so 

that I know how much air I have to put in each 

instrument to play it. 

Wrong Notes and Their Resolution 

One tendency these students had, especially the brass, 

was to consistently play Concert A naturals as Concert A-

flat. The trumpets were consistently playing first valve B-

flat and the trombones were playing 3rd position, A-flat. 

For the first three days while practicing *Aura Lee' (in the 

key of Concert B-flat) students, despite my constant 

reminders, were missing this note. 

Episode 1 

On the fourth day I presented them with a hypothetical 

situation. I told them they were in charge of a music 

publishing company and it was their job to print music to 

help students their age to discriminate between these two 

notes. If they were in that position, how would they solve 

this problem? Shelly and Chaz, and Jeremy answer. 
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Shelly: I'd put like the flats and sharps and naturals 

in a different color or something, just for 

beginner books, just to make sure they see them. 

It's just a matter of seeing and not doing the 

wrong fingers. 

T; What would you do Chaz? 

Chaz: I'd put a B-flat by all the B-flats. 

T: What about B natural? 

Chaz: I'd write something above the music telling them 

it was B natural. 

Jeremy: I'd color, a bright color like red for B-flat 

and color all those notes red. 

T: What about B natural? 

Jeremy: I'd probably just leave it alone. 

Episode 2 

^Reuben and Rachel' was also in Concert B-flat. Chaz 

continued to play the concert A as an A-flat. While working 

on the melody with the trumpets, I stopped to correct this 

mistake. 

T: Which trumpet played a B-flat there, forgot to play 

B? 

Chaz: I did. 

T: Do you remember what you told me about how you'd 
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help other people remember that? 

Chaz: Yeah, I'm gonna do that! (Chaz writes in his 

music) 

After this point, (the sixth day of instruction) this 

note was missed much less frequently by the brass. Because 

of this, I considered it a dead issue and no longer pursued 

it. 

Concert Band versus Jazz Band 

At the middle of the twelve week instructional period, 

I wanted to record the students' opinions of what they had 

learned up to that point. The result, totally unsolicited 

by me, provided me with the students' views on the 

difference between concert band and jazz band instruction 

and environment. 

Episode I 

The transcript below begins two to three responses 

prior to where this issue clearly emerges. 

T: Lana, what have you learned? 

Lana: I have a better sound. 

Brad: Tell me about it. 

T: Why did you say that Brad? 

Brad: Oh because I have a better sound now I think. 

T: Really? And you think that's from playing in jazz 
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band? 

Timothy: Basically. 

Brad: Maybe it is. 

Shelly: We get more practice playing our horns. 

Brad: 'Cause I try in jazz band more. 

T: You try in jazz band more Brad? 

Brad: 'Cause it's funner [sic]. 

(Ben and Timothy agree) 

T: It's funner? 

Timothy: Yeah and you don't get the opportunity to get 

out of control 'cause you're doing the right 

thing, you know what I'm saying, because (Band 

Director) doesn't like us to move around and 

stuff, but we get to do that in here, we get the 

feeling and get ready to GO!, and it's jazzy jazz. 

T: And that's ok in here? 

Timothy: Yeah. 

Ross: We get to play our minds when we play. 

Ben: We get to play different stuff. 

Chaz: Improvise. 

Shelly: And it lets you be a lot more creative because 

I mean in concert band you have to just have it 

right in front of you and I mean the only 
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creativity it let's you do in concert band is make 

it sound good. 

T: Ben, you had something you wanted to add to that? 

Ben: Yeah. In jazz band see, you let us invent stuff 

like to make it better, and in concert band she 

(band director) don't [sic] let us do that. 

T: Lana? 

Lana: Since we have a lot more freedom in jazz band, 

and they can play whatever they want, it makes us 

want to try harder. 

T: Makes you want to try harder because you get to play 

more of what you want? Ok. 

Brad: Yeah, you let us play. 

Episode 2 

Being able to move around when he played was important 

to Timothy. This helped him get the "jazzy jazz". In the 

context of a discussion on being able to tell the difference 

between swing and straight eighth notes, Timothy elaborated: 

Timothy: I think, when, you know like, move around and 

stuff and you're in jazz because in regular band 

you can't move around... 

Brad: (in a stiff military voice) You have to sit 

perfectly. 
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Timothy: ...you have to have perfect posture but in 

jazz you can move around and get into it. 

T: This is what you're thinking about to make the 

difference between swing and straight? This is 

the question. 

Timothy: That's what helps me jazz it up. 

Episode 3 

During another focus group discussion, I asked the 

students what they liked about jazz band. Initially, the 

comparison to concert band is subtle. After a few students 

comment however, the comparison becomes very evident. 

T: Glen, what do you like about jazz band? 

Glen: The music is better than what we usually play. 

T: Give me an example of what it's better than. 

Glen: Because it's like jazz and rock and all that. 

T: Brian, what about you, what do you like about jazz 

band? 

Brian: That we can improvise, move around and stuff. 

T: Jeremy? 

Jeremy: I like the sound, it's more laid back. 

T: What's more laid back? 

Jeremy: The jazz. 

T: Brad, what do you like about jazz band? 
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Brad: Oh, I like it, it's awesome. 

Ben: Yeah, whoo,ooo! 

T: What's awesome about it? 

Brad: I don't know. 

T: Just pick one thing that you like about it. 

Brad: You get to do stuff. 

T: You get to do stuff? 

Brad: Instead of just like regular band. 

T: Give me an example of something you can do in here 

that you can't do in there. 

Brad: You get to make things up, like when you think 

you can, like you can do extra stuff, and in there 

if you did it, she (band director) gets mad. 

Chaz: I think we can show our feelings because we can 

move around and all, and in regular band we can't. 

You can play what you have on your mind and 

improvise. 

T: What about you Timothy? 

Timothy: Well you can like, let us, you let us suggest 

stuff, I mean, what we think will make the music 

better. 

Ben: And you'll let us try, in regular band... 

Timothy: Yeah. She'll (band director) just laugh and 
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say next question or something. 

During the exit interviews, other students made 

comparisons as well. The comparisons were always brought 

about by the students, not prompted by me. Alice viewed 

being able to move around to sitting quietly as "more fun". 

Episode 4 

While discussing improvisation, Ann compared the 

relative difficulty of concert band and jazz band. 

T: You mentioned improvisation, that you learned a 

little bit about that. What did you learn? 

Ann: To make up my own rhythms and take a song really 

jazz it up and it's a lot harder than concert band 

because you have to make up your own stuff and 

concert band it's just playing the piece in front 

of you and that's what I'm used to. 

Later while probing about xthe gang' (see below), Ann adds: 

Ann: Now they (the gang) have the freedom to do what 

they really like, but in concert band it's just 

like soldiers or something you know, you can't 

really play what you feel or anything like that. 

Episode 5 

Timothy would reiterate his preference for having input 

into how the music is played. 
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T: Was jazz band fun for you? 

Timothy: Yeah, I enjoyed it. 

T: What was fun about it? 

Timothy: Because you usually let us do what we want to 

although sometimes it sounded terrible, like it 

was pretty fun because you let us play, you let us 

suggest what we think would make it better. It's 

funner that way. 

Episode 6 

Jeremy would likewise note a preference for having 

input into the musical process: 

T: Was jazz band fun? 

Jeremy: It was fun. 

T: What was fun about it? 

Jeremy: It was more laid back and having more fun, 

instead of just playing a piece of music, we get 

to improvise on it and say what we think would 

make it better. 

T: So it sounds like you're comparing it to something, 

are you comparing it to something? 

Jeremy: Compared to normal band. 
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gpiSQCie 7 

Ben was probably the most at home with the relaxed 

experimental environment I tried to create. He even went as 

far as to say it helped him learn. While asking him about 

'the gang', Ben responded: 

Ben: Sometimes you can play better and have fun, and 

they just sit there and play regular band and I 

think band is supposed to be fun. 

T: So why should band be fun? 

Ben: Because it's not like a regular class, and when 

you're learning it's easier if you add a little 

fun to it and try harder. 

Episode 8 

For Tom, concert band was xthe usual routine'. He also 

preferred piano to his concert band instrument, French horn. 

T: What was fun about it (jazz band)? 

Tom: It's just getting loose instead of the usual 

routine. 

T: Compare the usual routine to what we did in jazz 

band. 

Tom: Well, we don't really get to mess around that much 

in band but in jazz band it was fun because we got 

to kinda do some really fun stuff. 
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T: What was the stuff that we did that you don't do in 

band? 

Tom: It was, just playing the music was a lot funner 

and I enjoy playing that instrument instead of 

mine. 

When asked about playing the repertoire with 

individualized parts, Tom also compared piano to French 

horn. 

Tom: It was fun because in band there's three of us 

(French horns) and we're also mixed in with the 

altos so that you could, we usually don't stand 

out because when there's only one person you kinda 

stand out more. 

Episode 9 

Glen enjoyed jazz band because, unlike concert band, he 

was not separated from the rest of the group the majority of 

the time. He also noted the variety jazz band afforded. 

T: Was jazz band fun? 

Glen: Yeah. 

T: What was fun about it? 

Glen: Just ^cause like everybody gets to do it together 

and we get to do different kinds of stuff and it's 

not like in regular band where we just do a couple 
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things. 

Although it will be discussed extensively in Chapter 

VIII, my attempt to make my instruction as student-centered 

as possible by creating an environment conducive to 

experimentation, coupled with the research process, allowed 

students this platform for comparison. Further, the 

difference in my teaching style as compared to the full time 

band director plainly had an impact on these students' 

opinions. 

Episode 10 

The band director, walking through jazz band one day, 

made a comment to me while we were working on 'Blues for Mr. 

B' . 

Band Director: They're not allowed to do that in band 

in third period. 

Shelly: Thank you! 

Brad: Are you gonna let us do that thing where... 

Ben: Yeah, improvising in the middle? 

T: Yes. 

Ben: Yeah, let's rock! 

Timothy: Alright, I've got the third one (space for 

improv). 

T: One, two, three four. 
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[TRIAL] 

T: (Band director) just walked through and said if they 

start doing that jump all over them because 

they're not allowed to do that in band. She was 

talking about the noodling while I'm talking. 

Ben: She was talking about me. 

T: No, she wasn't necessarily. She was talking about 

several people. 

Ben: Well she's always talking about me. 

Some students took advantage of the relaxed environment 

I tried to create. Other students did not. Ben even took 

the band director's comments personally. 

Episode 3-1 

Shelly, despite her wish for a quieter environment, 

enjoyed the volume with which she could play. In the 

framework of discussing individualized parts during the exit 

interview, she noted: 

Shelly: I liked that I had first part and I got to play 

loud. I don't usually get to play really really 

loud in concert band and I got a chance to just 

really belt it. 

Students definitely responded differently to the 

freedom they were given in jazz band. Whether it was 
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improvisation, embellishing a written piece, moving in their 

chairs to the music or being noisy, some students were 

comfortable with this environment and some were not. The 

rift between the two factions helped solidify my hunches 

about %the gang'. 

The Gang 

As early as the third day, I began to notice a group of 

students (Ben, Brad, Timothy, Shelly, Ross and Chaz) who 

were always volunteering to answer my questions or play 

solo. As things progressed, this group began to narrow 

itself while showing other consistent behaviors with Ben, 

Brad, Timothy, Ross and George moving to the music while 

they played and/or listened, slapping high fives, 

complimenting one another, using the term ^jazzy jazz', and 

phrases like *let's rock!'. 

Episode l 

On the seventh instructional day, Ben said "let's rock" 

after I told the class what to play. Shelly began to show 

some resistance to the gang's antics and comments: 

T: Different rhythm section, B to C one more time. 

Ben: Let's rock! 

T: Let's rock, who said that? 

Timothy: George. (Video reveals Ben actually said it) 
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Shelly: Do you have to ask? 

Episode 2 

My hunches about this clique became clear on the tenth 

instructional day. 'The gang' solidified, discriminating 

its membership. Near the end of the class period we were 

playing 'Reuben and Rachel' and Timothy raised his hand. 

Timothy: Can me, Ben, Brad and Ross play real quick? 

Ben: That'll sound jazzy jazz! 

Alice: I want to play. 

T: Sure you can, why just those people? 

Ben: We're a group, we're a gang. 

Timothy: We have a little jazz thing going. 

Ben: We're a gang. 

Ann: Let us play. 

T: You're a gang? Well I'll tell you what. I promise 

you, next Thursday right at the very beginning 

I'll start the period off with 'the gang'. 

Alice: I'm in the gang now too. 

Ross: No she's not! 

T: I would like everybody to play one more time from 

beginning to end. 

Brad: George is in too. 
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Episode 3 

The following Thursday came and Timothy quickly 

reminded me of my promise. I let 'the gang' play at the end 

of class. Timothy, upon my asking, said other students 

could play as well. 

T: Ok, what do you guys call yourselves again? 

Ben: The (Timothy's last name) boys. 

Timothy: The Jazzy Jazz Voyagers. 

T: Can somebody else play too? 

Timothy: Yeah. 

Episode 4 

Because 'the gang' was in the brass and rhythm section, 

the saxophones turned around to watch them more and more. 

During improvisation sessions this was particularly 

noticeable. A portion of a vignette used to answer the 

improvisation question is used here to illustrate the 

important tie between 'the gang' and improvisation. 

T: Lana how do you think you did? 

Lana: I think other people are much better. 

T: Like who? 

Lana: Ross and George and Ben and Brad. 

Ben: Whoo,ooo! 

T: What is it about the way they play that you think 
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they're better than you are? 

Shelly: They're not as uptight. 

Ross: We're more... 

Ben: We're more jazzy. 

Ann: Shelly! 

Shelly: I'm saying I am. 

T: They're not as uptight? 

Shelly: Anything goes, I mean they're just playing... 

(Lana nods her head in agreement) 

Ross: We're looser dude. 

Shelly: ...most of the rest of us are worried about 

what we're playing... 

(Brad and Timothy laugh) 

Shelly: ...and they just go for it. 

Ross: We just go with the flow. 

T: You're worried about what you're playing? 

Shelly: I mean like most of us are trying to play the 

right thing, I mean it's like the right thing 

trying to play what sounds good and they're just 

playing it, it'll come out. 

Ben: Jazz it. 

As this focus group discussion continued, Lana 

expressed her feelings about the guys being better at 
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improvisation than girls (see above) while Shelly's 

opposition to the antics of 'the gang' became more clear. 

T: Lana, you think it's easier for the guys to play 

like that? 

Shelly: 'Cause they're the ones that eat it. 

T: What did you say? 

Shelly: Oh, nothing, but they're just the ones in band, 

they're always playing (messing around) and 

everything. 

Episode 5 

'The gang' enjoyed improvisation and often initiated it 

in pieces with no improvisation. One day while playing 

'Blues for Mr. B', Ben wanted only members of 'the gang' to 

improvise in the spaces afforded by the melody. 

Timothy: Hey Mr. Leavell, are we gonna do the spaces? 

T: Does anybody else want to take those little spaces 

and improvise? 

Ben: No! No! Don't let 'em. Just let us (the gang) do 

it one more time. 

Timothy: Yeah! 

Ben: Stand up when we do 'em and then sit back down. 

As the days progressed, the remaining students began to 

align themselves with or away from 'the gang'. Aubrey began 
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to use the phrase ^let's rock', imitating Ben. Alice and 

Michaela would slap high fives. Alice and Chaz began to move 

in their chairs to the music more often. Aubrey, Chaz and 

George would imitate Ben, saying vlet's rock'. Chaz became 

more and more open and willing to improvise individually. 

Episode 6 

Lana however, was one of the students who would not 

move to the music while she played. Picking up on a comment 

Timothy made during a focus group discussion on rhythm and 

interpretation, Ben and Brad teased her. 

T: Timothy, what are you thinking about or doing to 

make the difference (between swing and straight)? 

Timothy: I just play jazz when you tell me to play it 

swing. And I just, you know, get physical, play 

like some of those notes sooner and some notes a 

little later. 

Brad: (Directed at Lana) I hate when I have to get 

physical it... 

Ross: I know man, you just have to take it down. 

Ben: I know you just gotta go boom (starts snapping his 

fingers) 

Brad: She's (Lana) just sitting there! 
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As I began to notice the dichotomy created by the 

students who were for and against *the gang', I needed to 

confirm my beliefs about how every student aligned him- or 

herself. What students liked about jazz band spawned the 

conversation about the perceived differences between concert 

band and jazz band. 

Episode 7 

Led by Shelly, what students disliked about jazz band 

helped me to clarify and verify students' positions. 

T: Shelly, is there anything you don't like about jazz 

band? 

Shelly: Um that certain people play when they're not 

supposed to, and they play too much and they play 

while you're talking and they talk while you're 

talking. 

(Timothy, Ben and Brad slap a high five) 

Timothy: Good job! 

Shelly: We don't get as much done as we're supposed to 

and we don't play as much. 

Brad: What's up Ben! (Ben and Brad slap five again) 

T: Lana what about you? 

Lana: Uh, you give people a lot more freedom and a 

chance to express themselves so people need to 
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cooperate a lot better than they do in regular 

band, and you're often too patient. 

As this discussion continued, Ann and Michaela sided 

with Shelly while Chaz sided with Ben and *the gang'. Ben 

was clearly the leader of the gang while Shelly was the most 

vehemently opposed to the gang. 

Episode 8 

A side by side comparison of comments during their 

respective exit interviews brings Shelly's and Ben's 

opposing views to life. While discussing *the gang', each 

of them responded. 

Shelly: I think they just got the wrong image of, I 

think they thought jazz band was just for fun it 

wasn't trying to play better or different. 

Ben's comments clarify the rift. 

T: What is it about the other people in the band that 

makes them uptight? 

Ben: Sometimes you can play better and have fun, and 

they just, they don't have fun they just sit there 

and play regular band and I think band is supposed 

to be fun. 

Students were definitely aware of *the gang'. Every 

student but three (Alice, Tom and Aubrey) knew immediately 
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whom I was talking about when I asked them, "What did you 

think about the gang?". 

gpisode 9 

Students, during the exit interviews, elaborated upon 

their feelings about the gang. 

Alice: I thought they were fun to listen to. 

T: They were? 

Alice: Yeah, and fun to watch too, they can put on a 

good show. 

T: Did the things they do affect you? 

Alice: They made me want to get into the music more and 

play better. 

T: The fact that they were noisy did that bother you? 

Alice: No, I was having fun. 

T: Are you in the gang? 

Alice: No. 

T: Do you want to be? 

Alice: Sure. 

T: Why? 

Alice: Because I think it would be cool and funner. 

Episode 10 

In class, Ann sided with Shelly. However, in the exit 

interview Ann expressed her opinion a little differently. 
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(During class) 

Ann: You see the high school band and you see how good 

they are and all that, well we could probably 

sound like that if some of the talking cut out, 

and I agree with Shelly. You don't hear of the 

high school band doin' all that goofin' around. I 

know a person that got kicked out for doin' it. 

(During the exit interview) 

T: So what was it about them that made them the gang? 

Ann: They're not as uptight, they have a lot of fun 

getting into it and being wild and all that. I 

know that sometimes it gets a little bit out of 

hand but they're not afraid to just jump and start 

playing, which makes it fun. 

Episode 11 

During class, Michaela was frustrated that the 

discussion itself and the gang's antics were taking away 

from their time to play music. During the exit interview, 

however, Michaela saw both sides of the argument. 

T: What did you think about the gang? 

Michaela: I kinda agree with you know, that we need to 

be quiet so we can play more and I kinda agree 

with having fun, I mean you know, it's jazz. 
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Other students responded regarding Athe gang'. The 

following comments are from separate interviews, not a 

running dialogue. 

T: What did you think about the gang? 

Brian: They're pretty cool you know. They try and make 

things more fun by joking around. 

Aubrey: I thought they were funny. 

T: What was funny about them? 

Aubrey: I don't know, they just get so excited about 

everything. It's just funny. 

Lana: Sometimes they make me laugh.... Sometimes I wish 

they'd be more serious and really try to play 

better than they do, kinda- like the 9th grade, 

they're more serious and that's why they're really 

good. 

Jeremy: I thought it was pretty fun they kinda 

made me happier when they were playing around. 

T: So what did you think about the gang? 

Johnna: They're pretty wild. 

T: Did the things they do have any affect on you? 

Johnna: No. 

T: Did they keep you from having fun? 

Johnna: No. 
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T: Did they make you have more fun? 

Johnna: Umhmm. 

Chaz: Oh they were great because they liked, they 

started liking it at the very beginning and they 

just played, because Ben's been playing for a 

while so he knows. 

T: Did anything they do affect you? 

Chaz: Well when Ben started playing what he wanted it 

affected me because then I wanted to play what I 

wanted. 

Episode 12 

Despite Tom's spontaneous improvisations he neither 

considered himself part of the gang, nor did he want to be. 

T: So who's in the gang? 

Tom: Really I have no idea. 

T: I was talking about Ben, and Brad and Timothy. 

Tom: Oh, them. It's just sometimes they're ok with me 

and sometimes they're not. It's just what kind of 

mood I'm in. 

T: Are you in the gang? 

Tom: No. 

T: Do you want to be? 

Tom: I used to, not that much anymore. 
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T: Why? 

Tom: I just realized that I don't have to be around 

them to have fun. 

Episode 13 

Lynn, in responding to a question about the gang, 

recognized Ben's talents as an improvisor. Like Chaz, Lynn 

said the enthusiasm shown by the gang about improvising made 

her want to improvise more. 

Lynn: I thought it was pretty interesting, they're 

pretty good though. 

T: What were they good at? 

Lynn: Like improvising, like Ben, he was really good at 

that. 

T: The things they did, did that affect you in anyway. 

Lynn: You mean good or bad? 

T: Good or bad. 

Lynn: It kinda made me want to improvise a little bit 

more. 

T: It did? 

Lynn: Yeah. They're like, they can do that stuff in 

front of people, you know.... 
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Ben, Brad, Timothy, Ross and George were identified 

most often by other students as being in the gang. Of those 

students, only Ben, Brad, Timothy and Ross identified 

themselves as being in the gang. 

Episode 14 

Enjoying improvisation and having fun were the two key 

factors members in the gang identified as being requisites 

for affiliation. 

T: Who's in the gang? 

Brad: Timothy, me, Ben and I guess George. 

T: Why is it that those people are in the gang and not 

anybody else? 

Brad: Because, I don't know, like other people don't 

like to improvise very much and make it sound 

different, but we like to improvise. 

T: What would someone have to do to be in the gang? 

Brad: Be able to have fun and improvise. 

Episode 15 

Separately, Timothy responds. 

T: So who's in the gang, Timothy? 

Timothy: Well, me, Ben, Brad and Ross sometimes 

George plays with us ^cause we like to have one of 

a different instrument I guess. 
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T: Why is it that these people are in the gang and not 

anybody else? 

