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Jazz Education: How They Do It In Philly
by Cyril Moshkow
In the northeast of the United States, halfway between two major cities (Washington,
D.C. and New York) is a city called Philadelphia. It is one of the oldest cities in the
States. Philadelphia was founded by William Penn and belongs to the state of
Pennsylvania. The Greek word “Philadelphia” means “City of Brotherly Love.” During
the Revolutionary War the city was the major place of American separatism, and on July
4, 1776 the Declaration of Independence was signed there. Later, in 1787, the American
Constitution was written there.
Philadelphia is not only famous for its political history; it is also well known for its jazz
scene. For instance, in the classic ensemble “Jazz Messengers,” which was led by Art
Blakey, there were four Philadelphians--trumpeter Lee Morgan, saxophonist Benny
Golson, pianist Bobby Timmons, and bassist Jymie Merritt. In Miles Davisʼs quintet
there were saxophonist John Coltrane and drummer “Philly Joe” Jones. The historical
Clifford Brown-Max Roach Quintet included two Philadelphians, trumpeter Clifford
Brown and pianist Richie Powell. Also, the Philly music scene gave to American jazz
such people as Joe Venuti, Dizzy Gillespie, Archie Shepp, Reggie Workman, Pat
Martino, McCoy Tyner, Kenny Barron, Stan Getz, The Heath Brothers (Jimmy, Percy,
and Tootie) and Stanley Clarke. There are a bunch of famous organ players from Philly-Jimmy Smith, Joey DeFrancesco, Groove Holmes, and Shirley Scott. So we can say
that many people who played a significant role in developing jazz music [were linked to
Philadelphia].
That was half a century ago.The situation is different now. Many jazz clubs have been
closed. Of the more modern clubs, the most famous one, “Ortliebʼs,” shut down during
the spring of 2010. The situation is a bit better in New York, Los Angeles, and Chicago.
But in general, the jazz industry is not developing as intensely as it was before.
However, there are universities in Philadelphia that provide jazz programs.
Letʼs start with jazz education. With the help of Marina Vishnyakova, a Russian violinist
studying at The University of the Arts (UArts), I was able to see a “model” of American
jazz education.
UArts is a private university. It was created in 1985 by combining two schools, the
College of Performing Arts and the Philadelphia College of Art. The College of
Performing Arts was a product of the merger of the Philadelphia Music Academy and

the Philadelphia Dance Academy in the 1970s. The Philadelphia Music Academy was
founded in 1870, so we can consider UArts as one of the oldest universities teaching
music, dance, and design.
The School of Music at UArts offers undergraduate and graduate jazz programs. The
graduate program includes specializations in composition, vocal, and instrumental
performance, with 15 instrumental specializations. Don Glanden is the Head of
Graduate Jazz Studies; he also holds the position of Piano Department Chair. Don told
the author of this article about the jazz program at UArts, as well as jazz life in
Philadelphia.
Don Glanden: The Philadelphia Music Academy, which was a predecessor of UArts
School of Music, originally offered instruction only in classical music. The person who
made the breakthrough was Evan Solot. Soon after he graduated from PMA in 1967, he
received permission to form a big band as an experiment. The experiment proved to be
very successful. It created a demand for more jazz instruction, and Evan gradually
added additional courses until he had established a “jazz emphasis” within the overall
classical curriculum. Historically, the granting of degrees in jazz studies began in 1947
at North Texas State University, where I later received my bachelorʼs degree. Berklee
began offering degrees in 1966. However, these schools were exceptions. The vast
majority of students enrolled in college music programs at that time were classical
music majors, even if they were interested in pursuing jazz.
