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MM&N@WSN& that were .Smarﬂm& .3&:%& 18 tonal, rhythmic, and expressive items
Subjects performed two vocal jazz improvisation tasks, a blues, and a ii-V7-I mqu.wﬂwh.z.os.

ence, NE?.:S«SS.N lessons, voice lessons, gender, and general creativity

. w,\umh SMng \mﬁ.&nﬁa of this study were as follows: (a) the best order Mﬁ prediciors of the
wes task was jaz theory knowledge, jazz experience, and imitative ability; (b) the best

,\.k&wa of N\R&Nm&d of the it V7-I task was imitative ability, jorz theory wsmﬂt&& e, and

jazz experience; (c) the best order of predictors of the composile improvisation _._ENFM

juzz SmQQ. knowledge, imitative ability, and jazz experience; and (d) maa?ﬁgawww

lessons, voice lessons, gender; and general creativity were not \.S“.B& to be significant .
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Improvisation is considered by many to be the essence of j
Aitken, 1980; Baker, 1988; Baraka, 1990). Coker :oquowwmwm%w
The most important characteristic of jazz ... is improvisation. <m§:m:.
every _m.NN.mm._mnno: will focus on improvisation, even when many oﬁrmw
characteristics remain optional.... [azz continues to develop and

a EH:m M:dn.rw is based on the author's docioral dissertation, “Relationships among Vocal
¢ Improvisation Achievement, Jazz Theory Knowledge, Imitative Ability, Previous

| 7 mwm purpose of this study was to investigate relationships among various aspects of vocal
NW.M\ umprovisation Emhm&ﬁz&zh and several predictor variables. Subjects included 101
college students envolled in vocal jazz courses. The aspects of vocal Jazz improvisation

The independent variables included jazz theory knowledge, imitative ability, jazz experi-
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change with great rapidity, but improvisation ... remains reasonably
constant throughout its history of development from folk music to art
music” (p. 4).

Although improvisation is expected in instrumental jazz ensembles,
many vocal jazz ensembles feature little or no skilled improvisation.
Aitken and Aebersold (1983) cited the following problem areas of vocal
jazz improvisation that particularly need atiention by jazz educators:
(a) the ability of singers to hear and comprehend the harmonic
changes and to utilize the correct scales and chords, (b) the study and
knowledge of wellknown instrumental and vocal jazz soloists and their
music, and (c) the use of scat syllables resulting in appropriate jazz
style. Coker and Baker (1981} added the following: (a) an awareness of
the potential of chromaticism, (b) a vocabulary of jazz patterns, and (c)
the use of continuous eighth-note melodies resulting in appropriate
rhythmic style.

Research into the nature of the vocal jazz improvisation process and
the factors that influence achievement in improvisation is needed to
help develop teaching techniques that can enable singers to become
proficient in jazz improvisation. To date, we can only speculate on these
issues, based on a good deal of anecdotal information and little empir-
ical evidence.

Even though research in jazz improvisation achievement is growing,
it has been concerned primarily with the instrumentalist. Research in
instrumental jazz improvisation achievement has covered such topics as
measurement and evaluation (e.g., Burnsed & Price, 1984; Pfenninger,
1990; Schilling, 1987), and predictors, including music achievement
scores (e.g., Bash, 1984; McDaniel, 1974), music aptitude scores (e.g.,
Bash, 1984: Briscuso, 1972), gender (e.g., Bash, 1084; Hores, 1977;
Olson, 1987), handedness {e.g., Olson, 1987}, and music background
{e.g., Hores, 1977; Madura, 1981; Shaw, 1979). It seems that only one
investigation of vocal jazz improvisation achievement exists: Madura
(1991) examined relationships between vocal jazz achievement and
imitative ability, music theory knowledge, and previous musical experi-
€nces.