Timothy: Because we enjoy playing jazz and stuff and 

like Chaz does but he's a little, I don't know 

what he's doing but we like feel like playing and 

like Johnna and, they don't like to play too much, 

that's what I think. But me, Ben, we like to play 

jazz, it's pretty fun. 

T: What would someone have to do to be in the gang? 

Timothy: They just gotta get the feeling going, like 

have fun. Like I think Shelly tries to be in it 

be she's like uptight and feels bad when she makes 

a mistake and stuff. It doesn't bother us if we 

make a mistake. 

Episode 16 

Ben likewise uses the term 'uptight' to describe his 

peers not in 'the gang'. 

T: Ben, who's in the gang? 

Ben: Uh, ok. Me, Timothy, Brad, Ross, George and Josh. 

T: So why are these people in the gang and not anybody 

else? 

Ben: 'Cause they like to have a good time and they're 

not so uptight like the other people in the band. 
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T: What is it about the other people in the band that 

makes them uptight? 

Ben: Sometimes you can play better and have fun, and 

they just they don't have fun they just sit there 

and play regular band and I think band is supposed 

to be fun. 

T: So not just jazz band, band is supposed to be fun? 

Ben: Yeah. 

T: Why? 

Ben: Because it's not like a regular class and when 

you're learning it's easier if you add a little 

fun to it and try harder. 

T: What would someone have to do to be in the gang? 

Ben: Just loosen up and that's pretty much all. 

Episode 17 

George's exit interview brought some surprising 

responses. Although he had identified himself as part of 

the gang on some occasions, he did not always agree with 

what they did. George's feelings about the gang emerged in 

the exit interview from the very first question. 

T: Tell me what you've learned in the last 12 weeks. 

George: ....I've learned that everybody's part of the 

band I guess there's not just one soloist or 
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anything like that everybody works together. 

T: Tell me a little bit about being part of the band, 

you said something about everybody is part of the 

whole. 

George: Well you know some people try to put on a 

little show and everything and whenever that 

happens it doesn't sound like the actual thing, it 

just sounds like, oh, here's this person playing. 

When people play what they should and they put the 

accents where they should go and everything and 

play their best, it really smooths out and really 

sounds good. 

T: If you want to you can tell me whom you're talking 

about. 

George: Like Ben, Brad jamming around and stuff. It 

kinda takes away from the whole thing. They start 

to solo like a crowd pleaser and go xlaaa' and 

they get lost in the music and so like if they 

just play if they were standing up for a show 

while they're just sitting down and you know 

playing the music, then it just really fits into 

place. 

T: So who's in the gang? 
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George: The gang? The jazzy jazz kinda thing? 

T: Right. 

George: I'd say Ben, Brad, Timothy 

T: Anybody else? 

George: ...and I thought I was probably part of it for 

some portion of it and I'm pretty sure that either 

Ross or Glen were in it. 

T: So why do you think these people were in the gang 

and not anybody else? 

George: These people were so much more open about their 

playing. Like Jeremy, he was a really good player 

and he could do the improvisational part really 

good but he wasn't like, he was holding back. 

With Timothy, Ben and Brad and everybody, it was 

like, *Alright, you guys stop playing now' because 

they just really liked to play their instrument. 

T. At the beginning you were talking about them and how 

they put themselves before the group. 

George: Yeah, sometimes, just playing, or doing solo 

work and stuff which is good, I like to do that 

but uh, it's just like in a song, in some jazz 

stuff it's good to have someone doing 

improvisational soloing, but in songs like ^Reuben 
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and Rachel' and 'Blues for Mr. B' it really 

doesn't fit the feel of the song. 

T: Tell me a little bit about why you're in the gang 

but yet you're critical of Ben and Timothy sometimes. 

George: Well, uh.... 

T: Am I right first of all? 

George: Yeah, I think I'm in the gang because I'm an 

open player but I feel that you should really be 

open you just kinda get caught up in the moment 

and everything. Like the other people they would 

say, 'Oh, I don't want to be like that', because 

they would think that it was funny, but what they 

picture it as is those people are making fools of 

themselves, which I guess sometimes we even were. 

Episode 18 

In describing members of the gang, 'more open' was the 

phrase Ross used as well. 

T: Some of the people in the class said they were 

uncomfortable (with improvisation) did you ever 

feel that way? 

Ross: No. 

T: Why do you think that is? 

Ross: 'Cause I'm more open. 
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T: More open than somebody else, or more open than you 

used to be or what? 

Ross: More open than like Shelly and all them. The 

one's that don't improvise. 

T: What do you mean by open? Can you describe that? 

Ross: Well I don't care if I mess up I just keep going 

and they're like always worried about if they mess 

up or something. 

T: Who's in the gang? 

Ross: Me, Ben, Brad, Timothy and George. 

T: So why are these people in and not anybody else? 

Ross: Timothy told me. 

T: Timothy told you what? 

Ross: That I could be in it or something. *Cause he 

needed a drummer. 

T: Ok. So do you have any idea why no one else is in 

it? 

Ross: *Cause we're mainly the ones that improvise and 

like more loose than everybody. 

What *the gang' obviously wanted was an environment 

free of constraint, whether the constraint was sitting still 

in a chair or adhering to the music on the page. They loved 

to improvise. They also enjoyed the freedom to express 
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their ideas via embellishing their written music. The main 

recurring theme however, was, they wanted to have fun! 

Shelly, on the other hand, felt the environment created 

by 'the gang' (and my teaching style) gave students the 

impression that fun was the main goal. This clearly rubbed 

her the wrong way. Like Shelly, Lana felt it was important 

she and the group sounded good. Even members of the gang 

agreed they did not always sound good when they got *carried 

away'. When spoken to alone, the rest of the students 

enjoyed the atmosphere as it was or with more control over 

talking or playing out of turn. Without question, 'the 

gang' and the resulting environment was an important issue 

for these students. This environment, created by 'the gang' 

and the other concerns expressed by the students, was an 

important backdrop for understanding my own, specific 

concerns regarding articulation, rhythm and interpretation, 

individualized parts and improvisation. 



CHAPTER VII 

STUDENTS' VIEWS ON PLAYING AND LEARNING JAZZ STYLE, 

PLAYING INDIVIDUALIZED PARTS AND IMPROVISING 

Playing and Learning Jazz Style: Articulation and 

the Swing Interpretation of Rhythms 

As noted in Chapter II, teaching students how to Ma' 

tongue was the starting point. Second, I wanted to expose 

these students, if they were not doing it already, to ending 

notes with their tongues, or tongue-stop note releases. 

Finally, I felt it necessary to give these students a 

strategy for playing consecutive eighth notes in a swing 

manner. For this, I chose to teach them half-tonguing 

techniques. 

There were five issues related to the students' views 

on the swing interpretation of rhythms. Prior to my 

modeling, I wanted to hear students' initial rhythmic 

interpretations of a piece intended to swing. Once this was 

established and I began to model a proper swing 

interpretation, I sought the students' thoughts and actions 

while attempting to make the difference between a swing and 

straight interpretation of a piece. Third, I wanted to 

expose students to, and ask them to compare, reading eighth 
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notes versus the dotted-eighth-sixteenth figure. Fourth, I 

was curious to see how students would respond to the 

syncopated dotted-eighth figure. Finally, I sought the 

student's beliefs regarding what they found to be helpful in 

learning swing style. 

'Da ' Toncruincr 

Students were put in the teaching role to gain some 

information regarding tonguing with the syllable Ma'. 

Episode 1 

T: If you were going to teach someone to tongue in jazz 

band, how would you do it? Chaz? 

Chaz: I'd have them say Ma' for a little while, then 

I'd have them do the B-flat scale saying Ma', and 

then I'd have them do it on the horn. 

Brian: I'd probably have them say it without the piece 

in the mouth, and then put the mouthpiece in their 

mouth. 

T: Say what? 

Brian: 'Da'. 

Aubrey: I agree. 

T: Alice, what helped you learn to Ma' tongue the 

most? 

Alice: I'd try to say it in my head and then I put the 
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mouthpiece in my mouth and then say it while I was 

saying it in my head and think what it was 

supposed to sound like. 

T: If you were going to teach someone to tongue in jazz 

band, how would you do it? 

Alice: I would tell them to say it (da) in their head a 

few times, and then say it out loud a few times 

and then say it with the mouthpiece in their 

mouth, and then blow on their mouthpiece while 

they were saying it. 

During the exit interview, when students were asked 

what they learned in jazz band, every one of the horn 

players mentioned Ma' tonguing. Even though all of the 

saxophones said they had been exposed to Ma' tonguing 

through the tutoring of a visiting college student the 

previous year, only Shelly said she knew how to do it at the 

onset of the twelve week instruction period. 

Further, only Shelly and Ann noted their articulation 

as being context-dependent. This issue arose as early as 

the second day of instruction. 

Episode 2 

Shelly used the term "sharp" to describe a tonguing style 

that she incorporated which was different from the "smooth" 
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Ma' tongue, having utilized the softer Ma' tongue on a 

solo piece she had performed for a solo and ensemble 

contest. Later I discovered that Shelly had borrowed the 

term "sharp" from her dance background. 

T: You said earlier how you tongue depends upon what 

you play, how did you learn that, how did you know 

to change your tonguing? 

Shelly: I guess just different music calls for 

different things, I guess I knew it from dance. 

T: You have a dance background? 

Shelly: Yeah, it's like you do certain things sharp or 

certain things smooth. 

Episode 3 

Ann said she used Ma' tongue on some concert band 

pieces the prior year but could not specifically remember 

any names. In her exit interview however, Ann may have 

contradicted herself. 

T: Ann, you mentioned something about tonguing, what 

did you learn about tonguing? 

Ann: The different kinds of tonguing, like the Ma' 

tongue and the Mud-n' tongue. It get's kinda 

boring when you *t' tongue everything. To me it's 

pretty cool to have different types of tonguing to 
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play other than just that one. 

Episode 4 

During the saxophones' exit interviews, I drew a reed 

on a sheet of paper and asked the saxophones to put a M' 

where they felt their tongue was when they were Ma' 

tonguing. Michaela was the only student who mentioned some 

trouble with the Ma' tongue. During the third week, she 

asked, "Do we have to play with the Ma'?" Although she 

never mentioned any trouble with this tonguing after that 

point, her exit interview provided some insight into her 

understanding and confidence regarding this issue. 

T: Were you able to do the Ma' tongue, Michaela? 

Michaela: A little bit, I really didn't see much 

difference between putting your tongue here 

(points to the *t' she drew) and putting your 

tongue here (points to the M' she drew). 

Not wanting to assume they had previously been tonguing 

with >ta', I also asked all of the horn students to compare 

Ma' to how they were tonguing before and to put a name, 

like Ma', on that type of tonguing. Again every horn 

player but Shelly (who had used the term *sharp') described 

this previous tonguing as xta'. Figure 14 below illustrates 

where each of the saxophone players said their tongues hit 
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for the M' and the *t' tongue. If their tongue did not hit 

on the reed, they were told to put the M' or 't' above the 

reed. 

D D 

T T 
D 

Ann Alice 

T 
D 

Michaela Shelly 

D 
T 

Brian 

D 
T 

Aubrey 

Figure 15. Saxophones' descriptions of M' and *t' tongue. 

As can been seen, there was a discrepancy from student 

to student regarding their tongue placement for both types 

of tonguing. For Brian, there was also a discrepancy 

between his exit interview response and his in-class 

response to this question. During class, Brian said the 

Ma' tongue was on the roof of his mouth. In the exit 

interview however, Brian clearly drew his M' on the reed 

(Figure 15). With the exception of Michaela and Ann, the 

saxophones suggest the Ma' tongue to be further back in the 

mouth. 

Episode 5 

Every brass player but Brad described Ma' tonguing as 

being further back in the mouth than *ta' as well. Chaz 

reflected on what he had learned. 
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T: Tell me what you've learned in the last twelve 

weeks. 

Chaz: I've learned how to 'da' tongue real well and 

before I really couldn't... 

T: You said you couldn't do it at first? 

Chaz: No, because I wasn't used to it, I was used to 

regular old tonguing for a year. 

T: What's regular old tonguing? 

Chaz: You know, xte' xte' ^te' up towards the top and I 

had to teach myself to move my tongue back a 

little more. 

T: When do you think you got to the point you could do 

it? 

Chaz: Oh, about four or five weeks into it. 

Episode 6 

After Jeremy noted Ma' tonguing as one of the things 

he learned, I asked him to compare it to how he was tonguing 

before and asked what helped him in learning this 

articulation. 

Jeremy: Well, it's farther back and higher in the mouth 

than if I did it straight. 

T: If you had to give that other type of tonguing a 

word like Ma', what would it be? 



195 

Jeremy: Kinda, xta'. 

T: What helped you learn to make the difference? 

Jeremy: You made us say it a couple times and then 

start tonguing quarter notes. 

T: How long did it take to where you got it? 

Jeremy: Probably a couple weeks. 

T: If you were going to teach somebody how to tongue in 

jazz band, how would you do it? 

Jeremy: I'd have them say Ma' without the horn a 

couple times until they got used to it, try to 

figure out where it is that their tongue hits 

their mouth, and just play quarter notes and then 

practice some with the music. 

With the exception of Shelly and Ben, both of whom 

reported no adjustment period, every student mentioned it 

took them anywhere from two to six weeks to get accustomed 

to Ma' tonguing. Of all the different pedagogical 

approaches I utilized in teaching this articulation (see 

Chapter V), the one the majority of the students noted as 

being the most helpful was saying the word Ma' without the 

mouthpiece initially. 

The greatest trouble the students had with Ma' 

tonguing was remembering to utilize it. Consistently 



196 

throughout the instruction period, I would rehearse a 

passage and then ask students how they were tonguing. It 

was not until the twelfth week that students reportedly 

remembered to Ma' tongue in the context of rehearsing a 

piece of music. 

Toncrue-Stop Note Releases 

How were students releasing notes, with their tongues 

or with the air? What was easier for them, a tongue stop or 

air release of the note? 

Episode 7 

Every student but Ben and Shelly said they were 

stopping notes with their tongue. Similarly, every student 

but Shelly felt the tongue stop was easier than the air 

release. 

T: Jeremy, why do you think it's easier to stop the air 

with the tongue? 

Jeremy: That's how I've always done it. 

T: Chaz, what do you think? 

Chaz: My tongue (stop is easier) because when you got 

air, I mean you stop it with your tongue you still 

have air behind your tongue you know, so you can 

get your other note really quick and if you just 
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stop it with the air you have to build up all you 

air again. 

T: Aubrey, why do you think it's easier to stop the 

note with the tongue? 

Aubrey: You can't really control it if you try to stop 

it with the air. 

T: Timothy? 

Timothy: My tongue (is easier) because I can go faster 

that way. 

T: Lana? 

Lana: Probably because of what Chaz said. 

Brad: I can tell you. 

T: What do you think Brad? 

Brad: It's what I always do and that's what I'm used 

to. 

Half-Tonauincr Techniques 

One final issue related to articulation was half-

tonguing. While the students were being introduced to doo-

dle (brass) and dud-n (saxophones) tonguing, and after 

rehearsing this technique for several minutes, Aubrey, 

Shelly and Michaela expressed their opinions. 

Episode 8 

Aubrey: I don't see the difference. 
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T: You don't see the difference between that and what 

you were doing before? 

Aubrey: I was playing the same before. 

Michaela: (Nods her head in agreement) 

T: You don't see the difference either Michaela? 

Shelly: It just sounds like Ma' tonguing. 

Michaela: And it messes up the third note because you 

go Mud-n du... 

Shelly: I mean it sounds the same as Ma' tonguing, 

it's different from the *ta', but it sounds the 

same as Ma' . 

Episode 9 

Three class sessions later Aubrey vacillated from her 

original position on this issue, and Brian made his feelings 

known as well. 

Aubrey: I do not know how to do that Mud-n do da'. I 

can't tell the difference from that and da da da 

da. 

T: The *n' is a half-tongue where the tongue goes up 

and stays on the reed instead of going right off 

of it. 

Aubrey: Ok. 

Several more attempts are made and questions are posed to 
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the brass. 

Aubrey: I can't get it. 

Brian: I can't get it either, I can't tell the 

difference. 

T: Well, Ok, Aubrey, did it help you when I said to 

leave your tongue up there? 

Aubrey: Yeah, but I still don't know if I'm doing it. 

Episode 10 

In the brass section, all of the trumpets said they 

could doo-dle tongue. The trombones expressed some trouble. 

T: Brass, can all of you tongue like that? 

Brad: I can kinda. 

Lana: It's hard to get used to. 

T: What's hard about it? 

Lana: That XL' in there. 

Lana elaborated on this response in the exit interview by 

adding: 

Lana: The *L' part, I couldn't get that. I just couldn't 

get the sound to come out of my horn. 

Brad likewise explicated: 

T: Were you able to doo-dle tongue? 

Brad: Not very good [sic]. 

T: What was hard about that? 
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Brad: I don't know it was just weird. 

T: What was weird about it? 

Brad: It was different from all the other ones, kinda 

like just regular Ma' tonguing. 

T: What do you think was the hardest thing about it? 

Brad: Just getting it to sound right. I could never 

get it to sound right when I played like that. 

Students' Initial Rhythmic Interpretations 

As early as the second day, I was comfortable with the 

students progress on Ma' tonguing and began to work on 

swing interpretation. At first, I asked for volunteers to 

try to play xAura Lee' before I modeled it. 

Episode 11 

The following episode is an excerpt from the second day 

of instruction. 

T: How many of you guys remember ^Aura Lee' or ^Love Me 

Tender' from last year? 

(Josh, Aubrey, Shelly, Timothy, Chaz and Tom remember) 

Shelly: This is in a different key than that was. 

T: Yes Timothy? 

Timothy: Are we gonna play this now, because I'm not 

sure how it goes in the first measure. I know the 

two quarter notes but I don't know... 
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T: The notes or the rhythm? 

Timothy: The rhythm. 

T: Is anybody else having trouble with the rhythm? 

Ann: Me. 

Shelly: I don't think so. 

T: Did anybody go home and practice it last night? 

Ben: I did sir. 

T: Ben can you play it for us? 

Ben: I don't know. 

T: Why don't you try the first measure. 

Ben: Ok. 

(Ben plays the rhythm correctly with a straight 8th 

note interpretation, slurring the 3-and. figure) 

Timothy: I'll try. 

T: Alright, go ahead. 

Timothy played the rhythm correctly with a straight 8th 

feel followed by Chaz, Shelly, Tom, Aubrey, George and Brian 

who each take a turn playing the first measure. Every 

student played the rhythm correctly, with a straight eighth 

note feel. 

Episode 12 

The rhythmic combinations created by a swing 

interpretation of ^Aura Lee' were also a problem for Lana. 
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T: Ben said he tried to practice yAura Lee' at home 

last night, did anyone else try? (Lana raises her 

hand) Were you able to get it? 

Lana: No. 

T: What was the biggest thing that got in your way? 

Lana: The rhythm. 

Lana would reflect in the exit interview: 

T: Talk about the process you went through to learn how 

to play rhythms swing. 

Lana: Ok, well, I wasn't very good at swing when I 

first started and I'm not perfect now, but I'm a 

lot better than I used to be because we just 

practiced it and I got used to it, more 

comfortable with it. 

Episode 13 

Alice noted rhythms in jazz band as being harder and 

faster than concert band. I asked Alice if anything 

challenged her about jazz band. 

Alice: The rhythms were a little bit harder than what 

we played in concert band. 

T: What challenged you about the rhythms? 

Alice: They were faster. 
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Episode 14 

For Brad, it was difficult to make swing and straight 

interpretations of the same song sound different. 

T: Think about how you played swing rhythms at the 

beginning and how you play them now... 

Brad: It was hard for me to make it sound different 

from the regular rhythm.... 

Rhythm was cited the most by students as being 

challenging. This challenge was reflected in their thoughts 

and actions in a swing context. 

Students" Thoughts and Actions 

Initially, only Ben clearly differentiated between a 

swing and straight interpretation. The second time, Jeremy, 

Shelly and Lana were also able to make this difference. 

Episode 15 

What were they doing or thinking about to make this 

difference? 

Shelly: Just accents on the swing. 

T: That's it? 

Shelly: Well not really accents, but just holding some 

notes out longer than others. 

T: Ok. 

Shelly: I don't know, not playing straight. 



204 

Ben: A car with cool wheels, it's like jazz and regular 

band. 

T: Can you elaborate on that? 

Ben: Cars like swerving, that's kind of: like jazz and 

cars goin' fast and that's regular band (making a 

choppy motion with his hand) 

On the second occasion, Ben would make another analogy. 

Ben: It's just kinda like, making one smoother than the 

other. 

T: Which one's smoother? 

Ben: Gliding on the air (raises arms in flying motion) 

and then the other one's like du, du, du, du 

(singing rigidly). 

T: Which one is which? 

Ben: The swing one... gliding in the air. 

Episode 16 

Like Ben, both guitarists (Josh and George) noted 

having a picture in their head to help them conceptualize 

swing. 

T: Talk about the process you've gone through to learn 

how play swing rhythms. 

Josh: You mean where you said play it like regular then 

play it jazzy? How I came to do that? 
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T: Right. 

Josh: I guess I kinda have this picture in my head of 

what jazzy is and just kinda try to do that. 

T: What is this picture in your head? 

Josh: When I'm playing regular (straight) it's like a 

quarter note or half note mixed together, and 

jazzy's kinda maybe like some dotted-half notes 

and just like dotted-quarter notes with some 

different rhythms, and maybe like some vibratos or 

whatever. 

George would likewise visualize to play swing: 

T: Talk about the process you went through to learn how 

to play swing rhythms. 

George: Well, like when I first started out, I didn't 

play any jazz I was just playing all the popular 

stuff that's on the radio now and I thought it was 

pretty straight forward. Then when I got into 

jazz it was more quarter notes and it was just 

more like bum, bum, bum, bum (emulating a walking 

bass line). I always picture in my mind, I'm 

going like up a hill and I'm at the top of the 

hill and then I ROLL back down, du, du, du, DU, 

that sort of thing and so I had to learn from 
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going just playing kinda monotone to really 

putting music into the music I guess. 

Despite playing the two different styles correctly, 

neither Lana nor Jeremy could explain their thought 

processes or physical changes. The other students had 

trouble playing the two interpretations distinct from one 

another without a model immediately before, or drums played 

simultaneously. The rest of the students would swing when 

they were supposed to be playing a straight interpretation. 

Epjgpde 17 

There was some consistency from student to student with 

regard to associating a softer tongue with swing style. 

Johnna, Brian, Brad, Timothy, Michaela, Alice, Shelly, Chaz 

and Ben all said they tongued smoother (Ma' tongue) when 

they played the swing interpretation. Tom, Lynn and Brad 

similarly said the difference between swing and straight was 

legato and staccato respectively. 

