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READ THIS FIRST

This book contains much information. It's not intended that you race through it. Take your time
and feel good about not going quickly through the material and ideas I am presenting. It has taken
years to gamer the knowledge which you hold in your hands. Don't expect to assimilate and digest
it overnight.

Knowledge is one thing; being able to apply it is another. This book will give you knowledge
and understanding. Only if you can apply knowledge do others appreciate it. In music, a played
example is worth many words.

I can help you become a more fulfilled musician by tapping the CREATIVE SOURCE which lies
within your mind.

Everything in this book has been gleaned from jazz's aural history. Everything in here can be
heard by listening to the music. The music speaks for itself. Listen and enjoy.

RIGHT BRAIN - LEFT BRAIN

(This first appeared in Vol.47 "RHYTHM")

Jazz musicians have always mentally heard music then worked/practiced until they could play
those ideas on their instrument. Knowing the fingerings, scales and chords (arpeggios) to each of

the chord/scales in the harmony is fundamental. But, don't the mistake of taking a lifetime to
learn the fundamentals and never take time to enjo® MA G M . im e forget to
balance the learning of scales, chords, fingerings, teghnique, h the pivin anple
melody that we hear in our head. ° \ @ r@"

tMise Nho ®an balance the left-brain knowledge Wwith the\
ay W €ar (right-brain), you'll find yourself limited to only
e left-brain you may end up sounding like a well-oiled

The most successful musicia
creative right-brain. If you
what-you-know. If you over
jazz machine but not too inspiri

In your beginning work wj s in Volume 1, 1 suggest using an approach
that allows both sides of tH€ brai 2 key word here and I'm suggesting
you cooperate with yourself. P aeJicks and get so you can
weave through the ony g ) But also be
spontaneous, crea s chord
progressions and Rgys that a -
hearing in your ;
The object is to -

Since there is a ra

as well as othergleviceguy
become familiaRgyithd
symbol represents both a

various chorg

track references throughout the ¢
number listed at ginning of each chol®

appears in the tgxt an e LP and cassette configul3d

Y 4 n




INTRODUCTION

I have never met a person who couldn't improvise! I have met many who think they can't. Your
mind is the builder and what you think.... you become. A positive mental attitude contributes much
to successful improvisation!

It has often been said "you can't teach jazz." Myself and many others have been doing just that for
years. With all the various aids on the market it can be confusing for the beginner. When this
book/recording set was first published in 1967 many thought that by buying this set they would
instantly become a great jazz player. It takes more than Jjust purchasing this set to make beautiful
music but if you digest carefully the contents of this book and recording, I know you'll be a lot
happier with your musical progress. Here are several ingredients that go into making a good jazz
soloist/ improviser:

1) Desire to improvise

2) Listening to jazz via recordings and live performances
3) A method of practice - what and how to practice!

4) A rhythm section with which to practice and improvise
5) Self-esteem and discipline

Jazz players use several fundamental ingredients when improvising. Some of these same
fundamentals are presented in this volume so you can begin to relgase the wonderful music which is

presently locked in the confines of your mind. The l?sic ing@@dients iggmgusi SCALES and
CHORDS, in addition to Sounds and Silences. C Q

If you were to look at any transcribed @zz m Wy er would see Thuch¥evidgnce of
phrases which use scales, chords, digonic Rtte , CRgorMatic passages, leaps, rests, and most all \
other common musical devices. Jazz t mygticy and certainly not reserved for just a few. The
art of improvising with musical h us for ages. In this century it's called Jazz.

To me, jazz is a means of expres
with the listener. It is not a one-way str®e
actual music being played by tl,perfor
enjoy its messages through listening aj

you don't" - is strictly a_ gvth. It w,
those who play to share,

The book portion of Wis volu
key and correspond to t r
and any others you
enable you (your fi

g ak g
n
keener relationship to Yes#fip

allows the soloist to communicate in a special way

Bel's ears and mind are just as important as the
e jazz, but to allow more people to
ino - "you either have it or
willingness of

Some players me

Wt
machine. The idea is not to be
can express itself gn y e
an end. PractiWs,

creativity.

Anyone can imprgaig®®It's the most natis
It's a tec@hique forgotten or thought we

P 3



The first 20 exercises have been transposed for ALL instruments.
(See page 78 for Bb instru.; page 88 for Eb instru.; page 98 for bass clef instru.)

I know some people who have practiced playing all the exercises in this book in all keys before
they tried improvising with the first recorded track. I do not advise this because the main objective
is to improvise rather than play exercises. After you have listened to one or more of the recorded
tracks and have looked over the corresponding chord/scale progressions, try playing one of the
exercises in the book in tempo with the recording.

I recommend singing along with the recording, then play your instrument. Remember, each scale
only lasts so long and then you move to the next scale. The first several tracks use 8 and 4 measure
phrases. For a person who understands the principle of improvising, and doesn't want to work on
the exercises, they will most likely dive right in and begin improvising, using as their guide the
chord/scales outlined for each track.

Suggestion: Be sure to count the beats-per-measure in your head. Keep track of how many
measures you have played so you will change to the next chord/scale on time. Every scale has a key
signature with a designated number of flats or sharps. Try to memorize them so you can take your
eyes off the written page and concentrate on making music. Don't panic!!!

By using your ears and eyes, you can probably get back on track if you should get lost. Just listen.
The change of key (change of scale) is usually prominent and is outlined by a slight accent on the
cymbal or drums. Drummers usually help us keep our place by outlining the form of the song in
four or eight bar phrases. The two blues on this record co of 12 bar phrases, which could be

thought of as three 4-bar phrases. The number of &oruses Qgch tragffcont written in
the upper right hand corner. ’

Jazz players refer to the harmony ng "changes," or, the "chords," "c
progression(s).” 1t refers to the d/s gre8sion of the harmony. The chord symbols also

determine the scales to be uggd W ising. For your convenience, I've written the needed

scales to all the tracks and hav e thc chord tones.

Jazz, improvisatio
“'w




HOW TO USE

Since this is a play-a-long book and recording, we need to open the book and actually play along
with the background music I've provided. Before playing with the recording, turn to the
appropriate page for your instrument (see Contents page) and look at the first track of recorded
music, Track 1 ... Either page 68, 73, 83 or 93.

You will notice that I have written below each chord symbol the actual scale from root to the 9th
note of the scale. The root is the first note of any scale, also called tonic. The blackened tones are
the chord tones. Chord tones are the first, third, fifth, seventh and ninth notes of any scale. Since
jazz players have always used scales and chords in building their improvised solos, it is natural to
stress learning chords as well as scales. A complete chord would contain these notes of the scale:
1,3,5,7,9,11,13. This amounts to all the notes used in the scale. Scales are referred to as being
horizontal and chords are vertical.

The large number under each scale tells you how many measures of that scale will be sounded on
the recording. As you can see, most of the begining tracks are built in 8 and 4 measure phrases.
Try to hear and feel the recorded tracks in four measure phrases rather than individual measures. It
will become a habit after awhile. In time, you won't even think about the four and eight measure
phrases; they will have become part of your being. When you finally achieve this inner sense of
phrasing, your improvisation will be less rigid and more flowing. If there are two or more people
practicing together, take turns keeping place for one another by pointing to the new scale when it
appears. Think of the 8 bar phrases as being two four-bar phragfour wo-bar phrases.

®

In this book, I will generally use a dash (-) to denote agpinor scalh&d. 1 affria )
to denote the use of a major scale/chord. @ ¢4 aftl§r a cap tt a irggnt sgverm.
ction as they accompany. Follow along to

O th&hy

ks and that you can actually hear them change from
aMd then on to the third minor chord/scale. The rhythm
ame order a total of four times and then come to rest on

Put the recording on and just list
make sure that you can keep tra,
the first minor chord/scale to th
section will play those three chord
the fermata (hold). That concludes the

Listen to several recordel trackg . Watch the chord/scale
progressions while listening to the g

the recording. Make ou kg
listen. If you still can'w

your place and learnigg the o
very important for cr&o

Knowing where you aredin the

The 4th tone of mgjor angd d
emphasized. The is uggal

in major or dominant Reys d




An existing knowledge of major, minor, and dominant seventh scales and chords is preferred but
is not essential. If not already mastered, gradually memorize the twelve major, minor, and
dominant scales listed on page 60 or 61. Volume 24, "Major & Minor" is excellent in helping
learn the major and minor scales and chords. The minor scale (dorian) is really the same as a major
scale whose root lies a whole step below the root of the dorian minor. Example: F- is the same as
Eb major (3 flats), D- is the same as C major (no sharps or flats), A- is the same as G major (one
sharp). Be sure to read the chapter called Related Scales and Modes on page 46. This understanding
of how scales relate to one another is helpful because it will show you how one fingering pattern is
the same as several others. This makes your work easier.

Some people will feel more comfortable by beginning with one of the blues tracks on the play-a-
long recording. If you have already improvised with a blues (maybe at school) this might be the
place for you to begin. See the chapter on Blues (page 36).

Be sure you look over the Ten Basic Patterns on pages 62 or 63 (treble or bass clef). This is very
important information and I correlate it with the next chapter on how to practice. Professionals
even use this type approach when looking over a new piece of music. It allows them an opportunity
to check out each scale/chord in an orderly fashion. When they begin to improvise they will already
be somewhat familiar with the harmonic sequence of events.

Every minor scale employed on the record and in the musical examples is in the Dorian mode. I
chose this scale because it is used extensively in jazz and popular music. This minor mode will be

called a scale throughout this book. Jazz and pop musiciansdgmye used it for years. You will often
see a dash (-) used to denote minor scales or chordsg For infgance, F-gffhe as Emi7, Fmi, F-7
or F-9. They all mean the same thing: improvise Q\the F sghle. S@M @)RE,

page 51, for other examples.
(Nt ho are interested in learning piano voicings can
Wno Voicings from the Volume 1 Recording. It contains
\Volume 1 recording. The stereo separation on the recording
allows pianists to turn off the p aanel and practice with the bass and drums on the left
channel. Bassists will want tp exami gss Lines from Volumes 1 and 3 recordings. It

contains every note Rufus R€id pla e each bar. Bass players can turn off
the left channel of the recording 3

~

Piano players, guitarists apd in
gain much from the book 77 1
every voicing and rhythm used




A GUIDE FOR PRACTICING ANY SCALE, CHORD.
PATTERN OR IDEA

Improvisors' ultimate goal is to be able to reproduce instantly on their instrument the sounds they
heard mini-seconds ago in their mind. To people who only read music, this may seem impossible.
Nothing is impossible. This way of thinking has only led to the mysticism which at times clouds the
horizon for those wishing to improvise.

A logical way to go about practicing is outlined below. You should also know the chromatic scale
from the lowest note you can play to the highest.

The chromatic scale is our musical alphabet.
The main purpose of this approach is to give you facility and independence which will allow you
to be more spontaneous and creative.

Let's say you are working on a scale that is giving you trouble. Do this:

1. Play the scale from root to the 9th and back down slowly, slurred, several times. Then gradually
increase tempo. (The 9th means the 9th note of the scale, also called the 2nd)

2. Play the first five notes up and down several times, gradually increasing tempo.

3. Play the triad up and down, slurred, gradually increasing tempo.

4. Play the seventh chord up and down, slurred, gra@ually in asingC)oO

S. Play the ninth chord up and down, s&nrre a\ncre indfte re
A\ ~

6. End by playing up the scale to int

own the ninth chord.
7. Or, end by playing up the n d then down the scale.

To see what these exercises wil

R to either page 62(treble clef) or 63(bass clef).
Note: see page 26 for further’lggest' )

an actual song.

You may do these exercises wit

athe recording you

occasionally will have tergyo, Bkt
tracks.

The above exercise&e
at the level that is gaget co
measure your progr’@",

A beginner may want to st
may begin with A

n
several years on tﬁUu

Most people play up andgdow

success,’ a 'natural.’
o

tle, you know."
Anonymous
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Whenever you are confronted with a new chord/scale progression, use the above method of
practice to find where your weak spots are, then work on them as I have suggested. Keep in mind
the tempo in which the chord/scale progression will eventually be played. Work toward that tempo
in your practicing.

Exercises 1 through 7 above are written out under the heading Ten Basic Patterns on pages 62
and 63. Note: They are written primarily in sixteenth note values. Play them slowly at first and then
gradually increase the tempo.

When you begin to tackle an actual chord progression such as blues, use this same method of attack
to better equip yourself for improvising. Take each scale as it appears and work it through the
various exercises until you feel comfortable with each note and fingering in each scale. A good way
to begin practicing the blues would be to play the scale to the 9th of each chord symbol in the blues.
Then, play the first five notes of each scale in the blues. Then play each triad. Then play each 7th
chord, 9th chord, and finally, play up each scale and down each chord. See the chapter on Blues.

