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Preface

How do children learn to speak the language of their parents? They listen, listen
and listen. In order to learn the language of jazz one needs to develop a regi-
men of listening. Children learn to speak by constantly listening to the sounds
of the words, listening to the meanings and intentions of the phrases, listening
to the inflections cf the dialect and then imitating what they have heard. So tco
for the improvising musician. One needs first to listen to the music, sing along
with the music and play along with the music. Finding one’s own voice doesn't
just happen without checking out what came before, and as with learning any
language you don’t become proficient without years of study.

The material presented here in the first chapters of this book is definitely nuts
and bolts sort of information. Like spelling and grammar, this material is a pre-
requisite for the improviser. If you don’t know this material, it means that you
have a handicap. That is not to say that you can’t have fun improvising, it sim-
ply means that you have a disadvantage when you are musically speaking
because you are missing vital information.

So let the work begin!

Developing a Jazz Language, is the sixth volume of Jerry
Bergonzi's series, INSIDE IMPROVISATION. Learning a language requires listening
on many levels to the meanings, the sounds, the intentions and the inflections
or nuances of the language. The first chapters of this volume on learning the
language of jazz focus on the prerequisites of chord scales, chord tones,
approach notes and target notes, scale motives and sequences, and lines. Part
Two qualifies improvisational techniques into three areas; melodic, harmonic
and sonic {rhythmic devices are the focus of VoL. IV, MELoDIC RHYTHMS), and itis
designed as a menu of soloing devices from which you can select your personal
course of study. Over 100 specific devices are discussed and conceptualized so
as to give the improviser more depth of expression and a greater well from
which to draw ideas. Among the numerous topics presented are: guide fones,
voice leading, chord substitutions, 4-tonic system for composition, tritonics,
hexatonics, tonal expansions, whole tone playing, augmented symmetrical
scales, double diminished scales, limited range and large range playing, shapes,
blues melodies, accents, comping as a soloing device, common tones, articula-
tions, laying back on the beat, playing on top, and many more!




1. Chord Scales

In this first chapter, learning chord scales is the main objective. Every chord has
its appropriate chord scale and knowing these scales without having to think
about it is a prerequisite for the improviser. To know a scale “inside out” means
that you know a scale starting anywhere in the scale, both ascending and
descending. The first exercise is to play the entire chord scale from the root
ascending to the 7th of the scale.

Example:1-7
Ca
2 (= == T I —
= ‘J 5 & [ . .:'
) ® = !

If you are a more advanced player you can do the following exercises playing
16th notes rather than 8th notes. When you play the scales with 16th notes you
play from the roct ascending to the Sth of the scale.

Example:1-9
Ca
#_—:—'Z—.ﬁ = _3
] —® 3
_\‘h_—-—' 3

Playing through to the 7th or the 9th of the scale provides a destination or tar-
get note, which lands on the beat. Practicing the scales in this way facilitates
one’s awareness of all the scale tones.
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PART 1

Exercise #1

Try playing through a blues starting each chord scale on the root and landing
on the 7th (if you are playing 8th notes) or the ninth (if you are playing 16th
notes). The tempo can be as slow as you like. The 8th-note rhythm sounds like 1
and, 2 and, 3 and 4. The 16th-note rhythm sounds like 1-e-and-a, 2-e-and-3, 3
(rest).

Example:1-7

Bb7 Eb7 BhL7
f = — I | e =}
%—C o he |_‘_|D_J_PP-_? ] —eaataa ve e
\i',') = ' - ?ﬁ EE— I~ - L--‘l | bi ‘IL '__?'j_‘_? =
EI77 Bb7 G779913

fal am— ] — | '—-_—_1 | —
= = = J—J—M—J‘ e imi—— = |

G=7 F7 Bb7 F7

Example:1-9

i
i

I
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A
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CHORD S5CALES

Example: Exercise #1 on a C minor blues (ascending 1-7)

C7;‘93”3
- o B il p— ]
-7 ! ."_; IE! J
o 7 I
| c-6°
=== e
C 69 G__—;:*‘?:’“I?)
= e be ® ——
— = g e st —
= '_Ip‘l " ._! o & = | B R

| Example: Exercise #10on a C minor blues (ascending 1- 9)

Al

B B
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Exercise #2

After playing the ascending 1-7 or 1- 9 chord scales, next repeat the exercise
playing the chord scales descending 7 - 1 or 9 - 1 on the major and minor blues.
An example of the minor blues is below. Do the same exercise over a minor
blues as in the example below.

Example: 7-1

C_ég C7?9J'13

|

Nilid
i
i
i

Example: 9 -1

c-6’
Fa) _
e e s —— Z
!:, Eﬁ &

C7!t'9713 F=7

i
l/v
1y




CHORD S5CALES

Practicing scales in this way is not only good for your technique but it also
develops your harmonic understanding of the scales. After a while you are able
to analyze harmonically whatever it is that you are practicing.

Exercise #3

After playing exercises #1 and #2 on both the major and minor blues, next try
playing 3 ascending to 9 and then 9 descending tec 3 (with 8th notes), or 3
ascending to 11 and then 1 descending to 3 (with 16th notes}.

Example:3-9
_ § #
=i = i = ] = &
Example: 9 -3
Bb7
[} [ | '
F— I | —
A\ L4 - be .: I
Example: 3 - 9 on a blues
Bb7 Eb7 Bb7
4 e e --'"I"!_-1 e i =l s — : :
G o= e =P e be =%
H & ————— ] I .
Eb7 B»>7

c=7 F7




PART 1

Example: 9 - 3 on 2 blues

attention required by the eleven.

Example: 3 - 11

The T1th {or the fourth scale tone) is the least understood of the scale tones. It
has been called an “avoid” note but more accurately should be described as a
scale tone that requires special attention. The 11 needs to be resolved when
played over a major or dominant chord. When played over a minor 7, minor 745,
or a diminished chord, the 11 does not need to be resolved, in fact it sounds
great. In the example below, when played over major or dominant chords, the
11is resolved up to the 5 and back to the 3. This is one of many possible resolu-
tions for the 11. Practicing the 3 - 11 scales really tunes the ears into the special

Nt

e

"

Bh7

Bb7
fal | —_—
* ?5 ! ; 1 | y
H'F\ L W I 1 i i :!'?E ! i ({
e »
11 11 3

Bb7 Ev7 Bb7
r—— T P— -
— T — — 'j_-‘_ﬂ_l_b_'_. = ——— — — = .
%C%_, oho—— i T i —h 7 T
E57 Bb7 G779013
G ! i — I l-__l ———— e — ]
c-7 F7 Bb7 F7
fa) — ® I-__ | [y - o &
—— - i e e o,
i ,- I b b = === =




CHORD SCALES

Example: 3 -11 on a blues

= N I c— e TR YW1 1 -
m- W A —5 b{'-
— — c— @&~
Y ——

Bb7

Example: 11 -3 on a blues

Bb7 Eb7

Mt
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PART 1

Exercise #4
Try playing the chord scales starting on 5 and ascending to 11, then descending
from 11 down to 5 on both a major and a minor blues.

Example: 5 - 11. Resolve the 11 up to 5 or down to 3 as in the example below.

[

11 3

Notice the resolution from 11to 3

Bb7

{*

1~ 5 — o
)

11 5

{r~C
A\

~ ——

-

ﬁ__

Notice 11 resolves to 3




CHORD SCALES

Or using sixteenth notes, try playing the chord scales starting on 5 and ascend-
ing to 13, then descending from 13 down to 5 on both a major and a minor blues.

Example:
B»7
e —— ' =
g (e | £
E G a—— | <
~) ——
5 13
Bb7
<
= —
13 5
Exercise #5

Using notes from the chord scales try improvising using only twe notes per bar.
(One note per bar works fine too.) Continue improvising with only three notes
per bar and then four notes per bar. By limiting the number of notes per bar
there is better awareness of the degree of each note played and the sound of
each tone becomes clearer. When playing any number of notes per bar, feel free
to use any rhythm.

17




Exercise #6

Next, try the preceding steps on the standard tune fangs from Afar. Because
this tune passes through five different key centers, it's a big jump. Give it a
shot! Nobody’s human!

FANGS FROM AFarR1-7




CHORD SCALES

FANGS FROM AFAR 7 -1

F-7 Bo-7 Eb7
fa) | pe | 1
=i D Lg I | ! |
%C be = | e PeLe 7
\;ju T === i = & 13.
DoA
A Me— L ==
e 5 o
C- EbA
A o

he  ——

] 7
L 0
GA
'” ——
i — | :

Bo—7 Eb7 AbA
0 | 1
] | I |
D obe  —L_ T "he— —
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PART 1

FANGS FROM AFART-9

Vi=7




CHORD SCALES

FANGS FROM AFAR 9 -1

21




PART 1

Note that within the tune, Fangs from Afar, as in other standard chord progres-
sions, there are sometimes different choices of chord scales that you can use.
The choices made here work and help to keep the material presented finite.
Also, on the end of the tune where there are two chords per bar, only the domi-
nant chord is addressed in order to keep the example uniform.

Other “avoid” or special attention notes include the b3 and b13 on a minor
chord. For example, on the first chord of the tune, F minor 7 ( VI-7), when you
play 5 - 13, notice that the resolution is similar to the one described for 11. 613
ascends to the next scale tone and then resolves to the 5.

Example: F=T (VI-7)

5-13
F-7

This happens in bar one on F—7, and also on C-7 in bar 9, F=7 in bar 25 and on &7
in bar 31.

Example: C—7 {|11-7) bar 31

1-9
c-7
= _ == b:cbf:lq'—'—)—
e e e ey
5-9
C=7 b
=, —-—_-____—T-_ ._QE'._F e f .
C=7

=== ===~

»9 resolves down to the root

G _ : —— | 1 | s
—@L—_ﬁ— — o % ! ; i —
e =

b9 resclves up to 3

22




CHORD SCALES

A symmetric diminished scale has eight notes (not including repeated notes)
while a standard diatonic scale (like C major} has only seven notes. When you
are playing any of the chord scale exercises over symmetric diminished chords
the landing notes are different because of the ocne extra note.

Here are the landing notes if you are playing the exercises with 8th notes: 1
ascends to bb7, 3 ascends to 1, 5 ascends to 3, 9 descends to 11, 11 descends to b13,
»13 descends to major 7.

Also, note what happens in bars 5,13, 29, and 30 when playing 3 ascending to 11.
Since #111is in the chord scale, it does not have to be resolved.

FaNGs FROM AFAR3 -9

E-7 B5>-7 Eb7 AbA

* Notice how the 59 resolves back to the root

23




PARET 9

FANGS FROM AFAR 9 -3

E=7 Bv-7 Eb7 AbA
= - ey = —— =
Dba G7°9>13 ca
— — = e .
c=7 E~7 B'_?Z_ EbA

AbA D7b9i"]3 GA
[a} | : T — Alﬂ—'; | :-- I L — —
£ _&. __'. Fe, I F b.‘ I — ! || 7
i D7 GA
N F I T i —'—t . 4
5 e ot _—— ., e
H —
*te wse, P e = |
e L 'i&@t.__t%'—_ Ty e e
F-7 B>-7 Eb7 Asa
— % *els _'J?'—'fu_—di e Ve sbg g e
e T = s gl =
DbA Gh7#11 =7 Bo7
| . F— e — | 2 ———
'é‘ T b b ® ®o0Le 2= I® eb0Ly .
Bord Eb7 AbA C7°9b13
r—-l-_-_. i ) — —
— i :Jcb 1 ! | — = T e,
o By  ——— o === [ i

Note that when starting on 9 on BO7 you descend down to 11 because of an
extra note in the symmetric diminished scale.




CHORD SCALES

Here are the landing notes of a diminished chord when playing the exercises
with 16th notes: 1ascends to 1, 3 ascends to 3, 5 ascends to 5, @ descends to 9, 11

descends to 11, 413 descends to b13.

FanGs FrRom AFar 3 -T1

Eb7 3
. #: ’)"—. :
e L R

Bb7

F-7
- __A_Lt!é"“
—3 T 1—':]‘._. | y 3
| & b- 28 p— {‘-

-—"_'--

AbA

==
| - N
S ae* 2 =
b
B7 EA
f ) - .——_:ﬁ ¥ 3
| 2 et 0000 L, ra - PN BT | 1 y
e S [ E 2 T = y ;
%—:—-—--t = =:__l < S ——— < e
o ?
F-7 Bb-7
fH S o pie’2
G =
L2 _——-——’———_ - E?i‘la‘ ﬁl : -
AbA DpA
. .-‘
Y ¥
et s
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PART 1

FanGs FROM AFARTT-3

SE Bb—7 Ex
220 - T ! N L ;
29513
Dba G77
— = g ‘I — e,
— =1
c-7 L E=E
] — i’
£ 7~ %{ﬁ_.al. — ‘—__\é—zﬁtﬁ
€ _Qi' ._,..Jblg I §

Ayl

o]




CHORD S5CALES

FANGS FROM AFARS - T1

A7 D7 GA
E' — o - - - e o =
=1 —— = 11 — — -
B ___#. & [ I ] I [ I I _.HI_JTT__._ [ i i 0
| = .-_____-' : ——

F=# Bo- Eb7 AbA
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PART 1

FANGS FROM AFARTT-5

F=7 Bb-7 Eb7 AbA
I SR S— S = =Y = -
EE‘W ! : l'Jﬁ'-b i = = P S
DbA G7’99'3”I3 CA
_—‘_—'ﬂ_},_ — — I S—— — !
o T _ltblj i = —— va
——
C=7 F-7 B47 ExA
#fzc, — e = b ' = et l"—O—Q:E, ]
1 R T e m—a 1" 1 j 505 == ; —
%} == ® w5 o ‘IL =i i — = —
AbA D7b9913 GA
g—o—,_;] ——— — il P _— H
= - T | <
b—7 ——» -2 o ‘o —~ T e mram =
O — ] A e Y e — - b'J’ = o P —
- D7 GA
= - _— -—I-—--'
i@gfi—r =3 — e 7
S e iy 5 14 ia35 =: = ] T e
F4-7 B7 EA s
_9—-_-_-— = r#—.___ | [ | —
? = i_: = P— !:':!:tl P ] = | e |._._P+19':| I J_
e ._‘;_‘_:t':_. e ‘-——_I I R _._g_‘_ﬁ'_-_‘ﬁ_' ﬁ' r J = S
7 Bo-7 Eb7 AbA

DbA Gb7#11 c<7 B°7
il': 1 1 l | [—— @ [7'..' | — [ 1 =
= —%ﬂﬁ : N } t’b—bojl — _'lﬁi—o—bo':mi'
!’!5_‘— == : & L I - e ——
Bb—7 Eb7 AbA c7°9W13
ﬁ | E—— e 1 ——— - |h
[ N : | 1 Tae & !5;_ ==
D e e e e s
¢ — T e ———— - -
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CHORD SCALES

FANGS FROM AFAR 5-13




PART 1

FANGS FROM AFAR 13 -5

Tty
lﬂ
I
AN
B3R
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%
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CHORD SCALES

Note that a chord with the same name may have a different function and
hence a different scale asin barsTand 9, or bars 4 and 13, or bars 9 and 31. These
differences provide harmonic detail. If you simply make every minor seventh
(=7) chord Dorian or every major seventh (A) chord Lydian you neutralize these
details.

Exercise #7

Try playing through the tune using various starting notes for each chord both
ascending and descending. Take many choruses until you feel that it has
become second nature to you and starting on the 1, ar 3, or 5 ascending or the 9,
11, or 13 descending is a walk in the park.

Exercise #8

Repeat all of the previous exercises on a new tune; Teli Her to Hold Tight. Prac-
tice using each of the starting notes for the chord scales ascending and
descending. Then vary the direction and mix up starting notes as in exercise #7.

This tune introduces —7s with a b5 (or half-diminished chords} and dominant
altered chords. On the —7b5, the tension 9 can be either a 29 or a 9. Some jazz
educators think of b9 as an avoid note but most think of it as z tension to be
used sparingly. The minor ninth interval between a 59 and the root of the chord
is what causes the tension that sounds like it wants to resolve.

Example:

The scale for a dominant b9b13 chord is built like a Mixalydian with b2 and b6, or
harmonic minor starting from 5. For example, a G7b9b13 looks like a C harmonic
minor starting on G and ending on G. This chord progression has a number of
dominant 59b13 chords and uses the related harmonic minor scales. Other
chord scales could fit in these situations but in order to keep the exercises finite
this choice was made. A Zen approach would be to pick the scale that sounds
best to you.

31




» TUNE 1 - Blues in Bb

< C Instruments
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Bb7 Eb7 Bh7
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TUNE 1 - Blues in Bb
Bb Instruments

c7 F7 (o s
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TUNE 1 - Blues in Bb
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TUNE 2 - C Minor Blues

C Instruments

CHORD SCALES
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TUNE 2 - C Minor Blues
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TUNE 3 - Fangs from Afar
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CHORD SCALES

: . TUNE 3 - Fangs from Afar
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PART 1

7 - slow

TUNE 3 - Fangs from Afar
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TUNE 3 - Fangs from Afar 3/4

CHORD SCALES
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CHORD SCALES
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Altered scales have no avoid notes. Dominant 7211 or Lydian b7 scales have no
avoid notes.

When there are two chords per bar the 16th-note rhythm described for these
exercises doesn’t fit within the four beats. So when that situation occurs try
playing1-7,3-9,5-11,0r9-3,11-5,0r 13 - 7. Here are some examples:

g-7b5 A7P9
#=-——---——"""'5 ; S H_:I_'_l_'_.
HsU—— __._i—bft‘f:—‘ i’ —_——
'y — - # 5
1

A8 '—‘—.—_1_'— =

T 7 13 7

There could be many other possibilities regarding starting and ending points so
as not to make this too exhaustive we will leave it as such.