Lynn: Well ok, on the piano you kinda have to, I guess 

hold the beat or not make it staccato or anything, 

just legato and slower and put some emotion into 

it. 

At one point or another, Alice, Ann, Chaz, Brian and 

xthe gang' (Brad, Ben, Timothy and Ross) would respond 
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similarly to Lynn's "put some emotion into it" and say "you 

have to get into it" or "put you body into it" when playing 

swing or to help differentiate between swing and straight. 

Episode 18 

However, when I realized most of the students could not 

perform or verbalize the difference between a swing and 

straight interpretation of a song, I modeled and had the 

students sing one of the songs using a 1-te, 2-te, etc. 

system for the straight interpretation and 1-li, 2-li, etc. 

system for the swing interpretation. I hoped this would 

help the students subdivide the beat differently while they 

played. Inclusion of the numbers only confused Aubrey and 

didn't help the others. 

T: Is this type of singing not helping you with the 

rhythms or is it? 

Aubrey: No really, because you count, that just 

confuses me. 

By the end of the twelve week instructional period all 

the students could differentiate, while playing, between a 

swing and straight interpretation of the same song. 

However, this was only true when the drums were included and 

when I modeled the appropriate style immediately prior to 

their performance. Only Ben, Shelly, Jeremy and Lana could 
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make this differentiation without the external cues. 

Eighth Notes Versus the Dotted-Eiahth-Sixteenth Figure 

I wanted to see if students had a preference as to 

which rhythmic figure they would rather look at while they 

were playing *Satin Doll'. 

Episode 19 

T: Given that XA' and VB' sound exactly the same, which 

would you rather look at, Shelly? 

Shelly: XA' because I mean we're kinda used to reading 

stuff straight, so if it's written out like that, 

then it isn't as confusing when you go back to 

concert band. 

Chaz: I say XB' because then we can call it jazzy jazz, 

*cause then you can change it and make it like *A' 

and it's easier to do that way. 

During this focus group session, the rest of the students 

said it didn't matter which version they looked at while 

they played. 

Episode 20 

During their exit interviews however, Jeremy, Chaz and 

Timothy mentioned the dotted-eighth sixteenth figure as 

being challenging. 

T: Was there anything about jazz band that challenged 
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you? 

Jeremy: Some of the new rhythms.... 

T: What was new about those rhythms? 

Jeremy: The eighth notes and then there was like a 

dotted-sixteenth [sic: dotted-eighth-sixteenth]. 

Episode 21 

Chaz compared this experience to his previous concert 

band experience, noting a lack of prior experience with this 

rhythmic figure. 

T: Was there anything that challenged you about jazz 

band? 

Chaz: Yeah, xBlues for Mr. B', that real fast rhythm 

and ^Satin Doll'. 

T: What was it about ^Satin Doll' that challenged you? 

Chaz: It was the music, I wasn't used to it. 

T: What was it that you weren't used to? 

Chaz: The note patterns you know like, it was a little 

different than regular band, and I wasn't used to 

it. 

T: When you say note patterns, do you mean the 

combination of A-C-F? 

Chaz: No, the rhythm of it. 

T: What was the difference that you weren't used to? 
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Chaz: In regular band, we never had like a dotted-

eighth note and sixteenths, and a couple of 

sixteenths behind it, we had to learn that one. 

Episode 22 

Timothy would describe the dotted-eighth-sixteenth 

figure as *weird', and ^awkward' to play initially. 

T: Was there anything about jazz band that challenged 

you? 

Timothy: xSatin Doll' was the only thing really. 

T: What was it about that? 

Timothy: It was just, I thought it was weird, I didn't 

really get the hang of it too much. 

T: What was weird about it? 

Timothy: It like was a different beat. Like the 

dotted-eighth notes and the regular eighth notes, 

those were weird to me. 

T: Was it looking at it or playing it? 

Timothy: Well after a few times I could play it, but it 

was just awkward the first few times I played it. 

The dotted-eighth-sixteenth figure was not the only 

aspect of ^Satin Doll' which confused some students. This 

piece also included a syncopated dotted-eighth figure. 
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The Syncopated Dotted-Eiahth Figure 

Immediately after the dotted-eighth-sixteenth rhythm in 

xSatin Doll' is a syncopated dotted-eighth note rhythm on 

the upbeat of count one. Both of these rhythmic figures 

were new to the students. 

Episode 23 

The students rushed the syncopated dotted-eighth figure 

consistently. Even for Ben, the most experienced and 

confident player, this figure was confusing. 

Ben: Can you cue us in or something? 

As mentioned in Chapter VI, I clapped my hands on the 

downbeat, pointing at the students to cue them. This form 

of guided practice appeared to help some of the students. 

Spisocle 24 

The previous year, the students were taught to impulse 

dotted-eighth notes in order to hear now long to hold them. 

Despite being an inappropriate procedure in this context, 

Chaz drew upon this prior knowledge. 

T: In order for you to find where the first note of the 

second measure goes, I'm going to clap my hands 

and then point to you. Yes Chaz? 

Chaz: Do you want us to impulse the dotted-quarter 

note? 
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T: No, don't impulse it. That's a good question though. 

The trombones and saxophones also had this figure in 

xBlues for Mr. B' on beat three after a half note. Like 

^Satin Doll' they were either rushing this figure, or had no 

idea where to play it. Reiterating my instructional 

procedure in this context, I utilized the drummers to help 

cue this figure (Figure 13, p. 127) . I had Glen or Ross 

play two triplet figures on the snare drum while the 

trombones and saxophones played the half note. On beat 

three a bass drum kick was played to cue the release of the 

half note and set-up the syncopated dotted-half note. A 

crash cymbal was then played simultaneously with the 

syncopated figure. Every student but Shelly, who reported 

listening to the trumpets' melodic figure as a cue, said the 

drums helped them hear where to put the syncopated dotted-

eighth note. 

What Was Helpful in Learning to Swing? 

Of all the procedures I incorporated to help students 

learn to swing rhythms, they noted my modeling, and 

especially my singing as helpful. Some students mentioned 

the drums as well. 
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Episode 25 

Here are a few of the students comments from both class 

sessions and exit interviews. 

T: Was there anything I did that helped you learn jazzy 

jazz rhythms? 

Ann: Yeah, when you'd play on the clarinet, it showed 

me what the difference was between the two (swing 

and straight). And when you had Ross or Glen play 

that helped me and get me more into it while I was 

playing that helped. 

T: What was it about the drums that helped? 

Ann: The beat and everything. 

T: Hearing the different beats? 

Ann: Umhmm. 

T: And what was it about the clarinet that helped you? 

Ann: It just showed me how it was supposed to be 

played instead of just clapping, when the rhythms 

are clapped that messes me up. To actually hear 

it played helps a lot. 

Episode 26 

Lana reflected on learning swing rhythms. 

T: Was there anything that I did to help you learn 

those (swing) rhythms? 
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Lana: Probably, I just can't remember... Oh, when you 

would say it, sing it or clap it and when you 

played it on your instrument. 

Episode 27 

Timothy responded to the same question. 

Timothy: Yeah, when you had like the words you said 

like on the piece of paper. 

T: Da-ka-du-dat and that kinda stuff? 

Timothy: Yeah. 

Episode 28 

Jeremy, reflecting in the exit interview, said: 

Some of the new rhythms (were challenging) but 

I caught on pretty fast after you sang it. 

Jeremy would again allude to my singing after I asked 

him to describe the process he went through to learn how to 

swing rhythms. 

Jeremy: You singing, that stuck in my head. 

gpisode 29 

Vocalization also helped Ben, Chaz and George. 

Ben: The syllables (helped me) and your words, you know 

like da-ka-du-dat. 

Chaz: Yeah, doing that..., singing it to us (helped), 
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you know, that du-da and all that. 

George: Yeah, the singing, that really helped. 

Episode 30 

Interestingly, two of the students who had little 

trouble differentiating between swing and straight (Shelly 

and Ben) during performance noted other procedures to be 

helpful for them. 

Shelly: Probably, fingering along while you play it. 

Ben: I think it was the way we practiced our tongue. 

Playing Individualized Parts 

We had been playing the xAura Lee', ^Skip to My Lou' 

and ^Reuben and Rachel', when the following focus group 

discussion occurred. 

Episode 1 

During the sixth week after rehearsing xSatin Doll' for 

the first time, students made the following comments: 

T: You guys seem to be having more trouble with this 

than the things that we've done in the past. I'd 

like to get your feelings on why. 

Ross: Because we've been playing the other songs 

longer. 

T: What do you think Johnna? 

Johnna: I think it's because the rhythms are different. 
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T:- Ok, Chaz? 

Chaz: We know basically the rhythms to the other songs 

and we got the feel to that rhythm. 

T: Good, what do you think Shelly? 

Shelly: Well, yeah it's like, ^Skip to My Lou' we've 

already heard pretty much the melody for that, we 

just put the rhythms a little different, but this 

piece we've never heard and we've never played 

this rhythm before. 

Michaela: Can somebody play it for us one more time? 

Unlike in the preliminary case study, no students 

reported fear or anxiety with respect to playing 

individualized parts. Michaela however did prefer xSkip to 

my Lou' and songs where everyone had the same part as 

opposed to the tunes with individualized parts. Every 

student but Ross regarded the songs with individualized 

parts as more demanding. 

Episode 2 

As an example, Michaela was asked if she found anything 

challenging about jazz band. 

Michaela: I had to sit by Shelly and she had a 

different part than I did and so I had to play 

that part with her playing a different part. 
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T: What was challenging about that? 

Michaela: She was playing different and normally I sat 

beside a person that had a second part and so I 

would be able to listen to them and make sure I 

was doing it right but she was playing something 

else, so I had to learn not to listen to her. 

Several students said they shut out or ignored the 

person or people sitting near them who played a different 

part. Brian was asked about playing xBlues for Mr. B' and 

xSatin Doll'. 

Brian: You don't have anybody next to you that had the 

same type thing as yours so you couldn't be 

listening to them and playing what they're 

playing. 

T: How did this affect your playing? 

Brian: I'm used to having Ann and the trombones right 

next to me who usually have the same part as me. 

I had to try and drown them out to just play my 

part. 

As can be seen, Brian, like Michaela, compared this 

experience to his previous concert band experience. Even 

the most confident players noted having to listen in a 
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vacuum .. 

Episode 4 

Revered by his peers as one of the more confident 

players in the group, here are Ben's thoughts on playing 

,Blues for Mr. B' and ^Satin Doll'. 

Ben: I liked that there was only one person per part 

and it was more challenging because the person 

next to you is playing something different, you 

had to adjust to it. 

T: What kind of adjustments do you have to make? 

Ben: You have to try to keep the beat and only listen 

to you and not listen to the person next to you. 

Episode 5 

One student found his part in ^lues for Mr. B' to be 

so confusing that he wanted to alter it to reflect the parts 

played by the rest of his section. While working on an 

eight bar section of *Blues for Mr. B' in class, Timothy 

raises his hand. 

T: Yes, Timothy? 

Timothy: Can I make the last measure to go like theirs' 

(Lana's and Brad's)? 

T: You want to change the last measure to something 

like theirs? 
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Timothy: Yeah, because it doesn't sound good, I can't, 

it's just different. 

When melodies are voiced homophonically for band or 

jazz band instrumentation, the first chair player is often 

given the melody and the rest of the section, or if the 

passage is tutti, the rest of the horns are given the 

melodic rhythm with lower pitches. 

Episode 6 

This fact was not lost on Chaz. Upon my remark, he 

responded. 

T: You seem to be having trouble with that part. 

Chaz: It sounds different from theirs (Jeremy and Ben), 

you wanna play like theirs and it's hard. 

T: You want to play it.... 

Chaz: They play a little higher. 

T: It's a harmony, the rhythms are all the same but the 

notes are different, they're lower. 

Chaz: It makes me want to play like them because it 

sounds like we're (Johnna and Chaz) playing it 

wrong. 

Episode 7 

Likewise, Alice perceived an underlying harmony as a 

mistake. Here were her thoughts one day while playing 
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'Blues for Mr. B'. 

Alice: In measure fifty-four, is that last note an E, 

because that doesn't sound right at all. 

T: Yeah, that's an E, why don't you think it sounds 

right? 

Alice: Because everybody else is higher, and I'm like 

alone. 

Episode 8 

Brad also had an opinion about his harmony part in 

'Blues for Mr. B'. In fact, he preferred only to improvise 

on 'Blues for Mr. B' and not play his part. 

Brad: Mine doesn't sound good. My part doesn't sound 

good. I'm like playing higher than they (Lana and 

Timothy) are. Can I be the person who plays in 

there (improvises in rests) and not play the rest 

of the song? 

T: Why don't you want to play the rest of the song? 

Brad: Because it's hard. 

Range expansion of the outer voices is often another 

by-product of individualized parts. There was one section of 

'Reuben and Rachel' where the saxophones were voiced 

homophonically, not unison. 
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Episode 9 

Shelly raised her hand: 

Shelly: Can I take it down an octave, it's way on up 

there, I have C's. 

T: I need you to do your best because that's... 

Shelly: Ok, I can do it, it's just annoying. 

T: Part of the reason you're up there is because it's 

the first sax part and it needs to be the highest 

part. 

Shelly: Ok, it's just high. 

Episode 10 

Reflecting during the exit interview, Brian also 

brought the range issue to the fore. He was asked if 

anything challenged him in jazz band. "Blues for Mr. B' was 

harder, some of the notes were higher and it was harder to 

get them out". This range expansion also sends the lower 

parts lower and, at least for Timothy, created some 

confusion. 

T: One time we were playing 'Blues for Mr. B' and you 

were having trouble with your part, do you 

remember that? 

Timothy: Yeah, mine was lower, and (Lana's and 

Brad's) were higher, it was giving me a hard time. 
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The bari-sax part in ^Reuben and Rachel' was identical 

to the trombones' part rather than to the saxophones'. 

Aubrey's part included half notes on downbeats while the 

rest of the saxophone section had a dotted-half note on beat 

two. She was holding these half notes too long, confusing 

herself as well as the rest of the section. 

Episode 11 

Two excerpts from class relate her revelation, with 

Brian's help. First, after rehearsing the trombones and an 

initial count-off for the saxophones, I realized the problem 

and posed the following question to Aubrey: 

T: You have half notes right? 

Aubrey: Umhmm. 

T: You don't have what they have. 

Aubrey: Ok, no wonder. I thought I was off. 

Aubrey makes the same mistake during the next trial and 

I want to see if she knows that her part is like the 

trombones'. 

T: Who's part is your's like? 

Aubrey: Uh? 

T: If it's not like the saxes, who's is it like? 

Brian: The trombones. 

T: Right Brian, let me have the trombones and bari sax 
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at letter B. 

The next day Aubrey remembers this incident, 

understanding she should rehearse her part with the 

trombones and not with the saxophones. 

T: Saxes at letter B, let me hear you. 

Aubrey: Is that the part I keep messing up? 

T: Why don't you wait... 

Aubrey: (points to the trombones) 

T: ...yes, you'll play when the trombones play. 

Aubrey: Ok. 

Another consequence of a four- or five-part close 

(within an octave) voicing technique is that the voices 

below the melodic line often involve chromatics in order to 

make the voice-leading as smooth as possible. 

Episode 12 

On two separate occasions, once when ^Blues for Mr. B' 

was first given to the students, and once two days later, 

Aubrey had an opinion about her part. First, AMr. B' is 

given to the students and they are looking over their parts. 

Aubrey: This is hard. 

T: Aubrey, you said this is hard? 

Aubrey: Yeah, it looks hard. 

T: What makes it look hard? 
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Aubrey: There's a bunch of sharps and flats. 

Two days later the class just completes a unison drill 

designed to familiarize them with the rhythm and melody of 

*Mr. B' at rehearsal letter 55, and then are told to try 

their part at 55. 

Aubrey: This is hard. 

T: What's hard about it, Aubrey? 

Shelly: It just looks scary. 

Aubrey: It just looks hard because there's a bunch of 

sharps and flats. 

The pianists each had taken multiple years of private 

piano and could read music well. They were asked to take 

turns reading the written piano parts. The Jazz, Rock and 

Harmony collection included only the monophonic melodies. 

The remainder of the repertoire was grand staff notation 

with chord symbols included. Because both students were 

having trouble with these parts, I told them to play only 

the right hand part. The left hand parts were often an 

exact transcription of the bass parts and were not 

necessary. 

Episode 13 

Tom had trouble hearing how his left hand part fit 

rhythmically with the band in ^Satin Doll' and ABlues for 
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Mr. B'. While rehearsing 'Satin Doll' Tom raises his hand. 

T: Yes Tom. 

Tom: It seems like, it's really weird, we can't figure 

anything out. 

T: You can't figure anything out? 

Tom: It's like you guys are going faster, Ma da da da-

dat', and we went Ma da da da'. It seems like 

our tempos on the whole piece are just different. 

We're just sitting there and we're playing it like 

it says. 

Episode 14 

Five class sessions later, I tell the class that 

everyone has a different part on 'Blues for Mr. B' and Tom 

responds to my comment: 

Tom: Yeah, our's is messed up. It sounds weird because 

it sounds like everybody's speeding up but it 

doesn't match, it sounds like it doesn't match. 

The other pianist (Lynn) and the guitarist (Josh) were 

struggling with playing chords. Josh had never read chord 

forms prior to this experience. He was very comfortable 

reading notes on the staff. Although I began by introducing 

him to chord forms, in order to accommodate his prior 

knowledge, I ultimately wrote two note homophonic voicings 
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to replace his chordal parts. These two notes were always 

the third and the seventh of the given chord. 

Episode 15 

Too many chords moving too quickly was their concern. 

Josh and Lynn reflected during the exit interview: 

T: How do you feel about playing your part on ^Blues 

for Mr. B' and ^Satin Doll'? 

Josh: ^Blues for Mr. B' is too, I don't, I can't get 

that. I have no idea. 

T: What is it that you can't get about it? 

Josh: I know some of the chords but I just can't get 

them fast enough is all. 

Lynn answers the same repertoire question, noting an 

overabundance of chords in ^Mr. B'. 

Lynn: It was kind of hard (laughs). 

T: What was hard about it? 

Lynn: The chords. 

T: If you were to tell the person who writes that music 

how to make it easier to play chords for you, how 

would you do it? 

Lynn: Well put less of them because you're trying to, 

you know you want to stay with the band but you 

want to do it right, and you want to do the chords 



227 

right and it's kind of hard to move really fast, 

not that we were moving fast (laughs). 

Chords were clearly a source of confusion for Lynn. 

She preferred "%Skip to My Lou', stuff like that, Beethoven, 

but I have trouble with chords". 

George, the bass player, had taken seven months of 

private lessons prior to this eighth grade jazz band 

experience and his reading skills were more than adequate. 

He had no trouble playing a walking bass line to *Aura Lee' 

and xSkip to my Lou' while the rest of the group played the 

melody. In fact, when asked if he preferred playing the 

walking bass line or the melody, he exclaimed, "Oh, that 

bass line you wrote, it rocks!". The only time George 

faltered in his bass duties was during xBlues for Mr. B'. 

Episode 16 

While the group was working on this piece, he continued 

to get lost in the 12-bar form, something he had not done 

while playing the 12-bar blues bass line I had written for 

him as an improvisatory vehicle for the group. 

T: Are you playing the right bass line, it sounds a 

little funky to me. 

George: Yeah, it does sound funky to me too. Well, 

because I skip on some of the notes like, such 
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notes as, well see like I have to go up here when 

I do the C, I shift it to get this note (a low A). 

This large leap in the written bass line, or "chord 

jump" as George would later call it, was what he noted as 

being challenging about jazz band because it "really kinda 

threw me off". 

Episode 17 

Was there anything that challenged the students' about 

jazz band? Below are some responses to this exit interview 

question. 

Alice: 'Satin Doll', but we really didn't learn it that 

much. 

Brian: Like 'Blues for Mr. B', some of those were 

harder. 

R: What was more difficult about it? 

Brian: Well you didn't have anybody next to you that 

had the same type thing as yours... 

Aubrey: 'Satin Doll'. 

R: What made that challenging? 

Aubrey: The rhythms. 

Timothy: 'Satin Doll' was the only thing really. 

R: What was it about that? 

Timothy: I thought it was weird, I really didn't get 
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the hang of it too much. 

Chaz: Yeah, *Blues for Mr. B' that real fast rhythm, 

that and xSatin Doll'. 

Everyone in the rhythm section but Ross also noted 

^lues for Mr. B' and ^Satin Doll' as challenging. For the 

chordal instrument players, the chords moved too fast in 

these songs. 

During the previous year, common practice for the 

concert band percussion section members was to learn their 

respective parts with the percussion instructor and then 

join the band once their parts were learned. In jazz band, 

the drummers were learning their parts simultaneously with 

the rest of the band. Both Glen and Ross had been taught to 

play basic rock and swing beats the previous year as well. 

Learning something new while playing with the band was 

certainly an issue for Glen. "Satin Dolls" [sic] was a 

challenge for Glen because "we haven't learned that stuff 

yet and we had to look and learn it while we were playing it 

so it was a little bit harder". "Switching around playing 

different things, switching around on the set" was also 

challenging for Glen because "I hadn't learned that yet". 

Despite the challenge, all of the students but one 

(Michaela) preferred the challenge of individualized parts. 
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"It's funner", Alice says. When asked to compare their 

performance on the unison familiar tunes and the repertoire 

with individualized parts, Lana summarized: "Of course most 

people are going to be better at xSkip to my Lou' because we 

all have the same part, it's easier, but once we get used to 

this (xBlues for Mr. B') and we get better, it will be more 

fun". 

Improvising 

Week four brought the first day of improvisation. I 

began by teaching Ellington's ^C-Jam Blues' by rote with the 

clarinet, and then the blues scale was distributed. In the 

scene described below, Ben is talking to Brad, Shelly 

expresses her opinion about the sound of the blues scale, 

and I forget to give a copy of the scale to Aubrey. 

Aubrey is given the handout and the students play the scale 

again. Ben and Timothy move in their chairs, in time. The 

^STOP' and ^GO' signs are held up and students notice them 

and obey, all but Ben. 

Episode 1 

Ben: (To Brad) Hey this is what I was telling you 

about! 

Shelly: The blues scale sounds like *Porgy and Bess'. 

T: Everybody play the scale please. One, two, half 
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notes go. 

[TRIAL] 

T: Do it again. Yes Aubrey? 

Aubrey: I don't have it. 

T: Oh, I'm sorry. One, two, half notes ready, go. 

[TRIAL] 

T: You're all going to play some notes from that scale, 

pick any notes you want, I only have three 

guidelines: one, stay in your chair, two, you 

don't overblow, and three, don't blow in anybody's 

ear. Pick any notes you want and go, play! 