When practicing with the recorded blues tracks, you will have to modify some of the longer
exercises such as up the scale and down the chord (or play them super fast) in order to fit them in.

As you gain proficiency with the scales and chords, you will stop playing certain simpler exercises
such as the first five notes, or the triad, or the seventh chord, and dive right in running up the scale,
and then down the chord, or vice versa. Eventually, you will just begin improvising because you

will already know the scales and chords.
®
When you are working on a pattern or lick, use thig same ap cfito iro ¢ usi rase.
Take it note by note and gradually incrgse t o Qntil you cal h ouggifcaghin sired
tempo. Break the pattern down into sm n&es so your fingers and mind can &ggest then\

gr
more easily. As you begin feeling forRbleNgdd ®everal notes to the phrase until you can play the
ha astered the pattern or lick in one key before moving
)

entire pattern in one key. M

on to the next key. I like to patterns up and down my instrument chromatically (in
then try it in C#7 then D7, etc. This is excellent ear training

acers, mind, and ear. The book and recording set Gettin'

aned for this kind of practice. Check it out.

and does wonders for coordination
It Together (Vol. #21 in thvlay-a-

e scales and chords and
ale/chords, so that

Set aside a certain amount of h

patterns you need. e are_yo,
is where you should Sggin
track, so, you are w\ y

Remember, wheggmovin
common. . . fou -

By now, yougare prgb3
another that fasWt
familiar you beco ith
will become gt m T4
connected, ch
and make it m simple.

listener to anticipate upcoming eve
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If you approach practicing in an orderly, disciplined fashion your results will come much closer to
your expectations. Jerry Coker's book "How To Practice Jazz" is a valuable resource. We all have
the same twelve notes in the chromatic scale to work with. It's foolish to think that some "have it"
and others don't. The ones that "have it" have made better use of the musical tools that surround us
all and they have used them more constructively during each day's 24 hours.

Cl‘he famous altoist Charlie Parker practiced 11 to 15 hours a day for three to four yearsD

@ake each new idea YOUR idea. Then use your imaginatioD

It's okay to feel good about going slowly and carefully through this material.
Just don't give up!

@ he greatest solos all begin with a single nota

After you feel comfortable with the fl@v of @ 1

the recorded tracks and followed thgachordQarogRssi nthe N
ropR cNprd/scale progression - TRACK 1. Be sure you

. ¥ee Table of Contents if you are not sure. Tune up

have the section that is for yo
with the concert Bb tuning note

CONCERT INSTRUMENTS Tuningho

Note: All of the musical exangles in t
flute, violin, and all other conccrt (treh
book along with the written text.

Bb INSTRUMENTS %o
If you play a trumpag tenOr OF s

chord/scale progressi&

begin on page 78.)

Eb INSTRUMEN !( :‘:DI
If you play an alto or Baritong
progressions bcginr@g

pkboards, guitar, flute, violin & strings, harmonica)
gucert key. This mcans that piano, guitar,
psical cxamples right out of this




Jazz has traditionally been passed down by listening and imitating those around us who play
musical ideas we enjoy. The following exercises are merely examples most musicians have practiced
at one time or another. Those of you who play a transposing instrument (Bb, Eb), and even bass clef,
will look at the written example I have provided in this book and duplicate it on the transposed scale
that you will be reading from. Since I have already transposed the scales and have darkened in the
chord tones, most of your work has been done for you. Just be sure you start on the correct page if
you play trumpet, tenor, alto, soprano, clarinet, baritone, trombone, or other bass clef instrument.

Resurrect the child singer inside yourself. Sing out loud when by yourself.
It's okay to laugh, too. Even at yourself!

The first 20 exercises (Examples) use only the first track of the recording . Once you understand
the principle of how to play exercises and improvise with the first track, you can apply what you
learn to any of the other tracks on the recording or any other play-a-long track on other Aebersold
volumes. The principle is always the same...know the scales and chords to the harmony of each
tune or musical track; keep your place and play from your musical mind when you improvise.

\
aER® we S
If you have not been playing your instrument very long you may want to begin by playing up the
scale in whole notes. See Example 1. Slur or play very legato. Listen to the sound of the bass and

cymbals keeping the time. Play the examples with them. rush or drag the beat. After you
hear my voice say "one, two, one two three four,§ begin ing.
The first 20 musical examples have n tr if you pl SPRsigy Inptru uch
P

S
as trumpet, sax, clarinet, or a bass clef Mistrugent\Qledge see propriate séctio®on fgge 9.

EXAMPLE 1
(F MINOR-DORIAN)

F—
—h L T o Tbo ]

% . — ] [0 ] o i
2 51T — 1 [ - —
/

(Eb MINOR-DORIAN)
Eb-

— = = B
lV;O' —
(D MINOR-DORIAN) k

¢

—o 9

Now play up :Un
the entire chord/sca 0g
is played a t%s
Countin 2, 4 medasur

/ The goa
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EXAMPLE 2
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4,},,7%,61 ) 4 l i ] e 7 o ] ] i .
0 ajf P>, ] I ] — T g

Next, play the scales in quarter notes. See Example 3. Remember, play smoothly without rushing
or dragging. Brass players should always try to play with a legato feel, not staccato or detached. Try
not to clip the notes by stopping the air. Listen carefully to the rhythm section while playing. Listen
to the beat and play with it. Good music always has a flow to it. Exercises are music, too.

EXAMPLE 3

1

LQS&G>

You probably noticed that whe
down the scale two ti lay t
sharps each scale has, 5 3y

ears will become yo: best frie

All jazz players megagrize
swimming around
distracting when st
nearby. Try it andgee!

If you don't underst 0
usifia

o=
®

Music is not m

(Musicians may be com

time to go up and
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The next exercise uses the first five notes of each scale played in half notes. See Example 4.
Small numbers under each note represent degrees of the scale.

The next exercise uses the first five notes played in quarter notes. See Example 5.
EXAMP

EXAMPLE 4
F-

h , \
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( By now, you should have thes
Let's see if you can gow play t mple 6. Notice these
exercises use the 9t e pf in with the
recording.
EXAMPLE 6 ;
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You should feel comfortable with the three scales to Track 1 and, hopefully, have them
memorized. When memorizing, some people like to think of the actual fingerings on their
instrument. Others like to think in terms of key signatures . . . how many flats or sharps in each scale.
Use whichever method works for you! Internalize the notes and fingerings and this will help you
make music, just like learning words helped you learn to speak to others. But most importantly,
memorize the SOUND of the scales and chords. Visualize the notes and their sound right before you
play them. All good musicians do this. They hear it first.

Next, we are going to play the three scales in thirds in quarter notes, up and down. See Example
7. Use your mind. Think - think ahead. Try different rhythmic patterns. Make up some of your
own. This holds true for other exercises, too. Don't forget to count and keep your place.
EXAMPLE 7

F-
T - 1’0_@:‘@4‘;?: w —— —
}Zi b! | I - 1 ] I |
D ! I ] 1 r ! - ! - *ﬂ;ja
Eb-
- \ | | ‘Ibp:ﬁbp,
| [ 1 | [
| | [ ’ T
i ! T N
D-
I PR I
P AN - -
Jiﬁjiij ’f“f o t
®
You will notice the blackened tongs in t

SsCReS
73, 83 and 93. They represent chor. es. G R®pt (first tone of scale), 3rd (third tone of scale),
Sth (fifth tone of scale), and 7t ¢ ®f scale). A full chord would contain the following:
Root, 3rd, Sth, 7th, 9th, 11th, 1R od've probably guessed, this full chord contains all the
notes in the scale but in a different . Qhords appear vertically. Scales are horizontal.

Let's play an exercise using ﬁt the faliese tones form a 3-note chord called
a triad. See Example 8.

EXAMPLE 8




Another exercise using the friad (Tonic Triad because its root is the first tone of the scale) will

sound like Example 9.

EXAMPLE 9
F-
h n . -
b 4 - I ] ? | f t 1 et i
i @ I 77 t 7 N 1 -
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Eb-
lr)a }9 | ] ) 1 {‘) ] 1
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|7 = T I 1% %4 I i v 1 i 1% "4
D-
f P | . i | 1 T i |
B — i i  E—— . 1 .
~——‘——k"*ﬁf - 7} 1 1 i—ﬂ
7] l 7] i

Let's now extend the triad and include the 7th tone of the scale. We now have a seventh chord.
(7th chord). See Example 10. Read the chapter on seventh chords - page 41.

A A

You can even exte chor
(9th chord). It uses 0
referred to as the 2nd . t

EXAMPLE 11
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EXAMPLE 10
(means repeat 2 preceding measures)
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You have played three minor scales up and down diatonically (scalewise), in thirds and triads,
seventh chords, and ninth chords. You should also have the three scales memorized and become
more and more familiar with the sound, feeling, shape, warmth, brightness, and dullness of each

scale. You may be thinking of roots as "home-base", 3rd's and Sth's as "family" and 7th and 9th's as
more exciting tones you might meet on a week-end.

EIGHTH-NOTE EXERCISES AND SWING

In order to make eighth-notes “swing” or imply swing, they must be played like an eighth-note

3 3
triplet with the first two eighths tied together. This looks like .J;j m but is actually written

like n or J 3 Don't divide n into two equal parts; divide it into three  J7J

-

3
with the first two eighth-notes tied together J=g g  The above rule is a must if you ever hope to

3
convey a relaxed feeling to the listener. So, from now on, interpret all n or 4. @ like J..-‘ p
when the rhythm section is playing with a swing feel.

When playing a bossa nova or rock tune you will want to straighten out the eighth-notes and play
them more evenly. This is called even eighths. Listen to Track 3, and the very last track for the

bossa nova sound.
If you feel secure with what we have done so far, Qay the t scalfS up a n g the first
fve notes in eighth-notes. See Example 12. SaxesW¥nd trumpe ep y el cl the
keys and play smoothly. Make this autagnati wqld be dt to tihe dqRaptet on
~
p— _ repeat4 measures — 4 ‘
E!! ;;g‘i;f“{;E *** B’ A—

Articulation found on page 47. \
e C—
1

EXAMPLE 12

il

Memorize everything! CI N
U our mind and 18
®
", 15




Now you are ready to play the entire scale from the root to the 9th using eighth-notes. See
Example 13. Think of the 9th as being the same tone as the 2nd, only an octave higher.
EXAMPLE 13
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Several more exercises utilizing chord tones are next. Brass players may struggle in the beginning
with slurring from note to note. You may want to practice the exercises slowly, without the
recording first, then play along as it feels more comfortable. | e written the exercise using n
2 ®
Be sure you play them like m ( Q r
Don't clip the third note of each bar!9®Sce YKka le\l Tr n eignlth-noles. ‘ I
EXAMPLE 14 ~
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Example 15 is a variation using notes of the triad in eighth-notes. A scoop is indicated bya v

EXAMPLE 15
| (B
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Make up your own exercises. Play one exercise on the first scale and then switch to a different
exercise on the second scale and yet a third exercise on the third scale.

Don't hesitate to vary the rhythms. By now, you are protffbly familiar enggeh with the rhythm
section on the recording that you have begun to hear 8bconsc! th@eight re 7 This
t

will allow you to take liberties with the exercises and Kill give yoRm@re co

improvising because you'll be better alge to 0 e

probably already started hearing i hriges 4, and 8 measure phrases. Thi%ws very &
important because most Jazz musi est A sic) is built in 2, 4, and 8 measure phrases.
of

Knowing this will give you an m that you can use the rest of your life.

Listen to jazz recordings and not they play in 2, 4, and 8 bar phrases, rests included!

Example 16 uses the sevegrh chor, with a swing feel. Don't play even
eighth-notes. Listen to a recofding oody Herman, or Thad Jones-
Mel Lewis. The feeling should be s, t00. See page 58.

EXAMPLE 16




Example 17 is a variation of Example 16.

EXAMPLE 17
f b= J>ﬁ T e 4
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Example 18 uses notes of the ninth chord, ascending and descending.

EXAMPLE 18

Example 19 util

EXAMPLE 19
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Example 20 goes up the ninth chord notes and back down the scale.
EXAMPLE 20

l'?'— = . - _ ——F /_\ -~
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The most important exercises are numbers 3, 7, 11, 12, 1 3, 19, and 20.

Additional exercises are listed beginning on page 65. Find several that you like and transpose
them to your needed keys. The book Patterns for Jazz is excellent additional study.
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BEGINNING TO IMPROVISE FOR THE FIRST TIME

You will notice we started with each note of the scale in whole notes and ended up playing the
scale to the ninth, and back down the chord tones in various smaller note values. This gives you a
degree of confidence which enables you to move on to the next step....which isactual improvisation.