Exercise #g
Play all chord scales on the following tune.
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Exercise #10

Go through all of the tunes thus far and do exercise #5. Start with playing only
one note per bar, then two notes, and continue until eight notes per bar, always
being aware of where you are in the chord scale.




CHORD SCALES
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Exercise #10

Go through all of the tunes thus far and do exercise #5. Start with playing only
one note per bar, then two notes, and continue until eight notes per bar, always
being aware of where you are in the chord scale.
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Exercise #10

Go through all of the tunes thus far and do exercise #5. Start with playing only
one note per bar, then two notes, and continue until eight notes per bar, always
being aware of where you are in the chord scale.




2. Chord Tones and
Target Notes

Every chord has seven chord tones: 1,3,5,7,9,11,13
{Diminished chords have eight: 1, b3, b5, 57, maj7, 9,11, 513}

Exercise #1

Go through a blues and play every chord tone, one at a time through the form.
In other words, play through the form seven times, first playing the roct on
every chord for a whole chorus. Then play the third on every chord, then the Sth,
7th, ninth, T1th and 13th. On major and dominant chords use #11 instead of 111.
(Chord tone notes may differ from the notes of the chord scale.)

After playing through a blues form, try doing the same cn a minor blues. Also
play the exercise on the tunes, Fangs from Afar, Tell Her to Hold Tight and Tone
Down. On minor chords, use 49, §11, and #13. On the minor blues, you have a
choice between 47 or b7 on the tonic minor 69 cherd.

Minor 755 chords are: 1, b3, b5, b7, b9 or k9, §11, 513
Dominant chords are: 1, 3,5, b7, 9, #11,13

Ifthe chord change says b9 or b13, then substitute those altered tensions for the
regular ones. Note that whenever there is a »9 in the chord name, you can also
use 2 £9 instead of the b9, they go great together. When there are two chords
per bar either play the appropriate chord tone for each chord or fer this exercise
just choose the second chord (the dominant chord).

47
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TeLL HER TO HOLD TIGHT
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CHORD TONES AND TARGET NOTES
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All of this chord scale and chord tone material is ear training, that is giving
sounds a name.

Again, go through the first five tunes and be able to play every chord tone with-
out hesitation. For the professional, being able to conjure any chord tone is as
easy as conjuring the root of C major. Practice the ones that challenge you. At
first, the mind builds structures, such as the appropriate 17th is always a whole
step above the third so you might think of the third and go up a whole step. But
in time these processes fall by the wayside and you just know the answer.

Exercise #2
The 42 combinations

There are 42 two-chord tone combinations (not including repeated notes).
After practicing the chord tone exercise along with the play alongs, one should
begin to hear the different colors of each cherd tone. | recommend singing
every chord tone throughout the tunes, getting the sounds totally in your ears.
When you are listening to your favorite recordings, try to recognize specific
chord tones within the melodic lines. Here are the 42 combinations:

13-1 11-13 9-13 7=-13 5-13 3-13 1-13
13-9 1-9 9-11 F=11 5-1 3-1 1-1
13-7 3= 9-7 =9 5-9 3-9 1-9
13-5 1-5 9-5 7-5 5-7 3-7 1-7
B3=3 1-3 9=3 1=3 5-3 3=5 1-5
13-1 11-1 9-1 7-1 5-1 3-1 1-3




PASRITE 1

Play on the previous tunes:
3 and 7 (these are called the guide tones)
5and 9
11and 13
3and13
9and7
Tand 11

Exercise #3
After playing these six two-note combinations, look through the other combi-
nations and pick out a few that you think might be troublesome.

Exercise #4

Using the same tunes, improvise two notes per bar keeping an awareness of
the choice of chord tones and their sound or color. The rhythm could be two
half notes or any rnythm that would fit within a bar.

Exercise #5
Compose several three-note combinations and play them through some or all
of the tunes. Next, impravise three notes per bar.

Exercise #6

Use scale tones or chord tones to play the following rhythms through the
tunes. This exercise will not only help to conjure up notes and shapes but will
also help develop an awareness of where you are within a bar as well as how to
play over the bar line.
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3. Target Notes and
Approach Notes

Approach notes are notes that frame a target note. The note that is the target
can be any chord tone and is usually played on the beat but can also sound very
effective when played off the beat.

Example:

on the beat target notes

D=7
h — ——
—~ = ] 5e | =
O3 F—eJ—3 " fo*
t ¢ t
targets
off the beat target notes
B -7
[} —
 d— — v ™ g !
(OGRS e e R
e fe @ i r
T 7
targets

The approach to the target note can be a single note that steps up or down to
the target or there can be a grouping of notes that approach the target note.
The approach notes frame the target as a picture frame would. So in order to
use approach notes it is essential that you know your chord tones. Let’s start
with two-note approaches.

Approach 1: scale from above to chromatic from below

The first approach is scale tone from above to chromatic tone frem below to the
target. That is, you pick your target note (any chord tone), play the scale tone
above your target, then the chromatictone below your target, and then the tar-
get note.

Example: scale above to chromatic below

The target notes D—7 belo enF,then A, C E G, andB.
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oy —| ! i & j I L — —— I i i e S—— —]
33 “ - 1 1 I o —y | —
¢ fe seulement 2 app inf sont g
3 1
L diatoniques: 3m et 7m 7 b7 2 L g
D-7 _
A —_— |__.I . - - & ! ﬁ‘ :-P_—
——— I & 1 - ] ﬂ" =. 1 = T + f
S I i — — o ¥ e | ! ' .
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1 5 b7 9 11 13
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FART 1

Here is an example of approaching the third of every chord on a Bb blues.
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Exercise #1

Using approach cne, scale above to chromatic below, approach every chord
tone (one at a time) through a Bs blues.




TARGET NOTES AND APPROACH NOTES

Exercise #2

Approach random (meaning a different target choice in each bar) tones, one
per bar through a Bb blues. Play through many choruses. Notice that the
approach notes were written as pick-ups to beat one. Starting on beat four pre-
cipitates the next chord but you can also start on beat one, two or three.

Example: Bb7 chord

B57 Bb7
f i A D
#73—--#)— - H _#_ﬁ_) —r.— ? ‘
l'(i'\ & RS T - 1] I 3 1 . <« !
b = e e -
B5>7 Bo7
sl fa)
7 —— I ¥ ] ——
F [ — = I g % = e ——
AN T ] [ £an W N
ANV b ANEY, ha I
d 28 g #‘_ [ J d e :_._ r

Exercise #3

Approach random chord tones followed up with a tag note. Tag notes are
improvised notes of your choice. Try to be aware of the shapes you create with
different tags, try to use a variety. Once you have played through a Bb blues

adding one tag note, repeat the exercise adding two tag notes and then three.

Example: approaching targets with three note tags

h
spproach B57 EL7 approach hermn
— approach be ® ;
o | == b et MR8 by o 8 T et
W. Y — be P p —— | - 1 S e = ]
) l‘.\ D_b_._. P M- i" I _(\ — == |__—| — — B e s nana
tag =~ tag tag tag
Exercise #4
Approach two chord tones per bar.
Bb7 Eb7 B>7
f | . i | — etc. .
ﬁ Eﬁ ﬁ = “I 1 o | | | I h_._._-l ] . 1 I"
\;ju = I.,_.__‘-J * o = .‘:l i * g ® ' ® \ | j
Exercise #35
Play 3/4 over 4/4 and you will have started approach notes on all beats. In the
example below the target falls on beat one, then beat four, then bezt three,
then beat two, and then beat one again.
Example:
Bb7 Ex7 Bh7
= | | | i o
_& =g ey | o b' 3 IZF & P Y 1 1 ]
e == ) : £ | L ! be ] I 1l
\K(‘_r F—h—?‘—}_' P L:-...j | P L;.:J j P P ——T I
—

The target falls on beat 1, 4, 3 and 2, then 1again
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PART 1

Exercise #6
Mix it all up! Also notice that approach notes can sound very good starting on
the up beat.

Approach 2: chromatic from below to scale tone from above

Example: D=7
D-7
jﬁ-“k T I T i | _— @ = ] — —
L&D — ] 0 5 00— - — ] ! — == |
d jo ¢ " @ — ————
1 3 5 b7 9 11 13
B=7

7
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Try doing the six exercises above for approach one using approach two. Also
try playing through different tunes with the same exercises using both
approaches.

Approach 3: double chromatic from below

Example: D—7
D-7
prle £ L4 0 .o o — .
: ! o—_Ze L | | ] ' . '
G — = e e a oo —
= f & e
13 11 9 b7 5 3 1

Approach 4: double chromatic from above

Example: D7

™
;
N
¥
»

o i

Notice that in the last example, non-diatonic notes such as the F£ and C8 rezlly
stick out when they occur on down beats as double chromatic notes from
above. This could sound offensive depending on the situation.

All twelve tones of the chromatic scale are usable on any given chord if they are
used in the right way. There are no wrong notes, only right notes used the

wrong way.




TARGET NOTES AND APPROACH NOTES

Approach 5: chromatic from below, simple but very effective!
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Approach 6: scale from above
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Three-Note Approaches
Approach 7: double chromatic from below to scale tone from zbove
D-7 _
A & L& ! E 2 oot B :!‘ 2 b . | 1 [
e e e e i o Zo " ey T = : e
N | s i 1 I 1 i | L0 ol F el S & = [ == I I I
e m—— | | | 22 . ool e Fg =" [ ] I # I
5 — | e oie ©
Toa Cscale:
e T T S e == :
| ;‘—,_ﬁ;\—_"ht -y - ok — - . —
] T | £ L i HE iy ] = 3 i
o E—— ] == e e te T ;—ﬁ,—'*hwlpvbv ohe

57

v



jeff



PART 1

Approach 8: double chromatic from above te chromatic from below

_ tere
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Very often, double scale from above is substituted for double chromatic from
above when the notes are non-harmonic, as with the F4 and C# on the first
example above. The G replaces the F# and the D replaces the C# in the example
below.
fa —_ —
i” | 1 e —
y. Y] 1 E !f =
= —0—y & n j
e fo—* - |
It's okay to live on the wild side.
Approach g: scale from zbove to double chromatic from below (similar to
approach 7)
D=7
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TARGET NOTES AND APPROACH NOTES

Approach 10: chromatic from below to a double chromatic from above (with
exceptions)

Again, you could keep this constant structure or use a double scale from above
when the double chromatic from above starts with a non-harmonic tone. If you
do this however, playing a double scale from above makes the chromatic from
below stick out because it too is a non-harmonic tone. It is a matter of context,
for example:

]

el or maybe
G b 5 1
i, > e~ * ",
g I 1 | 1 ]
e [ | [ —— [
Example: D—7 constant structure without modifications
‘e r
— \ 4 gk ‘o oo e jo?2 i o
i J Ln | i ._b' ﬂ: E.d L] [ el I I Ill
o be g ie 0% wuf 1= — —— 1
e | [ ——
Four-Note Approaches
Approach 11: double chromatic from below to double chromatic from above
D-7
fal I ] ! Srmm— ——
F_ ﬂ =Ii-,| ] ! il 1 . | I |
£ ofe — : |
EE2EsS e

Again, if the first note of double chromatic from above is not in the chord scale,
you can make the approach more consonant with a double scale from above.

DsA
Qr
AbA
G ! 4 |ﬂ. :n- = 1
{5 ie ! S £
S — i = il
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Approach 12: double chromatic from above to double chromatic from below

This approach is dissonant sounding because the second note of the approach,
which is not in the chord scale, is left by a skip. If the first note is not in the
chord scale you can use double scale from above.

D-7
90— — e —
N L — I'_'ulc
—o ** Se —_—
CA
[a) _
#\‘ = ]—Cﬁa—‘——_:tqj i‘b#ﬁ
QJ\ mm =——---1

Approach 13: double chromatic from below to scale from above back ta chro-
matic from below

|
| .
| I
=
ohe 5#«' E
Approach 14: scale from above to double chromatic from below back to scale

from above

Approach 15: chromatic from below to double chromatic from above back to
chromatic from below
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TARGET NOTES AND APPROACH NOTES

Constant structure four-note approaches

These approaches contact a lot of non-harmonic tones as they keep the interval
from the target constant regardless of harmonic considerzation.

Approach 16: whole step from above to whole step from below to chromatic
from above to chromatic from below

D-7

Approach 17: whole step from above to whole step from below to half step from
below to half step from above

'&Qﬁczs
L
BEL ]
L vi
L
T
jF
KI5

Approach 18: whole step from below to whole step from above to half step from
belowv to half step from above

D-7
sl | 1 —
.Jl 5 : ] I =t I
T huall S 3P 18 & E' | I 1 I
AR | | I L R - C] i 1}
Q,Il | mmmm— ] v ‘b'j—'_r ”_‘b‘_i_

Approach 19: whole step from below to whole step from above to half step
from above to half step from below

D-7
- b == :
—— Lg' P S e e e e i . —
D = B to® _rore._ o = — '
d [ | ¥ ﬁ- _-_ _._
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Five-note approaches
(not constant structure)

Approach 20: double chromatic from below to double chromatic from above
back to chromatic from below

D=7
e i PP — T T —_—
T H— i oo alj L ——feoe = ' - ! | I
e r | ] Y & ﬁo = ﬁl h'
Approach 21: double chromatic from above to double chromatic from below
back to chromatic from above
D-7
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Approach 22: chromatic from above to chromatic from below

T
- I =1 | |
\;Ju I I I .l ht q.d_b‘ # ‘|L .I

D-7
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This is not meant to be a baok solely on the study of approach notes. There are
many more that could be described here. Rather than take every approach with
every possible permutation | think it is better to choose one and apply it to dif-
ferent tunes, hear it in context and make it a part of your language. Use it in
sentences or phrases. The use of approach notes can get into your playing quite
fast and at times it is difficult to stop using them.




4. Scale Motives or
Modal Sequences

In the following pages there are a number of motives or sequences written out.
You can play these motives on major, harmenic miner and melodic minor
scales. Before you begin get comfortable with the major scales. Rather than
taking every motive and working it out on each scale start by selecting a few
and playing them through the major scales. Realize that when you do this,
these motives also fit all of the modes contained within the major scales. (A
sequence played over C major scale would alse fit D Derian, E Phrygian, F Lydi-
an, etc.) Next, work out those sequences on melodic minor scales again notic-
ing all of the modes contained within. Try the same on harmonic minor scales
and modes. After achieving some degree of physical dexterity try applying
them to tunes. Use tunes 6, My Time to Shine and 7, Swollin’. These modal
sequences can be started on all seven chord tones or scale tones. The challenge
is to go across the bar from one scale into another without breaking the flow.

Example:

You can also take a scale motive and play it in 3/4, 5/4, 7/4, 3/8, or 7/8 or any
polyrhythm. Any motive can be changed to fit another time signature by
adding or subtracting notes, which makes the pattern displaced against 4/4.

Try something very simple to start with, often the simplest things sourd the
best. Playing a whole solo with one motive can inspire the imagination and the
intuition with new ideas that you might not have thought of. Make a mental
note of it. It is really important for the student to figure things out on his or her
own. Don't wait for every little question and detail to be explained in a book.
Investigate. Keep playing and make it sound right.

On pages 70-76 is the list of some motives, all written on 2 C mzjor scale, to pick
from. The lines could start anywhere in the scale. Apply them to your instru-
ment and play them the full range to get comfortable. When you play them on
tunes try keeping the same direction in the scale motives as you cross bar lines
and particularly when there is a harmonic change. This makes the changes
appear to be seamless.

Example:

Eb-7 Ap7 D»sA

|
ﬁ
|
S
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G
Q||
N
L 18
®
s
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14 - slow

E o TUNE 6 - My Time to Shine

€ C Instruments
15 - fast




- S5CALE MOTIVES OFR MODA_L SE_Q_U_EN_CE
14 - slow 4 .
2 TUNE 6 - My Time to Shine
< Bb Instruments
15 - fast
4
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14 - slow

TUNE 6 - My Time to Shine

< Eb Instruments
15 - fast
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SCALE MOTIVES ©OR MODAL SEQUENC_ES
16 - slow o
» TUNE 7 - Swollin
€ C Instruments
17 - fast
DbA E-7 A7 Eb-7 Ab7
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TUNE 7 - Swollin’
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Bt Instruments
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16 - slow S
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Scale Motives or Modal Sequences
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SCALE MOTIVYES OR MODAL SEQUENCES
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SEQUENCES

MobDAL

OR

MOTIVES

SCALE
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Needless to say, there could be many more scale motives or a lot less. The ones
presented here can give you ideas to create your own. Even going through and
playing them a few times will help your ear to hear and qualify these scale
shapes in other people’s piaying. After playing a few of these on tunes 6 and 7
{or any of the other tunes), try mixing up one scale motive with another. First
try it over a scale or mode and then over a set of chord changes.
Example:
Here are eight different motives strung together to make one through-com-
posed motive over a G7sus chord.
G7sus
o[ |
= —— : P T ! — [ —
ﬁ?_,#,—o—h—coj o o _J_il—'l—- == = =it !
L mmmm— & - #; = P * 9 ;IL'[;
Example:
Here are the same motives taken up one scale step.
G7sus
= fa) ) 1 pm— e . ! S— —
w'ﬁl,_&'__'ﬁl_i'|fi'mi i
[ (o _ L | 1= 'L;iE:l_ﬂ#__J__L_i%_!;:! & - .;J. = : |
° L__L_;—- ———  — & #;I-' ""'ﬁ%i

Improvising melodies like this is quite challenging but very feasible by linking
up smaller motives.
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SCALE MOTIVES OR MODAL SEQUENCES

Rhythmizing Motives
Take any scale motives and try putting them to different rhythms and syncopa-
tions. Leave notes out or take any other liberties in order to play what you hear.