[TRIAL] 

T: I'm going to give you (Brad) a ticket for running a 

stop sign! (The students laugh at this remark) 

Episode 2 

During the second day of improvisation, xC-Jam Blues' 

is reinforced through my demonstration on clarinet. During 

the first trial, Ben, Brad, and Timothy raise their horns on 

the high note in each phrase of the melody, while Tom 

improvises in the rests. 

Ben: I love that! 

T: George, you're going to play that 12-bar walking 

pattern for me. 
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George: Yeah, why not. 

T: One, two, one, two, ready go. 

[TRIAL] 

T: Tom was that you playing in between? 

Tom: Yeah, I was playing in between. 

Ben: Yeah, he was improvising. 

T: I liked it. 

Ben: It was pretty cool, it was jazzy jazz. 

As reported in Chapter IV, Ben was paying Tom the 

highest compliment a student in 'the gang' would pay any 

student in this class. With respect to unsolicited 

improvisatory attempts, Tom was the exception, although he 

certainly was not alone. The nucleus of 'the gang' (Ben, 

Brad and Timothy) would similarly improvise in the spaces 

created by the melody of 'Blues for Mr. B', on a later day. 

Impromptu improvising for these students and Ross came 

easily and began much sooner. Ross was improvising endings 

to his rock beat while the other students were playing 'Skip 

to my Lou' and 'Aura Lee' as early as the third day. Brad 

added vibrato to one of his half notes in 'Aura Lee'. "Did 

you hear me?," he queried. "We did some jazzy jazz", Ben 

chimed. Timothy was equally interested in embellishing his 

music. 
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Episode 3 

During the third week, we were working on the Ma' 

articulation on a Concert B-flat scale and Timothy raises 

his hand, "Can we jazz it up a bit?" Ben wanted to change 

the straight quarter note melody to ^Reuben and Rachel'. 

T: Ben you had a question. 

Ben: I want to know about the fourth measure of B, I 

want to go....xda da, da da'. 

T: You want to slur it or you want to change the 

rhythm? 

Ben: I'll show you, yeah, change the rhythm a little 

bit. 

[TRIAL] 

T: Trumpets, if you can do that all together, let's do 

it. 

Ben used diminution on the three quarter notes in the 

fourth measure to make the figure one quarter and two 

eighths. Figure 13 is the original and Ben's embellishment. 

Original Ben's embellishment 

Figure 13. Ben's embellishment of ^Reuben and Rachel' 
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Not everyone was this comfortable with improvising 

individually, nor did many other students (only Shelly and 

Alice) show any interest in an unsolicited embellishing of 

their written music. 

Episode 4 

The first full day of improvisation during the fifth 

week illustrates the beginnings of this reluctance. 

Excitement by 'the gang' is visible as well. 

T: Rhythm section play the 12-bar blues for me. Horns, 

improvise. 

Timothy: On any notes we want? 

Ben: Are you serious, alright! 

T: Everybody. Any notes you want. 

Ben: Alright, jazzy jazz. 

Michaela: Do we have to? 

T: One, two, ready, go. 

Not hearing Michaela's comment, I took the students 

through two trials all together, flashing 'STOP' and 'GO' to 

individual horn sections in four bar phrases. While Ben is 

asking about playing in the higher octave, Johnna looks up 

at me after the announcement about improvising individually, 

leaves her chair and returns with valve oil. 

Episode 5 
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During the first trial, I pick Tom, Brad, Timothy, 

Aubrey, Chaz and Alice. Each student takes a four bar solo, 

directed by me with the ySTOP' and *G0' signs. 

T: Now we're going to go one by one, but only as I 

point to you. 

Michaela: Can we play xSkip to My Lou'? 

T: You want to play ^Skip to My Lou'? 

Michaela: This is boring. 

When Michaela's turn arrives, she does play. When 

Johnna's turn arrives, she continues to oil her second valve 

and never improvises on her own. Were Johnna's actions a 

reaction to the announcement that they would be improvising 

by themselves? She had improvised with the group for 

several minutes before this and no problems had occurred 

with her valves. Or, did she just need some valve oil? She 

wouldn't have any valve problems the next day when we 

weren't improvising. The next time we improvised, she had 

valve problems again. This time I asked her to use her 

mouthpiece on a different trumpet. Johnna would have valve 

problems with that trumpet as well. Still, I needed to 

discover with certainty the mystery behind Johnna's actions. 

Was Michaela really bored, was she uncomfortable with 

improvising, or was it playing by herself that bothered her? 
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She had stated in her questionnaire that she disliked chair 

tests. Did she really want to play *Skip to My Lou', or did 

she want to do something else, anything else? She did ask 

if they could play something with no improvising during the 

next improvisation session. Yet, she revealed nothing to me 

when I spoke to her after class. One moment in class on the 

fourteenth day of instruction, some of my questions were 

answered. 

Episode 6 

I stopped to ask the students how they thought they did 

improvising with the blues scale. 

T: Lynn, how do you think you did. 

Lynn: On what? 

T: Improvising. 

Lynn: I didn't improvise, I just played the notes. 

George: I didn't hear her. 

T: You just played the notes, you didn't improvise? 

Ross: She's one of those people. 

Tom: She's like Lana. 

Lynn: I didn't know that we were supposed to improvise 

until after I played. 

Ross: She wasn't born to improvise, sir. 

Lynn: Tom told me I was supposed to improvise, then I 
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tried to. 

T: May I have just one person talk, please? Lana, how 

do you think you did? 

Lana: Hmm, I think other people are much better. 

T: You think other people are much better, like who? 

Lana: Ross and George and Ben and Brad. 

T: What is it about the way that they play that you 

think they're better than you are? 

Shelly: They're not as uptight. 

Ann: Shelly! 

Shelly: I'm saying I am. 

Ben: We're more jazzy. 

Shelly: Anything goes with them, I mean they're just 

playing... 

Lana: (Nods her head in agreement with Shelly) 

Shelly: ...most of the rest of us are worried about 

what we're playing... 

Ben and Brad: (laugh) 

Shelly: ...and they just go for it. 

Ross: We just go with the flow! 

T: She said that some of you are worried about the 

notes you're playing and you don't want to make a 

mistake. Who else feels that way? [Lana, Lynn, 
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Johnna, Chaz, Aubrey, Michaela and Josh raise 

their hands] 

Lana: I think it's easier for the guys to play like 

that. 

gpisode 7 

Concerned that Shelly had spoken in her language 

(uptight) for her peers, I later asked these students to use 

their own words to describe how they were feeling when they 

improvised. 

Lana: Uncomfortable. 

Aubrey: Embarrassed. 

Michaela: All of those things. 

What could I do as their teacher to make them feel more 

comfortable with improvisation? Mentioned previously, 

(Chapter IV) I wanted to get the students' views on 

improvising in a group, as Goslee's (1994) director had 

suggested. 

Episode 3 

Before I could pose the entire question to the 

students, I had an answer. 

T: When I say ^Ok, let's improvise all together...' 

Ben: That's stupid, I don't like it. 

T: That's stupid you think, Ben? 
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Ben: You can't hear nothing [sic]. 

Brad: Yeah. 

Alice: It sounds awful but it gives those people that 

don't want to improvise on their own, a chance to 

improvise. 

T: Say that again Alice. 

Alice: I don't like to improvise by myself, but I like 

to improvise with everybody else. 

Brad: We don't care. 

Ben: We don't care, ya'll stink. [Ben and Brad slap a 

high five] 

T: This time I'm going to point to people to improvise 

in the rests, does anybody want to take 12 

measures by themselves? [Timothy, Ben, Chaz and 

Shelly volunteer] 

Michaela: Can some people not play? 

T: You don't have to if you don't want to. 

Michaela: See I think like what she (Alice) said, it's 

better that everybody play while we do it. 

T: Alright. So when everybody is playing the melody, 

why don't you try it? 

Michaela: (Shakes her head no) Let Alice. 

T: How about if both of you play at the same time? 
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Michaela: Ok. [Michaela and Alice slap a high five] 

This excerpt occurred on the last day of instruction. 

One week later during the exit interview, Alice was asked 

what she had learned. 

Episode 9 

Alice: I've learned how to Ma' tongue, I've learned 

that jazz is fun, and I've learned how to 

improvise and not be afraid to improvise in front 

of people. 

T: What do you think helped you not be afraid? 

Alice: You get to improvise all together and then after 

I started improvising all together, I improvised 

on my own a little. 

T: What was it about improvising all together that made 

you feel less afraid? 

Alice: I got to try out some rhythms and see what 

rhythms sounded good and what wouldn't. 

Episode 10 

Michaela felt similarly to Alice, but her lack of self 

confidence was more evident. "I don't like to improvise a 

lot. I just feel like everybody else can improvise better 

that I can and I don't like it". Her feelings about 

improvising all together required more prompting as well. 
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T:- Was there anything I did or could do to make you 

more comfortable or make those feelings not be 

there when you're improvising? 

Michaela: Not really, because I just don't like to do 

it. 

T: Think about the times when I asked everybody to 

improvise at the same time, how did you feel about 

that? 

Michaela: When we improvised all together I didn't mind 

it because everybody was playing something 

different and it didn't sound good. 

T: It didn't sound good, but how did you feel while we 

were doing that? 

Michaela: I felt ok with it. 

Episode 11 

Ann, likewise not very confident, attributed her 

trepidation to her difficulty with making up new rhythms, a 

lack of prior improvisatory experience in concert band, 

playing individually and learning the tenor saxophone. 

Ann: It's hard for me to make up my own rhythms and I'm 

kinda like what Lana said, uptight. It's a lot 

harder than concert band because you have to make 

up your own stuff and concert band it's just 
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playing the piece in front of you and that's what 

I'm used to. 

T: Uptight is someone else's word, if you could put 

your own word on how you're feeling... 

Ann: I'd probably use the same word because I'm the 

same way as them, it's not one of the things I 

like to do. I'm real shy when it comes to making 

up rhythms and playing in front of everybody. 

Improvising to me is kinda like taking a chair 

test, you have to play by yourself and it's just 

not one of those things that I like to do. 

T: Was there anything I could have done to make you 

feel less uptight? 

Ann: No because it's just me. 

T: What about the times where I had everybody improvise 

at the same time, what did you think about that? 

Ann: That really didn't bother me because everybody 

else is playing as well and usually when we were 

doing that I was playing what was written because 

it's hard for me to make up rhythms. 

T: Before at one point you mentioned you didn't like 

playing by yourself. 

Ann: Right. 
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T:. Is it making up your own rhythms that makes you 

uptight, or is it playing by yourself or is it 

both? 

Ann: See last year on alto I knew what I was doing and 

I could actually play the alto, it was easier for 

me. But since I'm having trouble playing the 

tenor this year, I'm real shy about it. 

Episode 12 

Aubrey mentioned her nervousness as waning over the 

course of the twelve weeks. She was more nervous with the 

blues scale improvisation than with changing rhythms of 'Old 

McDonald' and she also noted group improvisation as a factor 

in alleviating her embarrassment. 

T: Tell me how you feel when you're improvising. 

Aubrey: Probably at the beginning I was more nervous 

than I was at the end. 

T: Were you nervous with all the kinds of improvising 

we did, the blues scale and changing rhythms of 

old songs? 

Aubrey: Well I was probably more nervous when I was 

playing the blues scale because you don't have 

certain rhythms to go by. 

T: Compare that to when we changed the rhythms on 'Old 
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McDonald' or something like that. 

Aubrey: It's probably easier because you have the notes 

there. 

T: Was there anything I did or could have done at the 

beginning to make you more comfortable? 

Aubrey: Playing more with everybody. 

Episode 13 

Lana was the only girl who felt that improvisation was 

easier for the boys than the girls. The day after she made 

this comment. I spoke to her about it: 

T: Yesterday you said you thought the guys were better 

than the girls, or it was easier? 

Lana: They just turn loose, I mean just jazz it up. 

T: They turn loose? 

Lana: Um, they can do whatever they want, more than the 

girls, just jazzing the melodies up. And everyone 

else seems to do the same thing, doing just what 

the book shows. I mean it just seems to be the 

guys. 

'Just doing what the book shows' was clearly Lana's 

comfort zone. She felt she sounded her best when she was 

playing the written music. And, sounding good was Lana's 

main concern. 



245 

Episode 14 

Her confidence did improve to the point to where she 

felt she could improvise in short, two to three- measure 

increments. 

T: So how do you feel when you're improvising. 

Lana: I don't really like it. 

T: What is it that you don't like about it? 

Lana: I don't know I just always, I'm real organized 

and I like to have it there, to see the notes and 

I can play it really well when I can see the notes 

but I'm just not good at making stuff up. I can't 

make it sound good. 

T: Is that feeling as strong as it used to be, or do 

you feel more confident now? 

Lana: Oh, a little bit. I mean I don't like it when we 

do those long like in uh, that song that we're 

playing, what was it, ^Blues for Mr. B', I didn't 

like taking those looong twelve measure rests, I 

couldn't do that but it wouldn't be so bad just 

playing the short ones. 

T: What is it about the short ones that makes it easier 

than the long ones? 

Lana: Well, I don't feel as put on the spot I guess. 
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T: Was there anything that I did or could have done to 

make you more comfortable? 

Lana: No not really because I just don't like it. 

T: How did you feel when I'd say *0k, everybody 

improvise at the same time'? 

Lana: It's not as bad because nobody really hears you 

because everybody's playing. 

T: So you think that helped then? 

Lana: Yeah, definitely. (Long pause) Plus when Ben 

plays he doesn't care if he's good or not, he just 

plays, and I can't take not sounding good, it 

makes me feel stupid so I don't like to do it. 

Episode 15 . 

The gradual move from embellishing written melodies to 

improvising short solos and then eventually long solos was 

noted by Chaz as helping him overcome his apprehension. 

T: Chaz, tell me how you feel when you're improvising. 

Chaz: Improvising? 

T: How did you feel at the very beginning? 

Chaz: At the beginning, kinda uptight. I'd never 

really done it before and at the end I kinda felt 

loose you know, real good. 

T: Why do you think that changed? 
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Chaz: Because we gradually worked on changing up songs 

on improvising and then I thought that I could do 

it so I kept trying it and it made me feel 

confident about myself. 

T: Good. What was it that made you eventually feel 

like you could do it? 

Chaz: What led me was when we started playing ^Blues 

for Mr. B' and you asked a couple of us to play, 

towards the end where you only get like a measure, 

and then you let us play the full twelve. 

Episode 16 

My impressions of Johnna's feelings about improvising 

were confirmed during her exit interview. The source of 

these feelings came as a surprise however. 

T: How do you feel when you're improvising? 

Johnna: At first I was scared and now I'm comfortable 

with it. 

T: What could I have done? You said you were scared at 

the beginning, what could I have done to make you 

more comfortable? 

Johnna: No, it was probably like Ben and Timothy they 

were teasing me about it. 

T: Do you remember what they were saying? 
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Jo-hnna: Well they weren't really saying anything, 

because they like play better and they play more 

into it. 

Episode 17 

In Episode 6 above (p. 235) Ross was clearly teasing 

Lynn. Lana also noted being teased about improvising. 

After establishing who teased her, I asked: 

T: So is it anything in particular, or does it matter 

what you're playing when he teases you? 

Lana: No, it's just when we improvise, otherwise they 

don't tease me. 

Episode 18 

During Josh's exit interview, he confirmed he was 

uncomfortable initially, but that feeling waned. I asked 

him if anything helped him feel more comfortable. 

T: Right at the beginning when you were feeling a 

little uncomfortable, was there something I could 

have done or did do to make you feel more 

comfortable? 

Josh: Well, the improvising as a group, then whenever 

you do it by yourself, I guess it's kinda easier. 

I also wanted them to compare improvisation using the 
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blues scale to changing the rhythms of a familiar tune, 

seeing which of these two options they felt was a better 

starting place. I had students embellish the rhythms on 

four measures of 'Old McDonald' and then asked them which 

they'd rather improvise on, 'Old McDonald' or the blues. 

Tom, Lynn, Chaz, Ben, Timothy, Brian and Shelly chose the 

blues. Josh, Johnna, Alice, Michaela, Ann and Lana picked 

'Old McDonald'. Jeremy, Brad, and Aubrey were unsure. 

Episode 19 

A follow-up was done with 'Hot Cross Buns' to see if 

the same students would gravitate towards another familiar 

tune or the blues scale. 

T: Lana, yesterday we were improvising with the blues 

scale on the 12-bar blues, do you remember? 

Lana: Umhmm. 

T: Compare how you think you did on this to how you 

think you did on that. 

Lana: Um, better. 

T: Why? 

Lana: I don't know, probably... 

T: You don't know probably... 

Lana: ...because there's not so many different notes. 

T: Shelly? 
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Shelly: This one's easier but the blues is more fun. 

T: How do you think you did, comparatively? 

Shelly: Probably better on the blues because there's 

more notes. 

T: Alice? 

Alice: I like this better. 

T: Which do you think you did better on, compare the 

two. 

Alice: 'Hot Cross Buns' because I know the rhythm and 

there's less notes, and I can jazz it up easier. 

T: Jeremy, compare your performance on this and the 12-

bar blues improvisation? 

Jeremy: I think I did about the same but, I think the 

blues sounds better. 

T: You think the blues sounds better, why? 

Jeremy: There's more variety in the blues. 

T: Chaz? 

Chaz: Same thing he (Jeremy) said. 

T: Exactly, you don't have any different thought? You 

guys think exactly the same? 

Chaz: I don't know I just kind of like it because you 

can change up the rhythms and notes. 

T: Lynn? 
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Lynn: xHot Cross Buns'. 

T: Why? 

Lynn: Because I can play the right notes. 

Students' preferences, for the 12-bar blues or 

embellishing the rhythms of a familiar song, were consistent 

with the their perceptions of a better improvisatory 

performance. Aubrey was the only exception. She felt she 

did better on the familiar tune but described the blues 

scale as "more fun". 

Episode 20 

Except for Ben and Timothy, students imagining 

themselves in the teaching role yielded a more consistent 

leaning toward the familiar tune. 

T: How would you start a beginning improvisor, with a 

song they know like ^Old McDonald' or with the 

blues scale? 

Chaz: I say ^Old McDonald' because they already know 

the basic rhythm so they can just change it up as 

they go. 

Brad: *01d McDonald', because they already know it. 

T: What do you think Ben? 

Ben: I think I'd start off with the blues scale because 

then they can do anything they want to and it 
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would be fun for them and they want to learn more. 

T: What about if they're *uptight' and afraid to play 

the wrong notes, like Shelly said? 

Ben: That's what's going to make it easier. 



PART FOUR 

CONTEXTS, SITUATED LEARNING, AND CURRICULAR IMPLICATIONS: 

WHAT THE FINDINGS MEAN AND WHERE I WILL GO FROM HERE 

With this study, I was looking for the "regularities to 

be found in the physical and social worlds" (Huberman & 

Miles, 1994, p. 431) of middle school students in the 

context of beginning jazz band experiences. I searched for 

these regularities across the students, between the 

students, the students in the preliminary case study, and, 

when possible, between students' comments in this study and 

other studies, literature and applicable theories. 

To interpret the meaning of the findings in light of 

these regularities requires the acknowledgment that 

different groups of people will find meaning in different 

aspects of the findings. I therefore devote Chapter VIII to 

a description of: (1) what the findings mean to me as an 

instructor, and (2) what practical significance the findings 

may have for the instrumental music teacher, specifically 

the band director and the jazz educator. Chapter IX then 

addresses the impact this study as a whole has had on me as 

a researcher and the directions I envision to take in future 

research efforts. 
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CHAPTER VIII 

TEACHING IMPLICATIONS OF THE FINDINGS 

What the Findings Mean to Me as an Instructor 

Results from both the preliminary case study and the 

main study were context-dependent and influenced by the 

social nature of the secondary level jazz band itself. I 

derived meaning from the finding by placing them into a 

social learning model, namely situated learning and 

cognitive apprenticeship (Brown, Collins & Duguid, 1989; 

Brown & Duguid, 1993; Collins, Brown & Newman, 1989; Lave & 

Wenger, 1991). Second, with respect to the chosen musical 

aspects, the students' comments gave me a new perspective on 

the instructional literature cited in Chapter II. 

Jazz Band's Social Context 

The "procedural knowledge" (Elliott, 1995, p. 53) 

novices need to authentically reproduce any musical idiom 

cannot be viewed in a vacuum. The students' comments 

regarding the jazz band's musical aspects were largely 

impacted by the social setting. However, with the exception 

of cursory non-researched comments about improvisational 

fear, the bulk of the pedagogical literature in jazz does 

not address any social aspects of the jazz band experience. 
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In fact, when selecting members for the jazz band, Snodgrass 

(1973) believes "the instructor should eliminate from 

consideration students who see their participation in the 

jazz ensemble as a social role rather than a musical one" 

(p. 16). Had I followed this advice, I would likely have 

eliminated the best and most willing improvisors (xThe 

Gang'). For educational practices which consider the social 

aspects of learning, I had to look beyond the musical 

literature to literature in education. 

Brown et al., (1989) put forth a model of teaching and 

learning which considers the student as a cognitive 

apprentice being enculturated into the world of the expert. 

In fact, this model serves as one of the main underpinnings 

of Elliott's (1995) new philosophy of music education 

(Dolloff, 1994) and also fits the initial jazz band 

experience. The idea that students must change their 

musical thinking to accommodate jazz band performance 

practices suggests such practices to be context-dependent. 

Context-dependent knowledge is encompassed by the 

construct of situated learning (Brown et al., 1989; Brown & 

Duguid, 1993). The jazz band classroom, as I taught it, 

imitated 'real world' jazz bands with the instrumentation, 

seating arrangement, some of the repertoire and all 
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performance practices. That all of the repertoire was not 

authentic stemmed from my firm belief regarding literature 

familiar to the students as appropriate vehicles for 

learning unfamiliar concepts. Despite this discrepancy, 

gaining the students' perspectives could be viewed as a 

documentation of their learning as ^situated' in the 

authentic activities of jazz. Likewise, my instructional 

practices could be viewed as an indoctrination into the jazz 

expert's world by cognitive apprentices. 

Jazz Band Learning as Situated Learning 

"All knowledge is a joint construction of mind and the 

situation in which the mind finds itself confronted with a 

problem" (Lampert & Clark, 1990, p. 22). This is a key 

tenet of situated learning. What these students learned in 

band was contingent upon the band situation. More 

importantly, the students' schema (the facets of concert 

band practice) acted as a model for comparison to jazz band 

[See Seating, pp. 147-150; Reading Manuscript, pp. 151-153; 

Concert Band versus Jazz Band, pp. 156-166]. 

First, strategies which once were available to them in 

dealing with the music (e.g. impulsing a dotted-quarter note 

to achieve proper length [Jazz Style, Episode 24, p. 211], 

listening adjacently for the same part [Individualized 
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Parts,-Episodes 2, 3 and 4, pp. 216-218]) were no longer 

available because the musical interpretation and seating 

arrangement had changed. Second, the musical interpretation 

changed because the music was situated in a swing context. 