So far, we have only been working with the three minor scales to the first track of recorded
accompaniment, but it is best to be well equipped before journeying into an area of music which, to
you, may be untraveled.

Let's approach improvising for the first time by using the same type of exercises that we are
familiar with.

Put the recording on the first track and try playing any rhythm you choose and play just notes
found in the scale. You may find yourself playing whole notes interspersed with eighth-notes or
rests. Experiment at this point with anything your mind can come up with.

Put the recording on the first track and begin playing. Improvise! Take some chances!
There is no such thing as a wrong note . . . just poor choices!

Listen to the rhythm section while you play. Let them help you keep your place.

If you find yourself losing the form (getting lost and not ngmg to the next scale at the proper
time), try improvising with a prearranged two mgasure r th : e scale but
adhere to this rhythm. Below is an example using prearr otice

that I am extending the range, too.
Q
Prear dR JJ’J j)Jl

T
D_-

You will find thagusing'a py
place while movinMi
able to keep your place.

rhythm with ea VS C
Experiment with Qo r

include all of its playable

two measure rhy‘ms. ’

o)l Sy

( Listen .woe Hende

P 20



Here are eight things to remember when improvising. Choose one or two items at a time and

concentrate on them while playing with the recorded track. Soon, these elements of music will
become automatic.

1. Don't limit yourself by beginning every phrase in the low register and then proceed upward
(ascending motion). Utilize descending motion and use melodic lines that combine ascending and
descending motion.

2. Avoid limiting your ideas to the middle or the most comfortable register of your instrument.
Nothing is more monotonous than listening to players who confine their playing to their most
comfortable register and refuse to utilize the high, low, or unfamiliar registers. Be prepared to take
chances and experiment with less-used limits of your instrument. By so doing, you will experience
some of the most gratifying moments in improvising; it can also be quite frustrating at times.
Soaring into the upper register or dipping down into the low register of your instrument on occasion
can be a surprise, a relief and a joy for the soloist and, particularly, for the listener.

3. In order to have as much freedom of concept as possible, memorize the scales to be used. If
you have the scales memorized and mastered, your mind is freer to concentrate on melodic
development. Your imagination works best when you feel secure.

4. Vary your dynamics! Lack of dynamic contrast has a dulling effect on the listener and the
player. Listen to the phrasing and dynamics of the jazz greats.

S. Don't tongue (staccatto) every note, and don't slur glegato) ery no segMyicty,

articulations. Listen to recorded solos of people who play your nt. In g ilayer e

an assortment of articulations at their disposal. F ariQgy, listen to :)IC @ ; nﬁ n

instrument other than your type. Many nfhe jwwe this technique forPract{in N
Ing@n e38.

articulation. See Articulation chap begl\
ANT

6. Concentrate on hearing, h™tone before you play it. This requires constant
anticipation and awareness. It wi repare you for more advanced improvisation, as well as
create in you an inner sense of pi gnse of pitch will greatly stabilize intonation and is

extremely important when playing note ed by a large interval. Concentration will
also help your intonation. i

Listg

7. Always try to m%n
release. (See page 430n odj
musical idea. If yo t thi

music is nothing more than a g

8. Listen to yo@.
should study privately with t
of the artist you liw
Always play on the st




At this point in our study let's begin playing with some of the other recorded tracks on the record.
I suggest playing with Track 2, then Track 3, then Track 4. After these tracks, you may want to
jump around to any of the other tracks.

Apply several of the first 20 exercises to each new track before you begin improvising. You may
want to run the scales and chords without the recording first. Listen to the track once or twice
before playing, always keeping your eye on the chord/scale progression. Keep your place and listen
for the rhythm section's change to the different keys/scales.

(1t s extremely important to place (play) chord tones on the downbeat, especially beats one )
and three! When you do this your melodies will sound more natural and tend to flow. Always
know the chord tones 1, 3, 5 and 7 of each scale. Use them as anchors when building a solo.

The jazz masters have always done this. Examine some transcribed solos. Look at melodies
like Misty, I Can't Get Started, Tune Up, Four. Notice how beats 1 and 3 contain chord tones.
\Carry this idea over into your solos. )

CHECK LIST

Here is a Check List to review before improvising:

=

Listen to the recorded track first while watching the chord progression.
2. Review the needed scales and chords by practicing severalgshe first 20 exercises.
(You may want to do this without the recording,ghen witRgit).
. Begin memorizing the scales by the number of flaig or sha bythe fi pS.
4. Begin memorizing the order of the s&ales. Yy (\led learni tGm C sﬁ
If you do these four things, your g gil@ ready to inspire you when you improvise ~
: CO ent.

G YOUR RANGE

w

You should expand the [ale pag possible. In the first 20 exercises |
confined you to the range of one of ben improvising, we need all
the range we can get i gur mind. Let your

octaves, if your a Al 1
For instance, the pPlaya
would look like tigs:

A F minor scale e

:

4 added notes

pﬂ YABLE NOTES =

4 22



By now, I'm sure most of you are into improvising, experimenting, taking chances and, in
general, beginning to experience some of the joys and frustrations of improvisation. What usually
happens to the beginning improvisor happens to professionals too, at whatever level they are. That
is, they get bored with what they are playing and can't seem to find new things to play. Everything
they play, they feel they have played before.

What we are aiming for is variety, but not too much. If you have Jerry Coker's book,
Improvising Jazz, read the bottom of page 15 and the top of page 16.

Let's take a look at how we can add variety to our solos and stimulate our creative process.

CY ou have a right to be creative.)

DEVELOPING CREATIVITY

I suspect many of you mentally sing melodies and, in general, improvise in your mind while
waiting to doze off in bed at night. We should try to sing with our voices and also play on our
instruments what we hear in our minds.

C The mind is the originator of all musical thoughts. )

If musicians, in general, could play on their instruments @hat they singwith their voices,
they would be a lot happier. I view the creative musi® procesgike th< : O
The voice (singing) usually can approgmatgffie 'tc&z rhy L an an f yhat ghe T¥nd
hears better than the actual instrumgat (safy trufgpetNYpiaBo, etc.). Since the instrument y ave N
ble Y§ reRgoduce the musical thoughts of your mind. Thus,

chosen is a learned device, it is the le
come closer to playing the thoughts of their mind

THOUGHTS

Be careful not t@gbegin si
can play on your i t.
generally be free frggthe r

gain freedom on @

Hard work and t
musically creativ

Every good j ois
some peoples', playg
dynamics, etc.{ st
the jazz idiom.
been books and recordings_to help y
spend a lot of timegg#®Ning to a variety o
collection or borf® fro r local library or from a fri
to play it effectively. (@fee 58 for suggested record list.
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STARTING A PHRASE OR MELODY

Give some thought to the following ideas. Be prepared - let your mind guide you.
Listen to yourself.
1. At what part of your instrument will you begin your idea? Middle register, high, low?

2. How do you want to begin? Slowly, with held notes and use of space/rest? Quickly, with lots of

notes, attention, motion, or visibility? Moderately so as to take your time and suggest a searching
mood?

3. What note of scale or chord do you want to begin with?
4. Once you begin, do you want to ascend, descend, or stay in one general register?

5. Do you want to use pick-ups? One, or more? If so, make sure they lead to the first strong beat!
The strong beats are beats 1 and 3.

6. Once you've begun your phrase, how long are you prepared to maintain your continuity, thoughts,
ideas? One measure, two, four, eight? Have you thought about it?

7. What rhythm are you going to play initially? Do your d alre the s/pitches
in thythm? Can you actually play them? Remem@gr, your se re @ S I eral
words or idea of a sentence. Think %earl ¢ YQu begin.

8. Chord tones (1,3,5) are good n to bRgin Yphrse with. Know where they are on your ~
instrument.

9. Is your initial idea coming fro mind or is it something that your fingers have picked out?

BEFORE you start each phrase. You

10. Windplayers...be sure ycyve take
usical thoughts to the mind

need to SUPPORT the Tone in
of another. Think SOUND.

11. Make sure you k@r
The jazz musician&ay

actual melody anbwhe



MUSIC FUNDAMENTALS TO KEEP IN MIND
WHEN IMPROVISING

Use full range of instrument

Emphasize certain notes of a scale or a chord
Listen to your own sound - do you like it?
Use narrow intervals (chromatic passages)
Use wide intervals (leaps)

Be PATIENT with yourself

Be patient with fellow musicians

8th and 16th notes build tension

Rests, whole and half-notes create relaxation
Chordal passages

Arpeggios

Staccato (a la Sonny Rollins)

Listen to others

Don't overplay

Sequences

Dynamics - loud & soft & in-between
Tension - Release

Accents

Slurs

Held Notes

Shakes

Scale Passages

Trills

Use Rest (space). Silence can be beautiful.
Vibrato

Repetition (of anything)

Glissandos

Vary your rhythms

Think in terms of BUILDING a solo
Use your MIND

- You should use variety above all else, but not too much.
Keep the interested listener in mind.

1
2.
3. The pretty notes for major and dominant 7th chordglscales the 6,7¢nd
4. The pretty notes for minor chords/scales are 4,6,7, agd 9th. noges crej @ biog¥and Id
be used in the over-all tension-release‘)rocess e
' D

CDon 't play ] w in every solo.

~

AR" REALLY MEAN?

st an aural experience.
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posing and life in general.

N

. To Hear gives more enjoyment 3
understanding and vel gy
3. To Hear will earn y

teaching/coachinggwill retleg
your knowledge &c
. To Hear instills independe
channels. To Hv
5. To Hear makes &

security and cogfiden
"inner music."®o r
natural state.

6. "To Hear" m

( Work on your ears. They can a8

"z
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PRACTICE PROCEDURE FOR MEMORIZING SCALES
AND CHORDS TO ANY SONG

1. Play 1st note, root/tonic note of each chord/scale

2. Play first 2 notes of each scale

3. Play first 3 notes of each scale

4. Play first five notes of each scale

S. Play triad (1, 3 and 5 of the scale)

6. Play 7th chords (1, 3, 5 and 7th tones of each scale)

7. Play 9th chords (1, 3, 5, 7 and 9th tones of each scale)
8. Play the entire scale up and down

9. Play 6th chords (1, 3, 5 and 6th tones of the scale)

10. Play up scale to the 9th and back down the chord tones

® C
11. Play up 9th chord and then come back down thegcale O [
X,4,6, ,1,0,8,7,9,8 then backWar

ur§yfol the 12-bar blues you would need 12 choruses to
fth chorus your mind will be HEARING the chord/scale
will begin to go to the right notes automatically, almost

complete all twelve exercises.
progression in advance. Your
without having to tell them.

Numbers 10, 11, and llwill h
progression. Usually I practice

fast to fit them into the blues

After you get goo: ucl,

mind will be accqgtomed t
fingers via your i Ralio

first. Listening togd go

Be sure you

.



BEATS1 AND3
ARE MOST IMPORTANT IN BUILDING MELODIES

Beats 1 and 3 seem to want roots, 3rd's, Sth's, 7th's and 9th's (b9's on dom.7th chords that resolve
up a perfect fourth). I'm speaking of 4/4 time. In so doing, the listener can plainly hear the intended
harmony. They can also anticipate where your melodic line is going, the contour, the shape of it.

It eliminates a lot of the guess work in listening to jazz. It's actually the obvious thing to do
because that's the way we think and sing melodies anyway. Sometimes we call these notes Target
Notes or Guide-Tones or Goal-Notes. Since the 3rd and 7th of scales/chords are the most
important tones in any scale, placing them on beats 1 and 3 is vital.

Knowing where chord tones are on your instrument is like knowing where the kitchen,
bathroom, front-door, and telephone are.

Look at Charlie Parker's solo on "Now's The Time" for a good example of chord tone placement.
It's in the "Omnibook."”

Look at other transcribed solos by various players to see how they utilize this important rule in
playing jazz. Take a pencil and mark the chord tones that fall.on beats 1 and 3 (or, on all four
beats!). You'll be surprised. Classical music also doe‘s this. Ifpok at a i .

Again, look at melodies to standards such as Misty, RCan't Get SQrt

begtanda t

Tune Up, Summertime, etc. These songy wo
musical principles.

Try this; tape yourself sing/h 3
several measures or the entire chuNQe patient. If your singing is free flowing and right-brained,
you'll be surprised how often you pNge chard tones unknowingly on beats 1 and 3. It's the natural
thing to do.

Beginning improvisors often soung g utilize the above concepts.

o
o
There are dozel' qa .
exceptional solos w av| DI

AIDS, P.O.Box 131, N
bold print.

BASS TRADITON,
CHARLIE PA "0
HANK MOBLEY SOLOS. Pla
JJJOHNSON TROMBONE SOLOS.
MODERN JAZZ yf SAX SOLOS contains m3
28 MODERN JAZZ TR ET SOLOS Book #1 and Boo
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THE BEBOP SCALE

The bebop scale contains one added tone to each of the four most used scales.
Dominant 7th, C7=C D E F G A Bb B C (The underlined tone is the added tone.)