The independent variables in this study were selected based on
results of jazz and nonjazz improvisation achievement research, as well
as anecdotal information provided by professional jazz improvisers.
These independent variables include jazz theory knowledge (Madura,
1991: McDaniel, 1974), imitative ability (Madura, 1991; Shaw, 1979),
jazz experience (Madura, 1991; McDaniel, 1974; Shaw, 1979), instru-
mental lessons (Berendt, 1982; Madura, 1991), gender (Bash, 1984;
Hores, 1977; Olson, 1987), and general creativity {Madura, 1991,
Webster, 1979). The purpose of the present study was to explore these
independent variables, with the additional variable previous voice
lessons, as predictors of achievement in vocal jazz improvisation.
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:E«.ww&.:mm or colleges located in the West (n=48), East (n = 16), and
.?.H_Q.Emﬁ {rn = 37). Criteria for inclusion in the study consisted of the
mcgm.nm.. enrollment in a collegiate vocal jazz ensemble (n=91) or solo
jazz singing Qm.mm (7 =10) in which substantial instruction in Jazz impro-
visatton was given. The sample included 96 undergraduate students
Eﬁ 5 graduate students; 85 were music majors and 16 were nonrmusic
majors. Subjects’ ages ranged from 18 to 39, with a mean of 22, Sixty
:ﬁdmw.mw and 41 males participated. The data collection took place over
a pertod of 5 weeks in the fall of 1991.

Vocal jazz improvisation achievement was measured by a researcher-
constructed instrument that was developed and refined as a result of
.w:oﬁ. Smasm {(Madura, 1991). It consisted of three main dimensions of
Jazz improvisation, suggested by Pfenninger (1990) to be relatively dis-
crete.

The three dimensions were then divided mto 18 items. The 18 items
and their definitions were taken from the Jjazz adjudication measure in
Jarz wm&amn.u@ (1989) by David N. Baker. Evidence of Baker’s pedagogi-
cal expertise was identified by Moorman (1984) and Kuzmich (1980).

The three dimensions and 18 items were the following: (a) tonal
{correct notes, appropriate tonal language, variety, originality, motivic
Qm.«.m_ovgmsr unity, and intonation); (b) thythm (rhythmic feel, appro-
priate rhythmic figures, variety, originality, motivic developinent, and
unity); m:&. {c) expression (appropriate scat syllables, appropriate vocal
mOC:Q.. variety of sound, variety of range, and variety of dynamics).

mEuEwnm were instructed to improvise for 1 minute to a blues and for
1 minute to a ii-V7-I progression while they were accompanied by a
recorded rhythm section (Aebersold, 1967). The progressions were
selected because they are the two most widely used chord progressions
m Jazz (Coker, 1978; Moorman, 1984). The Aebersold recordings were
selected because they are widely used by jazz educators for the devel-
opment of improvisation skills (Paulson, 1983). The improvisations
were tape-recorded.

Improvisation evaluations were made by three judges. Two Jjudges
were Qo.n.moﬂm: students who had recently completed master’s degrees in

Jazz studies; the other was the researcher. After an extensive training
session, the judges listened to all improvisations three times—once for
.5@. tonal iterns, once for the rhythrn items, and once for the expression
items. A 5-point rating scale was used for each item, ranging from 1
{very poor) to 5 (excellent).

Oﬂmu:vmnr,w alpha was computed to assess interrater reliabiiity for
each item, dimension, task, and composite improvisation (see Table 1).
Hba.mdcamm relabilities for iterns ranged from a low of .63 for dynamic
variety 10 a high of .89 for correct tones. Dimension reliabilities ranged
MHOE. -84 for expression to .88 for tonal. The composite improvisation
mrerjudge reliability was .88 for the blues task, and .89 for the 1-V7-I
mm,wr. Interjudge reliability for the composite improvisation measure was
 Generally, interjudge reliabilities were acceptable. However, reliabil-
ity for appropriate sound quality was modest, which suggests that cau-
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tion is needed in the interpretation of results regarding sound. The
lack of strong interjudge agreement may be due to the fact that two of
the judges were primarily instrumental jazz musicians who may have
had limited exposure to the variety of tone qualities used by jazz
singers. Other modest interjudge reliabilities were found in the areas of
rhythmic feel, rhythmic unity, and dynamic variety in the blues.