"Experienced readers understand that words are situated" 

(Brown et al., 1989, p. 33). Likewise, experienced 

musicians understand notes are situated and interpretation 

of those notes is context-dependent. In both the 

preliminary case study and the main study, the jazz band 

students were inexperienced and did not understand the 

notation was situated in a swing context. Their schema 

included only one previous conceptualization of eighth note 

subdivision [Jazz Style, Episodes 11 - 14, pp. 200-203]. 

Concepts continually evolve with each new occasion of 

use (Brown et al., 1989; see also ^perturbation', Farnham-

Diggory, 1994). Students in both the preliminary and main 

case study changed their conception of eighth notes with the 

occasion to use them in a swing context [Jazz Style, 

Episodes 15 - 18, pp. 203-207]. Thus, *what' was being 

learned was not distinct from Awheref or xhow' it was being 

learned (Dolloff, 1994, p. 23). 

Authentic activity is integral to cognition and 

learning (Brown et al., 1989). Educators who champion the 
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idea of situated learning dislike educational practices 

which leave students alone at a desk to learn course content 

without activity and without ties to the 'real world'. 

Cultural behavior observed and practiced "in situ" allows 

students to "pick up relevant jargon, imitate behavior, and 

gradually start to act in accordance with [the] norms" of 

the culture (Brown et al., 1989, p. 34). Jazz band learning 

'in situ' gradually influenced the students. While 

initially confused, the students adjusted to the new seating 

arrangement [See Seating, pp. 147 - 150], began to move in 

time with the music [Concert Band versus Jazz Band, Episodes 

2 and 3, pp. 158-159; The Gang, Episode 6, p. 172], began to 

embellish their written music [The Gang, Episode 5, p. 161-

162; Improvisation, Episodes 2 and 3, p. 231-232], and in 

some cases, stood up during their improvised solos [The 

Gang, Episode 5, p. 171]. With the exception of the seating 

arrangement, none of these behaviors was solicited by me. 

In every case, however, these behaviors could be considered 

the 'norms of the jazz culture'. 

Lave and Wenger's (1991) 'legitimate peripheral 

participation' provides another metaphor for situated 

learning. Legitimate peripheral participation "refers both 

to the development of knowledgeably skilled identities in 
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practice and to the reproduction and transformation of 

communities of practice" (p. 55). Hay (1993) specifies the 

novice-expert relationship in legitimate peripheral 

participation where the novice moves "from the periphery of 

a sociocultural ^community of practice' to its center, 

becoming progressively more engaged and more active within 

that sociocultural practice" (p. 33). In the span of 12 

weeks, these students did begin to move toward the center of 

a xjazz community of practice'. Even at the beginning of 

the study, Shelly clearly was not as close to the periphery 

of a *jazz community of practice' as were the rest of the 

students [See Shelly's Prior Knowledge, pp. 141-143]. The 

relationship between learning, schooling and instructional 

design within the context of situated learning is further 

discussed by Damarin (1993) Harley (1993) Picard (1993) and 

Young (1993) . Apprenticeships are the quintessential 

situated learning (Dolloff, 1994). 

Jazz Band Instruction as Cognitive Apprenticeship 

The term apprenticeship, as Brown et al. (1989) employ 

it, emphasizes learning through authentic activity. The 

experts' role in the cognitive apprenticeship model involves 

"modeling strategies for students in authentic activity 

[italics mine]" (Brown et al., 1989, p. 39). Modeling and 
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guided practice were the two main instructional strategies I 

employed. Brown et al. define authentic activity as the 

ordinary practice of a culture (p. 34). The term cognitive 

refers to the fact that the skills involved in 

apprenticeship reach beyond their physical nature to the 

cognitive processes implicit in these activities (Brown, et. 

al, 1989). When my instruction had required these novices 

to play jazz, simultaneous authentic activities (reading 

jazz rhythms, enacting a swing interpretation of those 

rhythms, using Ma' tonguing, physically manipulating the 

instrument, listening to themselves and others) engaged 

their cognitive processing. Because many of these cognitive 

activities had involved a ^shift' in the students' thinking 

and doing, it could be said they were experiencing ^musical 

perturbation' resulting from the *shift' in the musical 

situation. The shift was necessitated by the fact that the 

students had had an experiential and cognitive base in band 

performance practices but no experiential or cognitive base 

in jazz performance practices. Because I was asking the 

students to engage in activities I knew to be a change from 

their prior practice, I felt it necessary to draw upon their 

prior repertoire to help facilitate ^musical perturbation'. 

For ^musical perturbation' to come to fruition, I had to 
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reinforce elements of the new situation (Ma' tonguing, 

swing interpretation) . In this study and the preliminary-

case study, the 'situational shifts' were from the 

respective practices of beginning (or concert) band to jazz 

band. 

The social aspect of this 'situational shift' had not 

been lost on the students. Their comments reflected an 

acute awareness of the differences between concert band and 

jazz band [See Concert Band versus Jazz Band, pp. 156-166]. 

I directed them toward the musical differences, but they 

alone pointed to the differing social environments. 

A 'freedom factor' was consistently reflected in students' 

comments when they compared concert -band to jazz band. 

While the variance in my teaching style from that of the 

band director's was clearly evident, the behavioral freedom 

I allowed (experimentation, students' musical input, 

improvisation, moving to the music, standing during a solo, 

playing a different instrument [soprano saxophone]) could be 

considered part of the norm in any jazz band. The inclusion 

of one or more of these freedoms made three students 

(Shelly, Lana, Brad) say they tried harder [Concert Band 

versus Jazz Band, Episode 1, p. 156]. The majority of the 

students said this environment was "more fun". However, the 
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"fun" environment was noted as both expediting (Ben) and 

impeding (Shelly) learning [Concert Band versus Jazz Band, 

Episode 7, p. 163 and 10, p. 165; The Gang, Episodes 1, p. 

167; 4, p. 170; and 7, p. 173]. 

By setting up the jazz band similarly or identically to 

professional bands, students were not only being 

enculturated into the experts' world, but their learning in 

this environment was based on their activities in this 

seating arrangement. The grouping, especially the 

^situational shift' from several players to one player per 

part, had an impact on the strategies students used for that 

situation [Individualized Parts, Episode 2 - 4 , pp. 216-

217]. The ^situational shift' to one player per part 

highlighted the individual in the group, enhancing the 

^psycho-social' (Johnson, 1990/1991) nature of the jazz band 

situation. The ^situational shift' in seating was an 

adjustment that did not come immediately to the students 

[See Seating, pp. 147-150]. 

Because I felt the variety of ^situational shifts' as 

potentially overwhelming for students, I sequenced materials 

in a way that spread these shifts out over the course of 

instruction. Further, I utilized the students' prior 

knowledge, first as a starting point and second to act as 
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support for new information. It could be said I was viewing 

the students as ^cognitive apprentices' being methodically 

'enculturated' into the world of the jazz expert. 

However, not all of my instruction could be considered 

^authentic activity'. ^Aura Lee', x01d McDonald' and ^Skip 

to My Lou' are hardly standard jazz repertoire. Likewise I 

adjusted my vocabulary (swing) to accommodate that of the 

students ( ̂ jazzy jazz'). Nonetheless, by considering the 

students' developmental levels as more important than 

staying true to the idiom, my instruction was more student-

centered (Kelly, 1985; Moffett and Wagner, 1983; Stover, 

1990; Wing, 1992), than subject-centered. 

Moffett and Wagner (1983) define ^student-centered' 

instruction as that which considers the students' 

developmental and personal needs and interests. Pedagogy 

which reflects an empathetic view toward students 

necessitates a shift of emphasis from expert concerns about 

reaching curricular goals to students' reactions toward 

these goals (Cuban, 1984; Stover, 1990; Wing, 1992). 

Putting the students at the center of instruction rather 

than the subject matter has been proposed as a way of 

attending more completely to all aspects of the 

instructional setting (Kelly, 1985). Thus, teaching can be, 
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and in my opinion, was improved by knowing its effects upon 

the learners' thought processes (Wittrock, 1986). 

Due in part to the results from the preliminary case 

study, I had felt it more developmentally appropriate and 

student-friendly for students to learn jazz fundamentals 

while "wading in the shallow end" with familiar tunes, 

gradually introducing them to individualized parts, rather 

than "throwing students into the deep end" immediately with 

fully individualized parts. This metaphor likewise held 

true for my improvisational pedagogy which began with group 

improvisation and included using songs familiar to students 

as improvisatory vehicles. 

Jazz Style; Articulation and Rhythmic Interpretation 

In comparison to the preliminary case study, students' 

views were replicated in that they considered Ma' tonguing 

a change from prior experience and practice [Jazz Style, 

Episodes 1 - 6, pp. 189-195]. Both groups of students held 

similar views because everybody attended to the need of 

having to get used to this new type of tonguing. In the 

main study, I was also able to establish xtah' as the 

students' prior tonguing practice [See also pp. 189-195]. 

With Ann and Michaela as the possible exceptions, every 

student could xda' tongue well before the end of the 
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instruction period. Yet, for students to remember to 

utilize this new practice. Ma' tonguing required consistent 

reinforcement and reminders in context of playing xreal 

music'. Nonetheless, this group of students faired better 

changing to Ma' tonguing than the students in the 

preliminary case study. Whether or not this ease was a 

result of a more definitive instructional approach in the 

main study remains to be seen. One possible explanation in 

the saxophone section may lie in prior experience and 

knowledge. Every saxophone student mentioned a cursory 

introduction to Ma' tonguing during the previous year. 

The strategy for imparting Ma' tonguing students cited 

as most helpful, how they would teach it, or both, was to 

say the syllable Ma' without the mouthpiece initially, 

scrutinizing tongue placement in the oral cavity [p. 194]. 

All of the students but one (Brad) said Ma' tonguing moved 

the tongue back in the mouth. Weighing this consistency, 

the presented approach for Ma' tonguing was effective for 

brass. However, given the discrepancies in tongue-to-reed 

placement noted in the saxophone section [See Figure 14, p. 

193], a different strategy may be in order for future 

saxophone instruction. 
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Despite the large number of authors over a long period 

of time who have cited Ma' tonguing or legato tonguing as 

the appropriate articulation for swing style (Dalby, 1988; 

Dunscomb, 1994; Ferguson & Feldstein, 1976; Hall, 1961, 

1975; Henry, 1981; Kenton, 1964; Kohut, 1973; LaPorta, 1965; 

Ployhar, Cacavas & Weber, 1974; Rinaldo, 1988; Rowlyk, 1991; 

Saunders, 1956; Spera, 1971, 1976, 1992; Thomas, 1993; Tory, 

1991; Wiskirchen, 1961, 1976) none have provided specific 

strategies to teach Ma' tonguing to students. With 

practice this well established, I chose to focus my 

instruction on how to impart Ma' tonguing, while focusing 

my research on how students viewed this instruction. As a 

result, the profession now has limited, but new information 

regarding Ma' tonguing, from the students' perspectives. 

Tongue-stopped releases of notes, which some authors 

(Dalby, 1988; Hall, 1961; Ferguson & Feldstein, 1976; 

Grimes, 1988) suggest to be generally unacceptable in 

concert band, were the status-quo for the students from the 

beginning [Jazz Style, Episode 7, p. 196]. During the 

previous year, the band director did not specify to these 

students a preferred note-release style. When left to their 

own devices, all students but Shelly, Lana and Ann stopped 

notes with their tongues. 
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Students felt the tongue-stop release was easier than 

stopping a note with their air [Jazz Style, Episode 7, p. 

196]. For Jeremy (and some students in the preliminary case 

study), this ease was attributed to their prior experience 

and practice. Other students found the physical nature of 

stopping the air without the tongue more difficult [pp. 196-

197]. With the tongue-stopped release as part of their 

prior practice before jazz band, the students had no trouble 

with execution of this articulation. Getting the students 

to consistently utilize the tongue-stop note release for 

accented staccatos (A) required much reinforcement. 

Given the difficulties expressed by the trombones and 

the inability of the saxophonists to discern Mud-n' 

tonguing from Ma' tonguing [Jazz Style, Episodes 8 - 10, 

pp. 197-200], half-tonguing was not an appropriate strategy 

for performing consecutive eighth notes, despite the trumpet 

students' reports of success. Tonguing everything as Ma' 

was not acceptable either because, although their tonguing 

was smoother, the students, especially the trombone players, 

still enacted an articulation pattern resulting in a sound 

that could best be described as "ricky-ticky" (Spera, 1976, 

p. 21; Wiskirchen, 1961, p. 115) . 

Consistently throughout my personal experience and once 
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in print (Wiskirchen, 1976), I have heard jazz educators 

lament the fact that young jazz bands cannot swing. For 

this group of students xdud-n' and Moo-dle' tonguing was 

not the answer to this part of the problem. Further, 

because there are at least five other articulation 

techniques yet to explore (see Table 1, Chapter II, pp. 35-

36), beginning to speculate about an acceptable approach to 

articulating consecutive swing eighth notes for jazz 

students this age is premature. Given these students' 

comments however, half-tonguing techniques for this age 

group should be used with caution. 

Like the students in the preliminary case study, the 

students in the main study brought one conception of eighth 

notes to their initial jazz band experience [Jazz Style, 

Episode 11 - 14, pp. 200-203]. Juxtaposing a straight and 

swing interpretation of the same familiar piece worked well 

in establishing a swing concept for these students. This 

was only the case however, when modeling occurred just prior 

to, or the appropriate drum pattern occurred simultaneously 

with individual students' efforts [Jazz Style, Episodes 25 -

30, pp. 212-214]. The majority of the students could not 

differentiate a swing and straight performance without these 

external cues [p. 214]. Of the novices who could 
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differentiate these two performance styles, none reported 

internalizing the underlying subdivision, as a professional 

musician might. Instead of thinking syllables or 

subdividing, students' thought processes included analogies 

[Jazz Style, Episodes 15 and 16, pp. 203-204], internal 

visual images of what ^jazzy jazz' was, and listening for 

the external cues. 

These findings tend to refute Grimes' (1988) contention 

that singing rhythms to students promotes internalization of 

those rhythms. With these students, singing helped with 

proper performance. This did not necessarily mean they were 

thinking about internalizing the rhythms. It should be 

noted however, while I did ask students to think the 

syllables as they played, I did not reinforce this 

consistently. 

Despite their inability to explicate their thought 

processes, students were able to impart a proper swing 

interpretation on everything they played by the end of the 

instructional period. When comparing the difficulty 

students in the preliminary case study had with swing 

conception if they were not given a familiar piece to begin 

with, I firmly believe learning the unfamiliar concept 

(swing) in the context of a familiar piece was a proper 
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strategy to incorporate. While I cannot claim to have 

established cause and effect, the reactions of the students 

have convinced me to continue the practice of introducing 

the concept of swing through the juxtaposition of a swing 

and straight interpretation of the same familiar piece. 

Given that no authors mention this strategy as a potential 

starting point, this artifice may have important 

ramifications for future jazz instruction at the secondary 

school level. 

Like the students in the preliminary case study, the 

students in the main study rushed the syncopated-dotted 

quarter note figure [Jazz Style, Episode 23, p. 211] . As 

with learning swing concept in general, external cues, such 

as clapping on a down-beat rest and a subdivision set-up 

provided by the drum set players, helped the students 

perform a proper interpretation of a syncopated dotted-

quarter note [pp. 212-214]. Of these two strategies, the 

latter was more effective, and mentioned by more students as 

being helpful. Unfortunately, this tactic likely cannot be 

used in every context. Given the frequent occurrence of the 

syncopated dotted-eighth figure in music which swings, it is 

unfortunate there are not more published strategies shared 

by educators in this regard. 
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Other than to say some students found *Satin Doll' more 

challenging than other songs because of the dotted-eighth-

sixteenth note rhythm [Jazz Style, Episodes 19 -22, pp. 208-

210], little can be determined about students' preferences 

for viewing eighth notes versus a dotted-eighth-sixteenth 

note figure. Most of the students said it did not matter 

whether they viewed sixteenth notes or eighth notes in the 

context of ^Satin Doll' [p. 208]. For Shelly however, the 

student with the most prior knowledge in jazz, it was 

initially confusing to have two rhythms sound the same but 

look differently [Jazz Style, Episode 19, p. 208]. Unlike 

in the preliminary case study, none of these students had 

difficulty rendering an uneven interpretation of notes which 

appeared even. 

Modeling and guided practice, two more external 

reinforcements or cues, were the most widely noted 

strategies for expediting learning. Of my modeling 

strategies, singing was mentioned most by students as 

helpful in playing the rhythms correctly. Again, this did 

not mean they were ^internalizing' the rhythms. While the 

convention of singing is well-established in print 

(Dunscomb, 1994; Garcia, 1990; Henry, 1981; Hewett, 1970; 

LaPorta, 1965; Reeves, 1990; Spera, 1992; Panico & 



272 

Wiskirchen, 1964; Wiskirchen, 1961), I was careful to only 

sing, and have students sing, syllables which could be 

duplicated on the instruments. On the positive side, the 

brass students did not have to change their tongue placement 

in the oral cavity. Unfortunately, half-tonguing's off-beat 

wn's" and "l's" which were easy for students to sing, were 

not easy to perform on the instruments [Jazz Style, Episode 

10, p. 199]. 

Singing and having students repeat the sung rhythms, 

was an effective approach to teaching proper swing 

articulations and rhythmic interpretation. Jazz educators 

have believed this for years. Now there is some initial 

research to support this contention. More importantly, now 

there is some initial research which indicates concurrence 

by students. What must still be determined nevertheless, is 

a set of vocalization syllables which can be sung, and 

performed instrumentally by novices. This need is 

particularly immediate with regard to finding an upbeat 

syllable that can be duplicated on the instruments. The 

following excerpt from an interview with Reverend George 

Wiskirchen (Winking, 1996) is testimony to this need: 

I still yell at my kids in band, ^Play what I'm singing 
at you: ba-doo-ba-de-bop. Play it!' Then I might hear: 
Ta-ta-ta-ta-tat. *No! I didn't sing that. Phrase what 
I'm singing: duck that third note, accent that last 
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note, clip it off'. (p. 37) 

Individualized Parts 

In the preliminary case study, I had not created a 

sequence leading up to fully individualized parts. In the 

main study, I did. In the preliminary case study, some 

students had reported some initial anxiety with respect to 

playing individualized parts. In the main study, students 

did not. This, unfortunately, is not enough evidence to 

establish cause and effect. Because the students in the 

main study experienced no anxiety, I will continue to 

utilize a sequence leading up to individualized parts for 

jazz band novices in my future instruction. 

The different levels of uncertainty students 

experienced with the music containing partially (xReuben and 

Rachel') or fully individualized parts (xSatin Doll' and 

^Blues for Mr. B') was enough to convince me that I was on 

the right track with this sequence. During the exit 

interviews, students cited *Satin Doll' and ^Blues for Mr. 

B' more than any other pieces as being challenging 

[Individualized Parts, Episode 17, p 228] . Some students 

noted the rhythms to be different [Individualized Parts, 

Episode 1, p. 215] while others noted playing range to be 

higher or lower than what they were used to in beginning 
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band [Individualized Parts, Episodes 9 and 10, p. 220-221] . 

Others were confused by playing supporting parts to melodies 

which were homophonically voiced [Individualized Parts, 

Episodes 5 - 7, p. 218-219]. Several students mentioned 

listening in a vacuum so as not to be confused by different 

parts around them [Individualized Parts, Episodes 2 - 4, pp. 

216-218]. Like the preliminary case study, the baritone sax 

player had learned that she was not always a member of the 

saxophone section [Individualized Parts, Episode 11, p. 

222] . 

Speculation about students' feelings regarding these 

two pieces without a sequence in place would be fruitless. 

At the same time, and knowing them as I do, I believe many 

of these novices would have had a much more difficult time 

learning new articulation techniques and swing conception in 

the unfamiliar context of individualized parts. 

Improvisation 

Although Delia Pietra and Campbell (1995) were 

investigating collegiate improvisational novices in the 

context of a music methods course, the students' comments 

and the authors' interpretations bear an uncanny resemblance 

to, and have important implications for this study. "When 

improvisation is viewed within a constructivist framework, 
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an original musical expression is one (of many) 

interpretations of events, objects, and feelings within the 

learners experience" (Delia Pietra & Campbell, 1995, p. 

113). In my study, when the students compared concert band 

to jazz band, some noted a preference for original musical 

expression [Concert Band versus Jazz Band, Episodes 1 - 3 , 

pp. 156-160]. Extrapolating from these episodes, "playing 

my mind" and "play what's going on inside my head" was 

respectively how Ross and Tom put it, while Brian could 

"improvise and move around". Improvising and embellishing 

the written music were favored by others over the limited 

creativity concert band afforded in merely "making it sound 

good" (Shelly) [Concert Band versus Jazz Band, Episode 1, p. 

156] . . 

When viewing improvisation within a constructivist 

framework, students' trepidation came to the fore (Delia 

Pietra & Campbell, 1995; Goslee, 1994; Leavell, 1995) 

because the improvisational process rather than the product 

was the research focus. Of the two novices Delia Pietra and 

Campbell (1995) observed, both students had experienced 

anxiety. These feelings caused one of the two future 

teachers to suggest beginning the improvisational sequence 

by "getting students to relax" (p. 118). The director in 
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Goslee's (1994) study began his sequence with group 

improvisation for this very reason. 

Comments from my novices would tend to support these 

views. Improvisational trepidation was experienced by 

students in both the preliminary case study and the main 

study [Improvisation, Episodes 4 - 13, pp. 234-244]. I, 

unlike Goslee (1994) and Delia Pietra and Campbell (1995), 

probed more deeply to determine some of the students' 

diagnoses and prescriptions for this apprehension. 

Nonetheless, Paula's (Delia Pietra & Campbell 1995) 

diagnosis was noted, and is very similar to Lana's concern. 

While Paula was "intimidated [to perform] without notation" 

(p. 121), Lana said, "I'm real organized and I like to have 

it there, to see the notes..." [Improvisation, Episode 14, 

p. 244]. 

In fact, I identified as part of the ^freedom factor' 

in jazz band, a separation of two groups. Some students 

preferred rhythmic embellishment of familiar tunes, while 

others endorsed the blues scale, based on a need for, or an 

aversion to specific notational guidelines. Having notes to 

be used as a guide (Lana, Alice, Lynn, Aubrey, Ann, Timothy) 

versus not having to look at the music (Chaz, Brian) and 

knowing a variety of notes will sound good together (Ben, 
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Chaz, Jeremy) identified the two polarities of this factor 

[Improvisation, Episode 19, p. 249]. Therefore, "reducing 

the degrees of freedom" (Kennell, 1992; Wood, Bruner & Ross, 

1976) through the familiar tune's inherent guidelines 

provided scaffolding (Bruner, 1986; Vygotsky, 1978) for 

students to feel more comfortable with improvisation. 

