ar r'.-:.w{,rer” -:lrnpmers HF
of the Free State

The field of jazz style and interpretation is
vast. Since no single article can deal with its
magnitude, what we present here are merely
insights into its different aspects, in the hope
of guiding pedagogues, students and perform-
ers who want to embark upon jazz studies.
According to Devroop and Devroop (2006),
one of the core deficiencies within the ambit
of jazz study in South Africa lies in pedagogy
and music education. In spite of the diversity of
jazz curricula available nationally, far too little
attention is given to jazz music education, The
primary focus of this article is therefore on the
novice jazz educator, although it must be added
that several of the issues addressed here apply
to the intermediate as well as to the advanced
player/pedagogue.

As far back as the seventh century, the scholar and music
theonst Isidore of Seville stated that it was impossible to
notate music. While many of us take notated music for
granted, the issue of notation is in fact still a problem for
both composer and interpreter today, Middleton ( 1990:104-
6} adds that musicology and to an extent European-hased
musical practices suffer from what he terms “notational
centricity”, namely a process that has been somewhat
slanted by the characteristics of notation.

Altheugh the standard svstem of western notation has taken
some BOO vears to evolve into its current form, it s still
arguahly inadequate to capture and reflect accurately the
intentions of a cemposer, Contemporary composers have
even expanded the use of notational symbols to include
graphics and computer-generated images in order to meet
their interpretive expectations. In the realm of western art
music, the areas of interpretation and performance praciice
have undergone changes over the years;, which serves ta
confirm that the written manuscnpl is, to some éxlent at

valurme 342 2008

52 - musicus

least, merely 8 guide. Or rather,
compasers (the ikes of Gerhard Braun, Erhard Karkoschka
and Konrad Lechner} have put i,
desperate effort ol a composer to pen his thoughts with the
bare essential tools” (Braun 1991,

A5 SOme enntes porary

‘musie notation 15 the

The notion of limitanon 1s extended to John Cage’s inde-
terminacy 6 notation as 4 compositional method, which
brought the will of the composer into question. Cage’s
433" questions the concepts of unwanted sound (noise
and stlence; where he also “frames’ the musical performance
i time and space. His notion challenges basic assumptions
that we have about mypsic and notation, und ‘a grear deal
of 1t gives rise to confusion or outrage among listeners
who are unfamiliac with 1s philosophical hases” (Dobrian
1992), This lack of ability to present music accurately in
written form becomes more pronounced and problematic
in the notation of jaze which embraces effects not com-
mon in western ant music. Some of these anomaliss will
be addressed later

A further problem ansing from reaching jazz performance
and interpretation isrelated 1o time, or perhaps one should
say fime-keeping. Jazz performance and interpretation re-
guire great attention to finte in relation to a fairly strict met-
rical beat. The majonty of the jazz repenoirs is performed
overaconstant beat, implving that astrict tempo is observed
tor mase of the performance. Rubare playing as encountered
in western art music is not a normal charactersstic of jazz
performance, except m eases where a ballad (Le. a slow,
sentimental or romanltic song) is performed frecty, without
the support of a chythm seetion (usually consisting -;:F..lm..b
bass, drums and probably guitar), The tendency of *western
art mysic’ players to ‘drive’ phrases on. is anathema i jazz.
What is required in the latter is'a more relaxed, *laid back’
approach, with most notes falling on or shightly behind the
beat — except when very fast tempos are deployed, The
manner in which notes and accents are placed agamst the
regular heatis of extréme importance and has great bearing
on the outcome of the performance,

_ A



In the evaluation of o performance, our fizst cancern is with
the aspect ol time: Jarz musicians are often heard discuss:
ing a player's ahility o ‘swmg'l —whether the performer
has ‘good time’ (Gridley |988:xx). [t is.one’s sense of time
and swing that 15 central o conveying one's musical ideas
within a performance.

