GENERAL
MUSIC

The banjo, a four- or five-stringed instru-
ment with a circular resonator, was
brought to America by West African slaves
and found its way into idioms like coun-
try, folk, and I)Iucbra.\,\. Although it has
not typically been featured in general
music classrooms, its lively, ringing sound
and Signiﬁ(‘nn[ cultural associations can

be used to great effect in this setting, ac-

cording to Kenneth H. Smith, assistant
professor of music education at Western
Michigan University in Kalamazoo,
Michigan.

Smith incidentally, has roots
in West Virginia, a focal point for tradi-
tional banjo music—took up the instru-
ment as a graduate student in Illinois.
Not ]t)ng after that, he introduced it to
the classroom when he began u'an‘]ling a

who,

methods course for music education ma-
jors. “At first I used it to accompany in
the class, but each time I brought out the

instrument several students expressed
an interest in playing. We were able to
acquire some hcginm‘r instruments, and
I've incorporated banjo in classes and
warkshnp.\' since then,” he says.

In preparation for incorporating the
banjo in a general music setting, a teach-
er should obviously have a banjo, and a
decent model of the most common type,
the five-string, can be had for as little as
$200. A teacher should also get a handle
on the two basic .lppr()a('hca to the hanju,
the Scruggs (or fingerpicking) style, and
the l‘railing (or strumming) style. For
this purpose, Smith recommends Teach
Yourself to Play Banjo by Janet Davis. “This
is the best resource I've
come across so far for
beginning banjoists,”
he says. “The book
takes very small, in-
cremental steps to
learning to play songs
on the banjo.”

Because a banjo is
tuned to an open-G
chord, allowing most
beginners to quickly
learn simple songs, the
instrument is ripe for
teaching students tech-
nique in the gvm'r.ll music classroom. In
most schools, however, it would be im-
practical to actually teach a group of stu-
dents to play banjo, since providing
instruments for all of them could be pro-
hibitively expensive. However, a teacher
can use the instrument to demonstrate a
variety of musical concepts. For exam-
ple, it can be used to enliven aural and
rhythmic training, more customarily
taught with piano and voice.

But pvrhap\ the best use for |1:min ina
general music setting is to teach the mu-
sic with which it’s most closely associat-

ed. For instance, it will be much more
exciting for students to hear a hluvgrmss
number played live in class than on a re-
cording. And in teaching folk and old-
timey songs, leading the class with an
accompaniment on the banjo rather than
the piano will lend authenticity to the
proceedings while captivating the stu-
dents’ attention. To sum up, as Smith
sees it, the |).‘|niu can furgu a s’n‘t'i.ﬂ con
nection with general music students on
account of “its unique timbre and the
mystique that it has."—Adam Perlmutter

BRASS AND

WOODWINDS

Keys to Better Saxophone
Articulation

As soon as a saxuphnuv student |m\
grasped the fundamentals of how to play
his or her instrument, a teacher should
begin to introduce more advanced tech-
ni(luvs, such as how to achieve basic types
of articulation. We .\])nkr to Richard
Bresowar, band director at Dutchtown
Middle School in Geismar, Louisiana, to
get some tips on how to start students off
on the right foot.

.-\u'urding to Bresowar, u'urking on
articulation has to start near the very be-
ginning of a student’s instruction on the
\.lxu])hnm'. “For me,” he says, “the order
of u-.)(hinL is to first work on |1.-L.1tn
tonguing, followed by separated tongu-
ing, slurring, and combinations of the
above. I start by teaching repeated legato
quarter notes, hlrcssing a continuous air
flow and the importance of using the
tongue to interrupt that flow.”

Getting the student to use the tongue
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in the correct way, with a “tu” or “du”
attack on the reed, is irnprr.ui\ e to de

veloping gmnl articulation skills, Stu-
dents who use their diaphragms to start
and stop notes will have difficulty start-

ing notes cleanly and accurately. Teach-

€rs can use a \arivl'\' of different tricks
for getting the tongue to move correctly,
such as attempting to imitate the action
()i a water \-il\t h\ \l()pl)”l" 1!|]l] star IHIL
the flow of air in short bursts.

Perhaps the most challenging aspect
of uuu'hinL any type of articulation is
helping students to tongue cfficiently.
Bresowar says there is no perfect me ‘thod
for this, but that “the thing to remember
IID(JL

mouths to see what's Utunﬂ on ¢ .)\Il\ and

is—since you can't inside their
cveryone is a little different in what will

\\l)fl\ for them yvou have to listen to

what they're xuuncimg like. I assume that
if the sound and articulation are correct,
then we are okay.”