What might possibly be more important than getting 

students to relax, is getting students to have confidence in 

their improvisational abilities. Several students 

(Michaela, Ann, Brad, Glen, Lana) made statements indicating 

a lack of self-confidence. For Michaela, Ann and Lana, 

this lack of self-confidence was reflected in the 

comparisons they made of their performance to their peers 

[Improvisation, Episode 10, p. 240]. Interestingly, each of 

these students noted a dislike for improvisation. 

Another source of consternation was playing 

individually in front of peers. As future teachers, "music 

education students" need "to recognize the socialization 

processes of improvising within a group and the leader and 

follower roles that are taken" (Delia Pietra & Campbell, 

1995, p. 115). The group dynamic certainly had its effect 

with my novices. Whether it was a fear of playing alone in 

front of their peers (Alice, Michaela, Ann) [Improvisation, 
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Episodes 9 - 11, pp. 240-241], making a relative comparison 

in ability to others (Lana, Michaela) [Improvisation, 

Episodes 6, p. 236; and 10, p.240], viewing herself as being 

a part of the weaker improvisational gender (Lana) 

[Improvisation, Episode 13, p. 244], or being teased by her 

peers (Johnna, Lana) [Episodes 16 - 17, pp. 247-249], the 

social aspect of the improvisational process was often cited 

by students as a cause for their fear. Further, ^the gang' 

clearly included the improvisational leaders, forming their 

clique, at least in part, around their enjoyment of 

improvisation. 

Group improvisation (Goslee, 1994) was the starting 

point in the sequential strategy designed to assuage 

students' fears about improvising alone in front of their 

peers. Of the students who did report these feelings while 

they were improvising alone, all of them said the initial 

group improvisation helped allay these feelings because they 

could use that time to experiment and prepare something when 

it was her turn to play alone (Alice), or just get lost in 

the crowd (Michaela, Ann, Alice, Lana) [Improvisation, 

Episodes 9 - 11, pp. 240-241; 14, p. 244] . My augmentation 

of the strategy reported by Goslee was also viewed as 

helpful by students. Going from improvising with the full 
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group, to sections, "working up to" improvising individually 

was recognized as beneficial as well [Improvisation, Episode 

15, p. 246] . 

The group dynamic of the jazz band experience in 

general, and particularly improvisation, was not always a 

negative influence. xThe gang' also motivated others to 

improvise (Chaz, Lynn), get into the music more (Alice, Ann) 

and generally have more fun (Aubrey, Jeremy, Johnna, Josh) 

[The Gang, Episodes 9 - 12, pp. 175-179]. In essence, and 

"consistent with Vygotsky's (1978) views, the more capable" 

and more willing "peers motivated and enriched the 

performance of less capable" and less willing "members of 

the group" (Delia Pietra & Campbell, 1995, p. 123). 

When the musical product is the focus of research (and 

instruction), as is the case with the bulk of the literature 

on jazz improvisation pedagogy, students' feelings during 

the process of improvising are not reported. In the 

preliminary case study, my emphasis on the improvisational 

product with novices may have caused trepidation. This was 

troublesome. Fearing my product-oriented approach caused at 

least some of the anxiety ("It mostly depends on the scale, 

if it's an easy one I do well and I'm not nervous. If it's 

hard I have a better chance of playing a wrong note and I 
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get nervous"), in the main study I chose Kratus' (1991) 

approach and focused more on the improvisational process 

than the product. 

Despite the change of instructional focus from product 

to process, students in the main study likewise reported 

feeling "uptight" "uncomfortable" "embarrassed" and "all of 

those things" [Improvisation, Episodes 6 - 7, pp. 236-238]. 

Some of these feelings were due to the group dynamic. 

However, some students still cited the musical product as 

part of their uneasiness despite my attempts to de-emphasize 

this approach. Having to play a different instrument and 

noting trouble creating rhythms, Ann's worries did not stop 

with playing in front of her peers [Improvisation, Episode 

11, p. 241]. Brian and Tom preferred having all the notes 

available to them, not being locked into a certain scale. 

Aubrey did not like to improvise with the blues scale 

because it provided no rhythms to be used as a guide 

[Improvisation, Episode 12, p. 243]. Once Lana did get 

comfortable with improvising, she still preferred the 

shorter solos (one to four bars) to the longer ones (12 

bars) [Improvisation, Episode 14, p. 244]. 

Ben and Timothy, two of the most willing and confident 

improvisors, would have agreed with the experts. They felt 
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the blues scale, as some educators have suggested (Hinz, 

1995; Irish, 1982; Kuzmich & Bash, 1992; Spitzer, 1991; 

Thomas, 1993) was the appropriate vehicle to start 

improvisation. The rest of the students, including the 

other confident and willing improvisors (Brad, Chaz, Jeremy) 

felt embellishing the rhythms of a familiar piece was the 

best starting point for beginning improvisors 

[Improvisation, Episode 20, p. 251]. Both of the drummers 

had initial difficulty hearing the 12-bar form. As a 

result, Ross noted being less willing to embellish his drum 

beat because "I'm afraid I'll mess up". This was not the 

case when playing familiar tunes. Both Ross and Glen 

readily embellished their beat patterns in this context. 

Reeves (1990) suggests beginning improvisational 

instruction with rhythm, but not in the context of a 

familiar tune. Reeves' (1990) intention is to acclimate 

students to the swing subdivision of the beat before they 

begin improvisation. My teaching strategy reflected this 

sequence. Webb (1991) suggests focusing on rhythmic 

elements apart from pitch elements in improvisational 

pedagogy. By changing the rhythms (and notes) of familiar 

pieces separately, I was "reducing the degrees of freedom" 

(Kennell, 1992; Wood, Bruner & Ross, 1976) in order to 
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create an improvisational ^ zone of proximal development' 

(Vygotsky, 1978). Further, an improvisational zone of 

proximal development was being created through "frustration 

control" by "reducing anxiety in the student(s)" (Kennel1, 

1992, p. 9). 

Webb (1991) also proposes turning off the lights as a 

strategy to "allow students to feel less inhibited" (p. 83). 

Like the other experts, Webb (1991) and Reeves (1991) 

continue to focus on the improvisational product and 

speculate about the improvisational process from the 

students' perspectives. When the process of improvisation 

is the research focus, students' feelings are not speculated 

about, they are documented (Delia Pietra & Campbell, 1995; 

Leavell, 1995). More importantly, when the improvisational 

process (not the product) is the focus of instruction, 

playing the right notes from the right scale, in the right 

places with the proper rhythmic feel is not the director's 

concern, and therefore not the novice's concern. 

Rhvthm Section Concerns 

Prior knowledge on the part of the students in the 

rhythm section was an important facet to the success this 

group of students achieved. Both the guitarist and the bass 

player could read conventional notation. In fact, Josh was 
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confused by printed chord diagrams because it was not part 

of his prior knowledge. Instead of writing the full four-

or five-voice chords however, I substituted two note 

voicings reflecting the third and seventh of each chord. 

This practice is beginning to make its way into print 

(Thomas, 1993). 

However, Thomas' (1993) improvisational method focuses 

on the 12-bar blues. While discussing improvisation above, 

it was noted how most of the students felt the 12-bar blues 

was not the best starting point for beginning improvisors. 

Introduction of this vehicle appears to have been beyond the 

capabilities of some of the rhythm section players as well. 

Both Josh and Lynn viewed chords, in the context of the 12-

bar blues and other traditional jazz literature (^Satin 

Doll')/ as "moving too fast" [Individualized Parts, Episode 

15, p. 225]. Jazz experts view the 12-bar blues as an 

elementary vehicle. These jazz novices did not. This is 

another strong case for beginning with familiar pieces. The 

underlying harmony typical of these tunes moves more slowly, 

creating frequent less chord movement. 
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Implications of the Findings for the 

Instrumental Music Teacher 

When choosing student-centeredness of instruction a 

teacher focuses on the students' learning processes 

throughout a lesson rather than relying on pre-planned 

teaching procedures. The music educator instructs based on 

what students say rather than what other educators think. 

Furthermore, the teacher listens to the students' voices as 

an important tool in gauging the success of his or her 

instructional strategies. 

Student-centered instruction also means that 

instrumental music educators may want to include students' 

input throughout working on the musical product. This would 

emphasize the music making process, or "musicing" (Elliott, 

1995, p. 49). Giving students the opportunity to 

collectively interpret a piece of music provides the music 

educator with "a robust representation of (students) 

level(s) of musical understanding of that work and the 

musical practice of which it is a part" (Elliott, 1995, p. 

59) . 

Looking beyond the musical product could also include 

consideration of the social environment from the students' 

perspectives. While the music educator may want that 45 
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minutes of the day to resemble a 'rehearsal', the students 

may want to have fun and use 'band class' as a release from 

other studies. The novice clearly brings different 

expectations to band class than the expert brings to a 

rehearsal. At any given time, the novice may be more 

attuned to the social environment than to the musical 

product; so too should the music educator. 

Finally, the instrumental music educator may want to 

plan and sequence 'musical perturbation' in a way that puts 

concepts new to the students ('the change') at the center of 

instruction. A planned sequence would allow students to 

focus on one change in schema at a time. This instructional 

strategy would allow students to use their prior knowledge 

as a blueprint for comparison to the new information. 

How any of the above suggestions are best put into 

action depends upon the musical situation, that is, the 

context. What follows are specific strategies that might 

prove useful in the contexts of jazz band and concert band 

instruction. 

Suggestions for the Jazz Educator 

Specific strategies suitable for the jazz educator 

include: sequencing materials from what students know to 

what they do not know; introducing unfamiliar concepts 
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through familiar tunes; juxtaposing prior knowledge 

(straight-eighth interpretations) with new knowledge (swing-

eighth interpretations); using group improvisation as a 

vehicle to transport students' attention away from being 

^uptight'; incorporating Kratus' (1991) suggestion of 

focusing on the improvisational process rather than the 

product for novices, and presenting a sequence from playing 

familiar tunes tutti before progressing to individualized 

parts. From the instructional perspective, these devices 

worked well or even better than anything I had done 

previously. From the students' perspectives, group 

improvisation was noted by several students as helpful in 

alleviating fear, trepidation regarding individualized parts 

was non-existent, and only the students with the most 

experience reported boredom with the familiar repertoire. 

Jazz educators wishing to be student-centered will want 

to be aware of the social environment created by the members 

of the group. Specifically, the ^social dynamic' created by 

various students' feelings about improvisation appears to be 

important. Are some students teasing others about 

improvisation? Do the stronger improvisors constitute a 

clique? Cliques which form around stronger and more willing 

improvisors could be identified and utilized in a way that 
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will allay, not cause, improvisational- anxiety on the part 

of other students. Alleviating apprehension during 

improvisation could involve beginning improvisational 

instruction with group improvisation (Goslee, 1994), 

sequencing ultimately to individual improvisation. 

Embellishing the rhythms and/or pitches of familiar tunes 

may help mollify students' initial inhibitions as well. 

When comparing students' comments from the preliminary case 

study to the main study, Kratus' (1991) process-oriented 

focus for novices appears to have some merit. 

Student-centered jazz instruction accommodates the 

students' voice. The terms of the expert musician could be 

compared to, and used in conjunction- with, any slang 

students may create. Also, jazz educators can allow 

students input into the interpretations or even 

modifications of repertoire by allowing rhythmic or even 

melodic embellishment of a given piece. 

Jazz educators choosing student-centered instruction 

should determine and utilize students' prior knowledge to 

introduce new concepts. If concepts fundamental to jazz are 

unfamiliar to students, songs familiar to the students could 

be used as vehicles for teaching these basics. Student-

centered instruction also begins with the students' prior 
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experience of ^safety in numbers'. Unison tutti patterns, 

riffs and songs should precede repertoire involving 

individualized parts. Further, repertoire which would 

constitute >intermediate steps' in a sequence from unison 

tutti songs to fully individualized parts should be sought 

out and incorporated. A method book which includes such a 

sequence could prove most beneficial. 

Jazz educators, as noted in Chapter II, only speak to 

the benefits of individualized parts in the context of jazz 

band. They have not mentioned the sense of uneasiness or 

concern students may face. Jazz educators may want to 

consider reserving individualized parts for novices until 

after they have established proper articulation and swing 

feel through unison vehicles, preferably songs familiar to 

the students. 

Arrangers for this genre and age group who write music 

with individualized parts need to be cognizant of the 

general ranges presented in beginning band books, slowly 

expanding range for each instrument. Likewise, voicings 

which spread any given section from top to bottom beyond an 

octave should be avoided. Melodies which create a lot of 

chromatics when homophonically voiced should also only be 

used sparingly when writing for novices. 
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These suggestions reflect a sequence of the subject 

matter which is student-centered and spreads out ^musical 

perturbation'. The subject is sequenced mindful of the 

students and the change first, and the subject matter 

second. A sequence of ^musical perturbation' could be 

viewed as a reduction in the "degrees of freedom" (Kennell, 

1992; Wood, Bruner & Ross, 1979), and/or unknown elements 

for students. Improvisational instruction sequenced from 

the group to individuals gradually removes the scaffolding 

(Bruner, 1986; Vygotsky, 1978) created by ^safety in 

numbers', and provides "frustration control" (Kennell, 1992, 

p. 9) to help reduce anxiety. Improvisational instruction 

which begins with embellishing the rhythms of a familiar 

piece reduces a degree of freedom created by an unknown 

improvisational vehicle. A gradual sequence from unison 

tutti familiar pieces to fully individual parts reduces the 

degrees of freedom and the unknown for students. 

Introduction of swing concept and articulation through 

familiar pieces reduces the degrees of freedom, allowing 

students to focus on *the change' by using the known as 

scaffolding for the unknown. 

Beyond student-centeredness, external cues, such as 

singing and repetitions from the students, modeling on an 
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instrument or instruments, guided practice, rhythm flash 

cards with respective vocalization syllables, drum beats and 

drum patterns to set up rhythmic figures, worked well with 

these 19 novices. These strategies could be used to teach 

students proper swing interpretation of rhythms. External 

cues are exceptionally important for rhythmic figures which 

are not part of students' prior experience (e.g. the 

syncopated dotted-quarter note). If singing is used, 

syllables novices note as transferrable to instruments may 

be preferable to syllables which are not. Identification 

and reporting of such syllables is particularly urgent in 

the case of off-beats and consecutive swing eighth notes. 

I have frequently heard jazz educators blame band 

directors with little jazz training for a young band's 

inability to swing. While more research is needed, given 

the students' comments and lack of mastery, jazz educators 

themselves should take partial blame for not providing the 

profession with a novice-friendly strategy for articulating 

consecutive eighth notes. 

Swing concept could be taught by juxtaposing a swing 

and straight interpretation of familiar tunes. Students 

should be encouraged to express and share their thought 

processes during these interpretations. How novices 
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conceptualize swing and straight interpretations is likely 

more important than having them conceptualize as an expert 

might. 

Tonguing with %da' needs to be introduced specifically, 

in comparison to students' previous practices. Having brass 

students note and compare tongue placement in the oral 

cavity prior to, and separately from, playing on the 

mouthpiece appears to work well. Strategies which saxophone 

students note as beneficial should continue to be sought out 

and reported. 

Players of chordal instruments need to be indoctrinated 

into the world of jazz *comping' slowly. This can be 

accomplished through two note voicings (3rd and 7th of each 

chord) of songs, preferably familiar ones, with slow 

harmonic movement. These voicings might also be written in 

whole notes, allowing space for rhythmic embellishment and 

improvisation. Removing rhythms from chordal voicings 

"reduces the degrees of freedom", providing scaffolding for 

piano and guitar novices to reach that which might otherwise 

be unattainable. 

Suggestions for the Band Director 

A band environment which is governed by the principles 

of student-centeredness requires the following actions on 
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the part of the band director. First, awareness of the 

social environment in concert band begins with a self-view 

of director mannerisms. Do these mannerisms promote an 

environment where students perceive a lack of freedom of 

musical expression? The band director needs to be conscious 

of whether the expectations brought by the students more 

closely reflect the novice wanting a ^band class' or the 

expert wanting a ^rehearsal'. If the same director conducts 

both the concert and jazz ensembles, does he or she have 

differing mannerisms for these respective groups? If so, 

what effect do these mannerisms have on the respective 

social environments? The band director should not be afraid 

to allow experimentation in concert band. Like the jazz 

educator, the band director needs to be aware of pre-

existing cliques or cliques which exclude lower chair 

players. If chair order is established through individual 

chair tests in front of the group, the band director may 

wish to consider an alternative for students whose 

performances are negatively impacted by this evaluation 

process. Taped chair tests give these students more of an 

opportunity to be on equal ground. 

The band director should also know what the students' 

musical preferences are and work with them. Once 
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established, the melodies of these pieces could be 

transcribed and arranged for the various instruments in 

band. This music could be compared and contrasted to band 

literature. In this way, the band director is using the 

students' schema to help students more fully understand the 

unfamiliar repertoire. 

A piece of music could be programmed for the expressed 

purpose of allowing a vehicle for embellishment. Students 

could use the notes and/or the rhythms as a guide to create 

a new piece of music. The students themselves could 

ultimately make decisions regarding which embellishments 

would be adopted by the group and collectively performed. 

Students could also be allowed to suggest placement of 

crescendos, accents or other expressive elements in all of 

the repertoire so they view creativity in concert band as 

more than "just making it sound good". 

Finally, music history could be taught ^in situ' 

emphasizing ^musical perturbation'. The band director could 

pick music from several different eras in music history and 

point out how the interpretation of dynamics, articulations, 

subdivisions and other elements depends upon the historical 

context. The change in these elements from era to era 

should be at the center of instruction. By doing this, 
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students are likely to have more than one concept of any 

given musical element. 



CHAPTER IX 

IMPLICATIONS OF THE STUDY FOR 

RESEARCH IN JAZZ EDUCATION 

Like most research, this study raised more questions 

than it answered. Before outlining them, it is first 

necessary to share my beliefs regarding the success of the 

research process that guided this study. The research 

agenda was dictated by the jazz instructional objectives of 

teaching fundamentals. Seeking a more student-centered 

approach, however, was the result of my initial research and 

literature review that lead me to change my instructional 

philosophy. I actually was trying to improve instruction 

for jazz novices rather than proving a point through 

research. Because of this focus, the qualitative research 

paradigm was uniquely suited to keep the balance between 

research and instruction. A consistent ^give and take' 

proposition arose in which I learned to eliminate bias from 

instructional vocabulary on the one hand and, on the other 

hand, learned to pose non-leading questions. As a result, I 

had more rich and trustworthy comments from the students. 

The instructional environment became richer. 
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The daily focus group discussions provided a plethora 

of data. Unfortunately, these discussions also limited 

instructional time. Similarly, focus group discussions had 

to be limited in order to teach. For future incorporation 

of focus group discussion research into instruction, I will 

utilize the anticipatory and closing parts of the lesson 

plan scheme to incorporate focus group discussions. This 

will allow pre- and post-instructional perspectives from the 

students on a daily basis. 

As implemented, the discussions may have brought a 

daily awareness of the research to the students. The camera 

and tape recorder clearly did this. Students, especially 

this age, are influenced by their peers. However, peer (and 

teacher) influence should not be viewed solely as a negative 

in the research process, particularly with naturalistic 

research. The tenets of constructivism allow a ^reality' 

defined in this way. Regardless, repetitions in students' 

views, as a result of the focus group discussion format, 

were duly noted and considered before any final conclusions 

were drawn. While mutual influence of participants is 

expected, and welcomed in focus group research (Krueger, 

1995; Rubin & Rubin, 1995; Patton, 1990) , pre-existing peers 

groups and cliques need to be identified before research 
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with young people begins. These groups should also be 

considered when conclusions are drawn and tested. In this 

regard, the exit interviews were invaluable tools for 

comparison to the ^objectively captured' data provided by 

the video and audio tapes and contributed to the ultimate 

trustworthiness of the study. 

In summary, I learned that there is no excuse for a 

lack of rigor in any research. In particular reference to 

qualitative research, for example, it is not sufficient to 

say that findings will be triangulated. Triangulation, as 

Huberman and Miles (1994) suggest, should be seen as a %mode 

of inquiry' where sufficient redundancy is employed 

throughout the research process. Also, although replication 

of findings is not expected in qualitative research, 

replication of method should be mandatory. Therefore, I 

intend to replicate the present study with several different 

groups of students, honing the research/instruction 

dichotomy each time. The most immediate step in this regard 

will be to insert the focus group discussions at the 

beginning and end of the lesson plan, gaining students' 

perspectives in a pre- and post-instructional manner. 

Regularities and discrepancies between the present 

findings and my future research would both be beneficial and 
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healthy. Findings from the specific and open-ended research 

question will be used as departure points. Specifically, 

more students' perspectives will be sought about learning 

the fundamentals of jazz style, playing individualized 

parts, improvising in groups and individually, and peer 

groups/pressure during the improvisational process. I will 

continue to seek students views regarding articulation 

techniques. Further, I will be observing whether or not 

students compare concert band to jazz band and whether or 

not any cliques or groups are formed around the more willing 

improvisors. 

Second, I plan to use a think-aloud protocol to more 

specifically describe novices' thought processes while 

playing jazz. Individual's thoughts will be recorded and 

compared for a swing versus straight eighth note 

performance, group versus individual improvisation, and 

unison familiar pieces versus individualized parts. 

Third, I plan to utilize multiple case studies in order 

to compare students' views of various instructional 

strategies. Improvisational apprehension will be the focus 

for a comparison of two or more cases regarding 12-bar blues 

versus rhythmic embellishment of familiar tunes, group 

versus individual improvisation, or process- versus product-
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oriented improvisational instruction. I also plan to 

compare students' views across multiple sites scrutinizing a 

sequenced versus a non-sequenced approach to introducing 

music with individualized parts. 

Fourth, I plan to talk to a large number of expert jazz 

musicians to determine precisely how articulation of 

consecutive swing eighth notes is being executed. Thus far, 

my informal discussions with students and faculty members at 

two different universities have yielded few regularities. 

However, because most of these people said that articulation 

was contingent upon the music, specific musical examples 

will be included in such a research design. 

Qualitative research as that planned by me for the 

future also will lead to specific questions which are better 

answered through exclusively quantitative designs. For 

example, I plan to investigate the success of a variety of 

jazz instructional and performance techniques, asking such 

questions as: 

1. What articulation techniques are found to be successful 

in middle school band students' performances of 

consecutive swing eighth notes? 

2. What approach to teaching Ma' tonguing to middle school 

band students is found to be most successful? 
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3. Is there a difference between students' performances of 

swing rhythms notated in dotted-eighth-sixteenth 

patterns and students' performances of swing rhythms 

notated in straight eighth note patterns? 

4. Is there a difference in students' performances of swing 

rhythms preceded by vocalization syllables and 

students' performance of swing rhythms not preceded by 

vocalization syllables? 