Measures of the predictor variables are detailed below.

1. Dnitative ability. Ten melodies were chosen from Baker’s (1988)
first set of ear-training exercises. The tape-recorded melodies were
played on the piano by Baker. The duration of each metody was eight
beats, followed by eight beats of silence during which the subjects imi-
tated the melodies. The singers were instructed to imitate the melody
in any octave that was comfortable, using any syllable. The imitation
task was tape-recorded. The imitation test involved the evaluation of
both pitch and rhythmic accuracy. Judges evaluated pitch accuracy on
one hearing and rhythmic accuracy on a second hearing to produce a
composite score for imitation. Rating scales were used to indicate a
range of totally inaccurate (1) to totally accurate (5) for each of the ten
melodies. Interrater reliability was computed using Cronbach’s alpha
and was found to be very high (.96) for imitative ability.

2. Jazz theory knowledge. A researcher<constructed measure was devel-
oped based on sample exam items used in jazz improvisation classes at
a major Midwestern university. The test was designed to measure both
written and aural knowledge of jazz chord and scale types. To establish
content validity of the measure, the specific items tested were based on
a survey sent to all of the directors whose students participated in this
study. These directors indicated which information was taught to their
students, and based on the responses, a balanced sample of ditficult
and moderately easy items was selected. The resulting jazz theory mea-
sure consisted of 25 multiplechoice itemns that required the subject to
identify jazz chords (i.e., major, minor, dominant, diminished, and aug-
mented, including extensions), scales (i.e., major, Dorian, Mixolydian,
blues, diminished, Locrian, pentatonic, and whole tone), and their
relationships. Based on the directors’ responses, which indicated that
most of the information was conveyed aurally, the measure was divided
into 15 aural items and 10 written items. The aural examples were pre-
viously taperecorded and included chords and scales played on the
pianc by the researcher. Due to the moderately small number of test-
ing items on the jazz theory measure (n = 25), the Spearman-Brown
splichalves reliability formula was computed for the jazz theory mea-
sure, and reliability was high (.88).

3. Jazz experience. A researcherconstructed questionnaire was used to
assess the extent of subjects’ previous jazz experience. The following
data were collected by means of rating scales in which subjects indicat-
ed frequency or degree of the experiences: (a) jazz improvisation
lessons, (b) jazz improvisation practice, (c) vocal jazz ensemble experi-
ence, (d) vocal jazz listening, (e) instrumental jazz listening, (f) jazz
recordings owned, (g) jazz performances attended, (h) time interested
in jazz, (i) jazz heard in the home as a child, {j) assessment of parents’
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Table 1, concluded
Interrater Reliability for Improvisation Items, Dimensions, Tasks, and Composites (N = 101)

Variable

Interrater reliability

Blues task
Correct tones
Tonal language
Tonal variety
Tonal criginality
Tonal motivic development
Tonal unity
Intonation
Rhythmic feel
Rhythmic figures
Rhythmic variety
Rhythmic originality
Rhythmic motivic development
Rhythmic unity
Scat syllables
Sound
Variety of sound
Variety of range
Variety of dynamics
Combined tonal items
Combined rhythmic items
Combined expressive items
Composite blues

V7 task
Correct tones
Tonal language
Tonal variety
Tonal originaliry
Tonal motivic development
Tonal unity
Intonation
Rhythmic feel
Rhythmic figures
Rhythmic variety
Rhythmic originality
Rhythmic motivic development
Rhythmic unity
Scat syllables
Sound
Variety of sound
Variety of range
Variety of dynamics
Combined 10nal itemns
Combined rhythmic items
Combined expressive items
Composite ii-V7-I

.84
.83
77
g7
74
73
.78
65
73
.82
.80
.76
.68
73
.66
71

81

.63
.85

.82

80

.88

.89
.85
74
75
80
76
73
73
.78
81
78
75
77
74
67
.76
7
75
.87
84
.83
.89

Table 1 continues on next page.