In 1992, drummer Marc Dicciani became the director of the School of Music. Marc
oversaw the transition to a jazz studies degree program. The classical program was
phased out. There are no longer classical majors at UArts. I should mention that even
though we no longer offer degrees in classical music, we still include the study of
classical literature as an important component of our curriculum. We understand the
importance of this for jazz musicians. For example, pianists prepare at least one
classical piece each year and all undergraduate students complete a one-year course in
classical theory. However, our goal is to prepare musicians who are primarily creative
artists rather than interpretive artists, and the jazz studies emphasis is more consistent
with that goal. All that we do, the musical analysis and technical training, is geared
towards the creation of original music through composition and improvisation. Located
near us is the Curtis Institute of Music, a leading classical conservatory. Comparing the
programs at UArts and Curtis would demonstrate two very different but equally valid
approaches to college-level music education.
Cyril Moshkow: Are there other schools in Philly who offer jazz specializations?
DG: Many universities, even high schools, have jazz ensembles or big band. For
example, students at West Chester University can minor in jazz. However, few
universities in the Philadelphia area offer a jazz major. Temple University is one of them.
I taught there for four years before coming to UArts. Their school is quite different from
ours in numerous ways, including the fact that they have a large classical department.
With the exception of our music education program, our school offers jazz studies

degrees exclusively. However, it should be emphasized that we have a very broad
definition of the term jazz. Of course, students learn the basic language of jazz ...
bebop and post bop, but some people who enter our school have little desire to become
straight-ahead jazz players. There are students who are interested in experimental
music and some students are more rock/pop-oriented; that is why we use the word
“jazz” in a very broad sense. We consider “jazz” the same way as Bill Evans did, as
more of a process, a "way of doing" rather then a particular style. We are trying to
present the student with a variety of different approaches to music, not one “right way to
play.” We emphasize a broad conceptual understanding of music along with sound
technical training that can be applied to all styles.
Offering jazz studies degrees exclusively gives UArts certain advantages. Other schools
with both classical and jazz departments often experience competition between the
departments. They compete for facilities, practice rooms, teaching studios, numbers of
full-time positions, teacher salaries, etc. Jazz faculty members are sometimes paid less
than their classical counterparts. This is not the case at UArts, because there is a
consensus for respecting jazz as an equal art form.
In the masterʼs program, we stress preparing the student far beyond the development of
performance skill. We aim to bring to the student a deeper understanding of the music.
To achieve this goal weʼve included classes such as jazz journalism, pedagogy,
transcription and analysis, and various internship opportunities. We have articulated five
main goals. It is very difficult to reach those goals if you are studying jazz solely through
ensemble experience or improvisation with a private teacher.
The five goals involve outcomes that we desire for our graduates. They are:
1. Advanced hearing ability (aural perception)
2. Theoretical understanding
3. Understanding music in its historical and sociological context
4. Developing verbal and written communication skills to express oneʼs understanding
5. Using all areas of study as the basis for oneʼs own creative work
Our curriculum is geared toward accomplishing these outcomes.
For example, the jazz journalism course teaches our students to express their own
thoughts about the music they hear. I believe this course to be unique to our program.
The journalism class is taught by Mike Dawson (editor of Modern Drummer Magazine)
and J. Michael Harrison (WRTI radio show host). With Harrison, students spend time at
the radio station learning interview techniques and becoming comfortable with on-air
broadcast opportunities. Itʼs one of the advantages of our school that such exciting new
courses can be fast-tracked into the curriculum. Much of the credit for this goes to
School of Music Director Marc Dicciani, who is very supportive of new ideas.

CM: How many students with a jazz major are studying at UArts, at the moment?
DG: From year to year the number of students varies. On the average there are about
250 students. Undergraduate students are the majority at the school. The masterʼs
program was originally designed for a small group of students (7-14). It has grown to
approximately 24, and we are making adjustments to accommodate the larger numbers.
The graduate program is very intense. Students compose a lot of original music and
develop a large repertoire. We want to keep that focused intensity and individualized
attention even as the numbers increase. Many more international students are now
joining the program. We certainly have to work hard in order to accomplish all our tasks.
CM: How many teachers are working at the school?
DG: We have about 80 teachers. Many are adjunct. We have 10 full-time professors.
CM: I can imagine the demographic situation in jazz programs in NY, Chicago, and
Boston. Your students, who are they?