5. Is there a difference between students' performances of 

swing rhythms preceded by vocalization syllables 

transferrable to instruments and students' performances 

of swing rhythms preceded by vocalization syllables not 

transferrable to instruments? 

6. Is there any difference in teacher behavior between 

concert band and jazz band? 

7. What similarities exist in jazz experts' tonguing of 

consecutive swing eighth notes? 

In summary, this study has opened my eyes to the amount 

of work necessary to become serious about research in jazz 

education in school settings. It is my hope that other 

instrumental music teachers will join me in pursuing this 

work. We can do this by simultaneously instructing and 

researching, and by sharing our findings with each other. I 
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became a better teacher as a result of this process and 

therefore believe that my study contributed to the 

improvement of jazz instruction for novices. 
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University of North Texas 
Sponsored Projects Administration 3 0 3 

August 17, 1995 

Brian K. Leavell 
2005 Shawnee 
Denton, TX 76201 

Dear Mr. Leavell: 

Your proposal entitled "Beginning Jazz Band Students' Reflections on the 
Accomodation of Musical-Technical Skills Needed for the Initial Jazz Band 
Experience," has undergone expedited review and has been approved by the IRB 
under 45 CFR 46.110. Please remember to send us a copy of the informed 
consent addressed to the students. Thanks. 

If you have any questions, please contact me at (817) 565-3946. 

Good luck on your project. 

Sincerely, 

Sandra Terrell, Chair 
Institutional Review Board 

ST/ls 

P.O. Box 13646 • Denton, Texas 76203-6646 
817/565-3940 # FAX: 817/565-4277 • INTERNET: Lane#Abn.UiH.Edu • TDD: 800/735-2989 
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College of Music 

August 18/ 1995 

Dear Parents, 

I am a graduate student conducting my dissertation 
study in association with the University of North Texas. 
This study will explore the initial jazz band learning 
experience from the students' perspectives in order to 
understand how students learn to play jazz. This study is 
designed to help provide insight into better approaches to 
music education. This study has been approved by the Office 
of Research Administration at the University of North Texas 
(817-565-3940). 

Due to your child's consistent good grades, the Middle 
School Principal has granted his permission for your child 
to participate in an 8th grade jazz band which will meet 
each Thursday and Friday during the study hall period from 
August 24 through November, ending before the Thanksgiving 
break. Your child may withdraw from the study at anytime. 
Further, withdrawal from the study will not affect your 
child's grade in band. 

I will be teaching, observing, audiotaping and 
videotaping the classroom. I will also be making written 
notes of my observations and asking your child to share 
his/her thoughts and feelings about this learning 
experience. The initial questionnaire I would like each 
student to complete is enclosed for your perusal. All 
information gathered will be reported anonymously. Thus, 
your child's name will not be associated with any of the 
information in the final report. When completed, a copy of 
this dissertation will be available in the middle school 
library. 

P.O. Box 13887 • Denton. Texas 76203-3887 
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If you will allow your child to participate in this 
study, please sign and return the form on the following 
page. If you have any questions or concerns, please feel 
free to contact me at my home in Denton or call the middle 
school principal or the band director. 

Gratefully, 

Mr. Brian K. Leavell 

I give my informed consent for my child to take part in 
this study. I have read the description of the study and I 
understand it. I understand that NAMES WILL NOT BE 
ASSOCIATED WITH THE RESULTS. I also understand that I am 
free to withdraw my consent and end my child's participation 
in this study at any time with no adverse affect on my 
child's grade. 

Date Child's Name 

Parent or Guardian's Signature 
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Name Date 

Instrument Birth Date 

How long have you been playing your instrument? 

How long have you been playing in band? 

Do you take, or have you ever taken private lessons? 

If yes, how many months of instruction you received. 

Months 

Are you taking these lessons now? Circle one: Yes No 

If no, when did you take these lessons? 

What type of music do you like to listen to the most? 

What other musical experiences have you had? (For example, 

singing in the church choir, playing in summer band, summer 

band camp, etc.) 
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Look at the list below. Pick the one you liked the most and 

the one you liked the least. 

Playing chair tests 

Playing with your section 

Playing with the your class 

Playing with the whole band 

Liked most -

Liked least -

Of all the things you did in band last year, what did you 

like the most? 

Of all the things you did in band last year, what did you 

like the least? 

What do you remember most about playing in band last year? 

Last year, what chair in your section did you sit most 

often? 

Do you think you deserved this chair, a higher chair or a 

lower chair? 
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This year, when you come to band class, "what do you look 

forward to the most? 

Is there anything you don't look forward to? If yes, please 

tell me what that is. 
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DAY 15 

Activity 

Hot Cross Buns 

1. Play as is 

2. Improv all together 

3. Sections 

4. Individuals 

'Skip To My Lou' 

1. Full song rock 

2. Full song swing 

3. Individuals, 2 bars 

Rock & Swing 

Research Fqcus Questi on 

Improvisation Compare how you think 

compare feelings you did on this to 

the blues scale 

improvising yesterday. 

Why do you think you 

did better/worse? 

1. Lana 

2. Shelly 

3. Alice 

4. Jeremy 

5. Chaz 

Compare what's happening 

insider your mouth when 

you 'da' tongue to what's 

happening when you don't 

'da' tongue. 

If you had to give that 

other way of tonguing 

a name like 'da', what 

would it be? 

Artie, 
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1. Ann 

2. Brian 

3. Aubrey 

4. Brad 

5. Timothy 

6. Johnna 

7. Michaela 
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DAY 17 

Activity Research Focus Ones Hon* 

The Swinging Bridge Swing vs. Straight Play TSB straight. 

p'6 Play T£B swing. 

What are you thinking 

about to make the 

difference? 

1. Ben 

2. Lana 

3. Brian 

4. Josh 

Down by the Riverside S a m e sequence 

p. 14 

1. Jeremy 

2. Timothy 

3. Michaela 

4. Tom 

Old MacDonald 

p. 23 

Same sequence 

1. Johnna 

2. Brad 

3. Alice 

4. George 



Activity 

Tom Dooley 

p. 24 

Research Focus 

314 

Questions 

Same sequence 

1. Chaz 

2. Aubrey 

3. Shelly 

4. Ann 
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DAY 19 

Activity 

Discussion 

Research Focus Questions 

Jazz Band Environment What do you like 

about jazz band? 

1. Glen 

2. Brian 

3. Jeremy 

4. Brad 

5. Ross 

What don't you like 

about jazz band? 

1. Shelly 

2. Timothy 

3. Josh 

4. Johnna 

5. George 

What could I do to 

make jazz band more 

fun for you? 

1. Lynn 

2. Ben 

3. Lana 

4. Aubrey 
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Activity Research Focus Questions 

What could I do to help 

you learn more? 

1. Tom 

2. Chaz 

3. Lana 

4. Michaela 

The Swinging Bridge Articulation Play 2nd measure 

da-da-da-da 

Now play 2nd measure 

dud-le du-da/dud-n du-da 

Compare what's happening 

in your mouth when you 

tongue those two ways. 

1. Brian 

2. Jeremy 

3. Aubrey 

4. Brad 
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(Timothy not playing, horn in shop; Brad talking to Josh; 

Tom and Lynn at drum set) 

Timothy: My valves are messed up again. 

T: Yep, Timothy? Ok, bring it up here let me take a look at 

it. Everybody play xHot Cross Buns' please. 

(Chaz starts singing *Hot Cross Buns') 

T: The way it's written on the page. Shh. Ross start us 

out with a rock beat and I'll say "one two ready go," 

and everybody else start. Ross you start. One two 

ready go. 

[TRIAL] (some students swing 8th notes) 

T: Good, ok. Stop with me please. Let me have just the 

trumpets, trombones, and saxes. One two ready go. 

[TRIAL] 

T: Make sure you're moving all together. Now let me just 

have bass. One two ready go. 

[TRIAL] 

T: Everybody. One, two, one two ready and go. 

[TRIAL] 

T: Take a minute or so and fiddle with it and make it...jazz 

it up. Go. 

[TRIAL PRACTICE] 
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Timothy: Tom, quit noodling. 

T: Brian, let me hear your version. 

[BRIAN PLAYS] 

T: Brad, let me hear your version. 

Brad: I don't have a version. 

T: You don't have one? You didn't come up with one? 

Brad: No, I couldn't come up with one. 

T: Ben, let me hear yours. 

[BEN PLAYS] (plays exactly the same as Brian) 

T: Ok. Jeremy. 

[JEREMY PLAYS] 

T: Good. Lana. 

Lana: I didn't come up with one either. 

Chaz: (whispers) Didn't come up with one. 

(Lana looks back at Chaz) 

T: You didn't come up with one? Shelly? 

[SHELLY PLAYS] 

Shelly: I messed up. 

T: Ok. Let me hear the drums and bass again. Just the two 

of you, rock beat. One two ready go. 

[TRIAL] 

T: Ok. Is your amp all the way on ten? 

George: Nope. 
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T: It's not? Is your...is the volume on the guitar all the 

way up to high? 

George: Nope. 

T: Ok, I'm not sure why it's distorting then. 

George: Uh, well cause it's all set, like, for the uh, the 

other band. 

T: Oh, don't... change it so it's not distorted. 

George: Ok. 

T: Let me hear it now. 

George: (plays a note) Not quite, (plays again) 

T: That's better. Ok. With the drums and bass I want 

everybody to try at the same time, Ok? Make up your 

own...I want those of you that don't have a version yet 

to come up with one. 

Michaela: (Slouches in chair) Do we have to? 

T: Do you have to? I'd like for you to. One, two, one two 

ready go. 

[TRIAL] 

T: Please stop with me. Please stop with me. Put both feet 

flat on the floor, Ben, Brad. One, two, one two ready 

go. 

[TRIAL] 

T: Ok. Alright. Let me hear just the drums, the bass and 
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the trumpets. One, two, one two ready and go. 

[TRIAL] (All saxes look back but Shelly) 

T: Trombones and bass and drums. One, two, one two ready 

and go. 

[TRIAL] (Shelly and Brian don't look back) 

T: Saxes and drums and bass. One, two...you ready Ross? 

One, two, one two ready and go. 

[TRIAL] 

T: Ok. Now Brad why don't you try your version with drums 

and bass? 

Brad: Me? 

T: Yep. One, two...Ross and George you're in. One, two, 

one two ready and go. 

[TRIAL] 

T: Alright. Lana. One, two, one two ready and go. 

[TRIAL] 

T: Alice. One, two, one two ready and go. 

[TRIAL] (on soprano) 

Alice: It didn't work too well. 

T: It didn't work too well? I thought it did. Jeremy. 

One, two, one two ready and go. 

[TRIAL] 

T: Ok. Chaz. 
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Chaz: Oh, Ok. 

T. One..Timothy, would you like to do what you did yesterday 

and grab a different horn and 

Timothy: Nah... 

T: I would like for you to do that, would you please? 

Timothy: Sure. 

T. Yes thank you. Go spit out your gum, find a horn and 

join us. One, two...Chaz..one two ready and go. 

[TRIAL] 

T: Ok. Shelly. 

Shelly: Uh, I already played. 

T: Oh you already played? Alright. Aubrey. One, two, one 

two ready and go. 

[TRIAL] 

T: Ok. Ann. One, two, one two ready and go. 

[TRIAL] 

T. Alright. Johnna. One, two, one two ready and go. 

[TRIAL] 

T: Ok, good. Michaela. 

(Slumps in chair, then smiles and plays) 

[TRIAL] 

^• Alright. Josh. One...first note should be a G, right? 

Josh: Right. Which one do you want me to play? 
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T: The C line. 

Josh: Ok, I... 

T: You're a C instrument, did you know that? 

Josh: (Shakes head no) 

T: You do now. One.... Uh, this should be one right on top 

of there. There you go. Why don't you try that? 

Guitar, bass and drums. One, two, one two ready and 

go. 

[TRIAL] 

T: Chromatic, good. Lynn. One...Lynn...one... 

Lynn: I didn't do anything. 

T: Well I'd like for you to try now. 

Lynn: I don't know how to. 

Tom: HaHa! 

T: One, two...well you don't know how to what? 

Lynn: Ok, that's fine. 

T: Give it a shot. Do your best. One, two, one two ready 

and go. 

[TRIAL] 

T: Alright. Tom. 

Tom: Me, oh cool. 

T: There's lots of people in here but only one with that 

name. One, two, one two ready and go. 
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[TRIAL]-

T: Alright. 

Tom: Yee-haw. 

T: Timothy, you remember yesterday we were doing 12-bar 

blues improvisation? Compare how you did on this to 

that and tell me how do you think you did. Compare 

it. 

Lana: Um, better. 

T: You did better. 

Lana: Yes. 

T: Why do you think you did better? Shhh. 

Lana: I don't know probably.... 

T: You don't know probably... 

Lana: Cause there's not so many different notes. 

T: Not so many different notes? Ok. Shelly? 

Shelly: Um... 

T: Compare this to the blues improv and what do you think? 

Shelly: This one's easier, but the blues is more fun. 

T: Alright. It's easier, so how—it's easier how do you 

think you did on the two, comparatively? 

Shelly: Um, probably better on the blues, ^cause, you know, 

it's, there's more notes. 

T: Alice, compare the two. Yesterday's blues improvising... 
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Alice: The blues or the... 

T: And this. 

Alice: Oh. I like this better. 

T: You like this better? 

Alice: Yeah. 

T: Which do you think you did...compare the two. 

Alice: ^Hot Cross Buns' because I know the rhythm and uh 

there's less notes. 

T: Less notes... 

Alice: And I can jazz it up easier. 

T: You can jazz it up more? Alright. Jeremy. Compare 

yesterday's 12-bar blues to this, how you think...your 

performance. 

Jeremy: I think I did about the same but uh, I think the 

blues sounds better. 

Ben: Good job Jeremy. 

T: You think the blues sounds better? Why? 

Jeremy: There's more variety in the blues. 

T: Ok. Chaz, what do you think? 

Chaz: Same thing he said. (Points to Jeremy) 

T: Same thing he said? Exactly? You don't have any 

different thought? You guys think exactly the same? 

Chaz: I don't know, I just kinda like it because you can 
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change up the rhythms and notes. (Emphasis on and) 

T: On which? 

Chaz: On the blues scale. 

T: Ok. Alright. Aubrey, what do you think? Which do you 

think...compare how you did on this to how you did 

on...shhh 

Aubrey: I probably did better on this even though the blues 

scale or whatever is more fun. 

T: The blues scale's more fun? Why do you think you did 

better on this? 

Aubrey: I don't know; I just did. 

T: You just did? Alright. Can we try it again please all 

together? 

Josh: Regular or.. 

T: Uh...this is your chance to make another new one up. 

One, two... 

Alice: With the same notes or... 

T: Yeah, same notes. One, two, one two ready and go. 

[TRIAL] 

T: Keep going.. 

[TRIAL CONTINUES] 

Brad: Can we play the bottom line? (Bass line on same sheet) 

T: Ok. Bom bom bom bom bom bom bom...George play the bottom 
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line for Brad once. Shh. So he can hear how it goes. 

[GEORGE PLAYS] 

Tom: [laughs] Cool! 

T: That's how the bottom line goes. Shhh. Trombones you 

want to try the bottom line? Why don't you try the 

bottom line with George. One, two, one two ready go. 

[TRIAL] 

T: Alright. Johnna, compare how you did yesterday on the 

blues to 'Hot Cross Buns'. 

Johnna: I think I did better on the blues. 

T: You did better on the blues? Why do you think, shh, 

Brad, turn around please. Why do you think so? 

Johnna: Mmmm, I don't really know. 

T: You don't really know? Lynn. 

Lynn: 'Hot Cross Buns'. 

T: Nice look. You think you did better on 'Hot Cross Buns'? 

Why? 

Lynn: Because I can play the right notes. 

Brad: She knows it probably already. 

T: Let her speak. Cause you played the right notes? 

Lynn: Yeah. 

T: Alright. Everybody get up 'Skip to My Lou' please. 

Ben: Oh yeah. 
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Brad: Skip, skip to my lou. 

T: It's in the...yeah. Page 24, 26, something like that. 

Ann: I think it's 25. 

(Brian has forgotten his music) 

Aubrey: He (Brian) cannot share with me because he plays 

tenor. 

T: Shhh. Play it in a rock style, rock beat. Ross..shh. 

And do not...do not Ma' tongue. Don't Ma' tongue for 

the rock style. One...tongue the way you used to 

tongue. One, two, one two ready go. 

[TRIAL] 

T: Ok. Make sure...you have a B-flat or B-natural in the 

song, Ben. 

Ben: I've got...B-flat. 

T: Yeah. Do it again please, rock style. Do not Ma' 

tongue. One, two, one two ready go. 

(Johnna gets up, gets mouthpiece puller and returns to seat, 

Chaz helps Johnna pull the mouthpiece) 

[TRIAL] (8th note tug between swing and straight) 

T: Swing. Do Ma' tongue. Shh. One, two, one two, Ma' 

tongue ready go. 

[TRIAL] 

T: Hey Chaz, can I get you to pull that mouthpiece at the 
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end so you guys are playing? 'Cause I have two 

people...I have two trumpets playing 'cause one 

mouthpiece is stuck. And I can pull it in about three 

seconds at the end of class. Ok. Swing one more time. 

One, two, Ma' tongue please go. 

[TRIAL] 

T: Ok. Rock style one more time and do not Ma' tongue. 

Glen just sit down, just stay and play one more time. 

One, two, rock style no Ma' tongue. One, two, one two 

ready go. 

[TRIAL] (Tom holds sustain pedal down at end of trial) 

Lynn: Tom! 

T: Alright. Switch drummers please. Here. We're about... 

(Alice practicing plays a B-natural) 

T: Oop, B-flat, B-flat. Shhh. Now, two more times. First 

time rock, second time swing. Do not Ma' tongue on 

the rock, do Ma' tongue on the swing, and I want you 

to start thinking about comparing those two different 

ways that you tongue, 'cause I want to ask you about 

that, alright? So when you play these two times, think 

about what's happening in your mouth. First time rock, 

don't da tongue. One, two, one two ready and go. 

[TRIAL] (8th note tug, first bar only) 
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T: Now, swing and do Ma' tongue. And Ross, when you do the 

swing this time I don't want you to put the snare real 

loud I just want you to put cross stick so it's like 

a...more of a click than a loud... One, do Ma' tongue 

please in swing. One, two, one two ready go. 

[TRIAL] (Ben moves to music) 

T: Ok. Sh. Just the horns, just trumpets. Shh. Trumpets, 

trombones and saxophones, first two measures. Rock, no 

Ma' tongue. Ok? First two measures only. Rock, no 

Ma' tongue. One two, one two ready go. 

[TRIAL] 

T: No drums please. One more time, just the horns. One, 

two, one two... go. 

[TRIAL] (8th note tug) 

T: Now, swing. And Ma' tongue. One, two measures only. 

One, two, one two ready go. 

[TRIAL] 

T: Now, as I point to individuals, I want you to do those 

two things back to back. Rock, no Ma' tongue, swing, 

da tongue. Ben go. 

[TRIAL] (clearly straight 1st measure, 2nd measure swings) 

T: Now go back and do the same two measures. 

[TRIAL] (clearly swing) 
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T: Ok, now compare what's happening in your mouth to when 

you Ma' tongue and when you don't. Shh. 

Ben: When you uh xda' tongue, the tongue gets further up in 

your mouth than rock. 

T: If you had to give a name like Ma' to the other kind of 

tonguing what would it be? 

Ben: I have no idea. 

T: You have no idea? Alright. Jeremy. First two measures 

rock, no Ma' tongue, second two measures rock...uh, 

swing, Ma' tongue. 

[TRIAL] (clearly straight) 

T: Now two measures swing, Ma' tongue. 

[TRIAL] (clearly swing) 

T: Compare what's happening in your mouth. 

Jeremy: xDa' is farther back and higher,... 

T: And... 

Jeremy: Smoother. 

T: ..if you, smoother? If you had to give a name to that 

other kind of tonguing like the name da what would it 

be? 

Brad: Hard tongue. 

T: Somebody said something. Say that again. 

Brad: Hard tongue. 
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T: Hard tongue? Alright. Lana, shh, Lana you try. 

[TRIAL] (swings second set of 8ths) 

T: Ok now Ma' tongue and swing. 

[TRIAL] (Swings) 

T: Now compare those two ways of tonguing. 

Lana. Uh, the first time I feel like your tongue is against 

your teeth and when you Ma' tongue, it's in your mouth 

further. 

T. Alright if you had to give a name to that other kind of 

tonguing, what syllable would come out of your mouth if 

you... 

Lana: Ti.. 

T: Ti? 

Ben: That's what I was going to say. 

T: Is that what you were going to say Ben? Alright. 

Alice, first two measures, swing...rock, and then first 

two measures swing. 

[TRIAL] (swings both) 

T. Ok, now. Different story with saxophone you got this 

thing shoved in your mouth. Compare those two ways of 

tonguing for me. 

Alice: Um, the first one the rock one and like you hit the 

reed with your tongue and the second one you like, you 
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hit the roof of your mouth with your tongue. 

T: Alright. What would you call that other way of tonguing 

if you had to call it... 

Alice: Ta. 

T: Ta. Ok. Ann, first two measures rock, first two 

measures swing. 

[TRIAL] (swings) 

T: Now Ma' tongue and swing. 

[TRIAL] (swings) 

T: Ok. Compare what's happening in your mouth. On those... 

Ann: On the rock thing it's easier to tongue and ... 

T: It's easier to tongue? 

Ann: Yeah... 

T: Explain to me what's happening inside your mouth. 

Ann: Well, it's like um, I'm hitting the reed and it's 

easier to get a sound out, on the 'da' tongue I'm not 

hitting the reed Mause it's hitting the roof of my 

mouth and it's hard to get a sound out. 

T: Ok. Brian, rock and no Ma' tongue. 

[TRIAL] (swings) 

T: Now, Ma' tongue and swing. 

[TRIAL] (swings) 

T: Compare the two tongues for you. 
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Brian: Well like Ann said, it's hitting the reed on the 

first one, and the second one, its' hitting on top of 

my mouth. 

T: Alright. Everybody, rock style please. One, two, one 

two, one two ready go. 

[TRIAL] (TEACHER claps rhythm along with students 

playing) 

T: Swing. One, two, one two, one two ready go. 

[TRIAL] 

T: Ok. Brad. Two measures rock, no 'da' tongue, two 

measures swing 'da' tongue. 

Brad: I don't know this... 

T: You don't know what? Go ahead try it. 

[TRIAL] (swings) 

T: Now Ma' tongue. And swing. 

[TRIAL] (swings, smoother tongue) 

T: Compare the two ways of tonguing for me. 

Brad: Um, I don't know. 

T: You can't describe the difference in your mouth for me? 

Is there a difference. 

Brad: I don't know...there might be, I just don't know. 