Example:

Using this motive:

e ———— = -

Rhythmized with skips and leaving notes off:

G7sus
4 [ — pS— | pS—
%‘a i o |£.{ | @ | I o T R—— ——— !
— [ = < T - — i I I
e === L—J — | —————————
&
1 P —To—# Pa— L —_J— i i I ]
393,@ —— | s === — |
5ol e—— e
Py e ;—.ﬁ I =y
[a) Pu— -
i ; P — — : D — T S— — 7
' ] 1 i —» @ % 1
U et — T i g . J i ! <

Take any tunes and rhythmize your selected motives.







5. Lines

There is always a controversy over whether or not one should practice lines in
all keys. The downside is that you don’t want to be a “lick player” or a “pattern
player”. But practicing “melodies” in all keys has a tremendous upside. It's great
for ear training, articulation training, gaining harmonic knowledge and devel-
oping technigue as well as versatility in all keys. When studying a language
there comes a time when you begin to learn phrases and how to put the words
into a context. The same is true when acquiring a jazz vocabulary. For example,
to play the ninth of a minor seventh chord in a phrase or in a context captures
the sound of that note. That is not to say that every time you see a given chord
you play that melody. Lines are sound bites. Ask a pianc player to play an F7
chord and he can play a myriad of voicings. Lines are the same thing but played
in a linear fashion. After learning a great variety of lines, one forgets the origi-
nal lines but can carry on a conversation with the same sounds or words.

Tremendous originality comes when one acquires one’s own lines. However,
three people playing the same line will sound completely different from each
other depending on each one’s musical personality. The saying, “It's not what
you play but how you play it!” applies. Take a simple phrase like, “Have 2 nice
day”, and listen to how different it might sound spoken by three individuals. All
great players have their own personal vocabulary that is accessible to them
whenever they are truly improvising. Improvising doesn’t mean recall, that is,
recalling lines that you've memorized. [t means saying something in the
moment with the people you are playing within a particular context.

Of course, learning sound bites for all of the varieties of chords is an important
objective. There are many sources for these sound bites including recordings,
books of lines written out, transcriptions of solos and of course your own
thoughts on the subject. Be selective. What you practice, who you listen to and
who you play with have a tremendous influence on the way you sound.
Depending on the style of jazz that you play or are interested in, try to find
melodies that fit your passion. Each style has it's own vocabulary.
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Dominant Lines G7
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The lines above all fit a G7 chord or a D-7 to G7 progression. There are seven
lines, one starting on every degree of a G7 Mixolydian scale. There is a line start-
ing on the root, the 9th, the 3rd, the 11th, the Sth, the 13th, and the 7th. Each line
is a G7 or D-7/GT sound bite. If you prefer, you can write out seven of your own
lines which might intrigue you more to use for the following exercises.




LINES

Exercise #1
Play each line in all keys. Try playing them in the cycle of 5ths as in the progres-
sion below.
Eb7 Ab7 D»7 Gh7
9
:‘@t'i)g 7 e 7 - 7 7 7 7 7 7 e e
=5
B7 E7 A7 D7
5
r\'fhu 7 7~ 7 7 - 7 7 g 7 y 7 = 7 7 - e
'y
a7 CZ F7 Bo7
_ﬁu‘ﬁ;/ 7 v . o 7 7 e 7 V. Vd ' 7
\\-IU v e . rd v i . . i i . rd
e

Notice that Eb7 is the first key and once you get through some of the more chal-
lenging keys the lines seem to get easier.

On another day, try playing these lines moving up or down in half steps. After
getting used to playing them in all keys, try singing each line starting from ran-
dom notes. Play a note on your instrument and sing line number 7 for example
starting from that note. Play another note and have that be the starting note of
line number 4 etc. Remember, this is all ear training.

Exercise #2

Sing the lines in one key at a time starting on the numbers in the grid below. If
you can play a chord on the piano or guitar to sound the chord as you sing. It
might be helpful but not necessary.

1 4 7 3 2 5 1 2 6 3 7 4
2 4 6 1 3 5 7 2 7 3 1 4
3 4 5 i 2 1 3 1 6 74 5 4

Each number represents the starting note of the line.
For example, here it is on G7.
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After singing the grid in one key in time (slow tempo), then play the grid in
every key. Taking it to another level, you can play the lines in triplets while artic-
ulating them the same way as you would articulate eighth notes.

Exercise #3

On tune 8 or any other tune you prefer, play one line at a time through the
dominant chords. For the sake of this exercise, play these lines on the minor
seventh chords as well. For example:

D57 D»7
Ab-7 Db7 Gba
fal
_%B_u_z_ 7 Z 7 — I

These lines will not fit over dominant 59413 chords. Although, playing themup a
minor third usuzlly works. For example, over a D=755 to G7>9513, play F-7 tc B»7
lines. Over 2 G7alt, very often Db7 lines will work.




LINES

18 - slow

» TUNE 8 - Table Stakes

<« C Instruments
19 - fast
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18 - slow

TUNE 8 - Table Stakes
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< Eb Instruments
19 - fast
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Exercise #4
Play the lines on the tune randomly trying to use all seven lines. Try to avoid
repeating the same line over and over again. Have no favorites.

Exercise #5

Play the lines one beat early. Then play them two beats early and even three.
Play the lines one beat late leaving off the last two notes.

Examples:

one beat early

G7

n ' o

: — e —
\;‘}W I ! e L_____ g —
o —

two beats early

G7

A > P
Sas > =

three beats early

G7
e

q&a’f—c e — ——— = J
\;}U‘ 1 e ——— 1 — x

one beat late

G7

o) P » =
Get———v —
J =

Exercise #6

Try using all of the lines mixing it up coming in early or late and occasionally
starting on beat one. This will make it sound less like it's four square. Again, this
is all harmonic rhythm ear training. Recalling lines is a far cry from improvising.
Trying to remember what lines you practiced just jams up your creative channel
and makes it next to impossible to improvise. When the consciousness is
involved with a particular task such as remembering a line, it puts a spotlight
on that subject. Floodlight consciousness, on the other hand, illuminates all of
the areas of sound that might be open to the artist. To make material your own,
spotlight consciousness is a necessity. After learning countless numbers of
lines you forget the phrases but remember the sound and context. These lines
become part of your reservoir of melodic and harmonic material. You then
improvise putting notes of one with notes of another. You might just refer to
the general shape of the line. When you are playing music you must have a
clear and open channel.




Other lines:
G7
& I _— ——
\\p(' =1 I —e
!) =
G7
fal = .
T 1 o
(s o T —— i
Y L
G
5 — , .
o ’ Tl
\;')\IJ = r — L ] > —1
e —
L = 3 | -
G7
[a) - 2
g_'__. — Py 0]
T Te o 8
Y
G7

f
i
1

.l'...__

A

.
~

G7
Ja} =
J@BL—F_ > | ! L a—

LINES

G7
) — 1 —
{ I & 1 I 5
X i— 7
L2
C7
4 » i ==
17 ]

G/
f | e — :
@‘U“ & ‘J‘T : & ! |
I—ﬁL'_ﬁL
G7
fa) e .
—_?#FLIW = 5 — —
o ‘ e
G7
n i H‘ -
: _' IE .I I . T
égjg 1] & &
G7
al o 2 o ® . - |
e =
G7
® o 4
y A & S | = ' * —
(GRS i * .
[} ==




BEART 1

}
G7 G7
[} | Fa) | —
1 L 2 =¥ /7 3 _'I i be i __5— f
@l @ P r o _'_._ f\%‘J(J . X & : | - : ;
o ) ut= T T |
G7 G|7 |

SR

jzu |

NS
T
|

G7 G7
- ! ey e -0 P LS
' — — A ® = 1,
= === %\ i . be
s @ l
I
G7 G7

== — e

o ———




Ll NES

n ! e ——— : .n 1 | - > o r - 1
W,_,‘ — =G : - e S e
e L2
G73’9|-"13 G7alt.
f | 1
g’g_‘% € : - e o Sm— | — s S, —
T =] = 1 : ! : i
!l} - & e r 5l _— . .
G7°9°13 G7alt
n | o o S b . e b , o , .
P » ! A Y
7 T ! 4 i [ £an W ¥ J
LAY [ AL 1
By — D) == '
G7P9p13
re - .
- — & o ——
—fv_ I 2 e
h T — | | = 5,2
T —— T

* The asterisk symbol designates the line starting on #9, which is one line extra.
So if you are playing the grid (from exercise #2) you can add it into the grid
pattern like this:

1 4 * 7 3 6 1 5 z - 7 4
4 * 3 7 2 = 3 1 6 4
4 5 = 7 2 1 3 i 1 2 6 7 5 4




PART

CA lines:

Ca

CA

CA

CA

Aht

-

CA

CA

D

fan . W

CA

CA

C

X o3
A\EY)
e

CA

CA

e




6. Motivic Lines and Shapes

Take one of the prototype lines that you have been working on and play it in a
scale sequence or modal sequence.

Example:

o g == Tp—tr—'—o_s = = e ey S———

e T P e ) e
o — = - — = e = - m—1
S | _'_!—C.—'—c . ° i

When lines have accidentals within them you can either treat them as
approach notes or make adjustments to fit the scale.

Example: The first two notes of this line are a double chromatic approach to the
ninth of G7.

] = 2
L]

G7
? ; #. e
!
\'llj
e/

Here is how you can play that line in a scale sequence:

%" ﬂ‘ = -szi,. 7—@ ._ -_,_F_QT-— E=——==c=c

Here is an another example, which requires adjustments.

&7

|
|

g1
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In this line there is an accidental, which is an altered tension, and if you played
it in a modal sequence it wouldn’t be harmonically appropriate. In this case you
can make the notes dizatonic to the key.

Example:
G7
f i = ; !
F_ ~ — ' = = @ i
= o === —

Exercise #2
Take several more of the prototype lines and play them in a modal sequence.

Exercise #3
Take any line and dissect it into different parts. Take any part of the line that
appeals to you and play it in a modal sequence.

Example:
G7
__BL.:.-="IT?=,'-=;" =—r s I F 9 > ®
@\) i e — 5 s ! ' —— i =
.j ___—-l-—- ——— h——l_b i — T
G7 retrograde
) ® o o * o o o : -
= e T —* e e :
\;)u . — — I e -
Exercise #4
Take a segment of a line and pick a key center, then play the shape of that line
fragment in a loose fashion. It could be expanded or contracted or combined.
Anything goes.
Example:
f s P e
- e o - _ —
i (S5 , I i
!J = ——
& £ 2 o
Id b dedt (ga{* — =
could be expanded to = 5
e |
o}
. ! =— ¥ @
or contracted to — I ] o | !
ANEP) 1 1 i 1 1 |
I I e :
2
= e
or a combination ~C» ' ! l i |
NSV | — ey I
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MOTIVIC LINES AND SHAPES

Exercise #5

Take one prototype line at a time and use it as your motive improvising on
tunes 9 and 10. Use fragments of the line. Use just the shape, expand it, con-
tract i, play it retrograde, or in any other way that occurs to you.

20 - slow o
= 3 TUNE 9 - Rice Beat
< C Instruments
21 - fast
P P
Fa GbA#1 Fa Eba®11
0
) i i i i i v Vi . . . i i P v
W i Vi e . 4 ad . . . V. . i i e
D-7 Ebad1? D-7 Bb-7 Eb7
A
;T . . . . 4 i i v . . d . V4 i 7 i
— v . . e . » . v Vi i e V. 7 . v
= =
A7 BbA E-7 A7 D-7
Fa)
1
V. 7 7 L . Vi yd 7 . 7 i i Vi 7z V. . . .
{® . e 7 4 Z i . e v 4 . d Z . 7 rd
e
G-7 Gi?AiTi = GE:-AFETT
4
. 7 . . . i . . Vi Vd 4 P . e . P d— _|
(@ . il b ad Vi e e . i V4 v Ve i . e i |
= =
20 - slow .
» TUNE 9 - Rice Beat
€ Bk Instruments
21 - fast
o 4
GA Aba*11 GA Fa#!l
f
W 7 7 . 7 7 e — 7 Vi v i . 7
=) v . 7 . . . rd 4 d V. V. e
e
E-7 FLE E=7 €=t F7
f i
V4 7 7 7 . . 7 Vi Vi v V. i e . .
e & 7 e e . v i 3= . . d e . . i
S =
B-7 CA F§-7 B7 E-7
G = ]
_\ﬁ\{} Il I, /I I,_ & I/ Il Il II Vi Il Il ,/ ,/ I, I/ ____'l
e
B
A-7 Aba*11 G- Aba*11
G — 11
{mu y y S — 7 e F—F E i i 7 7 7 7 S |'I|"
—
e
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5{ TUNE g - Rice Beat

Eb Instruments

21 - fast
DA Eba®1T DA Ca#t
G T T ==
Y
B-7 cain B-7 G-? €7
A
lu i . i A i i i 7 Vi Vi 7 7 i . i i l
@ v Vi . v i Vi . . i W v Z v Vi 7 7 |
F§-7 GA Ci-7 F&7 B-7
_G 1
_H'ﬁ/—j 7 .4 yd 7 i rd pd . 4 - 7 7 7
= . d - Vi i . i 7 7 VA Vad d . i d
e
E-7 Epaf D- EpafT
4
@ . . i i 1 i . . Vi i i Vi 7 1 pd 7 7 rd
i 7 i I i 4 ¥ A i a i i d Il yd F AR d i I
Y
22 - slow
2 TUNE 10 - | Forget
T C Instruments
- fas

EbA D7alt. Dp7#11 c7




MOTIVIC

EIMES

AND SHAPES

22 - slow
2 TUNE 10 - | Forget
< Bb Instruments
23 - fast
FA E7alt Ep7#11 D7
G < | W
HC S — 7 7 I 7 e - — e
\Q)\') - ==
1.
D-7 G7 CA G-7 c?
A
3 / /’ /’ /f /’ 7 /"' /’ /,_ z / /’ ~
J =
2
CA G-7 c7 FA
4
& . V. Va8 i i . ya 7 i 7 e
_@_l_ __ v 7 . i P . d . v i
e
FA Bb7 CA A7
G ]
_W ,I Il /, Il I, — __.I, Il I, I/ v
e
b 3
D-7 /C B-7°5 E779 CA G-7 c7
A Da Capo
¥ ) == =
e
22 - slow
2> TUNE 10 - | Forget
< Eb Instruments
23 - fast
Ca B7alt. B,7#11 A7
f
{{'D L W] I,_ Il : Il Il I, II'_ i _II Il I, — II I/
Qj —
1
A-7 D7 GA B=7 G7
4
l’\ff(ﬁ) Il Il Il /, Il I, Il Il Il i Il . Il
e
AR
Ga D-7 G7 CA
_0 uI . i i . . - Vi i . d . i
@_1_ 7 7 7 7 7 7 7 7 . 7 7
e
CA F7 GA E7
G |
- @ _‘ V4 / l/ /I I, jl l/ II Il /I . l|
b5 bo =
A-7 /G F4-7 B7 GA D-7 G7
A Da Capo
¥ | x N
7 s - ’ y = i — e T - Il{l
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Exercise #6
Take any line or the shape of that line and play different time signatures over
tunes 9 and 10 or any other tune.

Example:

&

4 = ucd i — = = e T
F - - 1 i 1 1
N ¥ ] ] I 1 1
A\ ] i i H
e ——————————————

2/4 motive
fi - -' 4B
= s "
5 (o = | I — — .
P —— : | =
3/8 motive

i
u,,“
L
H_I

5/8 motive
e EL s e e —— —
| 1 1 1 L g ] ]
|__—-.—- = . 1 i
3/4 motive
A
fr—®
o
g

7/8 motive

&
¢
4 & r J — > o pa — etc.
{~* =z — | s i Z
\\-\lli I I | 1 I ¥ e I A3
0 I B e = i

Notice that the 9/8, the 5/8 and the 3/8 motives displace the original motive by
starting on the upbeat. You can expand on that idea by taking any line and dis-
placing it by an eighth note. Where you can go with this is infinite which is why
you have to be very loose with the ideas. Let your intuition and imagination
guide you. Get into the discovery zone by taking notice of what you are playing.
As you can see, the original motives are totally transcended and are fueling
your intuition rhythmically, harmonically and melodically.
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1. Guide Tone Playing
2. Voice Leading to All Chord Tones

3. Upper Structure and Middle Structure Triads

4, [I-7 V7 Substitutes for the Chord

5.11-7 V7 Substitutes Against the Chord

6. Anticipating Chord Changes
7. Resolving Late

8. Three-Tonic System for Composition

or Substitutes Over Chords

9. Four-Tonic Systems

monic, sonic or nuance and rhythmic. (Because rhythmic techniques are

given a comprehensive study in VOLUME IV, MELODIC RHYTH S, less atten-
tion is given in this volume.) Part two is designed as a menu of soloing devices
from which you can choose what to work on. The techniques are discussed and
conceptualized so as to give the improviser more depth of expression and a
greater well to draw from. Organizing the various technigues in this way also
helps the musician to listen in a different way, and it helps to qualify what it is
you are hearing. For example, after practicing approach notes and then listen-
ing to your favorite records you can now recognize melodies that contain
approach notes where as before you didn’t have a name for that sound. Having
names for sounds gives one the ability to really develop the information and
gain easy and natural access to it. At times, some of these soloing devices could
be listed under more than one category but for the sake of simplicity each
device will only be named under one area. The list is not prioritized and you can
start on any of the devices mentioned.