Compounding the 1ssue of jazz interpretation is the manner
m which the notation of the music manifests tsclf. Perhaps
for the sake of expediency — in a rather superficial way - the
patation is such that it relics 4 lol on the experience, talent
and musical insight of performers to achieve an acceptable
result. The nomied manmiseript presents a skeleton of the
composition. 1o be uded as the basis for the construgtion of
the musical work. Such “skeletons’ are not uncommon in
music hstory, Dunng earlier periods such as the Barogue
(1a00-1750, composers were noted for ther lack of inter-
pretational, articularion and phrasing mdications. These
elements were often lefi to the discretion of the performer,
wlho then interpreted the work gccarding to the conventions

{ising the above-mentioned issues as the basis for stylistic
interpretation; what follows are aotes and éxamples that
attempt to guide the non-jazz musician in interpreting this
music genre within the most unpoctant styles,

Jazz fundamentals

Given that iime 5 one of the key areas that give ose to
migrpretation problems, we shall now focos on this aspect.
Probably the most tamiliar style in jazz is that known as
swing stvle. Most of the music recorded in this style by Big
or Sluge Bands dates from the late 19305 and forms part of
our present-day masical expérience,

Swing style

| The primary aspacr of this stvle that needs 1o be thor-
oughly understood is the division of the quarter note
beatintor 3. A reipley feel mregard 1o the beal is impor-
tant, Suceessive Bith notes are played 'long-short® as
iollows:

1t may help vou to zet the right *feel” if vou think of the
well-known nune fr the Mood (Glean Miller):

The writing of continuous triplets is time consuming, there-
fore jazz plavers write 3th notes with the indication swing
style or make use of renute marks as follows:

Ee=a==

N8 The use of dotted Bth and 16th note groups {(as indi-
cated below), commaonty used to indicate a swing like feel,
is incorrect and should be avaided!

Should the writer desire equal 8th notes 1o be played, the
tatter will be indicated on the score as even (meaning even
or equal $th notes),

Finally, in cases where the music commences on a quaver
uphbeat that 1z preceded by quaver rest the value of this
fquaver) note should be interpreted in a riplet group upbeat
mnstead of an even value and beats broken up v rests should
sull incorporate the triplet “feel’

played

]

Quarter notes falling ow the beat are often plaved shont
—sometimes very short - as in

played

3 The phrase consisting ol an 8th, quarter and #1h note i3
Very Comman —

this should be interpreted =5
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and perhaps notated moare correctly as

The sbove phrase-grouping often ocours in the second half
of the har; as m

The length of the rest is varied according to the fempa. The
note following the rest should mever be late, but, 1 anvthing,
rather sarly, Arabrighter tempo, the §th note rest would be
much shorer, approximating a 16th note value,

3 Ties.across the bar hing or in the middle of the bar are

aften not regarded — therefore:

[F Nz — —-i'. e
{ _“,LJ,_E; '_I_‘_t. =

would be played

These rules apply generally in all time signatures (4, 2_.

Al
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Often students have difficulty m interpreting repeated Sth
nole strings at the same pitch in swing style, such as

(Suwa)

whereas 1t should be played

(Suwa)

—in i i iy

—i— =¥

Rephrasing

Most of the standards or i!:adrsh»::u[;. are wrimen in the
most basic terms,  To make these pieces sound effective
in jazz, i1 necessary 1o rephrase (and re-harmonise) the
melodies. This alse provides an opportunity to consider our
concepts of phrasing with regard to {mprovisation

3 r, - . | i

1 A forward “thrust (or rhythmic drive) is imparted by
placing important notes off the beat, and often withun
acecent. Therefore

’—'"'_'_'_‘_H"'B_tﬂ

e

could become

IO T T ATRPAT :I-Tmmpu
[ | = o - 3
e === Frie——

i situations where the music 15 written in half or quarter
notes o the beat

either anticipate or delay some imporlant notes as fol-
lows:

ﬁm IWTEEETES
AL =R
—~_5F



Also acceptable would be the following:

WFTER THE SEAT ANTIZRITION
=

—i; t t —r— et

EE=EE=E=Ee===

2 Afurher example would be:

| B |
L

-

(T us

leipler quarter notes can be effective mn cases such as the
following:

ANTECIPATION

WTICIATIoN

4!, 14
" p—

In cases such as the following:

Oeeasionally a note can be held back while lengthening the
preceding note (& techrique often used by singers to give

importance to a word), for example

_. e

T T n: —m
" = 7 i ¥
‘.. = i |_ IJ 1 .Ll — e

| kdwT TO  LogE THEM.

would hecome:
3

= T_; Tﬁ_ —
dd FS LS | 7 =

| waNTTC L FHEM,

Sometimes a note falling on the second beat (1n 2] 15 best
left oar the beat with an added accent, for example

E= SS==—1=
—_

rephrased becomes

&
Il
Ty

|

b
o
""‘ |

ln the jazz waltz, it is effective to anncipate the 3rd beat
50 tha

] —~ Vi
F'aﬁd_ﬁ:hfﬁn e -
o G = — 4

becomes

NOTE: Tempo 1sa vital factor in rephrasing. At a slower
ternpo, simple on the bead phrases are often more tasteful
Caution!-don t overdo it
L

A& kew component in jarzz performance 15 the aural aspect
The importance of listening to good jazz musicians (and
bands) cannot be overstated, So, LISTEN. LISTEN, and
LISTEM.