T: I want you to think about it Ok? *Cause I'd be curious 

about your answer. What do you guys want to play? 
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Shelly: 'Reuben and Rachael'. 

Ben: 'Satin Doll'. 

Alice, Michaela, George, Aubrey, Ann: 'Reuben and Rachel'. 

T: 'Reuben and Rachael'. 

Alice: 'Reuben and Rachael'. 

T: You're outnumbered. Anybody have a reed she can borrow 

so she can play with us? Michaela, you know that reed, 

it might still work with that little chip. 

Michaela: I might squeak. 

T: I don't care, hey you know what I don't care if you 

squeak, I just want you to play. If you squeak, oh 

well. That's ok, don't worry about playing, we're about 

out of time anyway. One, two, one two, a-one two ready 

go. 

[TRIAL] 

T: Come on, a little faster. Da, bom bom-ba dom bom-ba dom. 

One, two, one two, a-one two ready go. 

[TRIAL] 

T: Wait, wait one second. Um, remember I promised you a 

party at the beginning for everybody that stuck all the 

way through? We're gonna do that but I need to figure 

out when...some of you...need to tell me when you can 

make it. See you next week. 
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FIELD NOTES 

DAY 1 

Attendance 

Ross and Shelly absent, Ann's horn was in the shop, didn't 

play. 

Seating 

Band room door 

DRUMS PIANO 

BASS TPT2 TPT1 TPT3 TPT4 

GTR TRB2 TRB1 TRB3 

TEN1 ALT02a ALT02b ALT01 TEN2 BARI 

Podium 

Band room Door 

Showed them seating arrangement and Timothy said trombones 

were sitting in the right order. I told him it was 

different for jazz band. 

No one knew where to sit. 

Articulation 

Class starts, right away these kids sounded like there were 

tonguing fairly smoothly in the concert F warm-up. 

Some students had a little trouble with Ma' - Alice & 

Michaela, Lana, Brad, Ann. 

Saxes seemed to have more trouble than brass with Ma' 
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articulation. 

Some students didn't know if they were tonguing with Ma' or 

not (Johnna and Chaz) 

Most students seemed to be able to do Ma' articulation by 

the end of the period. 

Everyone said it was different from how they were tonguing 

before except for Johnna, not sure. 

Other 

Brad was visibly upset with the part he was playing. 

Had a hard time getting started with all the high school 

kids coming in and out. Spoke to band director about 

having them use other door. 

Rhythm section started to jam with a couple high school kids 

as well. Couldn't get H.S. guitar player and some 

other H.S. students to leave. Brad was distracted by 

this xAre we going to jam some rock with them?' or 

something to that affect. 

In both the Rinaldo exercise (p. 2 line 2) and Concert Bb 

scale, there were a lot of A naturals missed by 

everyone. 

Told Glen to swing for Concert Bb scale and he played a rock 

beat. As soon as I demonstrated it for him, he was 

able to do it. 
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Glen asked me after class about reading his Jazz Rock & 

Harmony music with the band and I told him for a while 

he would just be playing that swing pattern. 

Aubrey and Josh weren't sure what their transpositions were. 

Timothy asked about the camera, I told him to ignore it. 

A lot of missed concert A naturals. 

I used the term ^horns', not sure some students knew what I 

meant. 



340 

DAY 2 

Attendance 

Johnna, Ross, Alice absent, Michaela did play, headache. 

Seating 

Trombones still got confused about where to sit (not on 

camera) 

Articulation 

Most students said they were still working on Ma' 

articulation: Timothy said it was getting easier, Ben 

said he had it, Jeremy and Chaz used 'pretty much have 

it', follow-up on this. 

All brass said 'da' was a change from what they'd been 

doing, Timothy: 'I'm used to a regular tongue; Shelly 

knew that tonguing was context-dependent: 'My tonguing 

changes depending on what it is, but it was different 

than a 'slap tongue' or something of this nature; Ann 

agreed, then said she usually plays with a 't' . 

All brass but Brad said Ma' tongue put their tongue further 

back in their mouth than what they'd been doing before. 

Told trombones about slurring notes where the slide movement 

and note movement go in the opposite direction. 

Some students forgot to 'da' tongue when we started playing 
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AAura Lee' (check transcripts for specifics, Lana, Ann, 

more?...) 

Shelly did not think xda' tongue a staccato could be the 

same thing, using the term 'sharp' for staccato. 

Josh figured out that pull offs were the same thing as 

slurs, I told him he could do that. 

Rhvthm and Interpretation 

Before I showed them the swing interpretation, all students 

played 'Aura Lee' with a straight 8th note 

interpretation. 

Timothy wanted to 'hear how it goes' before he played it. 

Chaz played it initially with slurs and he said it sounded 

like it needed, I may have led him to this response. 

I modeled proper swing interpretation for them and told 

them to finger along. When we played it many students 

missed the rhythm in the third measure. Singing long-

shorts seemed to help as well. 

Asked some students about practicing the night before and 

Lana said the rhythm was troublesome in her ability to 

learn 'Aura Lee' . 

Other 

Josh asked me if he could use his fingers instead of a pick 

I said yes. 
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Glen came in late because he said he wasn't feeling well. 

Ann asked about her transposition, yC for us is....' 

Still lots of concert A's missed today. 
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DAY 3 . 

Attendance 

Ann absent 

Seating 

Students still confused about where to sit (Shelly, 

TROMBONES). Trumpets got it right. Trombones were in 

the wrong seats again. Someone asked why lead player is 

in the middle, I have to respond to that question 

tomorrow. Possibly, 'What could I do to help you 

remember your correct seat'? 

Articulation 

Asked students how they would teach jazz band articulation 

if I sent them into a room to teach someone else. Got 

some interesting responses: Chaz, 'have them say Ma' 

then have them do it using Bb scale'; Shelly said she'd 

compare it to a slap tongue; Brad said 'the same way 

you taught us', Alice said, 'have them say 'da' for a 

while' - most everybody said they would use 'da' to 

teach. 

Shelly was tonguing very well, almost too smoothly. Timothy 

played is still tonguing kind of hard. 

Rhythm and Interpretation 

Timothy played rhythms for 'Aura Lee' correctly today. 
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Ben played 'Aura Lee' as a solo, I asked him how what 

helped him learn the rhythms he said, 'practicing the 

tonguing'. Shelly said 'fingering along while played 

it helped her learn the rhythms. 

Started 'Skip to my Lou' and rhythm in the second measure. 

Told students about rock and swing interpretation, 

Timothy: 'Swing'? He didn't understand the term. Tried 

to sing and model as much as I could and had students 

sing after me. Told them about da-ka-du-dat and how to 

mask the two middle syllables to get dotted-quarter-

eighth rhythm correct. Several students said they 

remembered to think da-ka-du-dat when they played 

(Lynn, Aubrey, Shelly, Lana, Chaz) Ultimately and 

overall, the singing seemed to work. 

Individualized Parts 

Gave rhythm section separate parts to play on 'Aura Lee' I 

need to see how they feel about playing parts separate 

from the horns. 

Concert-A 

This note missed so much, I decided to start a category/code 

for it. 

Rhvthm Section 

Josh didn't understand how to read chord chart - 'I can't 
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read chords'. I need to follow-up on this and see if 

he'd prefer to read notes or chords. 

Piano players were thrown off by chords, and couldn't play 

whole notes. 

George was missing some E naturals in the 'Aura Lee' bass 

line I wrote for him. 

improvisation 

Ross improvised an ending on 'Skip to My Lou' to emulate the 

rhythmic pattern. 

Other 

Students did a great job being in their seats when the bell 

rang and I complimented them for it. 

There's a pattern emerging of students who will frequently 

respond to questions - Ben, Brad, Timothy, Shelly. I 

need to make sure I get to the students who aren't 

responding as much. Saxes are the most soft spoken 

section. It seems to be affecting who plays as well as 

who talks. Had several people volunteer to play 'Aura 

Lee' [Ben, Timothy, Shelly] 

Timothy didn't understand why a dotted-half note was cut off 

on 4 and not 3 - 1 explained it with fence example, 

he's also playing 2nd position very flat. 

Timothy also didn't understand how I was using the term 
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^horns', *0h, trombone horns?' I explained to the class 

what I meant by horns. 

Piano players noodling some. 

Some students moving to music while they play, (Ross, Ben) 
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DAY 4 

Attendance 

Michaela absent 

Seating 

Alice asked Ann what she was doing in her chair. 

Articulation 

^Describe what's happening in your mouth when you use the 

Ma' tongue'. Johnna said the Ma' tongue was the same 

as she always tongued. Ann said it felt weird and that 

her tongue ^goes down' on Ma' tonguing. I had Ann say 

Ma' without the mouthpiece and then with it, and asked 

her where her tongue hit when she said Ma'. She said 

her tongue was hitting on the tip of the reed as 

compared to ^hitting it straight' for the other type of 

tonguing. 

Rhvthm/Interpretation 

Ann said she needed help with the rhythm on xAura Lee'. 

Still doing a lot of singing and having students repeat 

after me, it seems to be helping. 

Improvisation 

The trombones put an sfp-crescendo on last note of *Skip' 

without me telling them, I think it was Timothy. 
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Individualized Parts/Rhvthm Section 

Lynn reacted today when I told them I wanted them to play 

individually; 'Whoa!' 

Piano players noodling some more today, but Tom figured out 

that the Bb major 7 chord *sounded better' with a Bb in 

the bottom rather than B-natural, (I apparently forgot 

to put it in their part). 

I asked them how their part fit with the melody, Tom said 

they played the chords that fit the song. Then I asked 

him how it fit rhythmically, and they both said they 

could hear how it fit rhythmically. 

Lynn informed me that she Midn't like chords' but couldn't 

tell me why. 

George was playing walking line very stiff and separated. I 

sang the bass line how I wanted it to be including 

accents on two and four, emphasizing this point to him. 

Also told George about putting chord behind strap 

button. 

Rhythm section playing, jamming? after class some. 

Concert A 

Still a lot of these missed, especially by trumpets. I 

asked students if they were a music company executive 

what they would do to help students their age remember 
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to play concert A: Shelly said she'd put the 

accidentals in a different color so they could see 

them. Chaz said he'd put a flat by all the B-flats. 

Other 

Aubrey was playing a wrong note on Concert F. 

Ann seems to be having some trouble adjusting to 

mouthpiece, playing with a double embouchure, she's 

still not sure about transposition either. 

We're still having trouble with people walking in and out 

during class. 

Timothy did not know what a hi-hat was. 

Brad seems very interested in what's going on in the rhythm 

section and was playing the guitar after class. 
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T: So why don't you like to play chords Lynn? 

Lynn: Why, what did I tell you I forgot? Ok, they do not 

like me, everytime I go to play them, they just confuse 

me more. 

T: Who doesn't like you? 

Lynn: The chords. 

T: The chords don't like you? 

Lynn: (Laughs) No. 

T: ...and everytime you go to play them, they just confuse 

you more? 

Lynn: Yeah, (laughs) 

T: Ok, well maybe I can explain it to you so it doesn't 

confuse you. 

Lynn: I can play *Skip to My Lou', stuff like that, 

Beethoven, but I have trouble with chords. 

T: Ok. 
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T: (To Lana) Yesterday you said something about you thought 

the guys were better than the girls? 

Lana: They...turn loose, I mean just jazz it up. 

T: They turn loose? 

Lana: Just jazz it up? 

T: Hang on one second, hang on a second. Timothy. Say it 

again. 

Lana: Um, they can, do whatever they want, more than the 

girls, just jazzing the melodies up. And everyone else 

seems to do the same thing, doing just what the book 

shows. 

T: Have you talked to some of the other girls about that or 

is this just what you think? 

Lana: Um, it's just what I think. 

T: Ok. 

Lana: I mean it just seems to be the guys. 

T: Alright. Ok. 
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LANA 

T: Tell me about what you've learned in the last 12 weeks. 

Lana: What I've learned? 

T: Yeah. 

Lana: Ok, I guess to Ma' tongue, I was wondering... in my 

region music, we have to play a slow song that's 

supposed to be played sweetly, would it help to Ma' 

tongue? 

T: Yes. 

Lana: Would that help? 

T: Yes, definitely. It would smooth it out. What else did 

you learn? 

Lana: I guess to play better with my section, TRB2 and TRB3 

and get along with them and I guess play better 

together as a group. 

T: Ok. Compare how you tongued in the beginning of jazz band 

and how you tongue now and tell me what helped you most 

to learn how to Ma' tongue. 

Lana: I guess you, do you remember you made us say Ma' and 

felt where it hit in the top of our mouths,... 

T: Umhmm... 

Lana: That helped a lot and at the beginning of jazz band I 

tongued real hard like ^ta' and now sometimes I still 
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forget but I think I've got it. 

T: How long do you think it took before you got used to that 

or did it come right away? 

Lana: Well I never thought it was hard, but it did come 

gradually. 

T: So it wasn't hard it just took a little while to get 

used.. 

Lana: Get better at it. 

T: Get better at it. Ok. So what did you learn about 

playing with your section, you said playing with my 

section better and getting along with Brad and Timothy. 

Those are kind of two different things. 

Lana: Sometimes they're hard to get along with. 

T: Why? 

Lana: I don't know. I guess because, it seems like the girl 

sections get along better and since I'm only girl (in 

the section) it's kinda weird for me, like it was last 

year. And this year, jazz band helped because we have 

to play together and we have to get along to play it 

right and so it's just a little bit better. 

T: So what makes you feel weird about being the only girl in 

that section? 

Lana: Well, they were like the wildest guys in the whole 7th 
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yrade band and of course they're in my section. 

T: Last year you mean, in 7th grade. 

Lana: Yeah. This year it's no so bad, I guess over the past 

two years I've gotten used to it. And it'll get 

easier. 

T: You said something about the girl sections, what did you 

mean by that? 

Lana: Well the girls, like the clarinets, they're all good 

friends and stuff and they all get along and plus, 

they're different than guys, some of the guys, because 

I don't know, the guys are competitive too but the 

girls they don't tease you and stuff like that they're 

more serious about it than the guys are. 

T: Did any of the guys tease you? 

Lana: Oh, they tease me all the time. 

T: Really, during band and jazz band? 

Lana: Um, they tease me more in jazz band. 

T: What do they tease you about in jazz band? 

Lana: Not being wild like them. 

T: Umhmm. So what did you think about that gang? 

Lana: (Laughs) 

T: Who's in that gang first of all? 

Lana: Ok, my whole section, Brad, Timothy, and (2 other 
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students in concert band).... 

T: Let's just talk about jazz band, who's in that gang? 

Lana: Ben, Brad, Timothy, and that's it. Timothy doesn't 

tease me. 

T: He doesn't? So who does the most teasing? 

Lana: Probably Ben. 

T: And what does he say when he teases you? 

Lana: (In her best 'Ben' voice) Get with it, you gotta play 

the blues, or something like that. 

T: So is it anything in particular or does it matter what 

you're playing when he teases you? 

Lana: No, it's just, well, when we improvise, otherwise they 

don't tease me. 

T: So when we're improvising, what does he say? 

Lana: You gotta let it flow.... He teases me about not 

being...I guess as good at it as he is. 

T: And how did that make you feel? 

Lana: Oh, I really didn't care because some people are good 

at that and some people aren't. 

T: So how did you feel when you were improvising, let's 

forget about Ben. 

Lana: I don't really like it. 

T: What is it that you don't like about it? 
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Lana: I don't know I just always, I'm real organized and I 

like to have it there, to see the notes and I can play 

it really well when I can see the notes but I'm just 

not good at making up stuff - I can't make it sound 

good. 

T: Is that feeling that you can't do it as strong as it used 

to be over the time that we've been doing it did you 

feel any more confident at all? 

Lana: Oh a little bit. I mean I don't like it when we do 

those long like in uh, that song that we're playing, 

what was it, 'Blues for Mr. B', I didn't want to play 

those loooong 12 measure rests, I couldn't do that but 

it wouldn't be so bad just playing the short ones. 

T: What is it about the short ones that makes it easier than 

the long ones? 

Lana: Well, I don't know, I don't feel as put on the spot I 

guess. 

T: Do you think if we kept going improvising that you could 

get used to it? 

Lana: I don't think I'd ever like the long rests but the 

short rests, I could do that. 

T: Ok. So if you had to put a word on how you're feeling 

when you're improvising what would that be? 
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Lana: Um, uncomfortable. 

T: Was there anything that I did or I could have done to 

make you more comfortable? 

Lana: No not really because I just don't like it. 

T: How did you feel when we were improvising all as a group, 

when I said ^Ok, everybody improvise all at the same 

time'. 

Lana: It's not as bad because nobody really hears you 

because everybody's playing. 

T: So during that time did you ever get a chance to not be 

uncomfortable and think more about what you're doing? 

Lana: Yeah, when we all play together I think about what I'm 

doing more. 

T: So do you think that helped then? 

Lana: Yeah, definitely. (Long pause) Plus when Ben plays he 

doesn't care if he's good or not, he just plays. And I 

can't take not sounding good, it makes me feel stupid 

so I don't like to do it. 

T: Do you think he sounds good when he improvises? 

Lana: A lot of the time he does. 

T: I noticed several times you weren't really smiling, were 

you not having a good time? 

Lana: No, I just like to be serious about it. 
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T: Was -jazz band fun for you? 

Lana: Yeah I like jazz band. 

T: Think about how you played the swing rhythms at the 

beginning and how you play them now and talk about the 

process you went through to learn how to play rhythms 

swing. 

Lana: Ok, well, I wasn't very good at swinging when I first 

started and I'm not perfect now but I'm a lot better 

than I used to be because we just practiced it and I 

got used to it more comfortable with it. 

T: Was there anything that I did that helped you learn those 

rhythms? 

Lana: Probably, I just can't remember....Oh, when you would 

say it, or sing it or clap it and when you played it on 

your instrument. 

T: Ok, so those things helped? 

Lana: Yeah. 

T: If you were going to teach someone how to Ma' tongue, 

how would you do it? 

Lana: I would tell them to say Ma' and see how that felt in 

their mouth and then try to do that when they're 

playing a note on their horn. 

T: So that really helped for you? 
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Lana: Yeah. 

T: Of all the songs we played, which was your favorite? 

Lana: I like ^Reuben and Rachel'. 

T: What was it that you liked about that? 

Lana: I just thought that we all sounded a lot better on 

that one and I just liked the way it sounded... I 

thought it was a good song. 

T: So you like it when the group sounds good... 

Lana: Yeah... 

T: And you thought that was our best one? 

Lana: Umhmmm. 

T: How did you feel about playing on songs like *Satin Doll' 

and xBlues for Mr. B' where there was only one person 

per part? 

Lana: I didn't mind that at all because some of the time 

they didn't bring their music and we had to share, but 

sometimes they did, it's not bad, I don't mind it. 

T: Other than Ben teasing you, did the things the gang did 

that affect you in any way good or bad? 

Lana: Hmmm, sometimes they make me laugh. 

t: If you could change the way things were in there in terms 

of what they did and what I allowed them to do, would 

want them to be more calmed down? 
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Lana: Sometimes I wish they'd be more serious and really try 

to play better than they do, kinda like the 9th grade, 

they're more serious and that's why they're really 

good. And they're good even though they're silly 

sometimes, and that's all that bothers me. 

T: Is there anything else you want to talk about that I 

didn't ask you about? 

Lana: Not really. 

T: Ok, I just have one more question for you. You remember 

we were talking about doo-dle tonguing? Tell me about 

that. 

Lana: I never got that, I just can't do it, I don't know 

why. 

T: Explain what was hard about it. 

Lana: The *L' part, I couldn't get that I just couldn't get 

the sound to come out of my horn. 

T: During the *L'? 

Lana: Umhmm. 

T: Good, thanks. 

Lana: You're welcome. 
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AUDIT CONTRACT 

1) Scope and Objectives: 

A. An assessment of the auditee's observations. Relevant 

queries include: 

1. Are the auditee's impressions of students' musical 

performances accurate? 

2. Are the auditee's impressions of students' behaviors 

accurate? 

B. "Trustworthiness" audit, adhering to selected queries 

from Miles and Huberman's (1994, pp. 278-279) criteria 

of confirmability, dependability, credibility and 

transferability. The objectives (relevant queries) for 

each of the four constructs are delineated below. 

Confirmability 

a) Are the study's general method and procedures described 

explicitly and in detail: Do we feel that we have a 

complete picture, including "backstage" information? 

b) Can we follow the actual sequence of how data were 

collected, processed, condensed/transformed, and 

displayed for specific conclusion drawing? 

c) Are the conclusions explicitly linked with exhibits of 

condensed/displayed data? 
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d) Is there a record of the study's methods and procedures, 

detailed enough to be followed as an "audit trail"? 

e) Are the study data retained and available for reanalysis 

by others? 

Dependability 

a) Are the research questions clear, and are the features of 

the study design congruent with them? 

b) Is the researcher's role and status within the site 

explicitly described? 

c) Do findings show meaningful parallelism across data 

sources (informants, contexts, times)? 

d) Are basic paradigms and analytic constructs clearly 

specified? (Reliability depends, in part, on it 

connectedness to theory) 

e) Were data collected across the full range of appropriate 

settings, times, respondents, and so on suggested by 

the research questions? 

f) Were coding checks made, and did they show adequate 

agreement? 

Credibility 

a) How context-rich and meaningful ("thick") are the 

descriptions? 

b) Does the account ring true, make sense, seem convincing 



368 

or plausible, enable a "vicarious presence" for the 

reader? 

c) Did triangulation among complementary methods and data 

sources produce generally converging conclusions? If 

not, is there a coherent explanation for this? 

d) Are the presented data well linked to the categories of 

prior or emerging theory? Do the measures reflect the 

constructs in play? 

e) Were the rules for confirmation of propositions, 

hypothesis, and so on made explicit? 

f) Was negative evidence sought for? Found? What happened 

then? 

g) Were the conclusions considered to be accurate by 

original informants? If not, is there a coherent 

explanation for this? 

Transferability 

a) Are the characteristics of the original sample of 

persons, settings, processes fully described enough to 

permit adequate comparisons with other samples? 

b) Do the findings include enough "thick description" for 

readers to assess the potential transferability? 

c) Are the processes and outcomes described generic enough 

to be applicable in other settings, even ones of a 
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different nature? 

d) Have narrative sequences been preserved unobscured? 

e) Does the report suggest settings where the findings could 

fruitfully be tested further? 

2) Time Frame: The audit report should be complete in 7 - 10 

days from the time materials are given to the auditor. 

3) Auditee Requirements: Relinquishing all documents, 

including raw data transcriptions, video, and 

audiotape, a copy of the dissertation and audit trail 

materials. 

4) Fees: To be determined after hours are added. 

5) Nature of the Report: To be put on 3.5 inch floppy disk, 

Windows compatible word perfect. ^Courier New' font 

with 1" margins, except for left hand side - 1.5". 

Auditor's Signature Auditee's Signature 
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