Part two qualifies improvisational techniques into four areas; melodic, har-

15. Tonal Expansions

16. More Tonal Expansions

17. Augmented Symmetric Scales and Uses

18. Nine-Note Symmetric Augmented Scale

19. Piano Voicings for Improvisation

20. Interchanging Tonic Major and Tonic Diminished
21. Composing Scales Using Intervals

22. Diatonic Playing

23, Parallel Key Centers

24. Moveable One Playing

10. Diminished Scales

11. Double Diminished

12. Whole Tone Playing With Passing Tones
13. Double Whole Tone

14, Tri-Tonics

25 Intervallic Playing
26. Pentatonic Playing
27. Hexatonics

28. Red-Note Playing




PART 2z

Harmonic Devices

1. Guide Tone Playing

The ability to really delineate the sound of the changes is an invaluable tool.
Guide tone playing is a skill that involves playing a melodic line through the
changes that clearly defines what the chord changes are. Playing guide tone
melodies, thirds and sevenths is an easy way to achieve this result and it offers
3 great contrast to the oblique sounding player. (Before attempting to sou nd
oblique or nebulous it’s a2 good idea to be able sound the changes.) Being able
to play a melody through a tune without accompaniment that doesn’t sound
academic and can be easily recognized by the listener is a great objective.

Example: On the tune Fangs from Afar

F-7 Bb—7 Eb7 AbA

= ’ T tb—ﬂ—- bg ) JDF&‘—_:FE’L‘%
ﬂ@f s — — —= " —_——  ——— E
e il ———

l

The melody need not be all eighth notes and need not get to the target note by
step. You can also use skips.

Example:




HARMONIC DEVICES

2. Voice Leading to All Chord Tones and The Ability
to Use all Chord Tones As Target Notes

This is actually the same exercise as the previous guide tone exercise except
that in this one try singling out one chord tone at a time and voice leading your
melody into it. The target note doesn't have to fall on beat one; it could be
either anticipated or happen later within the bar. Here is an example targeting
the 11. 217 is targeted on major or dominant chords. (Using 711 over major and
dominant is also a good exercise to practice resolving that special attention

note.)
Example:
Voice leading to 11
F=F B»-7 Eb7 AbA
A ' :_!Q._‘_._"—b_-_._li.._—.l =|D . | & - _I
£5C be ohe " e e e i —heg——i
h\aw) P | |_} = i i i 1 i & s +
e = | |__— H
Voice leading to 9
F—7 By-7 o Eb7
= - —— ll I —-—ln |
T s e b, |
e/ e L o 1
Voice leading to 13
e B>-7 Eb7 AsA
ol .“"- A 1 | | | 1 =
*2 o o , T e £ B
= '\‘J — —I=% — | T — = - —— ~== €

Sometimes players fall into a rut where they continually play the same chord
tones again and again. This is great way to break that habit and begin to make
all chord tones as accessible as the root. This exercise also lends a greater
awareness to what one does play and again it is ear training in motion! It also
forces one to hear ahead.
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3. Upper Structure and
Middle Structure Triads
The most common of all of the upper structure triads is the triad built on 9,17,

and 13. On major and dominant chords, 9 - #11 - 13 forms another major triad
built on the step above the root.

Example:
FA EZ
)
A o = @ = 1
NSV o i
g #11 13 4 i1 13
On a minor chord the upper structure triad is a minor triad built on the step
above the root.
Example:
F-7
b =
I — e 1
\\1‘} = 1]
iy 1 13
On a minor 755, it is either a major triad starting a half step above the root or it
is a diminished triad starting a whole step above the root.
Example:
7 b5 =7 b5
A : o .
= v 1
{;j’“u ve L — =
b9 11 13 9 11 b13
On a diminished 7th chord, it is a diminished triad starting a step above the
root.
Example:
2
n 1
o 1 g ]
_&\ bs il ll
D
o
g 1 b13
On a dominant 7 with S and 513 or a dominant altered, it is a sus4 triad starting
a half step above the root.
Example:
p7b9513
F7alt
n J
o by o ]
7 | o Lot |
(D s — 8

e b9 £11 513
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Sometimes on a minor chord you can use a major triad a whole step above the
root.

Example:
F-7
)
7 - 1]
£ & b =13
EGE = |
¢ .
2] 11 13

On a dominant 7sus4, the third becomes the tenth and the upper structure is as
follows:

F7sus
A
7 o
o . :
')
9 10 13

Take any of the tunes and be able to play any of the combinations of 9, 11, and
13, and be able to improvise with these notes:

9 1 13
9 13 1
n 9 13
il 1B 9
13 L 9
3 9 1

Example: Tone Down

E=/ A7 DA Eb—7 Ab7
E’% ie i  — =" o — " —be—2 =
L2
D-7 G7 CA Dy—-7 Gb7
—iéz Ca i = | m t__&__'b, 00— by . =
= F¥ BbhA E5A
‘(ga—c = 2 = - P~ g — = —_I:j
L2 -
E~7 F7 BbA Ep7811
i@zﬁL ==== = ==
- &
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PART 2z

Dominant chords have the greatest variety of tensions and altered tensions. As
2 result there is also a huge variety of upper and inner structure triads for dom-
inant chords.

Examples:

o

K>

Eh
5
®
L ]
L
Xy
|
®
L
&

P
@

o m

=

S
A1l

2 #1113 £9 b7 g1 b7 bo b13 1 29 13 e 3
b5
C7sus
) o -
W = f
9 11 13 11 13 1 b7 9 11
c7
o)
ya , e s e =T E——
";?”n i <@ —f= G '
2
bo 3 b3 g9 #11 b7 11 13 b9 5 b7 9 13 1 3
C7sus?
A
9 11 13
Crsis’?
2 fo—"
:@%lﬂ o Y ——__a
Py
11 213 1 b7 b9 11

Take any of the tunes and focus on one triad at a time and make it sound like
your own.

Of course, there are alsc other triads starting from every chord tone. Starting on
the 3rd, 5th, 7th. Tth and 13th, you can form other triads. For the sake of keeping
the information more compact though, we will address only the triads starting
on the 5th and 7th as they consist of upper structure tensions.

Examples:
Ca
)
- o =
)
5 7 9

On a major chord, building a triad on the 5th spells another major triad.

G

f
— =
e
5

b7 9




HARMONIC DEVYICES

On altered dominant chords, starting on the 55, it is major triad.

C7alt.
[a) _ y
] 1 by
. ) Eg— e il !
SGET I >e —
S 1
b5 b7 b9

On minor 7 chords, starting on the 5, it is a minor triad.

Cc-7

T

B
Y

On a minor 69 chords, starting on the 5, it is a major triad.

C-A

&E;"cb
]

On minor 755 chords, starting on the 55, it is either an augmented trizad or 2
major triad.

Cc-7b5
fal ;
¥ | 1 & = 1 b' ‘l
(~5e ve E e |
Ve —Pe
e :

b5 b7 9 b5 b7 bg

On diminished chords, starting from the b5, it is either a major or 2 minor
triad in other inversions.

cer
Fal —
/
Ge = e
9

bs »7 9 b5 / 7

Diminished chords have an extra chord tone!

The upper structure of a diminished 7th chord is another diminished 7th chord
starting on the major seventh (or starting a half step below the root).
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Pick a tune and be able to play any combination of 5,7 and 9, and improvise
with these notes.

5 7 9
= 9 7
7 5 9
7 9 5
9 7 5
9 5 7
Example: Tone Down
E=7 A7 DA Er-7 Ab7
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Triads starting from the 7th:
On a major 7th chord, the triad is usually minor however a major triad can be
quite effective in the right setting.

CA
ol 4 e
= . = = Ze =
'm - -
AL
7 9 311 7 G 11
On 2 dominant chord, it is an augmented triad.
CiF
O 1 1 ﬁ‘
72 by e
N e
LAY
e .
b7 9 211
On adominant 769, it is a major inverted triad; the 3rd is on the bottom.
n. 1 - -
o I L-: F | R
A~ Pe® =
\éu
b7 b9 i1
On a minor 7th chord, it is a major triad.
fo==r
4 &
! P
e
S
& b7 9 11
On a minor major 7th, it is a diminished triad.
C-A
b _ o
. - -
/N
AL
7 S 11
On 2 minor 755, it is either a major or a minor triad.
=7 b5
0 — ® : e —
-~ e = se -
s -
~
* b7 9 11 b7 »9 11
On a diminished chord, itis a diminished or minor triad.
27
n 4 4B
— ° = ’ = 7
©* - !
03]
7 %] 1 | w7 g 11
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Once again, be able to play the combinations of 7,9 and 11, and improvise using
these notes.

= 9 1
= n 9
e -
9 =
Ll 9 7
e = 9
Example: Tone Down
E-7 A7 DA Eb-7 A7
4 Y TS r #‘ e L ve . P
&——f—= —_——— i e *
)

D-7 G7 CA Ci-7 F&7

GJ ;‘
iF
®
L}
= ve
]
®
iy
®
v
[ )
:ka

C7 F7 BbA EsA

n 2B -'-

u 1 _‘ j - -

(~ o ¢ . - @ - ’

\\a\.} b: o

E-7 F7 BbA Ep7¥11

0 i -

(7 P— ; > ® ® . ' ®
% ie >0 oL ] -

Depending on the situation and function of the dominant chord, sometimes
the altered tensions are appropriate and sometimes they are not. An easy rule
to bear in mind is, if the dominant chord is resolving down a fifth to any type of
chord, you have license to live it up!

Example: |n these progressions below, the altered tensions will work.

S TS
G7 CA (or E=7 asasubstitute)
C-7

c7

C7sus
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4.11-7 V7 Substitutes for the Chord

Again, anytime the dominant chord is resolving down z perfect fifth or up a per-
fect fourth, one has a lot of leeway. Making the dominant chord altered or
changing the 9 to a b9 or #9, or changing the 13 to a 513 provides a greater ten-
dency toward resolution. Other functions of the dominant chord may require
you not to alter the chord (for example a bVII7 chord) so as to gain a greater ten-
dency toward resolution.

Three substitutes that intimate an altered dominant sound or a dominant
sound with some alterations are: the tritone substitution, going down a major
third, and going up a minor third. For example, given the parent chord is G7 (or
the Il - V progression, D-7 to G7), you can substitute the tritone which is Db7,
down a major third which is Eb7, or up a miner third which is Bx7. Any of these
dominant chords can be preceded by their II-7. So given 3 D7 to G7 progression
or just a G7 chord, you can substitute Ab—7 Db7, Bo—7 Eb7, or F=7 B57 or just D57,
Eb7, or Bb7.

Example:

D=% G¥ ‘A’a—7 D57

Bb=7 Eb7
| F-7 Bb7

Ab-7 D57

D-7 a7
4
g e v . e . 7 7 . 7
[ fan W) W . . e . e e 4
WS
e

A;J_7 DJ7

D-7 G7
b
g fe . . i Vi ad 7 r .
{fr\u\J . d . i : . 7 e d
e

D57

D-7 G7
. :
) . . i . 1 . > e i
a7 i d . T 7 . d e
\;ji}

io7
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When using substitutes which are a tritone away or down a major third, you
create an “altered” sound. When using the substitute which is up a minor third
you create a “59513” sound while retaining a natural 5th. The question always
arises whether or not to alter the substitute chords and chord scales to fit
exactly over the original chord.

G7alt = Dp7¥M
GZale. = EwP13
G7b9i’13 = Bb7]’9

Example:

One can certainly make the alterations in the substitute chord to get the exact
chordal sound of the original or you can leave those notes unaltered and use
them more as passing tones. If you play a strong melody using one of the sub-
stitutions you create a unigue flavor that sounds correct yet different from the
original. Any substitution needs finesse in order to sound good. Take many
passes at trying to make the substitution sound correct to yourself. Sometimes
it is a matter of your ears getting used to and accepting this new sound. Con-
text is everything. Sometimes the smallest substitute doesn’'t work. Sometimes
you could play another tune in another key in another tempo and it will sound
okay!

The substitution doesn’t have to start on beat one. Given a bar of 11-7, and a bar
of V7, the substitution can start on any of the eight beats.

Bo-7 Eb7
D-7 / G7 CA
a _ Jo.3 T |
ee———— | : ] @ be— E—— |
! e M — T © i
e L—-—-“" 4

Example:

Try using these substitutions on the tunes Underdog or What Up?
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24 - slow
2 TUNE 11 - Underdog
- C Instruments
25 - fast
9 L
F-6 G-7 C7
f Lo b
7§ =
g (e i Il Il Il : ',{ // Il I/ Il Il Il /I Il .__{
'y
F-6° c-7 F7
f _
7] 5
{m\) Il I, ,/ // :{?’__ — i "Il ,I Il /I 1 ,/ /I Il I,
e
Bo—7 Ex7 Ab-7 Db7
f
7 ] =
{mu Il I, I/ I/ // Il Il Il ‘ll I,i I, /, fl // Il Il
5 e
Fi-7 B7 G-7 c7
f !
__ —7 J,: _T/, /, // /’ /l /I /l /l /I /’ /’ / _'/, /,
e
24 . slow
2 TUNE 11 - Underdog
e
"~ Bb Instruments
25 - fast
9 =
G-6 A-7 D7
f
7 .
F (e i l/ Il /I = ;{ Il I/ Il Il Il /I // L‘_’; =
_@Ld =
Q
G-6~7 D-7 G7
o) o
¥ | =
@ Il II /I // }_I-_ - == I, ,I I, Il Il ,/ l/ Il
-7 F7 Bb-7 Eb7
n
1
{6} Il Il I/ Il 1 Il ,I I, /_ _1/ I, /I Il I // ,/ Il If
e
Ab-7 Db7 A-7 D7
G | — = —— 7
i 7 7 s 7 7/ r—— 7 e e 7 — 7 7 7 i
ANEW H
e
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“on TUNE 11 - Underdog

§ Eb Instruments

25 - fast
D-62 E-7 A7
4
iiﬁ3{3 7 7 7y e ¢
)
D-67 A-7 D7
4
\ﬁ\u ,I Il I’ ,I ‘-LI, Il II Il II II Il Il II
')
G-7 Cc7 F-7 B»7
4
7 V. . 7 P i — i v . 4 e . 7 . i i
r\@ Vi V. i W . i v v 7 V. v oy — i 7 7 z
Eb-7 Ab7 E-7 A7
Q -
—ﬁf\ i 7 7 . ¥4 V.4 p i . . V. v . V. v i
) . Vad i A e i A 7 Z .4 . i V. Vd v =
26 - slow
2 TUNE 12 - What Up?
e C Instruments
- Ja
D-7
GC £ o Am— 74 4 7 7 4 A
d I : * i
D-7
{ |
L L L VA =~ : 7z 7 7~ =74 7
; :
e
Eb—7
* y AR A 4 7. D4 | 7 =7 =7 I D i 7 1| =7
Ze | yi e A : = I 7 I Vi

7 -7 .
Vi 1 e 1 I‘-'

v
L

I
T v " I
e ,[ 5 Fe | i) e

‘1o
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26 - slow
> TUNE 12 - What Up?
€ Bb Instruments
27 - fast
E-7
) |
S T e e 7 .4 T 7 7 I 7 P4 7
E{J I 0 i D = ) ! . i 2
e
E-7
4 : | :
7 7 7 7 7 7 7 4 e <7 e [
iﬂu VA S A A i) : y i e e 7 I _(. i =
e
F-7
) :
7 T 7| L 7 7 [V 7 7 V4
{f'\'l) AR A L V40 o .4 7 ] 7 7 7
)
E-7
sl
7 = 1 I = T}
, ] O .4 s 7 OV 4 -7 7 L4
M 1 » ) ) ) i i e [
~ =
26 - slow
» TUNE 12 - What Up?
< Eb Instruments
27 - fast
B-7
5 : —
A —F 7% e £ £ e
e
B-7
) |
5/ 7 7 - P4 I 7 7~ —
e
c-7
Fa
A —— 7 7 — ] / : A - 7"
* / —=z » > P e
e
B-7
_9 - - I I = T T = 1
/I 7T Z — = ———=0x_ = -
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5. 117 V7 Substitutes Against the Chord

These next three substitutes are used against the chord. They do not take the
place of the chord but instead have an almost approach note like effect. There is
a tremendous rub against the original chord and it can then be resolved into

the original.

Over:

D-7 &7 %c§—7 Fi7
Eb-7 ALY

Fi-7 B7

Any on of these substitutions are far from the original and so they create an
intervallic effect. These may be substituted for the Il=7 or the V7.

Example:
C4-7 Fz7 D-7 G7
D-7 G7
i
"@ 6 I, Il I, Il I’ Il II Il
e
ar:
D-7 G7 Ce-7 F§7
D-7 G7
f
A i 7 7 7 7z i 7z V.
(@ L N 4 . v F i . / .
¢
Again, the substitutions don’t need to begin at the beginning of the bar, they
can happen between bars.
D-7 C¥-7 Fa7 G7
D-7 G7
b
I’I[T\ {3 /I Il I, Il 7 II Il Il —
\:JU

By trying these different substitutions over and over again you get an ear for it
and make it one of your harmonic tools. It would be wise to spend a lot of time
on each individual substitution rather than grouping them all together and
skimming over the top.

