JAZZ SCHOOL Woodshed | FRrosession

Paraphrasing
The Greats

Ibelieve that paraphrasing is one of the most valu-
able techniques a musician can use to develop
a unique playing style, and yet many developing
players have never done any paraphrasing at all.

To practice paraphrasing as I’'m going to de-
scribe it, we’ll learn small parts (one phrase or
motif at a time) from your favorite players’ re-
corded solos and then play those phrases over
and over, slowly changing one or two things on
each repetition. The goal is to take the phrases
that you love and make them your own so that
these phrases act as inspiration for new ideas.

The two phrases we’ll be working with are
from Charlie Parker’s classic solo on “Billie’s
Bounce,” which can be heard on the album Char-
lie “Bird” Parker, The Complete Savoy And Dial
Master Takes.

Example 1
Listen to the simple two-bar phrase that comes at
the end of Parker’s solo.

It sounds so good because of Bird’s phrasing,
time, articulation and sound; in other words, it’s
not just what he played but how he played it. Try
and sound as close to the original line as possible.
For help transcribing onto paper, you might want
to use a software program that allows you to slow
the music down without changing pitch. I use one
called Transcribe from seventhstring.com.

I"d like you to do two things before we start
the actual paraphrasing:

1) Practice the original line over and over un-
til you sound as close as you can to Charlie
Parker.

2) Identify all the components that make this
line interesting to you, e.g., thythm, embel-
lishments, placement of chord tones, etc.

Grace notes and bending are two embellish-
ments that add a lot of character to this simple line.

Once you can play the original line, you can
play through my variations, which show the slow
paraphrasing process. With each repetition you
should change as little as possible, and any time
you don’t feel good about a line you can keep
playing it until you have it down or you decide to
discard it. | believe when possible that it’s a good
idea to play your paraphrasing ideas with a play-
along accompaniment.

Once you have a handle on the paraphrasing
process I encourage you to write down your own
variations of the original idea. Change things very
slowly, but don’t be afraid to come up with fantas-
tic, brilliant ideas. I advocate studying the history
of jazz, not to mimic it but to let the past inspire
you to do something new. Create, don’t imitate.
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Example 2 Here’s my short list of items of interest from
Now we’ll listen to the three-bar phrase that be-  this phrase:

gins Bird’s solo. Transcribe it onto paper and 1) The line starts on the and of four, before
practice it over and over before you begin to play the actual chorus begins. This is important
through my variations. because many inexperienced improvisers



start on the down beat of one too often.

2) The first two notes are the 5th degree up to
the root of the chord. Can you think of
any other songs that start this way? “Here
Comes The Bride” and “Auld Lang Syne”
are a couple.

3) There is a half step leading tone on the and
of two and the and of four in the first mea-
sure, and those leading tones take you right
to a chord tone.

4) Notice the rhythms in each measure. We
can focus on rhythm only when paraphras-
ing and come up with some very different
harmonic/melodic choices that still have
some grounding in the original line.

5) If you isolate beat one and three of each
measure, this line is a simple triad, and
if you consider all the notes, it’s almost a
simple scale from the root up to the Sth and
back down with small embellishments. It
doesn’t get more simple or logical than
this, and yet the line sounds so good.

6) Play through all of my paraphrased varia-
tions, then start creating your own. Take
a look at the last line of variations—this
might be a resulting line after 100 or so

times going through the process.

The “jazz greats” are called that because they
are the best at what they do, they inspire us and
they have original voices. The greats all studied
the greats before them and they became great,
S0 you can, too. If you become a “great” or even
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a “pretty good,” and this article helped you, I'd
love to hear about it. DB

SAXOPHONIST, JAZZ EDUCATOR AND ENTREPRENEUR
JODY ESPINA IS PRESIDENT OF JODYJAZZ SAXOPHONE &
CLARINET MOUTHPIECES AND IS AN ACTIVE PERFORMER
AND CLINICIAN TRAVELING THROUGHOUT THE WORLD.
VISIT HIM ONLINE AT JODYJAZZ.COM.
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