Variable Interrater reliability

Composite dimensions

Tonal .88
Rhythmic .85
Expressive B4

90

Total improvisation

attitude toward jazz, and (k) use of aural feedback as a method of prac-
tice. A composite jazz experience variable was created from a surmma-
tion of individual zscores for each item. Gender and previous instru-
mental and voice lessons were also assessed. :

4. General creativity. The Torrance Tests of Creative Thinking
(TTCT)—Verbal Form A {1990) were used to measure general creativi-
ty. Trained scorers from the Scholastic Testing Service scored the tests.
Torrance (1990) reports test-retest reliabilities of .60 through .80. An
extensive section dealing with validity is included in the TT'CT manual.

The TTCT was used to measure creative fluency, flexibility, and orig-
inality. Fluency is defined as the total number of relevant responses;
flexibility is defined as the number of different responses given, or vari-
ety or shifts in content; and originality is defined as a rare or uncoimn-
mon response to a specific task. In this study, fluency, flexibility, and
originality were fairly highly intercorrelated, with results ranging from
r = .83 between originality and flexibility 1o r= .88 between fluency and
flexibility. Torrance (1990) suggests using the average standard score as
the best overall indicator of creative strength. Therefore, a creativity
variable was created from a composite of the zscores for the fluency,
flexibility, and originality tests. .

The musical background questionnaires were sent to the directors to
disuibute to the students prior to the researcher’s arrival. When the
researcher arrived at each school site, the entire group of subjects from
that school was administered the TTCT and the jazz theory test, which
required approximately 1.5 hours. Each individual then met privately
with the researcher for approximately 1¢ minutes 1o sing the imitation
and improvisation tasks, both of which were tape-recorded for subse-
quent evaluation. Fach subject’s identification number was recorded

prior to the singing tasks.
RESULTS

After descriptive statstics were determined for all variables in the
study, Pearson correlations were computed to determine the relatdon-
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Table ©

Fearson Corvelations among Independent Viariables (N =101)

Imitate Theory Jazzexp Gender TTCT score  Instrument

.E,_mOJ. 33

Jazzexp 18 31

Gender -.14 -03 15

TTCT score 22 18 ..om =11

:.H.nw:cBan 27 44 14 I.E 14

Voice -03 03 .02 l..n*m ..H 1 02

hi )
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wm_mm N noﬂ.wo_mmma sﬁ_”. voice lessons (r=-.42, £ <.001). The negative nmw.
clad Md in Qa:m case indicates a positive nmumaozmr;u between the female
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instrument o0 %mﬂ.ﬁ. The _significant relationships between
pnfcane ! ssol and the tonal 1tems demonstrated little practical
€. Nonsignificant relationships were also identified between
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Table 3
Pearson Correlations among Improvisation Variables (N = 101}
Tonal Correct Language Variety Origin Develop Unity Inton
Tonal
Language -80
Variety 57 82
Origin .64 92 95
Develop 0 .90 84 90
Unity 75 93 88 91 90
Inton 87 .67 45 .53 62 .66
Rhythmic
Feel 48 .71 .68 .66 .63 .68 .39
Figures 42 .74 .76 712 .69 72 .32
Variety .39 72 82 .78 .69 73 29
Origin .42 74 .82 .80 72 76 32
DBevelop 43 73 75 76 .78 76 37
Unity 49 78 82 80 .76 77 41
Expressive
Syliable 58 .80 .76 77 .71 .76 .53
Sound .63 .75 .66 .69 .69 75 67
Varysound 42 .58 .62 .62 57 .62 A0
Range 28 .46 56 54 .50 54 21
Dynamics 32 45 .51 51 50 49 25
Rhythmic Feel Figures Variety Origin  Develop Unity
Rhythmic
Figures .88
Variety 74 .83
Origin -7 84 97
Develop 81 84 .87 90
Unity .86 90 .89 90 Kol
Expressive
Syllable .80 .78 .76 77 .73 .82
Sound .68 .63 .60 .61 .63 69
Varysound 48 .50 .63 .66 57 57
Range 43 A4S 61 58 57 .54
Dynamics .38 44 61 57 55 .53
Expressive Syllable Sound Varysound Range
Sound .84
Varysound 66 .66
Range 48 47 .68
Dynamics 48 48 T4 73