DG: Good question. Letʼs start with the masterʼs program, which is becoming more
international. This year (2010) we have students from Russia, Japan, South Korea, and
Cuba, along with many from across America. The undergraduate program differs
somewhat in that there is much more representation from Pennsylvania and
neighboring states (New Jersey, Delaware, and Maryland). Many other states are
represented too. I believe we have three students from California this year. Every year
the number of students from South Korea is increasing, as we now hold regular
auditions there.
As I understand it, the percentage of African-American students enrolled in university
jazz programs in the United States is relatively low, perhaps 11-12 percent, often less.
One might expect a larger percentage considering the art formʼs historic link to the black
community. Anecdotally, I just taught a class of 17 students. Four were AfricanAmericans and the class was predominately male. This seems fairly typical. You would
see a different demographic picture if you visited jazz programs at historically black
colleges such as Howard University.
There is a sizable jazz community in Philly (as well as in New York, Chicago, and
Washington D.C.).The school has collaborated with the local jazz community on
numerous initiatives, which is extremely important. Often the jazz communities in big
cities do not interact with the university jazz programs. I believe that this is important to
build support for the art form and provide valuable opportunities for students.
Our students need to learn more about Philadelphiaʼs important legacy in jazz. For
instance, I found out a few years ago that legendary bass player Jymie Merritt--who
played jazz and blues with such people as B.B. King, John Coltrane, Lee Morgan, Chet
Baker, Clifford Brown, and Max Roach--was living near our school. He is still working,
has his own band, and is composing new music. Weʼve honored him at the school for

his important career and weʼve become good friends. Sometimes I stop by at his house.
Do you want to visit him?
Authorʼs note: So, we are leaving the University, passing a few blocks and coming to
the place where Jymie lives.
He was 84 years old at that time we visited him. He played saxophone when he was
young, but stopped playing when he got sick with sinusitis. Like many Americans of his
generation he participated in the Second World War. When he came back from the army
he started working at construction with his father. His mother bought him a double bass
and Jymie fell in love with the instrument. Within a year, he began studying at the
Philadelphia Conservatory (a predecessor of UArts). He studied classical music with
Carl Torello, a bassist with the Philadelphia Orchestra. At the same time he was learning
to play jazz.
At the end of 1940 he was organizing jam sessions at his house, which were very
popular among jazz musicians. At the jam sessions he played with all the stars of the
Philadelphia jazz scene; they included John Coltrane, Jimmy Heath, Philly Joe Jones,
and Benny Golson. It was an amazing environment for the jazz beginner. During the
1950s he went on the road with the “Bull Moose Jackson Orchestra,” whose director
was Tadd Dameron. As was the case with many jazz musicians from Philly, Jymie
played other types of music. From 1952-1955 he was touring with the R&B group “Chris
Powell and the Blue Flames” (a prototype rock and roll band). He also was a member of
B.B. Kingʼs blues group. During this time, Jymie was playing bass guitar and is now
considered to be a pioneer on the instrument.
In 1958 he moved to New York, where he got an offer from Art Blakey to join the "Jazz
Messengers.” Jymie worked with the band until 1962. In 1960, he started to play a fivestring electric bass. This new instrument was created by Everett Hull, Jymieʼs close
friend. He used this instrument in recordings with Max Roachʼs bands (1965-68) and
Lee Morganʼs bands (1970-1972).
On February 19, 1972, Jymie was a witness to Lee Morganʼs death at Slugs jazz club in
New York City, where Lee was fatally shot by his wife. Soon Jymie left New York and
moved back to Philadelphia, where he formed the band Forerunner. Jymie created a
new musical language with this group, using poly-metric rhythms in his compositions.
This new approach was adopted by many young musicians in the 1980s, one of whom
was Steve Coleman. The 1980s became difficult for Jymie when he got sick with
cancer. After a long recovery, he started to work again. At 72 years old, he was working
with different piano players at the Philadelphia club "The Prime Rib," a job that
continued for seven years. Currently he is not performing often, but continues to
compose music and practice.