Since the ear plays such a vital role in
learning proper articulation, a student’s
ability to listen and imitate the sounds
demonstrated by the teacher is essential,
“If a student is not getting it rwhl
Bresowar says, “then I have the student
listen and try to imitate the sound of the
correct articulation. Kids are pretty
mmtl at ”tl[]l]l' the sound to match a
IIHJ‘.]l. Il 1|“\ I]ﬂ\l da gl)("l "'Il)‘ll] to
match.”

Once students have managed to form
a general understanding of what each ar

ticulation sounds like, thev need to prac-

tice it in order to perfect it. One of
Bresowar’s favorite methods uses the Ed
Sucta Rhythm Vocabulary Charts (avail-
able at w|~uvt.1‘('nl‘|1), tng;'thcr with ver-
bal instructions of what articulations to
“The Sueta books

are good rhythm practice and also con

I’ﬂ“l['l[(\\' for ('ﬂ(‘h lim"

tribute to Luml articulation and tone
production if you watch for that.”

Given a little time and In.ullu any
student can learn the basics of pla\ms_.
W llh gl)l)‘l ﬂflll llldlll)n as I()“L as 'w h‘lt
the teacher is looking for is clearly un-
de rx[uml Be l.]t'al, ]1\ p.]ll{nl_ aml use
good listening examples, and you will
have no problems bringing out the best

in vour students’ sound. Chad Criswell
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GUITAR AND

KEYBOARD
Keeping Time + Making
Space = Comping

Comping (short for accompanying) is a
term used to describe the harmonic and
rhythmic approach that a jazz pianist (or
guilari\l) takes when \u])[mrling amelo

dy or solo, Like any element in jazz, com-

ping is improvisatory in nature. But there
tends to be a lesser (lt U|| e of lrl'l])l“\l\.!
tion in comping than in \1)!(1[11!_!, m.\klnn
the former a safer place for students who
are new to the idea ul'spnn
tancous compe sition to be-
gin exploring it.
Without words,
ficult to

it's dif-
h.'l\'l‘ a conversa-
tion;

similarly, a jazz

improviser must be ac
quainted with the appropri
ate vocabulary in order to
make nu'.\ninglul music.
For comping, this vocabu
includes some basic
Geoffrey T

keyboard studies

1\]['_\
harmonies,
Havdon,

with a third note that can be a fifth,
ninth, or 13th. Most chords in jazz tunes
are ii7 or V7 or Imaj7 chords; therefore,
Lnﬂ\\]n}_ th]\ prnl’rl \\l()n (’]‘v(\ \”l] a
Ltml] foundation for \\nlklng out l]l\.
VOIC Ian USe (1 |nr (& ()n]]“n“ a IJII tune.

In comping, rhythm is of equal im
Pl)'lanl ¢ to hﬂrn“)”\ d"(] ll l\ o I‘Ilu (ll 10
have a feel for the rudimentary pulses
found in jazz before using them as the
“Rhythmically
speaking, voicings are most often pl.nu]
on the offbeat using swing L‘lﬂlll]‘l notes,
but they are \nnullmu ph\ul on the

l?ﬂ'«]\ l)' II'TI]'!T'H\ I\Eltl()ﬂ

beat; usual]\ they are short in duration,”
Haydon says. One gnnd comping exer
cise is to |)|ug jazz ii—V-I progressions
into an established rhythmic pattern like
the Latin clave.

Once a student has a grasp on the ba-
g, it’s time to put the ap-
proach to use. With a simple setting like

sics of u)m])m
a looping ii-V-1 (see Figure 1), a teacher
or more ﬂll\ .]I:‘n‘L'd \'[Udl'ﬂl‘\ can .\()IU
while others take turns adding harmonic
support. This is where improvisation
comes Inltl PIJ\ ] I]( PIJ\( rw hll ]\ com-
ping will make rhythmic choices based
on what the ‘sl’luhi is llld\InL “A ‘.L““‘l
accompanying pianist reacts to the solo
ist when comping, filling holes when ap-
]n'npri.uu and ui\ inu support where
needed,” ||‘1\(lnn ¢ \pl.llnx J(I(]lng‘ that
listening to strong players comp is essen-
T]\‘I w hl °n II nrnlng to (](] SO ‘\'()Urk('“.

A final, key element to improvising

coordinator at Georgia State %

University, says, '.\lu«llnh b ‘DT G CoeT D7 @ Coe?
should be familiar with the ' — —
i17-V7-Imaj7 progression % .E .g.

and be able to realize it with 2 i

a basic three-note \(Jit'ing, { — e,
done in either the |'ig||l or _ ci, T & I

left hand, in every key. The 7oV m7 W V7 M7

three-note voicing should
be one that alwavs contains

the third and seventh .lllmg_{

Figure 1. The ii-V-1 progression is the most common
structure in comping. Here are some basic voicings that
include roots, thirds, and sevenths.
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