Table 3 continues on next page
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able 3, concluded

Fewsson Correlations among bnprovisation Variables (N = 101
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Table 4
Correlations between Indgpendent and Dependent Variables

Imitate Theory Jazzexp TTCT score Gender Instrum Voice

Tonal
Correct 42 22 18 20 01 .02 06
Language .50 43 40 19 .00 18 04
Variety 50 46 .48 BE -.01 32 04
Origin A9 46 A7 A6 -.05 24 06
Develop .53 45 40 A7 -01 21 03
Uniry .54 47 40 A7 -04 22 .07
Inton A0 16 .09 A2 -10 -07 4

Rhythmic
Feel .38 .06 35 14 -6 24 09
Figures .36 .35 .50 A5 .10 .29 43
Variety 41 51 te) .14 05 29 06
Origin 43 .51 .40 14 04 .28 03
Develop 43 5l .52 .14 .01 23 04
Unity 47 57 b7 16 ~.06 27 05

Expressive
Syllable 41 .56 44 15 -.04 .19 .21
Sound 42 44 .32 09 —-.14 15 .23
Varysound .40 37 .20 09 -.18 21 21
Range .29 37 35 14 -05 32 .01
Dynamics 23 .36 .25 18 —-.09 18 A2

Note. Imitate = imitative ability; Theory = jazz theory knowledge; Jazzexp = jazz experience;
Torrance Tests of Creative Thinking; Instrum = instrumental lessons; Voice = volce lessons;
Correct = correct note choices; Language = siylistically appropriate language; Origin = original-
ity; Develop = motivic development; Inton = intonation; Figures = stylistically appropriate rhyth-
mic figures; Syltable = stylistically appropriate scat syllables; Sound = stylistically appropriate
sound; Varysound = variety of timbre; Range = variety of range; Dynamics = variety of dynamics.
All correlation coefficients above .20 are significant beyond the .05 level; all correlation coeffi-
cients above .26 are significant beyond the .01 level; all correlation coefficients above 32 are sig-

nificant beyond the 001 level.

(.84}, and expression {.87) were also relatively strong, suggesting that
performance on one dimension in the blues was predictive of perfor-
mance on that same dimension in the #i-V7-I task. The correlation
between the composite for all blues scores and all ii-V7-1 scores was .88
(p < .001). This strong correlation indicates that overall performance
on one task was highly predictive of overall performance on the other.

In order to determine whether the composite blues and 1i-V7.1
improvisation means were significantly different from one another, a
paired t-test was performed. Results indicated that there was a statisti-
cally significant difference between performance on the blues improvi-
sation task and performance on the ii-V7-1 improvisation task (z= 9.00,
df=100, p < .001). The compositc means for the two tasks indicate that
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Table 5

Fearson Correlgtions between Biues and i-V7-f Improvisation Jtems (N =101

Variabie
’
Tenal
Correct pitches Bk
H.w:.m,:wmm B #xx
Variery TTEER
Originality .wm***
Development ..Nm***
Uniry 7TERE
Intonation RO*E**
Rhythanic
F .am_ BQEEE
Figures TRE R
Variety .qm***
Originality .m_ Hkk
Development .qmiﬂ*
Unizy BO#E*
Expressive
Syllable 8w
Sound QO
Varysound TEAE*
Range . 57exx
Dynamics Gtk
Composite
Tonal
G2k
Rhythmic R4¥+x
Expressive .mq***
Combined q,ea&\@w&ﬁmn\@%ﬁﬁ% BE**x

Note, . Fi = ISKL Z - 3
mM::a |_WMM_MN w“na\__mznw:w approprtate rhythmic figures; Syllable = stylistically appropriate scat syllables; 3

= stylisucally appropriate sound; Va; = vari imbre: = vari o
- varicty of " rysound variety of tmbre; Range = variety of range; Dynamics ;