As well as trying substitutes for and against the chord on the tune Underdog,
try them on the modal tune What Up?. This intervallic approach is & great tool
for the improviser as meledies are played adjacent to the original mode, up or
down in half steps, major thirds and tritones.
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6. Anticipating Chord Changes

Anticipating the chord changes can create a lot of forward motion in one’s play-
ing. There are also a number of other benefits to this harmonic device where
you play melodies that fit the changes that are coming up in the tune. It opens
awindow in your mind and you hear what chords are coming up next. Thisis an
expansive awareness where you might hear way out in front of where you
actually are in the tune. And while you may hear eight bars ahead, you might
Jjust anticipate anywhere from a half 3 beat to two bars ahead, or even four bars
ahead.

Aside from the benefit of hearing bigger chunks of time, the rhythm section
knowingly or unknowingly will also very often respond by giving you the lead-
ership role. Typically, the novice improviser will wait for the sound of the chord
and then play something on it. Sometimes when the rhythm section takes the
lead the chord players will try out new voicings or check out different substitu-
tions leaving the soloist in a responsive position. When you anticipate the har-
mony, you take charge and the rhythm section plays accordingly.

Exercise #1
Take any of the tunes and play through anticipating the changes by a 1/2 beat.
Comein on the “and” of four as in the example.

Example:
E-7 A7 | E=7 Bb7
!'.__ —— e L = i &
Y ' 3 e e

Very often the rhythm section anticipates the “and” of four, so it doesn't really
sound like and anticipation. Coming in on the “and” of four is like hitting one.

Exercise #2
Take any of the tunes and play through anticipating the changes by one beat.
You can play a quarter note for that beat or any other rhythm.

Example:
E-7 A7 J F-7 Bb7
S - : . | o g
!J == T i = p————— %
ar:
E-7 A7 | F-7 Bo7
'..(j = élh-l r%'—bji—a—”—' — b T — ]
o) —|4‘—ﬁt, i i Sl
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Exercise #3

Next, anficipate by 11/2 beats. Of course, anticipating on every chord would
sound menotonous, so play it as you like it. For the sake of the exercise you can
overdoit.

Example:

E-7 A7 + F-7 Bb7
[ -—""""' L. &

pr '—m

@i":‘_—“:lmb'—. '1 — f—

>

lll

ar
E-7 A75i F-7 Bb7
S e e
.J | I — —'—___
Exercise #4

Anticipate the changes by 2 beats.

Example:

B e e e

\;JU = __j | e —— |
or
E=7 A7 F-7 B»7 EbA
—f ﬁ ' -
=t =] —TQ._.P: » = e —
T T e =
18 | |
Exercise #5
Anticipate by 2 1/2 beats.
Example:
A7
E7 7 N
F-7 Bb7 E>A
G 1—--1 | 1 . | ._b —~




HARMONIC DEVICES

Exercise #6
Anticipate by 3 beats.

Example:
BT a7 | B Bb7 EbA
A o &g o | |
1 | i & )
S = eree®®T P =
\;j\} 1 I I
Exercise #7

Anticipate by 3 1/2 beats.

Example:
EbA B
_ N y o @ }?I’ . r—'—--.
=4 ) — o I I 1 ®hghe i
- . ; l ; _# I r‘_' = b‘d 0
Exercise #8
Anticipate by 4 beats.
Example:

EbA Eb-7
A f ﬁ

iV}

y
.

&I %.
|

¢

L )

|
i

Needless to say, great finesse and doing this with taste is the key!
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7. Resolving Late

Playing across the bar line and resolving late is another great device as it gives
the improviser another tool. It has the effect of sounding horizontal and it cre-
ates tension by extending the resolution.

Example:
G-7 G FA/\
- e e be g J
_)"_"_?@\. e i o =im | e P et
]

As you can see in this example, the (7 is carries over into the bar of FA.

8. Three-Tonic System for
Substituting Over Chords

A common progression that can be used over another chord or chords is called
the three-tonic system. An octave can be divided into three parts by moving up
or down by major third intervals. The three-tonic system targets three tonic
chords by going up or down a major third. Those tonic chords are usually pre-
ceded by their respective V7. In the example below, B major moves down to G
major, which moves down to Eb major.

Example:

BA D7 Ga  Bb EbA  F§7 BA

| T
W!n g T g
7 7 AR A S 4 VA S S 4 VA A A 4

This system has many applications as it can be played over a major vamp, a
dominantvamp or a minorvamp.

Example:

Ga By7 EbA  F&7 Ba D7 GA




HARMONIC DEVICES

Over a minor or dominant modal situation, the I1-7 can replace the first IA.

Example:

A-7 Bb7 EbA  F§7 Ba D7 D7
D7

[} =

j{%@#}/_f i i e i e i i it U e G S i

)
A-7 Bb7 Eba  F#7 BA D7 A-7
A-7

i{* VAR AR A 4

o

g F

S F 7 7

V A i A i
S 7 7 7

VA A A A&

6
¥
¥

Example: overa =7 -V7-1

A-7 Bb7

EbA F4§7
D7

BA D7

GA

Ga

7Z 7 7 71

S F 77

VA S R 4
V T S AT 4

VA AR A

Example: over a minor 17 - V7 - 1-69

D-7b5gp7
D-7 bs

AbA  B7
G7b°

#m7—

V4

AT L A

IIII

7 A LS A 4

or:

Ba D7

G7|>9

GA By

c-6°

7_'_7"""/'__7'"
Vi VA AT

VR G

//ﬁ? = e e

Z

Sometimes you might want to imply the three-tonic system without actually

playing it out, or you might just play a segment from the progression.

Example:

D-7 Eb7
D-7

Aba  G7
G7

Ca

CA
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A little goes a long way! Aside from the three-tonic system there are several
others that also work quite well. Each target center whether it be major tonic,
minor tonic, dominant tonic, or dominant sus4 tonic can be approached by
their respective V7, bl17, 5VII7, or VII7. The C major chord at the beginning of each
progression below could also be C-7, C7, C7sus4, C7sus4b9, C diminished, E-7,
or A-T.
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Practicing these three-tonic progressions is not only good for improvising chord
on chord but it is also a great device for composing and reharmonizing tunes.
Consider too that any tonic chord could become a tenic minor, a tonic domi-
nant or a tonic dominant susé4.

Example:
c-6° Eb7 E7sus G779 Ab7 B7alt c-&?
G T T — - —_—
{mu &= 7 7 g I oo oGk ﬂ
9. Four-Tonic systems
A four-tonic system is one where the tonic moves up ar down in minor third
intervals. The tonic chords can also be substituted by other chord types.
Example:
Ca AA FiA EbA Ca
)
{?D C Il Il Il I, Il IJ'r II I, I, Il Il II I, /, Il Il Il Il Il Il
D)
E=7 A-7 F§-=7 Eb-7 c=7
g
Cc7 A7 F47 Eb7 c7
)
{‘ﬂ'\u C I,_ I,_ II Il Il Il II II II II Il II I, Il Il Il Il Il I/ /I
3
C7sus A7 sus F§7sus Eb7sus C7sus
o
l\’ff'l'\u e Il Il If II /I I, Il II II II /I II Il Il /, Il /, I/ Il // i
°
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Each one of these chords can be approached by their respective V7, blI7,5VIIT, or

VII7.
In the following examples, the major tonics are preceded by each possible
dominant 7.
Example:
CA AA C47 F#A Bb7 EbA G7 CA
fal .
?\35 e < 7 77— —7 7z~ i — — S |
Py
CA AA G7 FiA E7 EbA D> CA
h
—g\—H 7 y A 4 7 =4 7 y 4 7 V.d y 4 7 V.4 = i
{5 yd Y A S i y 4 Y A— 7 T ]
QIII
CA AA EY FiA D»7 EbA Br7 Ca
[al
7
G D rE—— 72— 7 ; 7 = == S o=
e
Ca AA F7 FiA D7 EbA B7 CA
fal
7] =
S =
CA EbA Ct7 FiA E7 AA G7 CA
f :
_/IL{TH 7 Z 7 7 e S — — —— !
\J = i
CA Esa G7 FiA Bb7 AA D57 CA
n 1
VG C R d— 4 777 7 7 7 T F = 1
{_’3 L, 9] V4 7 i e . . L e F Vi i . v 4 . ]l
e
CA EbA E7 FA G7 AA Bo7 CA
fa) -
7 — 7 77 7 77 F i G o T—F —F i
= (o) 77 7z 7 7 = H—F 7 77 =}
!'II
CA Eoa F7 FiA Ab7 AA B7 Ca
fa)
¥ ] = = -
_@%il— 7 7 . 7z i i— P I
!/'.
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Four-tonic systems can be played over modal structures or chords that last for
several bars. They are also very useful tools for composition and reharmoniza-
tions. Again, the entire cycle need not be played in order to be effective. Imply-

ing just a part of the cycle works quite well too.

Example: On a blues

DA F§7 BA

Eb7

AbrA

c7

—F—F 77 S

E7 Bb7 c7 Bb7 EbA cs7
[a)

_X‘__"/ 7 Vi . . i . . i V. 7 7 .
_?_/ i i i Vd i i Vd Vi . i . Vi
FiA E7 AA G7 cA A7 D-7 G7

o)

f@ i . . . . 7 V. . . i e .
)

Bb—7 Eb7
c7 Eb7 AbA c7

/i

F [ V. i . . 7 . i . . . i v .
{mb . e W e i i V. i . . 7 . d
o

Ab-7 Db7 pd Bb7
F Db7 Gha Bb7

5

F i 7 V. 7 . . 7 7 . . i . d .
{mu . 7 . 7 . 7 V. . . . Vd 7 e
=

D-7 G7
EbA G7 c7 A7 D-7 G7

5

7 . . . 7z . i i i P . . i .
? Z e 7 i . 7z 7z 7 d 7z 7 z . I

i21
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10. Diminished Scales

A symmetric diminished scale ascends by 2 whole step, half step, whole step,
half step pattern through the octave.

Example:

NS
[

_—

There are three diminished scales as each one covers four keys. The scale in the
example above fits C2 diminished, E diminished, G diminished and Bb dimin-
ished. This scale also fits four dominant chords:

c#7 E°7 G°7 BbO7
C13':*9 Eb1 359 = 3|?9 A13b9

A diminished chord is like 2 dominant without its root. Since dominant chords
are used more frequently than diminished, it is important to know how to use
the diminished scales over the dominant chord. When spelling a diminished
scale over a dominant chord, the scale ascends beginning with a half step, then
whole, half, whole, etc. There are eight notes to a symmetric diminished scale
and they are the root, 59, 19, 3, £11, 5,13 and 7 of the four related dominant
chords.

Example:
F7
M 2
3 , :
1 »9 £9 3 211 5 13 i 1

Again, anytime the dominant chord is resolving down a fifth, the improviser
has a lot of artistic leeway. Try playing these scales on a blues.

8513°9
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Playing the diminished scale over the II-7 has a nice effect as it creates a rub
against the chord until you hear it resolved on the dominant 7. Ninety percent
of the time, a diminished chord is really a dominant 7:9 chord down a major
third. That is, for example, a C# diminished is actually an A759. Go through your
fake books and when you see a diminished chord, notice what dominant chord
it is really used in place of.

Here are some common diminished melodies:

gﬁ'czs
i&
.

i
|
f

Il
!
I

= = =
—e

™

|

I
|
b
}

| &

- g b@ ) Ti= e i ) bl ‘g .

'\{; #= I o # ﬁ# = i = oy ]
, - —i» =1 e —
AT e | . | =i | |

= —— |
@ & }
* = e .

T » = e o 1t® te beg L@ P L. o
7 ] i - ﬂu; P]- Y o ve |
[ famY | = = T = g g T T
\\U ! T = |
o

e
Eﬂ*
i}

|
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11. Double Diminished

For a more oblique sound, try combining any two diminished scales (it could
even be any three) to create melodies that flow in and out of the chord. Try
playing eight notes of one and then eight notes of another. Then try playing six
notes of one scale and six of another. Try four notes from each scale and then
randomly mix up the scales. Playing the original diminished scale and then
down a half step works well because it sets up chromatic approaches from
below and also establishes 2 tonic diminished sound.

Example:
@
Cc7
i B be i - : o G
n =% 4o ° co e T
= [ T“-‘ : . il — ' r )
AP | ] | | _ i .
o} [a=m | I_‘!_ﬂ_'__._htg:m 7P
¥ ) 0] I 1 | e 8 e
AS— = —>® _— e
5'\.?,{ b' i:: = 13 : P | I

12. Whole-Tone Playing with Passing Tones

A whole-tone scale is a scale comprised of all whole steps; hence there are only
six notes in the scale. There are only two whole-tone scales and they are usually
played over dominant chords.

Example: over G9513

69513

L

However, you can also play a whole-tone scale over a minor chord.

Example:
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In the example above, the Cf or 49 is the unusual note and there is no root in the
scale, which definitely adds to the dissonance. To gain z little more flexibility
with the whole-tone sound (which can sound one-dimensional) use passing
tones between the whole steps.

Example: G whole tone

Try playing some double whole-tone scales over a blues.

R " IR

#Lbﬂ?—bﬁc_? - —— - i | : : _
3 ’ —— | | '
g i__ ] = = : | . | #. ® |'__ b  ——
— 2 | %_P_.T | : :! |
: = r ' — & | ] ! +T—H
e o ! ]
A fe ® o ‘e ® | >
o — i | P E—
S — —_— = - = — T —| ! =i
d e | | | —
Try playing some whole-tone lines over a minor blues to get used to how it
works in minor situations.
13. Double Whole Tone
Double whole tone is yet another way to organize “out” playing over changes or
modes. Simply using the notes of both whole tone scales creates a twelve-tone
appreach to improvising (as well as the ability to get fired from any gig!). Try
playing eight notes from one scale and then eight notes from the other scale.
Then try playing six of one and six of the other, then four and four. Try playing
any number of notes from one scale to any number of notes to the other and
mix them up randomly. (For a twisted sound, try four notes from one scale to
three notes of the other.) The example below shows a random mixing up of the
whole-tone scales.
Example:
= —.'[7*—‘—'1— _—— ! — e ==
D—e— = 1 = g 7 e—— =
Py | | 'rl Chd 24 T
ie :
4 ‘o o 12 T o O® be Lo | > le o to Ly ® Ve o N
= 5 & 5= ! ] I I ] . o T 1l
%# : i — —— I [ I I T‘I ! ! i
LY |___|--I-—' S e
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14. Tri-Tonics

As with pentatonic scales, tri-tonics refers to a system of grouping three notes.
Of course, any three notes can be considered a tri-tonic, but here we are
addressing a very common three-note grouping, which is 1,4, 5.

Example:
o)
£
ANSF ) &
2
These notes create a very open sound that can fit over many different chords. It
is easy to visualize common tri-tonics between chords and when you use these
common tones moving from one chord to another, it can give your improvising
a seamless sound, a kind of over the bar line quality. On a majer cr a minor
chord there can be five tri-tonics.
Example:
CaA
A 4o
7 P
. ®
C=7
4 . —be—®
= ._ql”—' (T
A\EV -——‘— ‘_
Y »
On a dominant (Mixolydian) there are three, and on dominant altered there are
also three.
Example:
G
f
_J? & & & [
&) o—=—W_— 9 —
[ J
C7alt

IR
L ]

If you take the tri-tonic 1,4, 5 grouping and play these notes in different inver-
sions, you now have tri-tonic1,2,50r1,4,7.

126

Example:
Lol @
¥ i
~ » = .-
\\8VJ [ ] ® 9 @ ®
e &
1 4 5 1 2 5 1 4 b7
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Starting with the first note of each inversion, the improviser can also find dif-
ferent avenues to play through the changes by thinking tri-tonic.

Example:
F - D7alt. be G-7 C7alt.
A & | P & - i ‘o
ok J - by - pClS
== = 2o
)
e
F D7alx. G-7 C7alt:
= 4 ;_ | o |
= ] U. o = . _}.—2.—
%] i - E— o ]
v
e
FaA D7alu G-7 C7alt
b : : |
. s = >e - = - 2 The —ve =
e
or:
BA D7 GA Bb7 E>A A-7 D7
7 - # K o T —— ——
/7 - 7 i - : 1 L - - - &
% g+ » — or B &
Ga B57 EbA F§7 BA F-7 Bs7
f
$ — - — s 2 - - kLl - ﬁ_. E ﬁ"" - - @ - i
!) - - *- = - L |
EbA A-7 D7 GA Cg-7 F&7
A - ]
y.- 2 . — i— P — i 7 —— 1 —
ANEY @ & o ' Y =@
d L1 1
BA F-7 Bb7 Eba C#-7 F47
[}
e ey L i C— — Ca—— ? —— m
z = ) & & ; &t
O TS

Finding common tone tri-tonics can help when playing over vertical harmony.
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Try to figure out how many chords these C tri-tonics can fit:

L1

L1

1

L1

o]

Ll

L THAR
o

1
o

L IRaRg|
L I8N

[
7
7
[ fam)
A\EY
)

L 18

LY
.nunm

e
TTe
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15. Tonal Expansions

There are many ways to expand chords beyond their normal parameters of 1,3,
5,7, 9,11, 13. One way to do this on majer chords is to stack major 7th chords on
top of each other.

Example: CA, DA, EA

7]
. o ie
] [ ‘o
—) ) v by o :
P ™ Lk & hU
WASY. o ]
o @ i
3 7 g 11 13 815 19 £23

Stacking these major 7th chords on top of C major gives: 13 57 9 #1113 #15 £#19
£23.17 and 21 are repeats of 3 and 7 whereas the #15, £1S, and #23 are chord tones
that create a polytonal flavor. There are six triads within that C major chord
which are, Ctriad, G triad, D triad, A triad, E triad and B triad. An E major bebop
scale will fit over C major 7 and in this case the C naturzl is not a passing tone.