This scale is often played descending and would look like this:

C7=CBBhrAGFEDZC

Don't allow the B natural (added tone) to fall on a downbeat. The added tone must always come
on the upbeat in order to give it the jazz sound we are used to hearing. This is also called the 7th
scale.

Good notes to begin/start a phrase with are the chord tones:1,3,5,and b7. When you begin a phrase
with the 2nd, 4th, or 6th notes of the scale on a downbeat, you must use additional chromaticism
somewhere in the phrase in order to make the B natural fall on the upbeat. 3rd's and 7th's like to fall
on beats 1 and 3. This makes your phrases sound more natural.

There are also BEBOP scales to be used over major, minor and half-diminished as well as the
dominant 7th listed above.

MAJOR=C D EF G G# A B C o
MINOR=CD EbE FG A Bb C ( O
HALF-DIMINISHED = C Db E§ F \> B e

~

iCN ich"we are referring to as the bebop scale) allows
ach

your lines to have shape and re closely resembles those of the jazz masters. Since
the scale has 8 tones, it helps 1ly®lace the chord tones ON the beat rather than have them
scattered all around. Most peopl&goti®e an immediate uplift to their melodic lines when they begin
using the bebop scale; especially 1Y tk ed to listening to jazz music. They can tell the

Using the simple half-step chr

similarities.

The dom.7th beboggscale can ample: C7 bebop scale
(CDEFGABb cqulg
interchangable over e i

bebop scale: CD sF GA
G . They're the same®
Learn this SO ‘@ di
Look at tragecribeqds
surprised how o S




EAR TRAINING

In music, your ears are your best friend. The sound comes into your ears and your mind processes
the music. Well-trained ears can be had by everyone if they take the time to develop them.

Playing logical, flowing melodies seems fairly easy when singing mentally or even aurally
(vocally). This isn't always the case when we begin to improvise with our instrument.

Make it a habit to play what you hear in your head. You will quickly sharpen your facility
and your ears. A keen ear, coupled with equal facility, usually gives players an advantage
they can gain no other way.

I suggest singing into a tape recorder and then, while playing it back, try to match the notes and
phrases on your instrument. Sing simple phrases at first...short phrases. As you get better at
transcribing yourself, make the phrases longer and possibly more complex. I call this transcribing
the real you! You may want to begin by singing back to yourself instead of playing just to make
sure you heard yourself correctly.

It can be fun to practice ear training with a friend. Begin with one person playing one note and
the other immediately matching it. Then the other person plays a note and you match it. Move on
to two notes, then three, then four, etc. Keep the distance between notes narrow in the beginning
and gradually widen the intervals as you progress.

I also suggest playing along with a regular jazz rec@ding. donflhave tiskey or the
scales or anything. Just try to match notes as you healﬁm beingdplaged. I @ to @ L a
few notes and frantically look for them gn m wigle the di aySaifay N Afi nd

istdq@ anW§ pi

them, or as I sometimes do, forget them, Iglis out several more notes to try toRggys
This is excellent ear training. Mos miy hPoughout the past several decades learned to
play by doing this.

I recommend improvising wi
develop your ear. I don't suggest st
how scales relate to the chorg symbg
playing by ear without the chdtd sy

Several good ear @ ing
volumes), Jamey AebgQldl
Harry Picken's Ear Wfo

A cassette recorder tha@ic
Marantz PMD201 or the more defuxe
if you enjoy practicing #id are t
cassettes by practicing anfgimproviding
Db or A, Ab, G or Gb. The gets
your audio dealer.

Some CD players fgave nc
instance, you could pi to repgifat {

Denon manufactures a player with B

keep abreast of the new features as they become avar

C

f the recorded tracks with the book closed. This helps

S way, but after you understand the principles of
gle is sounded for so many measures,
ginely beneficial!




PENTATONIC SCALE AND ITS USE

The pentatonic scale has been used in music for a long time. Pentatonic generally means a scale
built of five tones. In jazz, the two scales which have become popular are the major pentatonic and
the minor pentatonic. If we build them in the key of C and in the key of F, they look like this:

CA Major Pent. C- Minor Pent. FA Major Pent. A F- Minor Pgnt. =
D b0 ¢ b
] N L7 * - 144 P el A]'HVV
N L =4 A L & & . .4 ,
S¢93 £ 6 7 JZ‘;Aﬂ- o7 7 /T F 5 6 7 1rv3 4 L7/
/ /

People use the pentatonic scale more during a blues progression than in any other harmonic
sequence in jazz - especially young players. There are books on the market which advocate using
the pentatonic scale as a means to solo on the blues progression. The pentatonic scale sound should
be thought of as a small part of the overall musical spectrum.

The pentatonic scale is a sound which can add variety to the overall musical framework. Rather
than "running it in the ground," sprinkle it in amongst other scale sounds. The blues scale and the
minor pentatonic scale are very similar. The blues scale has six tones and the pentatonic scale has
five. If we write both scales in the key of F they look like this:

F Minor Pentatonic

}
A Lf

New Note (#4)
Blue Note. . . Tension Note

~

The pentatonic scale can major, minor, dom.7th, half-diminished, dim., whole tone
and almost any other scale. T usually several pentatonic scales inside every regular scale.
Below, I list the pentatonic possibMiti inside the C major scale and the F dorian minor scale.
We usually avoid using thegth not art of a pentatonic scale. All of the notes
of the minor (dorian) scal€”are us

A n CA+4
dian Scale)
A(C Major Pent.) j nt.)
) 4
3
A Y
r- X
F-
(F Minor Pe
| “d

Don't be afraid to perso

Oc
Y 4 30




Blues heads (melodies) are often made up of a single pentatonic scale, usually a minor pentatonic
scale superimposed over a dominant 7th chord/scale. See example below.

Bb7 (Bb Minor Pent.) Bb7//_\
2 hoA A A —

[ Lt
1 | N |

e

1 }
| I i
Vi 1 PR | ¥
- aal v !
Yy r_ 7

Try improvising over the Bb blues (concert key), using just the Bb minor pentatonic scale
throughout. The notes in concert key are: Bb, Db, Eb, F, Ab, Bb.

You may want to alternate back and forth between the Bb minor pentatonic scale and the Bb
blues scale. Next, try improvising over the F blues, using the F minor pentatonic scale and the F
blues scale. The F minor pentatonic scale is comprised of these notes: F, Ab, Bb, C, Eb, F.

Of course, the minor pentatonic scale can be played over a minor scale. Use the pentatonic scale
(minor pentatonic) that corresponds to the root of the minor scale/chord. The first choice pentatonic
scale for eight measures of F minor would be the F minor pentatonic scale. Remember, there are
several pentatonic scales within each minor, major, and dominant 7th scale. Experiment with the
various pentatonic scales and get the sound of each in your head. You may want to write these out
on paper so you can see how they relate to one another. For further pentatonic study, I highly
recommend Pentatonic Scales for Jazz Improvisation by Ray Ricker.

Play with recorded Tracks 1, 2, 3, and 4, and apgly the tatoni le meppdic fashion.
Occasionally, throw in a phrase using the blues scale that corres s §p the af in the
eight bars of F minor use the F blues, F %entat minor scal).
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NOTE: Memorize the keyboards black & white notes.
Have them on the "tip of your mind" for use at any time in figuring out intervals,
scale qualities, licks, etc. It's a marvelous tool. It's visual and you can SEE so much all at once.

"No one can hurt you in your imagination." - Amnesty IntemationaD

CHROMATICISM

Chromaticism means using half-step intervals. When listening to jazz solos or analyzing
transcribed solos you will undoubtedly come across notes that are not in the scale or chord being
sounded. This is not unusual. T used to marvel at how a player could be so far from the scale or
chord and still sound good. In the examples below, I will show you how notes outside the basic
scale can be incorporated in your melodies. The proper use of chromaticism can instantly make you

sound more mature.

( Keep in mind that any note can be played again
p

Here is an example of how the entir®&hro
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By using the scale tone above each chord tone, and using the half step leading tone from below,
we get sounds like this:
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By starting a whole step above the chord tone and descending in half steps we get a sound like
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Neighboring chromaticism using each scale tone as the basic note sounds like this:
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Practice playing one or two of the chromatic exercises with one of the recorded tracks. They
should become part of your melodic and harmonic vocabulary as soon as possible. The major jazz
players don't think just scales or just chords; they fuse the two with sprinklings of chromaticism.
Some players use more chromaticism than others (Dave Liebman, Woody Shaw, Mike Brecker,
Steve Grossman, Dizzy Gillespie, John Coltrane) and have gradually helped to change the melodic
direction of jazz. Dave Liebman's "Chromaticism" is a good book on this subject.

Practicing any pattern or lick, with or without chromaticism, in all keys at various tempos should
become part of your daily practice routine. I think you will find the play-a-long set "Gettin' It
Together" (Volume #21 in the play-a-long series) helpful because it goes through all twelve keys at
slow to moderate tempos. This is a must for real "woodshedding."

PLAYING THE BLUES

The blues is a musical form which jazz musicians have always embraced because it allows them
the opportunity to express emotion and everyday feeling as well as intellectual concepts. These are
often learned by studying another player's style and conception.

Most beginning improvisors use the blues as a springboard to other jazz forms. Many band
directors and private teachers feel there is not too much to playing a decent blues solo. They feel
that you learn the blues scale of the key the blues is in and "just sorta' improvise what you feel" over
that scale sound. They probably think this is what they are hearing when they listen to jazz players
on radio or records. They do hear some of that, but if you ¢ out the major jazz influences, you
will begin to hear much more than just the blues@®cale. Y4 th a@are nd is still

growing.

Here are several things to watgh fo.r & tiQ bl \t will make your playing more @ling,\
convincing, and musical. Begin ingimg ( y8ur voice) several choruses of blues along with
the recording (Bb blues or F Y &rself with your cassette recorder so you can listen to
yourself. Then, with your inst d, try playing the phrases that you just sang! What you
sing is often closer to the REAL han what comes out of your instrument. You may have to
begin by copying one or two note¥ag our way up to an actual musical phrase. This is

We are inhibited and limited ent. Musicians who know
their instruments w vena b inc
mind to the listener.
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same inflections, getgglatig
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Practice singing W 0

singing within gour
instantly start pRg
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The blues can have many different chord progressions. Players of rock, gospel, soul, country, and
other simpler forms of blues music don't use the same chords as, say, Wayne Shorter does his blues,
although they could if they wanted to. Usually, when one starts beefing up the chords (harmony),
one feels the song becoming more and more jazz influenced. When you begin altering the chords to
a gospel tune it just doesn't sound the same. People who listen to that type of music will probably
not be satisfied because the music is no longer what they are used to hearing.

To get the "feel” of playing the blues progression spend time just soloing on 2 or 3 notes. For
instance, play the root and the lowered 3rd. Use rhythmic imagination and see if you can make just
those two notes swing. Then, gradually add a note or two such as the 2nd or the 6th. Try
improvising over the 6th, root, and lowered 3rd. Just think of "swinging" or "groovin" with the
recording. Concentrate on articulation and simplicity. In time, work your way up to using the
entire blues scale. Carry this good "swing feel" into the other recorded tracks that utilize the swing
feel.

Since jazz is an evolutionary art form, various chord modifications and alterations are welcome.
They have become a part of the energy that has kept it alive. It's expected for this music to change.

CHANGE = OPPORTUNITY

The basic 12 bar blues originally used three chords. They are: a dominant 7th built on the root, a
dominant 7th built on the fourth, and a dominant 7th built on the fifth of the key you are in.
Example: Blues in the key of F uses these three chords F7, Bb7 and C7. The order of oc-
curence is in a twelve bar sequence and can look like this:

/FT/¥7/F7/F7/Bb7/Bb7/F7/F7/C7 7/C7/

There are variations ad infinitum to the chord p@gressiolg whichgfa blues. A
few of the more popular are as follows (key of F). NQTE: chor ol app. the
same measure, each chord gets two bea
Example (A) is on the play-a-long reco g,

(A) /F7/Bb7/F7/F7/Bb7/Bb7/F7/F

(B) /F7/Bb7/F7/C-F7/Bb7/B /A D7/G-C7/

(C) /FI/Bb7/F7/C-F1/Bb7/Bo7 /G-C7/Db-Gb7/F7D7/G7C7/

~

The blues progression that Cha n "Blues for Alice" has descending root
movement coupled with a cyfle of f times called "Bird Blues."

/F [EOA7/D- G7/C-F7/Bb /Bb-/A- aNothin' But Blues".