% Significant beyond the .001 level

subjects performed better =
VT o So0h o MM.MT% .Ecmw task (M= 21.87, $D= 3.99) than on the 3
Bmwzawwmm.ﬂxmwmamnm:ﬁ_nm the best set of predictors for achievement in the blues
s th -1 task, and the composite of the two vocal Jjazz improvisation tasks
tiple stepwise regression analyses were computed using the following Eam :
w%.ﬂamsﬂ ﬁbwgmm“ {a} .m:a:m:cm ability (Imitate), (b) jazz theory knowledge |
(o) MMM.WMV A_mmvm W_NNN mx%m.ﬂm:nm Qmwmmx_uv.. (d) instrumental lessons (Instrument)
. o ons ( .o:.uov. E.._Q .AD general creativity (TTCT). The stepwise
od used the statistical criteria of tolerance (0.0001), PIN [Probability of F- |
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Table 6

Stepunse Multiple Regression for Blues Improvisation Achievement (N = 101)
Variable Step MR R F daf P
Theory 1 50 .25 31.55 1,94 <.0001
Jazzexp 2 .61 37 27.18 2,93 < .0001
Imitate 3 .68 .46 26.00 3,92 < .0001

Note. Theory = jazz theory knowledge; Jazzexp = jazz experience; Imitate = imitative abiliry.

to-enter] (0.053), and POUT [Probability of F-toremove] (0.1).

The results of the stepwise regression for the blues task are present-
ed in Table 6. Jazz theory knowledge entered on the first step of the
equation as a significant predictor of blues vocal jazz improvisation
achievement and accounted for 25% of the variance. Jazz experience
entered second, accounting for an additional 12%, and imitative abili-
ty entered third, accounting for an additional 9%. These predictors
together accounted for a total of 46% of the variance of blues improvi-
sation. Instrumental lessons, voice lessons, and creativity score did not
enter the equation.

Table 7 shows the results of the stepwise multiple regression for the
ii-V7-I improvisation task. Unlike the resulis found for the blues task,
imitative ability entered firse, accounting for 26% of the variance. Jazz
theory knowledge entered second, accounting for an additional 14%,
and jazz experience entered third, accounting for an additional 7%.
The three variables accounted for a total of 47% of the variance of the
ii-V7-I improvisation task. Instrumental lessons, voice lessons, and cre-
ativity score did not enter the equation.

These same six predictor variables were used in a multiple stepwise
regression procedure for composite improvisation achievement, and
the results are presented in Table 8. The same three variables entered
the equarion in a different order than for the blues and the 13-V7-I and
accounted for slightly more variance. Jazz theory knowledge accounted
for 27%, imitative ability for an additional 13%, and jazz experience for

Table 7

Steprurise Multiple Regression for ii-V7-I Fmprovisation Achievement (N = 101)
Variable Step MR R F df p
Imitate 1 51 .26 33.66 1,94 < .0001
Theory 2 63 40 30.42 2,98 < .0001
Jazzexp 3 .68 47 26.76 3,02 < .0001

Note. Imitate = imitative ability; Theory = jazz theory knowledge; Jazzexp = jazz experience.
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Table 5
Stepnrise Multiple Regression for Composite Vocal Improvisation (N = 101)

Variable Step MR R F df p

Theo 5

_amw w I 52 27 34.96 1L,94  <.0001

m ate 2 63 40 30.59 2,93 <.0001
2zexp 3 0 49 29.30 3,92 <0001

Note. T =] ; 1 I
ole. Theory = jazz theory knowledge; Imitate = imitative ability; Jazzexp = jazz experience.

an addii i

cmlmaau:o%m_ 9%. H.T,o%m three predictors accounted for 49% of the.

_mmmOMnm of the composite vocal Jazz improvisation tasks. Instrumental
$, voice lessons, and creativity score did not enter the equation.