Example:

CaA

]
\

{ hul

X85 o) =

@ )}
_ﬁr

Try playing on a major chord while using the major triads startingon 13,3 and 7.
Try using 415, #19 and £23 over tonic major chords in a tune. These additional
tones set up a whole new arena for chord voicings.

Example:
F#
Ga = E
2 G
i !
; 1 TI# _9 I
| Ly
e LS )
I O TCh
| |
M=
e

Try playing other chords over a major chord. For example, over C major try F2-13,
C5-9, B7, or Ab—7. Remember, in the wrong hands this could be dangerous!
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16. More Tonal Expansions

Try expanding on a II-7 V7 progression by stacking major triads a half step
apart.

Example: On 2 C=7 F7 progression, you can stack a D triad on top of an Eb triad.
From the minor chord, the triads start on 3 and 9, from the dominant chord,

they starton7and 13.
ﬂ 1 ﬂ'_ = I
g ve = '
t = — =
Another expansion for a dominant chord is triads starting on 13 and b13.
Example: On a C—7 £7 progression, stack a Db major triad on top of D major triad.
This means that you have triads starting from the 113 and the b13 of the domi-
nantchord.
y a2 =
0—to s
J @ i

This is a very exotic sounding chord as a result of the two 13°s, §13 and b13. Here
is an F7 chord voicing:

EZ

n | hﬁ

IV Y -2

‘ l 1”4 -
Iy 0 udp
NSV S 1 )
e q"" [8)

o

bt 3

Try playing with Eb, D, and Db triads ever an F7, this results in a nine-note scale.

@Ip—ka:f e g =
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Using just two triads and adding one extra note forms a double harmonic
minoer scale which you can play over a V7 or even a I1-7 V7.

Example 1: The extra note in this example is the Ct.

C-7F7

F7
#! or

— 2 — ; ,r_.:b e

f
i
2.

g

Example 2: The extra note in this example is a C natural.

CTF7
F7

) !
2 : o .o
¥
)

There are also other places on the chord from which you can build tonal expan-
sions. Aside from the triads starting on 7 and 13, as well as, 13 and 513, you can
use triads starting on b9 and root, 9 and 9, or #11and 11.

17. Augmented Symmetric Scales
and Uses

The augmented symmetric scale consists of a minor third interval followed by a
half step ascending pattern. It is comprised of two augmented triads a half step
apart.

Example:

]

L]
v
]

@,f:s"c:s

S e fe © “he

[ 1
?
:ﬂ

3
il
Vil
L]

'y

There are only four augmented symmetric scales, as the one starting on E is the
same as the one starting on C, etc.

e ____ i
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The scale starting on C fits over these chords:

CA Ea AbA
Ca%S EAFS Aba#S
A= D7 Ci—+ F47 F-7 Bb7

7
F-#_.yl?s Bybg BL-7 bs E}’7179 D-7 b5 Gjl’9

Have a friend randomly play any of the above chords switching from one to
another at any time. As you improvise over it using just these six notes, notice
that like a blues scale, this scale sounds right in most of these situations. At
times, it might sound questionable unless played with finesse.

On a major 7th chord, the scale starts on the root.
On a minor 7th chord, the scale starts on the 3rd.

On a dominant 7th chord, the scale starts on the 7th.
On a minor 765 chord, the scale starts on the 5.

On a dominant 759 chord, the scale starts on the 59.

Sometimes the scale can start on the 3rd of a dominant 769513.

_major _ = root
minor 7 = 3rd
_dominant 7 = Tth
—minor?s = 5
~dominant7:9 = 59
~dominant7alt = 3rdor:9

Try using this scale on some of the play-along tunes.
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Here are some warm-ups on a C augmented symmetric scale:

>

5

e

T o

e
o 5'___'_'___

THe q-

Fal
irs
&
e &

-

oW

be

T

T

ANED
L1

T

e ]

v’

T ]

Chad

o]

—
28

A8V
[y
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1
|
|
%

o -
= ﬁ,! —w = — > = ——— El
@;}B*-——;—— i : | i _b_i‘ — 1 " 1 _—1_— =1
— - L4 ™y
. be
_o . - lD._ ull — : i ] :‘EH
O — r—‘l' bo —te i
L2 r 2 €
o — = = be—*t» e 2 ‘e p 1 T
= — o = | —— —
. ® e e =t ; —

Like the diminished and whole-tone scales, this scale has a distinct and charac-
teristic sound. Once you've spent some time playing with it you'll be able to rec-
ognize it immediately.
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18. Nine-Note Symmetric Augmented Scales

The 9-note symmetric augmented scale starts with a whole step, then 1/2 step,
1/2 step, whole, 1/2,1/2, whole, 1/2,1/2.

Example:

%3._:;_:'____5,_?_&,—-—'11—&'—!@'—'

This scale lends a chromatic exotic sound, however it has mzany avoid notes
when played over various chords. Like the six note symmetric augmented scale,
it fits over the following chords:

CaA EA AdA

Cats Eafs AbA%S

A7 D7 Cs-7 F47 F=7 Bb7
Fﬁ__y_las B7b9 Bb—7 b5 Eb7b9 D-775 G7°°%

This scale consists of a whole-tone scale plus an augmented triad starting on
the minor 3rd.

Example:

e

3
®

t@"c:

o @

The 9-note augmented symmetric scale is also comprised of three augmented
triads a half step apart.

Example:

@.'a@<
.
|
|
L
s s o
L
o1
L
SR
S

Note that this scale contains many fifth intervals:

G | P v ﬁ.
& b- " o E &
[ fan) & | et W - P o
LNEY bt ha P - -
!} & e g 4@
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It is also a combination of two six-note augmented symmetric scales that con-
tains repeated notes:

and
7 "
._ ¥
© e O s e - ,—W_H
J @ 7 "

There are six triads in the scale (C, Eb, E, G, A> and B).

Example:

For a sound that’s 3 bit more inside, try the 9-note hybrid. Take the six-note
scale and add the mast consonant triad to fit within the spaces.

Example: six-note scale

f

8
& . o e i
PY ze S

Add a consenant triad. This scale below would fit A—7 D7, F#=7b5 B759 and CA.

Example:
G ———————— i
© £ e —

So, the triad to add to the six note scale starts on the 11th for a minor 7, the roct
fora dominant, the 9th for the majer, the b13 of the minor 7b5, and the 29 for the

dominant 9.

Example:
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Itis easierto visualize as:

a derian with #11 and major 7 added,
a dominant with a b9 and #11 added,
a major with a ¥9 and #5 added.

This scale also contains six major triads.

Example: A7 D7

F

iy
L ]
N

Q,Q"::»

iy
L]

Y
®

N>
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19. Piano Voicings for Improvisation

Today the modern day improviser plays off of the piano voicing of the chord
rather than the symbol itself. On any given set of chord changes the interpreta-
tion of how to voice the chords can vary greatly. For this reason, it’s a good idea
to have some knowledge of piano voicings. This book is not intended for a com-
plete study of piano voicings but here are a few basic ones spelled out in a lin-

ear fashion.
Example:
D-7 G7 - CA
O — I r__l .: I i
) . I i - |
mi— & i H
[y [ i
D-7 G7 CA
 — ) | — |
R e » — ? jﬂ
—@F&-—Q—L‘, = S
.4 H
D-7 G7 CA

1]

) =
¥} 1 |
_&T(‘.— .Jl i}
o — =5 < i
B G7 CA
[ e —— —
—s— — = I
\\-\_JE' — o ~ o s .
¢ . Cd v 2
D-7 G7 CA
A o o | =
o = - _—o 1
D-7 7 Cca
E
e g BT
i & T e —— E— I ] i | ] Tl
:é\- 1 ! o o i - 77 i
: =
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The above voicings can also be played out as:

D=7 G7 CA1
fa) T |
— " — — o a—— |
&t s P " 2 1 I
D) BN — = — - —
D-7 G7 s ca#1
a) m e
r : S i & == & &
_(ga_gg_._-_._-—‘ ; Is'—JI__ ! ====_= o
D_be 6799.‘)13 - C_69
A = I | ~ |
7] : = - o =| I
S — e -
Y
D_7|>5 67?91 3 C—b9

I

L

:

il
|

9
L
Ol

|
| "
J“;

=
D_7t-‘5 G7.‘19313 C 69
— T [ | ===
}Q = : e & i
& % & = o2 =
e
D-7°5 G729013 C_69
s s
e ML EE——— e
9 (QI .. N 8 & T [
1AS) M= —— I
e | —— ——
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Needless to say, any combination can be used and there is much omitted here.
Notice that for a D-7 cherd the notes are 3 -5 -7 - 9. These notes can be played
in other inversions, suchas5-3-9-70r8-7-3-5.

Example:
D-7
=, —  J— —— T
br=TI——=+ ——
o - ] |
3 5 b7 9 5 3 9 W 9 b7 3 5
For a G7 chord, the notes are 7-9 -3 -13. They can be played as 3-13 -7 - 9.
Example:
G7
4— : - ] == ; !l B
@P—" L . : d — 1
o & & I
!,ll n _—_J

b7 9 3 13 3 13 57 9 3 13 b7 9 3 13 b7 9

Including permutations znd inversions, each four-note voicing can be played
96 different ways. The dominant chord has even more possibilities considering
the possible variations for the ninths and thirteenths. Keeping the 3rd and 7th
constant, there are six variations for combinations of the 9 and 13.

Example:
!
9 29 9 19 b9 £9 !
13 13 13 513 b13 13
G789413 G7°9413 G749813 G 71913 G7P9r13 G739513
L Y I o e T ]
= = —r= ® = 27 ) -jﬂ_vc - =y _m—
—@—J—L*'—n—l'—— P = — o = —
L2
#11 replaces 3
G7i9%11413 G 779511513 G7%9811113 G7i9811b13 G7°9%11513 G7%9411613
A | | |
- - - d o T ] - m
DN e =] [ | | ] =

You can practice these arpeggios to familiarize yourself with the sound of dif- ‘
ferent tensions. Playing these variations is great ear training. Listen for what |
kind of tensions the chordal instrument is using. Being able to determine what |
chord tones and what tensions are played in a voicing is key. Again, a whole .i
study could be dedicated to different kinds of voicings and would be very help- |
ful for improvisation. The above is just a linear approach to that end.




HARMONIC DEVICES

20. Interchanging Tonic Major and
Tonic Diminished
One way to change the sound of a major chord is to give it a diminished sound.

You can do this by moving down a 1/2 step from the root and thinking domi-
nant b9 sus4.

For example, for a CA chord, play a B7sus459 . This lends 2 kind of tonic dimin-
ished sound to the major cherd. The chord scale could be this:

C_@"::s

— il =

Over a CA this scale includes a #11, £9, and if you like, a 25 as well. The 3rd of the
B7sus4b9 becomes a tension 10.

1xjy
®

11
>
A9AY

5
9
®

21. Composing Scales Using Intervals

Using half steps, whole steps, and minor or major thirds, try to come up
with scales that are not the typical forms of major, minor, melodic minor, or
harmonic minor scales.

Example:
fa) 479 1_4"2 3
= ——-- =S -
D - T
A3V Lo e — & Tl
g @ - 4
3
= 4 e 3 1/2
= = — & [ J T

After composing several of these scales, try to find chords on which they might
fit!
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22. Diatonic Playing

Try improvising soles without using any chromatic approaches. Stick to playing
only the notes within the appropriate chord scale. When you play within the
chord and chord scale, it lends a particular sonority that is very recognizable.

23. Parallel Key Centers

Try choosing several bars of a tune {perhaps four) and as you play through a
few choruses, play in another key for that segment. Often, the further away the
key is from the original, the more convincing it sounds as it seems more inten-
tional. Half steps, minor or major thirds and tritones work well.

Example:
B-7 E7
; c=6" G-7 C7
_@ e 7 S >
°
AA A-7 D7 F-7 Bb7
FA F-7 B5>7
b
_éa+ s 2 S 7 =7 7 i 7 7 7 / y
)
= Eba Eb-7 A7 Db D-775  G7%°
4 7 . 7 Vi 4 7 V4 i .4 —_ 7 /- d . 7 rd
4(_ Vi 7 . V4 A 4 A P4 7 A Ve 4 4 e 7 4
Y
24. Moveable One Playing
Rather than playing a usual 4/4 tune and thinking four beats of one chord to
four beats of the next chord, try moving the chords and dividing the 4/4 into
three plus five beats or two plus six, or even one plus seven.
Example: Fangs from Afar
7 B>-7 Eb7 AbA
{m 0 7 v Il Il 1| Il Il I, . 7 /I Il Il I, Il /l Il
)
L7

A
¥
7 7 Vi . V.4 7 Vi 7z Z Vs £ V.4 Vi 7l . 7
{ﬂa 4 V.4 . V4 i . V4 £ V.d V4 £ 7 P 7 7 Il
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Again, thinking 3 plus 5,2 plus 6, 1plus 7,5 plus 3, 6 plus 2, or 7 plus 1, can be very
effective even if you don't actually play it because it opens a2 window in the
mind that hears bigger spaces of time. In addition to thinking of these one at 2
time, you can play the different subdivisions randomly changing from 2 beats
to 5 beats to 3 beats to 6 beats, for example.

Example:
=, Bb~7 S Eb7 3 AbA 6

Anocther approach is to start on the last bar of the tune and cross all major bar
lines with a moveable one.

Example: using 3 beats plus 5 beats

Example: using 2- 6

c7P9h13 £ 7 Bo-7  EM7 Abs D
G 7 7 7 r—
(MU ( Il Il I, Il Il Il Il /, II I, Il Il : W Vi Il I! Il . Vd II
QJ‘ etc.

25. Intervallic Playing Over Changes

Refer to VOLUME V, THESAURUS OF INTERVALLIC MELODIES,

26. Pentatonic Playing

Refer to VoLumeE Il, PENTATONICS.

27. Hexatonics

Refer to VoLume VII, HEXATONICS, to be released.

28. Red-Note Playing

Try playing and hitting all of the wraong notes. (For some, this is easy.) It has
quite a humorous effect. These notes will definitely create tension and demand
resolution. Sometimes, being defiant pays dividends. Being aware of what you
are doing and having intention are key.
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15.
16.
7.
18.

19.
20.
21.
22.
23.
24,

MELODIC DEVICES

Melodic Devices

.3,4,5, and 6-Note Shapes

. Limited Range Playing

. Large Range Playing

. Avoid Starting on Beat One
.Never End on Beat One

. Creating Lyrical Melodies

. Sparse Melodies

. Angular Playing

. Pointillistic Playing

. Short Phrases, Short Rests

. Long Phrases, Long Rests

. Play Two Bars and Rest for One
. Play Four Bars and Rest for One

. Starting Motives on Different Beats

(or Playing Motives in 3/4,5/4, 6/4 and
7/4 Against 4/4)

Common Tones
Range Playing
Returning or Referring Back to a Tone

Starting Off a Phrase With
the Same Notes That Ended the Last Phrase

Repeated Notes
Interval Playing
Comping As a Soloing Device
Approach Notes
Diatonic Playing
Rhythmizing Scale Sequences

25. Octave Displacement
26. Modal Sequencing Through Changes

21. Playing the Same Rhythm As in
the Tune Melody Using Different Notes

28. Concept of Connecting Chords
Rather Than Playing on Them As a Device

29. Concept of Playing
A.On Changes
B. Against the Changes
C.Through the Changes

30. Quoting Melodies From Other Songs
31. Contrasting Two or More Motives
32. Number of Notes Per Bar

33. Number of Notes Per Phrase independent of
Bar Lines

34. Quarter-Note and Half-Note Solos

35. Long Notes

36. Triadic Melodies

37. Chromatics

38. Blues Melodies and Blues Scales

39. Melody Notes Phrased With Different Rhythms

40. Contrasting Fast and Slow Melodies in a
Duet Fashion

41. Large-Interval Playing
42.Space
43. Playing Accents
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Melodic Devices

1. Shapes

Limiting one’s playing to only three-note melodies (not including repeated
notes) creates melodies with different shapes. There are four possible direc-
tional shapes. After playing the first note, the melody can move either

A) up, up 4 4
B
C
D) down, up

) up, down
)

1+ 4
down,down + ¥
4+ 1+

Example: three-ncte shapes

FA
Shape A Shape B Shape C Shape D
n et —
o 1 I 1 $ ——
{’:ﬂ'\ue = »—F f = T - .I "
= - & -
These directions are loose guide lines lending a lot of leeway to the creative
improviser. The following example shows how differently the B up, down
option can be played. Note that the last note can be above or below the first.
Example: B) could look like this
0 - — = - I
o — 1 - T 1
: ® i & [
o @
Along with the great variety of shapes you can create using only three notes,
when you add the element of rhythm the possibilities become infinite.
Example: using shape D with varying rhythms (Tell Her to Hold Tight)
E=7 b5 A7b9 C—: F7
G T * Ty Il l lf_. =y ""i- T I b, * =1 3 _f___— N f: 3y
G e T T et e T e TP
ej I x| kil L =4 |
F=—# B57 EbA A7
} t ! bt i’
h z
i :
NS I I
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Playing these shapes will definitely help you to come up with ideas you would
not normally play. Spending a lot of time with one shape and making it your
own is recommended before moving on to another. You might find that certain
shapes are ones that frequently show up in your playing while others feel more
alien to you. Practicing these shapes will help to free up the contour of your
melodies.