Jymie was happy to see us when we arrived. I sat for a half hour in his living room and
listened to stories about Phillyʼs jazz life: “Back in the day, the Philly jazz scene had its
own face. It was not influenced by music books or classical music. Pop music was the
major influence. We did not have books with jazz standards. We learned all the music
by ear. We had only one standard: ʻStop talking and play the blues!ʼ”
We came back to the UArts office and continued talking about jazz life at UArts.
CM: Don, letʼs continue to talk about your students. Where do they play?
DG: First of all, Iʼd say that Philly is a pretty good city for working musicians, especially
if you play other styles in addition to jazz. There are theaters in town, and there are
other major cities nearby such as New York, Atlantic City, and Washington, D.C. The
club life is not as good as it was, but itʼs the same situation everywhere. If you are
ambitious and entrepreneurial, you will find places to play. I play regularly at a
steakhouse that features jazz groups six nights a week. Itʼs not actually a “jazz club”
with an attentive listening audience, but itʼs a great opportunity to play and develop our
music. Our students also perform at several such venues in the area. Speaking about
jobs for jazz musicians in general ... teaching is a significant source of income for jazz
musicians. Most musicians are teaching at some level, even the famous ones, such as
Kenny Barron. Jazz education plays a major role in keeping jazz alive nowadays.
CM: Does that mean that jazz education is an industry which supports itself?
DG: Oh, man! Yes, it is probably true.
There are good and bad aspects of this. There are some people who believe that jazz
education has had a negative effect on the art form. They observe that jazz education
has produced less individuality, because so much material is analyzed, codified, and
marketed. Students might learn how to reproduce solos by Charlie Parker, Jean-Luc
Ponty, Stephane Grappelli ... whomever. Everything is in the books. At the end of the
day, we have 20 musicians who play the same instrument who sound the same. And itʼs
true that historically, the jazz stylistic periods had been changing about every 10 years
(swing, bebop, hard bop, cool, modal, etc.). In more recent times this cycle is not as
noticeable. Itʼs also become more difficult to identify contemporary players. 50 years
ago, one could turn on a recording of a saxophonist and identify right away who was
playing, Coltrane, Joe Henderson, Wayne Shorter or Stan Getz. Can you do the same
with many of the contemporary sax players? Itʼs doubtful. While certain approaches to
jazz education may have contributed to these changes, I disagree that the study of jazz
as a formal field of discipline is to blame. I think that some academic programs or some
individual teachers may have failed to communicate the importance of higher artistic
goals, such as the development of a distinctive musical personality, pushing the art form
into new areas, defining a personal artistic vision, etc. These higher goals put various
areas of study into a larger context and are key components of a successful program.

I believe in the rigorous study of great music through extensive listening and analysis,
and then using this information to inform oneʼs own creativity and the development of a
personal musical identity. As part of this process, I ask my students to compose a great
deal of their own music. Learning the common jazz vocabulary may also be part of the
process, an important part. However, meticulously recreating the music of previous
generations is certainly not the end goal.
Developing as a jazz musician is a very demanding endeavor. Jazz, like classical music,
is a complex art with deep traditions. Jazz requires not only a high level of technical
preparation, it also requires a deep knowledge of music theory and harmony.
Improvising on "Giant Steps" requires that you hear AND understand harmony and
create new music in the moment. A program that prepares students for these demands
also fosters critical thinking and creative problem-solving skills that transfer to other
areas of life.
CM: As I understand it, "jazz education" does not engage the same cycle over and over
again. Every year teachers are dealing with new students who want to play this kind of
music, and who continue to develop new ways to practice this kind of art.
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UArts Update
In 2012 The University of the Arts added a Bachelor of Science degree in Music Business,
Entrepreneurship & Technology to the existing Jazz Studies degree program. The new major focuses on
recording, producing, mixing, marketing, distributing, selling and promoting music and other media. For
additional information about Jazz Studies, the MBET program, alumni activities, or to review samples of
student work, visit www.uarts.edu. Don Glanden