DISCUSSION

<omw~n. Eﬂm.m <m.3m~.u~mm that ?mwm consistently shown o be predictors of
e, Jazz _wcmu.woa.ammcow. achievement in this study are jazz theory
<OMM. _mmnmmmmmmanﬁzcm mw_:a\v. and jazz experience. Instrumental lessons,
g cssons, mmSmw.m_ creativity, mda.mmbama demonstrated nonsignifi-
Ew% ationships with achievement in vocal Jazz improvisation.
o BNSMMWMH Mrmﬂm seems to be no OEQH study in which researchers have
eamine relationship Umgwm: Imitative ability and jazz improvisa-
t achievement, the results of interviews with many accomplished jazz
instrumentalists indicate that the aural imitation of models was nam_mnm_
10 Mﬂﬁn Improvisational development (Madura, 1981; Shaw, 1979)
mnEM%%LM Mmﬁdwmwun m”.mrwgmu:mbﬂ appears to be a significant predictor of
: me: ot mstaumental (McDaniel, 1974) and vocal jazz
mmprovisation (Madura, 1991), although this assumption is based on
only a few studies. In the research published in 1974, McDaniel used
the wt_mmnm Music Achievernent Test, Madura Smos_cmnn_ a nonjazz
music theory examination from a major Midwestern universi msngﬁd.
study used a jazz theory measure. v )
&nﬂ%m _m&.m::mnmcoﬁ om. vams.o_..m Jazz experience as a significant pre-
[ 0f Jazz improvisation achievement supports studies by McDaniel
C@u&.“ Shaw (1979), and Madura ( 1991). These experiences include
mN_MMmEm m.EQﬁ:.wv practicing, and listening to jazz.
for hnmnmw creativity, as measured by the TTCT (verbal form), was
. nd to be unrelated to achievement in vocal jazz improvisation in
05. the present study and Madura (1991). A significant relationshi
was _Qm.acmmP however, between the TTCT (figural form) scores msw
improvisational creativity by Webster (1979). Additional research into
creatvity 1s necessary before conclusions can be drawn,
f..Onw.Dwm.ww :m._m Umn:. a good &mm.: of interest in the relationship between
al jazz Improvisation achievement and instrumental experience
Berendi (1973) claims that the best vocal Jazz improvisers have m_Bomm
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always been instrumentalisis. Trumpeter Louis Armstrong was one of
the first famous scat singers. Perhaps the reason Madura (1991} and
the present study found little practical significance between instru-
mental lessons and vocal jazz achievement is that the question of instru-
mental study did not differentiate between jazz and nonjazz lessons on
an instrument. It may be that a question regarding jazz lessons on an
instrtument may have produced different results. Voice lessons also
demonstrated little praciical significance with regard to achievement in
vocal jazz improvisation. .

This study revealed nonsignificant relationships between gender and
all aspects of vocal jazz improvisation achievement. Olson (1987) found
gender to be related to instrumental jazz improvisation achievermnent in
professional musicians, but Hores (1977) and Bash (1984} did not find
gender to be significantly correlated with jazz improvisation achieve-
ment in high school instrumentalisis.

IMPLICATIONS

The results of this study suggest several implications for the teaching
of vocal jazz improvisation in the college setting. Given that jazz theory
knowledge is a predictor of achievement in the blues and ii-V7-I tasks,
the importance of jazz theory 1o a course in vocal jazz improvisation
should not be underestimated. The instructor would be wise to teach
the spellings and sounds of jazz chord wypes, scale types, and their rela-
tonships.

Imitative ability is a primary factor in performance on tonal items
and in overall achievement in ii-V7-I and blues tasks. Therefore, the
teacher of vocal jazz improvisation should emphasize the importance of
accurately imitating melodies, including solos by students’ favorite
improvisors.

The importance of jazz experience to achievement in vocal jazz
improvisation is evident. It appears that the more time spent partici-
pating in jazz activities, the greater the achievement in improvisation.
Class assignments might involve requirements to attend jazz perfor-
mances, listen to jazz recordings, and practice jazz improvisation.

This study was exploratory in nature. Consequently, the majority of
findings are preliminary and in need of further research if generaliz-
ability is to be increased. It is critical that the music education profes-
sion become informed so that it can provide students with the oppor-
tunity to participate fully in an important American art form—jazz—
whose essence is improvisation.
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