These are just a fi the v more, check
out Vol.42 Blues in ary
Keyboard Player

When beginmn

1. Get the feel of t

2. Then the first b
3. Then the triad

4. And finally thg entirgs
Here is what th;wo
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If these move too quickly for you, use the procedure on page 26 and apply it to the F blues or the Bb

blues. The Bb blues track is a little slower.

When two chords appear in one measure, you have to alter the rhythm of the pattern or condense
the number of notes in your pattern. No matter what song you are working on, use the above method
for getting acquainted with the harmonic movement of the tune. I heard two of the top jazz trumpet
players in the country say this is the first thing they do when looking over a new piece of music they
are going to solo over. It makes good sense because it gets your ear accustomed to the various scale
and chord sounds in advance of the actual soloing. I advise using this method of practice when

approaching ANY new song or chord progression.

The most important harmonic points in the blues progression, and these are often totally neglected
by young improvisers, are the measures circled below:

EXAMPLE 2 F7 Bb7
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Most good wind players have a basic knowledge of the keyboard and can play blues in several
keys. It is much easier to solve harmonic problems while looking at the piano keys than it is to see
it on a sax finger table or trumpet valves.

Lead into the 3rd or 7th by half step. This strengthens the harmony. Notes that are good choices
at the beginning of measures are given below.
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The blues scale can, of course, be played at any time during the chorus. The notes of the blues

scale often clash with the given harmony, but that is what ma t sound like the blues! If it didn't
clash in the beautiful way it does, we wouldn't call it g blues. e care tt ine r soloing
to just the sound of the blues scale, and in so doing, ggerlook ibillities o yIW e ing
the other scales such as minor and domirgmt. T ucscale in thejke i B F.
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THE BLUES SCALE AND ITS USE

The blues scale consists of the following: Root, b3rd, 4th, #4th, S5th and b7th.
EXAMPLE: F blues Scale F, Ab, Bb, B, C, Eb, F

When playing a twelve bar blues in the key of Bb, use the Bb blues scale:
Bb, Db, Eb, E, F, Ab, Bb

The blues scale can also be used over minor chords when the minor chord is sounded for 2, 4, 8,
or 16 measures or longer. EXAMPLE: If D minor is sounded for eight measures, you may use the
D blues scale: D, F, G, Ab, A, C,D

When playing in minor tonalities you may choose to alternate between the dorian minor and the
blues scale, both having the same root tone. EXAMPLE: D minor is sounded for eight measures -
play D minor (dorian) or play D blues scale or alternate between the two scale sounds.

Experiment alternating between dorian minor and the corresponding blues scale over any of
the first four recorded tracks.

The blues scale is used to convey a "Funky”, "Down-Home", "Earthy" or "Blusey" sound/feel.
Don't run it in the ground by overuse! Rhythm and blues players use this scale extensively.
Experiment with the blues scales listed below and apply the the recorded tracks on the play-a-
long recordings. °

THE TWELVE BLUES
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After you become familiar with the blues scale as I have it listed, you may want to add tones to
the scale which give the scale sound more variety. Added tones are underlined.
EXAMPLE: F blues scale...F, G, Ab, A, Bb, B, C, D, Eb, F

This scale sounds strange when played straight up or down. Jazz players usually play bits and
pieces of the scale or make up licks utilizing certain notes of the scale. You will eventually want to
transpose this scale to all twelve keys for practice. For now, learn it in Bb and F concert.

I've listed 5 blues heads (melodies) that you should memorize (pages 72, 77, 87, or 97).

SEVENTH CHORDS

A triad is 3 notes stacked on top of each other; the bottom note being the root, the second note the
3rd and the top note being the Sth.. A seventh chord is like a triad, in that it contains intervals of
varying widths stacked on top of each other. If you add an interval of a third (either a major third or
a minor third) [major third = 4 half-steps and a minor third = 3 half-steps] to the top of a triad, the
result is a seventh chord. There are four types of seventh chords within the minor scale. The four

types are: Major 7th, Minor 7th, Dominant 7th, and Half-Diminished 7th. The difference in the
construction of these chords is shown below.

FA F7 F-7 F(z)
= | | —
917 No o) —
7] [#) M)
R Z 22

Jp Major 7th F Dominant 7th oF Mmoz; g Q r
Each tone of a scale can be the root of @tria a s@enth n bumading eve‘h clords
upon each scale degree of a dorian ginor ale, ith the lowest tone, the type of ch built N

follow this sequence: minor, min inant, minor, half-diminished, and major. For

example, as we build seventh ale degree of the F minor scale, it looks and sounds
like this:
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Some seventh chords will naturally create more tension than others. Tension is arrived at by
playing tones other than the root, 3rd, or 5th of the basic scale. These three tones are in closest
relationship to the basic scale and therefore, are consonant. If a soloist uses seventh chords built on
the root or 3rd of the basic scale, the notes produce a sound very similar to the basic scale. If the
soloist chooses to use seventh chords built on the 2nd, 4th, 5th, 6th, or 7th degrees of the basic scale,
the sounds produced will automatically create tension, which want to eventually resolve to the root,
3rd, and 5th degree of the basic scale.

In essence, the most consonant tones of scales are the root, 3rd and 5th. These three tones
are excellent notes to begin and end phrases with.

When dwelling on tones other than these, the soloist creates tension which should eventually
resolve naturally - melodically (to one of the consonant tones), or by artificial means such as change
of key, abrupt change in dynamics, change of tempo, use of rests or a combination of these.

When resolving an idea or phrase it is natural to end on beats one or three, in 4/4 time or the
and of beat two or the and of beat four. Beats 1 and 3 are the strong beats in the measure.

Seventh chords should be practiced in the same manner as triads. Begin by stating the individual
notes of each seventh chord found in the basic scale. The basic scale is whatever scale you happen to
be working on. There are seven seventh chords in every basic scale. Remember, there are twelve
minor scales, twelve major scales and twelve dominant scales_RBractice seventh chords over all the
scales; don't limit yourself to several of the more congortable nes.

@e methodical in the way youg ach your 1“@ E ’ Q

As you practice you'll see how on iSgx2tly the same as one found in anotf®M@scale. ~
For instance, C major 7th chord is th th®7th chord built on the 3rd degree of the A dorian
minor scale. They both are the cRord built on the 7th degree of D dorian minor. There
are lots of similarities. Learn to

e on your instrument...1, 3, 5, & 7. As1
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Beginning improvisors should learn to play on the bear. If, later in their musical development,
their personalities suggest they play ahead or behind the beat they will at least be able to find the
basic pulse because they have played there. Listening to the rhythm section and connecting the flow
of your notes to theirs is vital.

When playing behind the beat, players must be careful to keep the quarter notes consistent with
the basic pulse laid down by the rhythm section. If they place their notes later and later in the
measure, they are guilty of dragging. Phrases that drag often resemble something dying! On the
other hand, if the player's notes (phrases) come earlier and earlier in relation to the basic pulse, they
are guilty of rushing, which, of course, is also undesirable. Our considerations of time and note
placement hold true regardless of the meter - 3/4, 4/4, 5/4, 6/8.

Players hopefully will find their own "groove” and learn to play with rhythm sections that play
ahead of, on, and behind the beat. The way you place your notes in relation to the basic beat can

also produce tension or release. See following section.

The basic pulse in the following examples is represented by numbers 1 2 3 4.

Example | Example 2 FExample 3

1 2 3 4 1 2 3 4 1 2 3 4
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Tension is that which builds intensity and excitement. In music, tension can be achieved through
the manipulation of volume, direction of the melodic line, range (tessitura), intervals (wide
intervals), value of notes (whole-notes moving to half-notes to quarter-notes to eighth-notes, etc.),
silence - movement - silence, repetition (of almost anything), contrast (especially sudden contrast), or
any combination of these elements. Release is the natural relaxation of tension and must follow any
climax. Tension can be quickly released by downward motion. If tension is allowed to go on too
long it has a tendency to evolve into boredom. Players have to be constantly aware of how they are
building their solo.

It is logical to construct solos in four and eight bar phrases. Most good improvisors like to think
in long, flowing, lyrical lines as opposed to short, unrelated, fragmented phrases. Short, choppy
phrases initially create tension; but if allowed to continue without proper development will wear thin,
and an undesired type of release results. Strive for continuity of thought throughout your entire solo.
Playing musical phrases should eventually be as easy as speaking with a friend. Strive for playing
the same melodies you hear in your mind. Sing with the play-a-long recording.

As your solo gains momentum, you should direct the flow of your melodic line toward a natural
climax and then immediately taper off (release), drawing your solo to a close. What I have just
described would look graphically like this:

Climax
x

Jon
'Ye“s‘o '%/

. . ® . .
Truly mature improvisors can construcg mexgdie release sections ba
desired over-all effect looking like :

Final Climax

Climax
X

A long ﬁnaiﬁease num

stages of the solo.
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When utilizing more than one climax per solo it is best to make each successive climax more
dramatic than the previous one. This is usually done gently, little by little. This will achieve an
over-all feeling of increased tension leading to the final release, which should be of much shorter
duration than the approach to the climax.

The melodic line curves drawn here can represent one chorus or several, depending on the
imagination and ability of the soloist. Beginners should force themselves to construct ideas lasting
four and eight measures. Flowing lines are achieved by blending one phrase into the next.

All improvisors should keep in mind the traditional musical sequence of events: Statement of
theme (motif), development of theme, climax, and release (relaxation of tension).

Statement » Development of Theme » Climax » Release

I have often thought most good jazz solos were constructed of 50% emotion and 50% intellect.
Solos which leave lasting impressions have just the right amount of emotion coupled with intelligent
over-all design. It's easy to sing in this manner. We have to learn how to do it with our instrument.

I can think of no better way to learn to improvise melodically than listening to the masters and
trying to emulate their playing concepts. How can we expect anyone to listen to us if we don't
earnestly listen to those already doing it?

A few of my favorite jazz soloists who hav%the abjity to ¢ aningfyl melodies
consistently are Charlie Parker, Louis Armstrong, Sgnny R05J n Col i Wes
Montgomery, Freddie Hubbard, Erroll Garner rbi@Hancock, o»lc sﬁo ng,

1 BT his list is short. Therefgge many,

Clifford Brown, Dizzy Gillespie, Roy ®:yne\fan Jon ~
many more.
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& When thinking of scales in 1

In the hands of a mature improvisor, any of these elements can create tension or release. For
instance, players could begin their melodic line in the high register very softly and gradually increase
the volume as they work their way down to the lower register. Upon reaching the bottom they will
have caused a climax to occur.

Ultimately, players should know in advance where they want their line to go and, with proper
usage, the various elements will help them best achieve their goal. The individual is the manipulator
of all the elements. Listening and emulating can be the finest teacher.

For further study of melodic development and time, I recommend Improvising Jazz and How To
Practice Jazz by Jerry Coker, Jazz Improvisation by David Baker and Patterns for Jazz by J. Coker,
J. Greene, J. Casale, and G. Campbell.

Close your eyes while you improvise. Often this will stimulate your creative flow.
Humor can do the same thing.

RELATED SCALES AND MODES

After working with triads and seventh chords it should be obvious that there are scales and chords
within scales. Many players like to think of the D minor (dorian) scale as a C major scale beginning
on the second scale degree of C.
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I don't mean to imply there are no other types of scales.* 1 emphasize these three types only
because Volume 1 is based on these and so is the majority of ALL jazz and pop music. For practice
in thinking of scales in this related manner, examine Track 5, "4 Measure Cadences" on the
recording. If you check the key signature for each of the three scales within the repeat signs (8
measures total) you will find that the entire recorded track only employs six major scales. I use the
term major scales because most people learn their major scales first and thus can relate to it easier.

* See Scale Syllabus for other scale choices- page 53.

I . D~ G7 CA CA
DORIAN DOMINANT 7th MAJOR MAJOR
e —— COMMON KEY SIGNATURES ——

Outlined below is a chart listing the seven scales (sometimes called Modes) that combine to form
our major scale. The names in parenthesis are derived from the early Church modes (16th century)
and several names are still in use today - dorian, lydian, mixolydian.

,—— B Half-Diminished (Locrian)
_T__ A Pure minor (Aeolian)
|————— G7 (Dom. 7th — Mixolydian)
1
S | I v

F Major w/#4 di
P jor w/#t (Ly e L
i 4 1
A
ﬂ‘ P &7 1
c | 1
o ( EMinor‘Phyr i

l I D Minor (Dorian: ! \
C Major (Ionian) C Major (Ionian)

POINTS TO KE IND WHEN IMPROVISING

Music is communication 41mpro municating.
Don't play everything you know,

Listen to yourself play
Does your playing%o
Would you rambjg o

Everytime you i ise y
We can usually rem
Just said music

Your instrume I
Make your melodic Tines

@ourg . to¥e

-
< .