Shuffle style

This is an exaggerated form of the swing style in which
the rhythut section (usually drums; prano, bass and guitar)
stresses the triplet feel
same lime. A recording that exemplifies suchastyle 15 My
Baby Just Cares For Me performed by Nina Simone,

often accenting the "off-beat” ar the

l-"-n.!
- T

& & P
L] Ik 1

5=

This "feel’ is carried over into the playing of the *front ling’
{the non-rhythmic instnpments making up the Combe or
Big Band),
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Latin American and Afro-Cuban style

Latin American musicians differentiate between a vast array
of thythims. Such rhythms are so extensive that they require
separate (special) study, For the purpose of this article, we
will concentrate on just the music that falls under what is
lewsely termed the Bossa Nova, This is a foon of Sumba,
which has become @ very important and popular vehicle
for Latin jazz performance. This music is strongly duple in
feel — sametimes march-like in character, The first known
recorded examples by Charles Byrd featured the thythm
i playved on pereussion instruments and guitar, of course):

although the percussive elements (thythms) become more
and more complex in thework of top performers,

e mefodic thythms are playved square — implying that the
Bth netes are playved ‘even’ as opposed to the swing style.
Aswith jazz in general, mary notes are placed ‘ol the beat
o pive the music drive,

The phrase

:lj

this includes notes tied over the barling! Once again, the
tempa will be the key determinant in the overall affect,
Quarter notes.on the beatare often plaved short (as in swing
style):
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FUSION

This i85 & term used o denote a vast guantity of jaze-or-
ented music from roughly 1960 onwards. This particular
style embodies clements of rock and Latin music and s
more ‘contemporary’ incsonority, using-electronic instri-
ments such as synthesisers, digital keyboard and samplers.
Although the style anhrasirJhg varigs, the meladic rhythm
s eanerally ‘square’ (even & notes),

Conclusion

Any study in jarz 15 futile without sdequate listening. Jazz
history elearly reveals that the greatest musicians of our time
listened eagerly to their peers and their recordings, Using
these recordings as @ basis, many plavers then and today
still engage in transcribing and copying the solos of their
masters. This method of learning halps to sharpen one's
aural skills as well as 1o equip one with the basic vocabulary
for the performiance of this music,

What we have attempted m this artiele, the firstin a series of
articles planned by the suthors, is 1w focus on those aspecis
that are probably unfamiliar, but vital to individuals starting
out m Jjazz. It would benefit plavers and pedagogues alike
tf cach of the elements discussed in this article are studied
separately and thoroughly at first, prior ¢ progressing to the
next campenent. In order 10 get-a better insight into these
elements, it would he beneficial for the pedagogueplaver
to acquire repectoire {such as those pieces found in the Real
or Fake books) that employ the elements discussed in this
article: [n the words of Omette Coleman “jazz 15 the only
music in which the same note can be plaved night after night
but different each tima?, &

Referemces

Braun, Gerbiard, 1991, Personal communicalion with the composer
on his "Moneloge fuer blockflaete sole” 25 February 1991,
Stuttuar

Deveapp, Charradan and Karendra, 2006, 'The Occupational
Aspirztions and Expectanons of Sradents magormg in Tazz
Studies in South Africa’. frernational Assaciation of Jazz
Educatary Jowrnal. Mew York: TAJE (in print) .

Gridley, Mark C. 1988 Jazz Snvlés - History and analysis. 1 el
Mew Tersey) Prentice Hall

Dobrian, Chrs, 19920 Musie and Lanpuage. Available online
http: music.ars.ucl edw'dobrian/ C D omusie lang bim [ Ae-
cassed 02 Cetobuer 2004]

Middleton, Richard { 199072002}, Studving Popular Music. Phili-
detphia; Open University Press.

Tanner, Paul,: Megill, David and. Gerew, Maunce, 2003, Jazz
L0th edinon. Mew York: Metieaw B

World Jazz Seene, 2006 Grear guotes of and about mussicians. Os-
nette Coleman. Available online hitp:www worldjazzscene.
comiuotss html [aceessed 02 October 2006]