Four-note shapes:
Al ¥ ¥ ¥

Bl + ¢ ¢
g 4+ 1+ #
D) + + 4
E) + 2+ =+
o ¢+ ¢
Gl * ¢+ 3
H + ¢ =

Example: shape B on an EbA

EbA
it oyt L y vt
_%P;LE‘_”P,'J%'—'—[E, { i ==
o = o
——— g —— g -

[1]
A

Four-note shapes are interesting played as all eighth netes. Try picking a shape
and sticking to it.

Example: Tell Her to Hold Tight

E-773 A7'£?9 C-7 £7
SS=ise—eE-soeecs
—r )

i Bb7 EbA

.ﬂ
2 ———— R
GE= e P = T —— |
\;')J Ly ] i : & = — ]

“ ]

Another challenge is to play a different shape every four notes.

Example:
E=7 bs A779
Shape D Shape C Shape B Shape A
G - l_- ! !| r t | = .: ] I |i i__-‘l 7
A ' | = B :I i = — | 1
S = =
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Here is an example of four-note shape s using different rhythms.

E _7 ::‘ 5 A 7 ?9 C _7
Shape C Shape C Shape B
f — P o5 2 7 o by =
ﬁ (Q 2 -5 e I I | 1 1 g et 7]
] = ! I [ I I L8] s |
A\SP, ' ' ' ] i !

Example:

Five-note shapes:

A ¢ 3 + ) & e
Bl ¢+ 4+ 4+ 7 Hh + 1+ 1+ ¢
) IR SR T S Ki-  + 4 4
D) ¢+ 4+ + b + 4+ 4+ ¢
B ¢ + 1+ 9 M+ ¢ v
o+ + + 3 NI + ¢ ¢ ¢
G + 1+ ¢ 3¢ Q) 1+ ¢+ 1+ 1
H 4 + ¢ ¢ P 4+ 1+ 4

Five-note shapes can be very intriguing because if played as consecutive eighth
notes they create a 5/8 rhythm that passes over the bar lines of 4/4. (or 3/4)

Example: Fangs from Afar (shape M)

B4 Bb-7 Eb7

BE )
T

bf ® & o .
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It takes five bars to work out and on bar six you begin the phrase con beat one
again. Needless to say, you don't have to use consecutive eighth notes, nor do
you have to use any eighth notes. Five-note shapes add a slightly different
ingredient to the mix, as they are more atypical than the four-note shape. Any
odd numbered grouping, such as threes, fives, or sevens, will create a downbeat
followed by an upbeat phrase.

Example: three-note shape

CaA !
& = ——E== —
e i T —

All of the melodies in VOLUME V, A THESAURUS OF INTERVALLIC MELODIES, were
composed with shapes in mind. Just playing those melodies stretches the ear
into hearing different shapes without necessarily even being conscious of it.

Six-note shapes:

VI T T R Q + 2+ 2+ ¢+ ¢
Bl ¥+ ¢ ¢ ¢ ¢ R) + + ¢+ +
O + ¢ ¢ 1+ 2 YR I B SR S
DD ¢+ 4+ ¢+ + ¢ m + + 4+ 3+ 2+
BB ¢ ¢ + 1+ 9 Uy + 4+ 3+ 3+ 3
o+ &+ 2+ 3 V) * + 4 ¢ 2
Gl ¢+ 4+ 1+ ¢+ ¢ W) o+ + 3+ 1+ 2
H ¢ ¢+ 4 9 X} + + ¢+ 4
D+ 4+ 2+ 2+ = Y) ¥ ¥ 3
N ¢+ 2+ ¢+ 3 Z) 1 ¥+ ¥ 4 1
Kl ¢ + 2 ¢ ¢ AA) + 4+ ¥ 1+ 2
b 4 ¢+ 1+ ¢ ¢ BEB) ¢+ ¢ + ¢+
EV SIS S Y S S A ) ¢+ 1+ 1
N} ¢ 4+ ¢ & 2 DD)+ ¢ + 2+
O) ¢« 2 ¢ 4+ 2+ EE) 2 + + 4 ¥
PP+ 2+ 3+ 1+ ¢ FF) + 4+ + 4 7
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Example: Teil Her to Hold Tight

E-7 b5 A7 bo
Shape Y Shape BB

IIL I
Ny

=7 B57 EbA
Shape Y Shape BB Shape Y

Longer shapes have slightly increased difficulty. Practicing these shapes of 3, 4,
5, 6, or 7 or more notes, the improviser begins to retain the sound of each
grouping and this helps with motivic playing. Being familiar with the sound of
a five-note shape, for example, allows you to place that grouping within small-
er of larger spaces of time. Playing five notes in two beats, three beats, or four
beats can lead the way to some polyrhythmic playing. You can figure it out!

Here are some suggestions for practicing shapes:

1.First, play consecutive eighth notes to get used to the shape while leaving
rests between each shape.

2. Be sure to play the shape starting on a downbeat and also on an upbeat.

Example:

Pty

%ﬂ — e — | | N
,j.hﬂ—'—"j g 0 '

Ay

3. Play the shape without rests. Playing 3, 5, 6, or 7-note shapes without rests
will give way to over the bar line phrasing in 3/8,5/8, 6/8, or 7/8-phrases.

4. Play the shape with different rhythms. You can change the duration of each
note although it isn't necessary.

Example:

it

3 —

5. Try disconnecting the shape.

Example:

bit
N | t

L
|

e o ; —
i —|—£——7—3‘F:| i r =
& | | | r} I

o
i
:

6. Try anything else you can think of. You make the rules and set the para-
meters.
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2. Limited Range Playing

a. Try playing your entire solo (or just a part of it) within the range of a perfect
fifth. Limiting yourself in this way forces the player to greater improvising,
playing more motivically and more rhythmically.

Example: Fangs from Afar

E»7 AsA

F-7 Bb—7

b. Try picking another perfect fifth range on the same tune. Playing within a
limited range also helps you to play more horizontally rather than vertically.

c. Try playing a few more fifth ranges on the tune and it will give you a whole
other take on visualizing the changes.

d.Choose two different fifth ranges that are in different registers of your
instrument and play question and answer.

Example:

f
o
V4
_‘%) &

Playing only notes within these two fifth ranges and nothing between them
lends a kind of call and response sound to your solo, a kind of duet with your-
self. Use your imagination. You can play a phrase in the bottom fifth to 2 phrase
in the upper fifth or even one note in the bottom to one note in the upper fifth

range.
Example:
= | Bo—7 Eb7 AbA
Gl bg .. 2 be be 2 bA o
e I ! Y N 5 T ! I ]
e - — s
e s o°° \DT Q‘
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3. Large Range Playing

Try playing lines that span over 11/2 octaves. You can do it quickly by playing big
leaps or you can take your time by playing smaller intervals.

Example: Tell Her to Hold Tight

c-7
£_7bS A . balEEe s ﬁz
—9—-“!"'7' B g 'ﬁlﬂ—i‘ e = s e : :
Il 14 o w20 o w | : i ] ]
0= - ===
£ 755 A7"9 c-7 S
o —— 3 — | -I'
. 3 e e e s St e =
" o —r % I — - 2
G . == | == = £
e b" — &

Because there is a greater separation between notes when playing large inter-
val melodies, sometimes it can create more impact.

4. Avoid Starting on Beat 1

Take a look at some solo transcriptions of your favorite players and notice how

many times they start 2 phrase on beat one. Great players seem to play inde-

pendent of bar lines. The concept of connecting chords by playing “between the i
chords” applies here. Take any tune and play through it and avoid starting your

phrases on beat one. This is not to say that in a real playing situation you should

always avoid starting on beat one but it is rather an exercise in gaining the

independence from always having to start on beat one.

5. Never End on Beat 1

Not ending phrases on beat one is a similar exercise to the one above. It pro-
motes independence and the ability to play over the bar line. It also enables you
to have melodic contrasts to the harmonic cadences that are part of the tune,
and tends to create a more horizontal sound.

6. Creating Lyrical Melodies

Sometimes the most memorable part of a solo is a lyrical phrase. It is the phrase
in a solo that you might sing along silently and are more likely to internalize.
The ability to be convincing in this way and to play a singable melody can have
a profound effect. Notice if your favorite players have lyrical qualities. Try play-
ing through a tune and using only what you hear as lyrical melodies.
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7. Sparse Melodies

Creating sparse melodies gives the rhythm section the opportunity to interact.

This is a great device for pacing and developing a solo as each phrase seems to

have more impact when left uncluttered.

8. Angular Playing

Try playing angular, creating a jagged effect with large intervals, starts and
stops and unusual shapes. It is more challenging than it sounds. This technique
can really stand out against a conservative rhythm section.

Example: Table Stakes

E-7 A7 Eb-7 Ab7 DbaA C7alt
f ie o he e [T—— i
- l:‘ = &= = L- = F 1 I I E I I __'-'-H i -
X s e e i 2 e " 400 5
¢ ) = TN I | - v G B
9. Pointillistic Playing
Pointillistic playing is also a contemporary classical technigue that has a great
impact as it draws attention to itself. It seems to say, “listen to me”. This device
usually employs short notes with jagged rhythms.
Example: Table Stakes
E-7 A7 Eb-7 A7 Dba Calt b
. - =3 —_
G ﬁ’ 5 ¥ bﬂ bﬁ 5 F_' ! L’i i | 57 AN
g (3 =~ v F Y3 ¥ 2 (7] F o V) &f 7 % A F A & & L] ' & © ¥ ¥
T <« 7 = e s F -t ——K o —T— T TowL g L I s
ANEY) fi==x X MY S Ve 1 =} [ . I i i T3 2
5 = =z r =
10. Short Phrases, Short Rests
Creating short phrases and short rests has impact when played at every
entrance to a new phrase. You can use anywhere from one to five notes fol-
lowed by a short space.
Example: Underdog
F-6°
5 =
e e e e
ANED i
.,"‘ 5
F-6°
I I LT i :}
- . c
o -
This technigue has a teasing effect; the listener might be prompted to say “out
withit!”.
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11. Long Phrases, Long Rests

Playing long phrases on the other hand can create another effect. Four bars or
more could qualify as “long” but it depends on the tempo. On a slow ballad, for
example, a two bar phrase might seem long while on an up-tempo tune a long
phrase could be as much as sixteen bars. Leaving long rests seems to be more
challenging to most improvisers. For some reason, players have a hard time
leaving long rests. Sometimes, not playing for three beats can feel like an eter-
nity. Try leaving two to eight bar rests. Needless to say, these exercises are all
relative and are intended to help the soloist qualify different meledic tech-
nigues.

12. Play Two Bars and Rest for One

This technigue of playing for two bars and resting for one bar creates three bar
phrases. It helps the soloist to play through the natural cadences of the song.
Playing in odd numbered bar phrases helps the ear to hear in larger phrases. It
opens a window in the mind and develops the ability to hear eight, sixteen and
thirty-two bar phrases. Phrasing with threes, fives or sevens overlaps the stan-
dard forms.

Example: Underdog

F-62 C-7 Civ F-6° =7 F7
A Play play play _
e | AR A 4 — F F F F | 7 FJFJF 7 7z 7 IZ_'ﬁ%L‘
A S A VA S A A A A 4 VAR AR A 4 s F 5 !
Y
Bb-7 Eb7 Ab=7 Db7 F§-7 B7 G-/ G
A play play play
%r\; = é/’ _‘I_ = S i i = i Il_l—
. =
F-6° G-7 c7 F-6° c-7 F7
A Pplay play ) play .
=—— =5 T 7 7 7 7 — y /W_ﬁ' =
%ﬁ_l VAR S 4 g 7 7 F F F F 7| A -
Bb-7 Eb7 A7 Db7 F4-7 B7 G-7 c7
A play play play

VAR A A 4

S F 77

7 A AR e

]
AP A A |
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13. Play Four Bars and Rest for One

Do players actually think about playing for four bars and resting for one during
any given solo? Hell nol This is something you do in 2 practice room to train the
ear to hear phrases that vary in length and tc also hear different entry points.

Example: Underdog

F-6° G-7 7 F-6° c-7 F7
—_ = = T = I
; S :I S e e i i i A A i i i : S s i e /f“:—j,_?__i

Bo-7 Eb7 Ab-7 Db»7 F§-7 B7 G-7 c7
4 —
7 F—J F F — 7 N P A W Y S A e R LU S L 75 7 7 - \— = F
r\@l!l{ 7 7 7 7 T e A Sl (e ST A . 7 7 7 7

Bb-7 Eb7 Ab—7 Db7 F§-7 B7 G-7 C7
f =
I“’.‘ = 7z 77 L AR 7 S VAR A A 4 ez g V A SR A A
.__@_"___“ “_______I_ A A i g VAR SR AR i s F 7 7 2z 7 7 7 7z 7 ﬁ—_(_.,
e
F-6° G-7
ete.
G 7 7 . . 7 V.4 i 7 o
_ﬁ\) 7 .4 .4 4 7 I i .
o
Play three bars and rest for two
This exercise creates five bar phrasing.
Example: Underdog
F-67 G-7 c7 F=6 c-7 F7
a :
T I,7 I, Il /, Il Il I, 1 II // Il I/ = = i S _/,7 /I /l Il Il Il II
Bb-7 E57 Ab-7 Db7 F§-7 B7 G-7 Cc7
o} _ =
¥ —
= - = ] = S R B L = -
# _',_7‘!_/[/,/, I,_I L 7 77T I, .gl.(lllll
< = —: i
F-67 G-7
A ete.
= . = = |
=r 7 7 7 7 1|
e
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14. Starting Motives on Different Beats
(playing motives in 3/4, 5/4, 6/4 and 7/4 against 4/4)

To play a motive in 3/4 you string together a three beat motive. If you begin the
motive on beat one, you would repeat it starting on beat four, then beat three
of the next measure and then beat two of the next measure. The cycle begins
again when you start the motive again on beat one of the next measure. The
following example is a three beat motive that consists of four eighth notes and

a quarter note rest.

Example:

F-6°
:
!
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W\

f‘/~

Y
J e b (1Y
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P
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/$ -

/

This next example is a 5/4 motive (four eighth notes, a quarter note and two
quarter note rests) and it begins on beat one, then beat two of the next bar,
beat three of the next and beat four of the next. The motive is played four times
over a five bar phrase. It would begin the cycle again starting on bar six.

Example:

/

|

 m—
e

{ e
|
| e
)
- fhg
M

%
A
L

This device is made easier by starting the motive on beat one, obviously you can
start a motive on any beat, on an upbeat or downbeat. Note that a 3/4 motive
takes three bars to work out, a 5/4 motive takes five bars, a 6/4 motive takes six
bars, and a 7/4 maotive takes seven bars to work out on a 4/4 tune. On the other
hand, when playing other time signatures like 3/4, 5/4 and 7/4, you can create
an interesting effect by playing 4/4 across them. Here is an example of a 6/4
motive, the entrances occuron beats one and three, then one and three again.

Example: Underdog
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Starting on beat one, the entrance points for a 7/4 motive will be beats 1,4, 3, 2,
and back to beat 1.

Example:
9
F-6
1 4 G=7 C7 3
e — - PR O e Ly
M—b = b ——1 7 4 ! L - P y B
DY e o, #°C g0 < < . s '
F7
F-6° 2 C7 1
£ —— i ¥ P— — —— R etc.
o —=r o4 L *F e
!’II F =— - I 3= ‘ % ! *

Just trying out these exercises will give you a greater awareness of where you
start your phrases and what beat you are on in the bar.

15. Common Tones

Being able to see the common tones through the chord changes allows you to
play melodies that are more horizontal, melodies that pass thrcugh the
changes as opposed to sounding out the different changes. That is not to say
that this approach is better, it is just different.

Example: Table Stakes

Ab7 Dba C7alt
S— y
|ﬁ | | | : ~ - — | 'J:. b: I
= — e F < T - = T i
—_— f — = e ——
GbA G-773 772
‘l o B
3 s # 1 L% | e & et == 2
ettt
e I___ e ———— — ————
E=7 Bb7alt. Eb-7 Ab7alt
1 . . he e
Y = I | .|’, b. |, b= _.’.__' _}J_.I =j‘ i-
S 4 < — ! ———r—r— - ] B
L. — :___' e '-—-___J
DbA
r‘ . h
;o i - — -
{5e % Le_= ——— =
= — =
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16. Range Playing

Pick a register on your instrument and stick to it. Play a whole chorus or solo
within that range. For example, on saxophone, try playing a solo without going
above middle D or C. You might even try playing only below a low G. In today’s
world where the volume levels can get up there, saxophone players have really
developed the altissimo register that cuts through high volume situations but
in many instances we have forgotten about the lower register. This area usually
needs work. It is an invaluable asset to hear melodies and have fluency in that
range of the horn.

17. Returning or Referring Back to a Pitch
Coming back to or referring back to the same one or more tones during a solo
creates continuity and is a very effective tool. These pitches can be highlighted

by your sound and articulation, as well as, by the register that they are played
in.

18. Starting Off a Phrase With the Same Note
That Ended the Last Phrase

If the last note doesn’t fit the next chord, move up or a down a half step.

Example: Table Stakes

E-7 A7 Eb-7 Ab7 Dba C7alt
|7 | e e — e
éa : L £ ] I__— i = ‘\{ L.-E | I Ii i : |
d 1 '_'_" 9‘_5_. & s I | & I
Ab-7 Db7 GbA G-77> c7b9

A
1 N N [ o & & 3
1 » [ I F T | | gy VW | | ¥ 2
| [ — S = T i = P
- T o e ehe_ b <
E=7 Bb7alt. Eb—7 1 Ab7alt.
2 3 | o | e
4 o 2 » S S—7— = == 2@ = .
V. - 1 | - - ly g O | - - Ll 1.7
[ Fam Y 1 ™ |t et | i ¥
LNV | | 1 I | "
!’-I e | L—-i-—--
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o
o~ T e * ¢ = =)
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19. Repeated Notes

Try repeating the same pitch two or more times for 2 melodic and rhythmic
effect.