* X X X X X ¥
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ARTICULATIONS:
HOW TO BETTER EXPRESS YOURSELF

One of the special features of jazz music is the articulation that the various players use in
expressing themselves through their music. Some players enjoy using the standard swing style
articulation very common to Swing and Bebop eras. Others use little articulation, relying on legato or
slurred phrases. Some use staccato in their playing to add interest or emphasize certain notes or
phases. Most players use a variety of shadings and expressiveness in the way they articulate their
phrases. This along with sound forms the better part of the musician's personality. The use of
staccato is okay for advanced players, but beginners need to learn the more common jazz
articulations first. Save the staccato for marching band.

When I was young and just learning about jazz, I instinctly knew that notes played without proper
articulation would fall on deaf "jazz ears." So, I listened carefully to people like Duke Ellington,
Count Basie, Ted Nash, Charlie Parker, The Metronome All-Stars, Oscar Pettiford, Stan Kenton,
Stan Getz, Dizzy Gillespie and many others. I learned how they phrased their notes. I copied their
articulation because I wanted to sound like them. I ended up sounding like myself but using typical
jazz articulation and phrasing. Incidentally, my main instrument is alto sax but I also play piano and
bass.

Most all players eventually arrive at a style of articulation that is suitable for expressing themselves
and their personalities. Young players often struggle with gegle various muscles to respond at

the precise time the fingers touch the keys, be it s@ophondytrumpgf, pia tar whatever.
Jxcrl or ians
s gpt ¢ ated

Think of articulation as proper enunciation. No $ne enjoys Netefling ta
who cannot properly, or effectively, getgheir geQcross i
iliNyto articulate in the jazz idiom. These players usually
into their minds the common, most-used styles of

with their voice, lips, fingers, breat
usicians. In incorporating these past styles of articulation
aften will borrow a little here, a little there, add some
gl bags", as it were.

Some players seem to hav
have listened to records and
articulation of the most promineniYy
into their own concept of playing m
of their own, and in the end lyable to

After note choice, gmficulatio iazz. Dont' over-
look it. Don't make '
lost. Why work ogar
t

i
t
statement but tru lis

One of the mb
much tonguing; ' @ ht
tonguing in this artiCI® can
row (one right a

has been leaning a

When I hear@layg¥fs pl
have not had a ce (or ha

is still basically a

without listening®o the A
the market today, ther no excuse to not be aware of the V3

main exponents.
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When a note is tongued it naturally emphasizes that note. It makes it stand out from the notes
preceding it and the notes following it. By practicing the following exercises, listening to jazz
musicians on record and in live performances who play the same instrument as you do,
experimenting with articulation in general and keeping an open mind, you can improve your playing
and in the process, be happier with the music you are playing. Good articulation definitely improves
communication between performer and listener!

Play all of these exercises with a metronome. Begin slowly and gradually increase the tempo, but
don't increase the tempo too rapidly. Make sure you are listening to yourself as you play.

After you get the feel of the exercises in G major, (you may use a different scale if it makes you
more comfortable) try improvising or just practicing with Track 1. Then, you can use these
articulation exercises with any of the recorded tracks. Apply the articulations to any of the 20
exercises in this book, especially the quarter and eighth-note exercises.

The articulation has to become automatic before it will begin to sound natural. Don't rush or
force the exercises. Eventually, make up your own exercises and move the accented notes around in
the scale. Gradually broaden the scale to include two octaves and then move on to include your
instrument's entire range! Begin with a fairly heavy accent, then medium, then light. Those who
haven't done this before need to hear what an accent sounds like; and by playing heavy at first, the
idea seems to come in focus quicker. Again, listening carefully to recordings can be your best
teacher.

You want to get to the point where you can instantly t (heavy, medium, light, staccato,

legato, breath, throat, stab, jab, etc.) any note o‘ group @f notes ti u choose without
disrupting the FLOW and FEEL of your melodic lines. D
e Or the

MOST IMPORTANT: Don't get $uck MctNingnly o ajor scal rorgatic scale.
Use (practice) these articulation exggcisesqgverq\LINyca®s and chords in ALL keys. RemeMver, we\
improvise in all keys, not just the e nesDowt we?

These exercises were p WRyia®Freddie Hubbard from Sonny Rollins, a master of
articulation and time.

Tongue every other n?on the

)ﬂ ~

yauk 2
Tongue the 4th note.

Chromatic - tongue eve er




Random tonguing

>
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Random tonguing
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Chordal exercises
GA(9) — GA(9) G TRIAD
{; — > _f’\ > - >
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5 — l/ l,- —_'l d |

A good order for practicing would look like this: major, dom.7th, minor (dorian), lydian dom,
lydian, whole tone, diminished, dim. whole tone. Practice going from one scale right into the next
like this: (Use any of the suggested articulations for the exercise below, or change articulations

every two bars.)

" GA MAJOR
A T
o
\) yA" }?JA
lerd w’

G- MINOR (Dorian)

GA+4 Lydian

I

G DIMINISHED

1
!

|

Several players wjio madeji
Rollins, Phil WoodsNge e
Wes Montgomery, Her anc

JJ. Johnson, Slide Ham o
list goes on and (@, bujivhen Jth
articulation and relates to

Try to get the sound, , SOUND,

from listening to @uu®Ic thapgrom reading about 1
tn becoming a jazz musician. To

one of the key ingredie
freedom.
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NONENCLATURE

+ or # = raise 1/2 step —or b = lower 1/2 step H = Half step W = Whole step N

Because jazz players, composers, educators and authors haven't agreed on a common nomencla'tl_Jre for writing
chord and scale symbols, the novice will have to become familiar with several different ways of writing the same
scale sound. .

Listed below are the most common symbols in order of usage — most used to least used. The symbol that is bold
face is the one | use most often. Notice that throughout this book you will see CA and C to designate a major chord/
scale sound. | am doing this so you can begin to get better acquainted with various nomenclature. ‘

A =major scale/chord or major seventh (CA). A (7) after a letter means to lower the 7th notfa of the scale, making
ita Dominant 7th quality (C7). A dash (-) when located beside a letter means to lower t'h(.a third and seventh of the
scale 1/2 step, thus making it a minor tonality (Dorian minor) (C-). @ means half-diminished (CQ@). C-A means
a minor scale/chord with a major 7th. —3 means 3 half-steps (a minor 3rd).

CHORD/SCALE TYPE ABBREVIATED CHORD/SCALE SYMBOL

:mwm, Cmaj9, Cmaj 13
5th mode of Major Y mnxgvngHlyg;vxl;\tl)vé C9, C11,C13
*MINOR SE VENTH Mg‘,’”a") QVHIWWWHW) C-7,Cmi, Cmi7, Cm7, Cmin, Cmin7, Cmg, Cm11, Cm13
HYDIAN (Major oo with #4) (WWWHWWH) Cmajs4, CMs4, CA+11, CADS, Cmajbs
O matmottinr G by et e Cmi7(b5), C-7bs -
O moca e oo #2) (NHWHWWW) ™ (o2 co2, o9

DIMINISHED (WHWHWHWH) CDEbF GbAbABC [C°|Cdim, C°7, Cdim7, C°9

LYDIANDOMINANT (Dom. 7th with #4) (WWWHWHW)
4th mode of Melodic Minor CDEF#GABbC co C13+11
WHOLE-TONE (Augmented) (WWWWWW)
CDEF#G#BbGC ‘[m C7aug Q5. C7 2 o
DOMINANT SEVENTH Using a Dim. Scale (HWgWHV 9
CA ~

CR9 /C7b9+4, C1309+11
DIMINISHED WHOLE-TONE (Attered sca

+9+5 +9b13

7th mode of Melodic Minor C7alt, C7b9+4, C7b9+11
LYDIAN AUGMENTED (Majorwith #% +5
3rd mode of Melodic minor CA+4|CA+5

MELODIC MINOR (ascending only) Cmin(ma;j7), CrmiA, é—A(MeIodic), Cmé

miA, C-A(Har), C-Ab6

HARMONIC MINOR (WHWWH )

SUSPENDED 4th (W-BWWHW%r (W

CDFGABbC CDJ )

* BLUES SCALE (use at plggmgs discrg e Blues scale)
(—3WHH—3W) (1,b3,4,#4%.F , h

* These are the most common c Nl

I bekieve in a reduced Ch¥%d/Scale n

to have direction and gui

When we speak of q

I have tried to stand
there are instances whé™

I feel improvisors nged as I
The more numbers, Iw
thoughts from the written'page a

notation system. Thatis re
and it contains mar aliffed t
chord symbol, why k riting all

Listen to Volume 26 "The Scale Syllabus:
Remember: 2nd's are tw as 9th's, 4th's are
key of C ... the 2nd, O®is'the s as the 9th, D. Often a c8
scale he prefers beside th ord gymbol, such as Eb-A (melodic
pentatonic). 51
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INTRODUCTION TO SCALE SYLIABUS

Each chord/scale symbol (C7, C—, CA+4, etc.) represents a series of tones which the improvisor can use when
improvising or soloing. Scales and chords are the backbone of our music and the better you equip yourself, the more
fun you will have playing music. These series of tones have traditionally been called scales.

1 list the scales in the Scale Syllabus in the same key (C) so you can have a frame of reference and can compare
their similarities and differences. You are urged to write and practice them in all twelve keys.

Be sure to listen to David Liebman soloing on all of these scales in the Scale Syllabus — Volume 26. It can really
help one's ears to hear what these scales actually sound like with saxophone and piano. His transcribed solos are
also available in David Liebman's Scale Syllabus Solos.

This Scale Syllabus is intended to give the improvisor a variety of scale choices which may be used over any chord
— major, minor, dominant 7th, half-diminished and diminished. Western music, especially jazz and pop, uses major,
dominant 7th, dorian minor scales and chords and the Blues scale more than any other. Scales and chords used less
often are the half-diminished and diminished. If we agree on these five chord/scale families as being the most
predominant, then we can set them up as categories and list substitute scales beneath each heading. See next page...

Each category begins with the scale most clearly resembling the chord/scale symbol given to the left. The scales
are arranged according to the degree of dissonance they produce in relation to the basic chord/scale sound. Scales
near the top of each category will sound mild or consonant and scale choices further down the list will become

increasingly tense or dissonant. Players are urged to start with scales gt the top and with practice and
experimentation gradually work their way down the list to®he moreWggsonajffor teg T ing scales. You
er @ e with all

p e ger tjflc SSMle you are

8
N

your ears 3ad @ngers
the tones in the scale. Also try singing the scal@withgbuRyoidg. Im
learning and then play on your instrumengwhat Qour QoiccRga

should work with a new scale sound on your instrument un

Music is made of tension and releas pr®duce tension or they produce relaxation. Improvisors' ability
to control the amount and frequency n und release will in large measure determine whether they are
successful in communicating to the liste\g. Regaember — you, the player are also a listener!

1,2,3, 21 or 24 can be applied to the learning
dless to say, any scale you want to learn
ap construction I have listed

and assimilation of any of the scale choiceg

should be transposed and pragiiged in al
for each scale on the syllat%i
Pages 60 & 61 contain@t
If you are writing chg :
You may want a cena
things like that.
For additional inforrRgd
Jazz Improvisation by David Ba
Coker, the Repositqgy offfca

George Russell. T ook® a
U.S.A. or possibly at your local mu

.21 - Gettin' It Together,
b 47 — "Rhythm" In All Keys.
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SCALE SYLLABUS

LEGEND: H = Half Step, W =Whole Step. A =Major 7th; + or # =raisé H; bor— =lowerH; @ = Half-diminished; —3 = 3H (Minor Third)

CHORD/SCALE SYMBOL SCALE NAME WHOLE & HALESTEP SCALEINKEY OF C BASIC CHORD
CONSTRUCTION INKEYOF C

C Major WWHWWWH CDEFGABC CEGBD

C7 FIVE BASIC Dominant 7th (Mixolydian) WWHWWHW CDEFGABbC CEGBbD

C- CATEGORIES Minor(Dorian) WHWWWHW CDEbFGABbBC CEbGBbD

Co Half Diminished(Locrian) HWWHWWW CDbEbFGbAbBbC CEbGbBb

Ce Diminished(8 tone scale) WHWHWHWH CDEbFGbAbABC CEbGbA (Bbb)