Example: Table Stakes

E=¥ A7 Eb—7 Ab7 DbaA C7alt
#;' 0 0 5 & - . —
o 5 = —.—‘—b' 1 - g ;. ] m I f\ : __IF__ ._—b‘. lp. i IH'P‘_‘_‘ |
T - — L = - - —
s D57 Gha G-7b5 759
,.xé/ I ol 3 — 5 ' !-—l‘ I I ¥ 9

Each of these melodic devices seems so simple as they are very conceptual but
they are the kinds of things that you can immerse yourse!fin and really “stylize”
and make part of your own voice.

20. Interval Playing

Try playing solos using predominantly cne interval.
a.seconds

b. thirds

c. fourths

d. fifths

e.sixths

f. sevenths

g. combine any two intervals

Intervals can be played diatonically or chromatically in and out of the changes.
Of course, it is next to impossible to play any interval exclusively and that is
why | use the word, predominantly.
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21. Comping As a Soloing Device

' The ability to make someone else sound good is a real art! Using the right notes
and the right rhythm is essential. When talking about comping as a soloing
device here | am referring to comping for yourself. For a chordal instrument it is
| easy to understand the concept of setting the stage for your lines by playing a
few comping chords. The ability to mix in a few beats, a bar, or a few bars of
| comping (like piano players often do) is a great technique that sets a backdrep
for many of the other soloing devices that go on in one’s solo. Often though,
when students who are single line players (not piano or guitar) are asked to try
this, there is the guizzical response, “What do you mean by supportive accom-
paniment?” Single line players can use this device playing single notes in a
comping way. The “comping” notes could be the more passive part of the
improvisation while the lines are mare active with more movement. The comp-
| ing notes help to put you inside the rhythm section and lock in the time feel.
! Sometimes students have 2 kind of epiphany feeling when they understand,
“Oh that is what playing the time is!” Compare it to a piano player’s right and
| left hands. The left hand comps for the right setting the stage for the lines. This
is a great skill to have for duet playing as well. Some of the ways you can comp
| for yourself might be playing bass lines, guide tones, or simply rhythmic hits
with great notes. Try getting together with another horn player and play tunes
together and comp for each other. Are you helping or hindering the soloist?

22. Approach Notes

The use of approach notes and passing tones gives the soloist twelve notes that
can be played over every chord. The sonority of approach notes is distinct.

|
|'
|
|
’ Example: D=7
|
l
|
|

D-7
#@ﬁiﬁﬂ'—}i‘c&ﬂ—ﬁ . — e ———
o = . 'E po—Le m :h;‘cbl—:rl o ==
e | 5 o e T ¢
D=7 .
, T ] = ; l T l = i L I ]-___ e Ly ™ =
| !J o =T I'I'f' 'j ﬁ_'_ i - I

23. Diatonic Playing

Playing diatonic melodies without the use of approach notes, passing tones, or
bebop scales is in stark contrast to treating every chord with the possible
twelve tones. It has a very consonzant sonority that can be quite lyrical and rhap-
sodic. Check it out.
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24. Rhythmizing Scale Sequences

Try taking a simple scale sequence and rhythmize it by playing it with different
rhythms, leaving notes out, inverting it, or skipping some notes. This technique
can add continuity to a melodic line and its possibilities are infinite. Try what-
ever you think works, you're writing the book!

Example: G7
Sequence
B - -
G7
[} === | | [~ —
-  —— e ' - ] —— S, i
Lt ] 7 1 7 r- —— < - o * o - '{ |'= ! ]
<) > . =t = = = P !
A S e
7 o i , =
f~—" S m— I*’

25. Octave Displacement

Take a melody and try to displace some of the octaves.

Example:
D=7 G7 D-7 G7
Original Octave displacement - £ e o
= e = == - -
. '—r_._r'— I — 1 1

Example: octave displaced scale sequences

b b 3 =
A ZL T g% Y 2t AT I ® o ® o 4
i | | - gy
—— T s * e — = =
\\\llj e — I i | ! I - » =' 'Il |
“ i

161




B o e i e

PART 2

26. Modal Sequencing Through Changes

Taking a sequential melody and going through the changing harmony while
retaining the shape of the sequences can give a seamless effect to chord play-

ing.

Example: Table Stakes

E-7 A7 Er—7 Ab7 DbaA C7alt
L=, * L, P 'o_- | .
:&fﬁ_'!'!——?'_l_- "Q'.—._.g;b—'_ i e : T pgl®
 — E==—FFrrir —— T
GbA
ete.
e
27. Playing the Same Rhythm As the Tune Melody
But Using Different Notes
You can also try playing the rhythm of a different tune, as in the example
below.
Example: Table Stakes
E7 A7 Eb—7 Ab7 DbA " C7alt
N . - e U e _F_'-_'_[y —
o z o 1 —— ®re - 3
et e S S e e e e il
L] - ?..-_;_- e —— o
Ab-7 Db7 Gba , G-7k3 c7
. o e # e N [ _— o 00 o o 2o -
% s ¢ ) | 0 mEm— 7?4,}'_#—"}_ e = ‘
e = = /7 £ e

To take this a step further, try transcribing the rhythm of a solo and writing
your own notes to that rhythm. Or, you might take that transcribed rhythm and

put it on another tune. Notice if it is the rhythmic element that rea
solo happen. It always amazes me that transplanting the rhythm
sound convincing (choice of notes withstanding).

162

lly makes the
still seems to




MELODIC DEVICES

28. Concept of Connecting Chords Rather Than Playing
on Them As a Device

The concept here overlaps a little with common tone playing. Trying to get

melodies that continue from one chord to the next is key. Playing a melody on

each individual chord without connecting them creates a “boxy” effect. Con-

necting the chords with melodies creates a horizental rather than vertical
effect.

29. Concept of Playing

A) On the Changes,

B) Against the Changes, or

C) Through the Changes
Playing on the changes is self-explanatory. Playing against the changes could
be using different substitutes against the changes while playing through the

changes could be using intervallic melodies that have a life of their own and
seem to pass through the changes.

30. Quoting Melodies From Other Tunes

In the right hands this can have good effect, in the wrong hands it could sound
corny or too cliche.

31. Contrasting Two or More Motives

Contrasting two or more motives in a solo leads to compositional solos. Start
with two very distinct motives and see if you can play an entire solo with them.
This can lead to question and answer type playing.
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32. Number of Notes Per Bar

Using a specific number of notes per bar lends a motivic composition to your
improvising. It is also a way to use pacing and create continuity in your expres-
sion. Try picking anywhere from one to seven notes per bar (only one number at
atime) and varying the rhythm.

Example: Underdog 3 notes per bar

F-6° G~7 = =%
#n—r: e ] = P~ - 5
e e e e e e e ee S
L) - | | =
F-6° c-7 F7
T S—  ; " e —* ——y oo 1
gRa= =S = EE=S = ! < R
Example: Underdog 5 notes per bar
F—69 G=F - C7
) = ] | = nll l')cl
e e e E e T2 2
= e F7
3 —3— —3— 3
f | e p— —
_A:ﬁ'— | p.—s & [\H == I ! & I bn 1 = e yEt =t I ! |
©— e e S S— i " [— . — ﬁ:ﬂ—k" s =
®
33. Number of Notes Per Phrase Independent
of Bar Lines
Try using a particular number of notes per phrase independent of bar lines. You
can start with anywhere from one to seven notes but you may use more if so
desired.
Example: Underdog 3 notes per phrase
£67 G-7 C7alt
g L T =g ; Fy 2" e —»p
F=67 s c-7 F7
A — I 3 e —_—— | etc.
) o t — —F 5 _ 1 S T
# F Lo | ] 1 1 ] I = _!E L = |
& 2 ' ‘—'_' S l_'T_‘D"_‘_ib‘—-_r_-_ i ® o< ?“T.—.*K—"—Qﬁi{ |
o ! — e - '
3 3
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Example: Underdog 5 notes per phrase

9
F-6
b ' —_ o e AT e ——b = ;
!) # ___—_% e ===
G-7 - c7 F-62
poo ome L o e be |
¥ J l 1 _= et | = = ; Py N I. ol ]
oo * - e
S — i I u < : y
b c-7 F7
'3 . b re
e be —1® pE—— = ) = 3 2 e ————3
e ey st =
!} i B ] e ____——-—._'

34. Quarter-Note and Half-Note Solos

The daddy of the eighth note is the quarter note. Playing quarter notes both on
the downbeat and the upbeat lends amazing perspective to how to play eighth
notes. The ability to say something using ornly quarter notes is a skill that all of
the great players have. This is an exercise that you can alsc try using dotted
quarter notes. The daddy of the quarter note is the half note. Try creating a solo
using only half notes coming in on upbeats and downbeats. Also try dotted half
notes as well as notes that are 21/2 beats long.

35. Long Tones

The ability to hold a note for a bar or two is an incredible luxury that instru-
ments with a fast decay just don‘t have. Try playing a solo and sometimes using
long tones. Remember, more often than not when you think that you're hold-
ing out a note for a long time it could be longer. This exercise takes trust,
patience, a sound and something behind the note that is not just air.

36. Triadic Melodies

Play solos using:
a.diatonic triads

b. upper and middle triads
¢. passing chromatic triads
d.any triad
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37. Chromatics

Try playing just chrematic melodies. This device lends a snakelike sonority to
the solo.

Example: Fangs from Afar
Y )
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F-7 B57 Eb7 AbA
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38. Blues Melodies and Blues Scales

Blues melodies and scales have been used in jazz since the beginning. Do you

use blues melodies 2nd sczles outside of the blues format? Try using them on a

standard or original tune. It takes impeccable taste not to sound corny or pre- i
tentious when using blues notes. Try using blues scales on turnarounds.

39. Melody Notes Phrased With Different Rhythms i

Playing melody notes and phrasing them with different rhythms is a great
effect. Taking it a step further, delaying or anticipating the melody notes so
that they fall on other bars is also catchy.

40. Contrasting Fast and Slow Melodies
in a Duet Fashion

This is a great device. Try playing slow melodies on fast tunes.

41. Large Interval Playing

Ninety percent of solos consist of seconds and thirds intervals. Playing larger
intervals is something that you hear more today. The notes have greater sepa-
ration and impact. Try it, you'll like it!
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42.Space

Experienced improvisers know how to use and create space. Putting a period at
the end of a sentence or pausing between paragraphs are ways to create an
atmosphere of space. Sometimes too many ideas create clutter and take away
from the solo. Listen to your favorite sclos and rather than focusing on what is
played notice the spaces and rests. Sometimes you can create space by playing
long notes or by playing understated. All of the great players have their own
way of achieving space. Of course, to have a rhythm section that gives you
space and still is supportive is what most players dream about! Space is the
place!

43. Playing Accents

Playing accents means to play only the peak notes of 2 melaodic line, just as a
saxophone section in a big band would play behind a solo. Try playing the hits
for a chorus and then filling in around the hits just z little. Practicing this helps
to give perspective on how to play just the most important notes. One of the
great features about using this device is that it allows for the development of
those accents. You can keep adding to and playing around the hits until they
are completely integrated into the melodic line. Playing hits is another way to
lock in with the rhythm section. Also, placing hits in different places on the beat
can create tension if so desired.
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Rhythmic Devices

For a complete discussion on rhythmic devices, refer to VoLume V of this series,
MELODIC RHYTHMS.

Sonic Devices or Nuances

This section addresses the topic: how you play what you play. Why is it that so
many musicians play or want to play jazz? It is and art form that offers the
experience of self-expression in the present tense. Attaching life energy and
personality to the notes and rhythms that you play adds depth of expression.
One can perceive and hear the music on many levels. The music has intellect,
emotion and spirit. Time and groove give it an earthy quality. To pay attention
to sonic devices lends drama to the music. Think of your favorite players, how is
it that when they play just a few notes they are immediately recognizable?
Have you heard the expression, “It's not what you play, but how you play it.”?
Here is a short list of devices to consider.

The headings and suggestions below were deliberately kept short, even one
word, so that you can investigate these ideas with an open mind. One word can
mean something different to each individual. Use your imagination tofill in the
gaps and explore these suggestions to make your own discoveries.

1. Articulations

Having a vast vocabulary of different ways to articulate is something that takes
years to get together. These are just a few to think about and try on fast and
slow tempos.

(A1)

. articulate upbeats

o

.articulate downbeats
. articulate every note

c
d. no articulation

1]

.articulate peak notes

f. light articulatien

g. heavy articulation

h. letting the line suggest the articulation
i. how to articulate or not articulate

j. ghost notes

k. swallowed notes

R ———— T IEERE———
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2. Vibratos

a. fast and slow
b. wide and thin
c. when does it start

d. no vibrato

3. Endings of Notes

Develop a vocabulary for the endings of notes. Listen to your favorite players
and notice how they end their notes.

4. Swoops Up to the Note

This nuance focuses on the beginning of the note.

Players need to be mindful that their nuances are not just bad habits that
sound like pseudo jazzisms. The swoop is one such device to be used with taste.

5. Fall-Offs From Notes

&@55:3

6. Understated Playing

Often, the understated player can draw you in by compelling your attention, by
not beating you over the head.

7. Aggressive, All Out, Going for the Jugular,
Balls Out Playing

8. Layed Back Playing, in Back of the Beat

9.0n Top of the Beat Playing

10. Flex-Time Playing, Going from
on Top to in Back of the Beat
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11. Falling and Catching Up to the Time
12. Staccato Playing
13. Legato Playing

14. Intonation

Use of quarter tones or purposefully altering the intonation of a note can add a
lot of personality to your expression.

How about just playing “in tune™?

15. Contrasting Dynamics

Using dynamics and putting a different dynamic on every note gives every note
a personality.

16. Harmonious Time Feel

Playing the same time feel that the rhythm section has (or doesn’t have)

17. Conflicting Time Feel

Creating tension

18. Making the Rhythm Section Sound Good!!

19. Impact

Figure out sounds that have impact.

20. Time Gears

Hearing the bigger gears of time in operation lends a different feel. Hear the
bigger gears of two bars, four bars, or eight bars.

21. Tone

How bright or dark, how spread and wide vs. centered, how much projection,
what color is it?

22.Singing Playing With a Vocal Quality Goes to the
Heart of the Matter

Listening to singers can give a wealth of knowledge to your expression. All
instruments sing.

23. Alternate Fingerings for Creating
Different Tambour

24. Quarter-tone Fingerings
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25. Sounding Like Another Instrument
26. Flutter Tongue

27. Growl|

28. Screams

29. Hard vs. Soft Sound

30. Swing Ratio

How much do you swing your notes, are they straight eighths, and do they
change at different tempos? Where are they on the beat?

31. Sub-Tone Playing
32. Trills

33. Conjuring Up Emotions or Events
in Life for Effect

34. Humor; a Much-Needed Device!
35.Surprise
36. Playing Sounds

Just playing sounds instead of pitches {usually these sounds hzve a completely
different tambour).
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Conclusion

In this book | have tried to address both fundamental nuts and bolts skills as
well as some of the most sophisticated technigues of the modern day improvis-
er. Today information is readily available but to make it your own requires dili-
gence and patience. My intention in writing this book was to provide a menu of
many techniques from which you can choose to fit your personal needs and
vision. These techniques are all 3 means to an end. Everybody has their own
story to tell, their soul’s story, if you will. Sometimes certain techniques can add
avenues of expression to that story. The concepts presented here are ones that |
use in my private teaching as well as in classroom courses. Being an eternal
student, | find it a real joy to learn certain approaches as it helps to qualify what
one hears and give it a name. Stimulating the imagination by focusing on par-
ticular musical details can really expand one’s playing. One final but important
note, remember that this material is not meant to clog the mind and leave the
improviser blocked with too many conscious thoughts. Often when the con-
scious mind enters, the creative mind retreats. Too much information can clog
the mind. You've heard the expression: the mind is a terrible thing. We practice
these technigues and make them our own so that they are below the thresh
hold of our conscious mind and our creative self is free to tell the story.




T ‘ TR |
| I i
| i
(| |” ”
s llysgosiizzssll

(4]

liSE

A

[

Developing a Jazz Language, is the sixth —
hook of Jerry Bergonzi's series, Inside Improvisation. —=
Learning a language requires listening on many levels to '
the meanings, the sounds, the intentions, and the inflections or - F
nuances of the language. The first chapters of this volume on learning = =
the language of jazz focus on the prerequisites of chord scales, approach
notes to chord tones and target notes, scale motives and sequences and
lines. Part two qualifies improvisational technigues into three areas; melodic,
harmenic and sonic (rhythmic devices are the focus of Vol. IV, Melodic Rhythms)
. and itis designed as a menu of soloing devices from which you can select your per-
; sonal course of study. Over 100 specific devices are discussed and conceptualized so
. as to give the improviser more depth of expression and a greater well from which to
draw ideas. Among the numerous topics presented are: guide tones, voice leading, chord
substitutions, three-tonic system for composition, fritonics, hexatonics, tonal expansions,
whole tone playing, augmented symmetric scales, double diminished scales, limited range
and large range playing, shapes, hlues melodies, accents, comping as a soloing device,
common tones, articulations, laying back on the...
£ The CD contains twelve standard chord progressions,.each played.in two different tempes.
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