LMAJOR SCALE LE NAM W& H CONSTRUCTION SCALE INKEY OF C BASIC CHORD

CHOICES INKEY OF C

CA(Can be written C) Major(don't emphasize the 4th) WWHW W WH CDEFGABC CEGBD

C Major Pentatonic WW-3W-3 CDEGAC CEGB

CA+4 Lydian(major scale with +4) WWWHWWH CDEF#GABC CEGBD

CA Bebop (Major) WWHWHHWH CDEFGG#ABC CEGBD

CAb6 Harmonic Major WWHWH-3H CDEFGAbBC CEGBD

CA+5, +4 Lydian Augmented WWWWHWH CDEF#G#ABC CEG#BD

C Augmented -3H-3H-3H CD#EGAbBC CEGBD

C 6th Mode of Harmonic Minor 3HWHWWH CDHEF#GABC CEGBD

C Diminished(begin with Hstep) HWHWHWHW CDbD¥EF#GABbC CEGBD

C Blues Scale -3WHH-3W CEbFF#GBbC CEGBD

2.DOMINANT 7th SCALE NAME W & HCONSTRUCTION SCALE IN KEY OF C BASIC CHORD

SCALE CHOICES INKEY QOF C

C7 Dominant 7th WWHWWHW CDEFGABbBC CEGBbD

C7 Major Pentatonic WW-3W-3 CDEGAC CEGBbD

C7 Bebop (Dominant) WWHWWHHH CDEFGABbBC CEGBbD

C7b9 Spanish or Jewish scale H-3HWHWW CDbEFGAbBbC C E G Bb (Db)

C1+4 Lydian Dominant WWWHWHW CDEF#GABLC CEGBbD

C7b6 Hindu WWHWHWW CDEFGAbBbC CEGBbD

C7+ (has #4 & #5) Whole Tone(6 tone scale) WWWWWW CDEF#G#BbC CEG#BbD

C7b9(also has #9 & #4) Diminished(begin with Hstep) HWHWHWHW CDbDHEFFGABbC CEGBbDb(D#)

C7+9(also has b9, #4, #5)  Diminished Whole Tone HWHWWW C Db D# E F# G# Bb C CE G# Bb D# (Db)

C7 Blues Scale -3W I‘H -3W CE # G CEGBbD (D#)

DOMINANT 7th

C7sus 4 MAY BE Dom. 7th scale but don't emphasize the third WHW EFG C D

C7sus 4 N WRITTEN  Major Pentatonic built ongg7 -3 Bb ) D

C7sus4 G-/C Bebop Scale CDEFGABbB G BbD N

JMINOR SCALE SCALE NAME SCALE INKEY OF C BASIC CHORD

CHOICES* INKEY OF C

C-orC-7 Minor(Doria CDEbFGABbC CEbGBbD

C-orC-7 Pentatonic(Min w CEbFGBbLC CEbGBbD

C-orC-7 Bebop (Minor) HWWHW CDEbEFGABbLC CEbGBbLD

C-A (maj. 7th) Melodic Minor(asc WH CDEbFGABC CEbGBD

C-orC-60rC-A Bebop Minor No. 2 WH CDEbFGG#ABC CEbGBD

C-orC-7 Blues Scale \u CEbFF#GBbC CEbGBbD

C-A (b6 & maj. 7th) Harmonic b@or e CDEbFGAbBC CEbGBD

C-or C-7 i D Eb F ABC CEbGBD

C-or C-b9b6 : bC CEbGBb

C-or C-b6 C CEbGBbD

4.HALF DIMINISHED

SCALE CHOICES

Co If Diminis

Co#2 (CD9) imini

C@(with or without #2) Bebop ;

S.DIMINISHED SCALE

CHOICES

NOTE: The above chord §fmbo
aware that each chord symWgl re;
alsohasa b9, +4 & +5. Thee
chord symbol abbreviation is C

C7b9 appears to havfffonly
3rd, +4, Sth, 6th, b7 & r

with the first side of Volume 3 "
*_ Incategory #3, MIN



THE DOMINANT 7th TREE of SCALE CHOICES

The two most important notes in any scale are the 3rd and 7th. They tell the listener what the quality is and
indicate the harmonic motion. The 3rd tells us if it's major or minor. The 7th tells whether the sound is stable
(doesn't want to move to another chord) or if it wants to move on to a chord of resolution. Dominants typically
want to resolve to a chord up a perfect 4th (C7 wants to resolve to F, F-, F7 etc.). The root or tonic is taken for
granted. If it wasn't there we wouldn't be able to identify the sound.

Any of these scales (qualities/sounds/sonorities) may be played when a dominant 7th chord/scale RESOLVES
to a chord/scale whose ROOT lies a perfect 4th (5 half-steps) above the root of the dominant 7th chord.

EXAMPLE: || Cc7 | C7 | F|F l Ab7 | Ab7 | Db- | Db- Il
Embellish these measures: C7 and Ab7

The altered tones are in bold type. Those tones usually resolve by half-step to a scale or chord tone. This
amounts to tension then release. It's a natural occurence in music. The 3rds's and 7th's are underlined.

Scales

1. DOM.7th = C7 = CDEFGABbC This is the basic dominant 7th sound. Be careful how you treat
the 4th tone. Use it as a passing tone.

2. BEBOP = C7 = CDEFGABbBC Play B &tural assi ne. ays appear on
an uple ; on@wnbeat.

3. LYDIANDOM. = C7#4 = CDE E# G was/ls a favorite note. It used to

4. WHOLE-TONE = C7+ = C his scale only has 6 tones. Itis a symetrical scale used

often in cartoon music and by DeBussy and Ravel.

5. DIMINISHED =C7b9 = C Db EPE C

6. DIM. WHOLE-TONE@«
7. SPANISH orJEWI&%L

8. CHROMATIC SCQ

(the Musical Alph et)

This scale has 8 different tones.It is symetrical
and is also used in cartoon music.
ker is a master of this scale sound.

Experiment with these sca
of these various scal o
beautiful music. Do afrai®to
to the sound and the fingerings. Patte

‘2,




THE MUSIC STUDENT'S PLEA

1. Suow me bow to FrvoER My msTRUMENT

2. Show me how to get a beautiful SOUND

3.  Show me how to READ music

4. Show me how to PLAY IN TUNE

5. Show me how to HEAR music and how to DISCERN
6. Show me how to PRACTICE

7. Show me how to LISTEN and how to APPRECIATE music

8. Show me how to PLAY WiTH GS

9. Show me THEORY, 1@\0 agcgll(:@m{
10. Show me h e my IMAGINATION and

how to g my CREATIVITY
/

But most of

It's time rgusighfe i
creativity to music progra

music teaching. The time's up' We

.




TUNE LEARNING

1. Listen to the song on record - over and over.
2. Memorize the melody in your mind. Be able to sing it.

3. Listen carefully to the bass line and the harmony in general. Get an overall sense of how the song
is put together.

4. Try playing the melody from memory, slowly at first.

5. Then, play the melody along with the recording. Copy inflections, articulations, slurs,
phrasing, dynamics, etc.

6. Learn the scales and chords in the order as they appear in the song. Make sure you've got the
right changes (chord progression). Get them from a reliable source such as the play-a-long books.

7. Improvise over the harmony, keeping in mind the original melody as a frame of reference.

8. Emphasize the 3rd's and 7th's of scales in your soloing.

9. Memorize both melody and chord/scales if you kaven't aleady. w the chord tones
are ON YOUR INSTRUMENT. r

10. Improvise your original melodies ®ascdyfn z\?ur m® HE . yo m@ide
your choices of notes, phrasing, ertlh latRgn, ®tc. ~

11. Listen constantly to the rdfhg of the song to further stir your imagination.
Incorporate ideas off the rec to your solos.

12. Learn the lyrics if the son}has any. g the lyrics while playing the melody.

13. Fall in love with the melodies t

Ny

"I've always tried
always tried to ¢

ogne up i
what the compose ei

lenge: not to rea




SONG LIST for BEGINNERS

Here are songs which everyone should eventually know. They are good jam session songs. I am
listing the key they are most often played in and the play-a-long volume number, where you can find
them. Most of the beginning songs are on the Volume 54 "Maiden Voyage" play-a-long
book/recording set. It's excellent for learning jam session tunes.

Beginning Songs; Intermediate Songs; troublesome spots = [ ]
Blues in Bb & F (1, 2, 21, 35, 42, 50, 53, 54) Four, Eb (7) [F#- B7]

Footprints, C- (33, 54) Perdido, Bb [bridge]

Satin Doll, C (12, 54) All Blues, G (50) [D7+9,Eb7+9,D7+9]

Doxy, Bb (8, 54) Groovin High, Eb (43) [A- D7]

Autumn Leaves, G- (20, 44, 54) Yardbird Suite, C (6) [bridge]

Impressions or So What, D- (27, 50, 54) Softly As In A Morning Sunrise, C- (40) [bridge]
Summertime, D- (25, 54) Green Dolphin Street, Eb (34)

Blue Bossa, C- (38, 54) Misty, Eb (41, 49) [A- D7/ C- F7 in bridge]
Song For My Father, F- (17, 54) Just Friends, F (20, 34) [Ao or Ab-]

Maiden Voyage, A- (11, 54)
Silvers Serenade, E- (17)
Cantaloupe Island, F- (11,54)
Sugar, C- (5,) (called Groovitis)
Watermelon Man, F (11, 54)

R \&0\ SCOI’G

~

Stella by Starlight, Bb or G (15, 22) [en
Star Eyes, Eb (34) [bars 4, 5, &
Invitation, C- (34) [entire tu
Have You Met Miss Jones?,

I Got Rhythm, Bb & F [7, 8, 16,
Giant Steps, Eb (28) [entire tune]
Joy Spring, F (16, 53) [2nd &p3rd 8 b;
All The Things You Are, A% (43)
Most ballads

Wayne Shorter tunes ce Si
thousands of other so
kM

Think of how many friends v
word. The gualltles of sgales (major,
easy to recogni
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ESSENTIAL DISCOGRAPHY

Listening is one of the most important elements of learning and playing jazz. Throughout the history of music, the EAR represents
your best teacher and learning device. The following list represents a small but important sample of the great recorded jazz history.
Alhough I am only listing the LP record numbers, many of these are available on CD and cassette. An * means outstanding.

Most of these, and many, many more, can be obtained in various formats by writing:

"Double-Time" Jazz, P.O. Box 1244, New Albany, IN 47150, U.S.A.

Alte Cannonball Adderley Something Else w/Miles Davis

Takes Charge w/W. Kelly, P. Chambers, J. Cobb

% O

At The Lighthouse w/Nat Adderley, Sam Jones, V. Feldman, L. Hayes
Trumpet Chet Baker The Touch Of Your Lips w/Doug Raney, N.H.O. Pederson
Jazz Messengers w/D. Byrd, H. Mobley, H. Silver, D. Watkins
Night At Birdland w/C.Brown, LouDonaldson, H.Siiver, C. Russeli (Vol. 2)

Drums Art Blakey

% ok

Trumpet Clifford Brown Clifford Brown With Strings
Study In Brown w/Harold Land, Max Roach

% %

Brownie Eyes
Bass Ray Brown Bam, Bam, Bam w/Gene Harris, Jeff Hamilton

Don't Forget The Blues w/Al Grey, Gene Harris, Grady Tate, Ron Eschete
Alto Ornett Coleman Town Hall Concert w/Izenzohn, Moffett and strings

% Something Else! w/Don Cherry, Walter Norris
This Is Our Music w/Cherry, Haden, Blackwell
Tenor John Coltrane

A Love Supreme w/same as above
Crescent w/same as above

%ok o

More Lasting Than Bronze (2 records)

Trumpet Miles Davis Jazz At The Piaza w/Coltrane, Adderley, Bill Evans
My Funny Valentine w/G. Coleman, R. Carter, H. Hancock

% ok

Milestones w/Coltrane, Adderley, Paul Chambers

Seven Steps To Heaven w/Hancock, Carter, T. Williams

%

Miles Davis (excellent 2-record set from 1956-57)
Nefertiti w/W. Shorter, R. Carter, T. Williams,
Kind of Blue w/Coltrane, Adderley, W. Kell
Light As A Feather w/Joe Farregll, Stan Clanlile,

% o

Piano Chick Corea

pO%

Brown & Roach Inc. w/Sonny Rollins, Max Roach

Live At Birdland w/M. Tyner, J. Garrison, Elvin Jones
Impressions w/M. Tyner, J. Garrison, Elvin Jones

Blue Train w/C. Fuller, Lee Morgan, Philly Joe Jones
Giant Steps w/Tommy Flanagan, P. Chambers, A. Taylor

Airto

BST 81595
Landmark 1306
Landmark 1305

Steeplechase 1122

Columbia PC 37021

Blue Note 81522
Emarcy 1011
Emarcy 1008
Emarcy 1010

Blue Note LA267-G

Concord 375
Concord 293

ESP 1006

0JC 163

Atl. 1353

MCA 29015

MCA 5887

MCA 29017

MCA 5889

Blue Note 81577
Atlantic 1311
Prestige 24014
Columbia 32470
Columbia 9106
Columbia 40837
Columbia CS8851
Prestige 24001
Columbia CS9594
Columbia 40579
Polydor 5525

* Now He Sings, Now He Sobs wAgoy Haynes,\gd Vitous BI 90055

Piano Herbie Hancock The Best of Herbie Hancock (2 regords) BI 91142

%« Maiden Voyage w/F. Hubbard, Note 84195

Empyrean Isles w/Fred Note 84175

The Prisoner@/Joe Note 84321

Trumpet Freddie Hubbard / MPS 13267

m&g

CTI 603

* . $porter, Elvin Jones, M. Tyner Blue Note 84085

Tenor Joe Henderson x must for Joe Henderson fans!) Milestone 9047

le w/H. Hancock, R. Carter, J. DeJohnette Milestone 9024

Jones, M. Tyner, B. Cranshaw Blue Note 84189

Vibes Milt Jackson es! w/Wes Montgomery, W. Kelly, S. Jones, Philly Joe Jones 0JC234

Trombone JJ. Johnson * The Vol. 1 & 2 w/C. Brown, H. Mobley Blue Note 81505 & 81506

The Tr y/T. Flanagan, P. Chambers, M. Roach Columbia CJ44443

Drums Elvin Jones Live At Th mbman & Grossman Blue Note LA015-G2

i Enja 2036

Trumpet Wynton Marsalis Columbia FC 40461

Alto Roscoe Mitchell Nessa - 2

Piano Thelonius Monk * Milestone 47011

Guitar Wes Montgomery * 0JC 034

* 0JC 106

Verve 833-555-1

Trumpet Lee Morgan ¢ Note 84222
Tenor Oliver Nelson

Alto Charlie Parker! *
Tenor Sonny RollinO

Tenor Wayne Shogfier

Piano Horace Sily

Alto Sonny Stitt

Alto/Tenor Sonny Sgigt

Piano McCoy @yner

Alto Phil Woods Bouquet'™

s ca ound in LISTENING.

Organ Larry Young /‘ Unity w/Woody
( Ans®
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STANDARD JAZZ TUNES LIST

These songs are the "cream of the crop” and you will be expected to know many of these for jam
sessions as well as casual music jobs. Many of these are in the Aebersold Play-A-Long books. The
remainder can be found in various Fake Books.

All The Things You Are Au Privave Afternoon in Paris A Child Is Born
End Of A Love Affair Bags' Groove Airegin Alice In Wonderland
Getting Sentimental Over You Barbados Along Came Betty All Blues

Green Dolphin Street Bass Blues Anthropology Beautiful Love
How High The Moon Bessie's Blues Cherokee Black Narcissus

I'll Remember April Billie's Bounce Confirmation Blue Daniel

I Love You Blue Monk Countdown Bluesette

I Remember You Blue Seven Daahoud Elsa

In A Mellow Tone Blue Train Donna Lee Floating

Invitation Blues by Five Doxy Fly Me tot he Moon
It's You or No One Blues for Alice Four Footprints

Just Friends Cousin Mary Giant Steps La Fiesta

My Romance Dr. Jackel Grand Central My Favorite Things
Never Be Another You Equinox Groovin' High Someday My Prince Will Come
Out Of Nowhere Freddie the Freeloader Half Nelson Tenderly

Satin Doll Isotope Have You Met Miss Jones Up Jumped Spring
Star Eyes Israel Jeanine Valse Hor

Stella By Starlight Mr. P.C. Jordu Very Early

Take the "A" Train Now's the Time Joy Spring Waltz for Debbie
What's New Some Other Blues Killer Joe West Coast Blues
What Is This Thing Called Love Sonnymoon for Two Lazy Bird What Was

Wine and Roses

Straight, No Chaser m)ment’s Nqlce Windows
You Stepped Out Of A Dream Traneing In rdis ( in
Vierd Blues Nig@'s Dream O e
Walkin' NigQ In Tunisia
BALILADS [ ) le j
Blue in Green nitNglogy \

Body and Soul
But Beautiful

apple From The Apple
Softly, As In A Morning Sunrisc

Coral Solar

Crystal Silence Stablemates

Fall Tune-Up

Here's That Rainy Day Well, You Needn't
I Can't Get Started jsper Not

I Got It Bad

I Remember Clifford

In A Sentimental Mood
Infant Eyes

It Could Happen To You
Lament Fall

Lover Man

Lush Life

Misty

My Foolish Heart

Peace

Prelude To A Kiss
Round Midnight
Search for Peace
Sophisticated Lady
Summertime

When I Fall In Lo
When Sunny Gets B
Yesterdays (old)

My Funny Valentine
Naima

Free
olten Glass
efertiti

ven Steps to Heaven

Shades of Light
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TREBLE CLEF SCALES
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BASS CLEF SCALES
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TEN BASIC EXERCISES

TREBLE CLEF

A VEqQiqd 9 VO qv 4 9 3 99 q3 4 a3 94 Q2 O *9 Q€ ¥ 95 493 90 /q9 qV #d
0q dAqlI 3 4 99 O QU vaqE € O ¢ 09AdAVvYd3dgO qd q¥v 93 g

g qv 4 0 /qd 9 3 90 /¥ 49 QT O ¥ 08 qd Yq¥ 9 #1 4 T qF ¢

*shoy 11e uyv 8dr3zoead jo 3FTasanok ainsse saduanbas 3001 ButmoTIOF Byl

Aue sprnb e se Buysn ‘S9STOIIXD dAOQE aor3oexd o3 nok aban ATbuoxly

- yi/ lueuiwoqg £D
P ote ,,

) (D S S SN —— Q
- — [ PPt w2

(NVI¥OQ) JOUI
(1saybry ayz o3 3jou 3samoy Jnok wody 31¥9S DI LVWOYHI 243 uJea)

Iﬁ!

lﬂ\\kuﬁ.ﬂ)\Q \w\nw D/LyWOIH

*sapifenb aaay) pajsi| A[uo aey | ‘suoryelapisuod adeds o3 an( “Aj[enb jo ssajpaedax ‘proyd 10 3[BIS XNV 0} 3537}
Ajdde ue> nox ‘Aep goea dn Suimiem 10j jea13 are saspIIXI ISAYL, *1deqd SNOLLVINDILLAY 243 JnsuU0d ‘[BI3A3s Jo [33] o) 333
nof 1333y -ojeda| Aejd pinoys s1akeid Sus pue preoqAayf ‘ISIXIIXI YIEI In[S PUB SSIUYJOOWS 10J IALIS 'PIads aseardom Ajjenpe.sd
uayy ‘Aimors Sunyoead £q wiBag ‘Ayaaxap pue paads ued nok dpy [[Im goIgM SISIDIIXI diseq ade asaq], sAf YL INVNIINOA
pue ‘(xomm uepo@) YONII MOLVIA 11t W Ae[d 0} a[qe 2aq puR ZLIOWIW PINOYS UBDISAW LI3A3 SISIIIIXI [BIIAIS 1B MO[dY

AHTO H'THAL = SUSIDUHAXH AJOLVIVAAId

to fight their way back to in

(" Adults.ofte



TEN BASIC EXERCISES

BASS CLEF
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THE TWELVE MAJOR 7th CHORDS

7
Bb Ma 7 7
¢ Ma7 F Mo’ Ebma’ ADb l;ll’a7 DbMa? GbMa’ ;,Ma ema? AM pwml Ma’
B rg b pb qu- 3 ﬁ, '
1o |y -4
? A 3

THE TWELVE DOMINANT 7th CHORDS

e g7 bBb7 e’ Ab’ b7 ab? 8’ g7 A7 . 7
s SRUEeSeen S ES RSIES
THE TWELVE MINOR 7th CHORDS
7 7 Bbmi’ e 7 Ami’ Dmi’  Gmi’

THE TWELVE HALF-DIMINISHED CHORDS
co FQ Bb@ D#0 Gi#0 C#Q@ F#Q0 BQ EQ AQ D@ GO

. g_ 4 2 X

e £ ==
\RTHS

he®CIRCLE of FOURTHS can also be called the Cycle of
. It has also been referred to as the Circle or Cycle of
e or just the Circle. It basically refers to the root
cale progression. If you go from the note
half-steps). If you go from the

B
QD%&

¢
¥
P

B(cb)

Ideas come from imagjgation, intul
@
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PRACTICAL EXERCISES AND SUGGESTIONS
FOR THE PLAY-A-LONG RECORDING TRACKS

The following pages contain exercises to be practiced with the individual tracks on the recording.
These examples are written in Concert Key. If you play a transposing instrument such as sax,
trumpet, clarinet or bass clef instrument you will have to transpose them to your key. Incidentally,
transposing is part of the jazz musicians daily life. We learn to transpose because it makes it easier
to play and learn new songs, scales, patterns, etc. It's not as difficult as some would have you
believe. You do have to use your mind.

These exercises represent only a few of the countless possibilities and are aimed at the beginning-
intermediate student. Experiment with making up patterns of your own. Some people like to write
them down or even collect them in a notebook for future use. The written exercises presented here
can serve as a springboard for your imagination.

IRACK 1 Apply exercises from the 20 presented in this book. Also, apply the TEN BASIC
PATTERNS. Make up some of your own. Try using the blues scales. Use the bebop scale, too.

TRACK 2 See musical examples on page 66.

TRACK 3 Apply exercises from the 20 presented in this book or the TEN BASIC PATTERNS.
Combine the patterns so they equal 8-bar phrases. Transpose examples to the seven needed scales.
Eighth-notes should be played evenly due to the bossa nova fe in the thythm section.

®
TRACK 4 Transpose examples used for Track 3 tofghe seven d sca@e EN IC
PATTERNS - lengthen to equal four bar ghras e YQur imagipdfio .
~
TRACK § Four-Measure Phrase{\§ee icCq} ex®mples on page 66.

ITRACK 6 Blues in Bb conce
give a "down-home" bluesy sound
variety. Use the practice procedure®n
records of blues! Sing along vygith this

Then try to match the phraSes on
DEVELOPMENT chapter on page

t with playing the corresponding blues scale. This will
y become tiring if you don't also use the regular scales for
o get the feel of the harmony. Listen to jazz
Rines. Think about what you are singing.

pecpts discussed in MELODIC

TRACK 7 Blues in .

TRACK 8 Cycle o&t
are the important nQiggaln the
from concert C al
track as the harmoni® e
TRACK 9 24-MRasuLg

This song is 24 bars long. . .
bar phrases initjglly tMfn Nngd
part of your ph € C

passing tone.
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TRACK 2

RACK §
ptrack# F-, Eb-, D- (4 BARS EACH Mc rack# FOUR-
C.mo jazz articulations. Emaoa.No as szw as mwwmmwzw QMMM%W These examples are in
Listen to your sound. These are in concert key. You may e You will need to trans

transpose them. easy one and then takf

Eb - 7 (Transpose)

; SR
» x TWI ) | 5 114
v, % e 1T gl I W Theg VTN L7 HH
._...“i SN R LA SRR | |

RN — LR

F-17
Eb
A . Bb7
ellE T —i
R )
F-17 Bb7 Eb




50 CYCLE OF DOMINANT /ths

CD TRACK #9

The examples below apply to the first 4 bars only. You should memorize one example and then
play it through all 12 keys. You may have to write several transposed ones on paper in order to see
how they look in the new keys.

TRACK 10

CD TRACK #11
These examples are written in one Wgy, cg@eert key. You should transpose them through the other
11 keys. You may want to_begin b e cxercises on page 26 or the TEN BASIC

PATTERNS.

~

w
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. @) |CONCERT KEY CHORD PROGRESSIONS| €3

A A
“f“‘\“‘ﬂ The large numbers below the staff indicate the number of measures each
chord/scale is sounded. Each hash mark (/) represents one beat.

=¥ /] [)
CD TRACK #5
O =
_'_
J oo L i
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(Play 2 Times)

|

0
0
| W

TRACK 6

CD TRACK #7




TRACK 7

CD TRACK #8

F7

1 Bb7 F7 | F7
5 i % .. 1 !
fa==:

Bb7 Bb7 F7 | F7
b £ M 7
1 y A y L3
<
~
G- -0 C7 F7 C7 F7
@2 . | :
—y L Lou® b,a4—ﬂ. 7y
—® .j‘g ,a*a . -
'.'a _._0 ﬁ”e
(G- C7)
F BLUES SCALE F Minor Pentatonic Scale
A | o
9 l b - 1 }—— P —
A~ PG Aqrs o d 7 LAl
XV [#] v XV
o o

CThink of the blues progression as being

three 4-bar phrgges; A beginning, a middle, an end.)
; C O
®
= A . ORD Ple

J U O
CD TRACK #9

C7 Bb7 Eb7
o |

tbre-
1 i |
1 I T 171 A ———
h‘a

o o7
A AV 7!
a FE7 k

0/

bepe
;/
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@
24 MEASURE SONG

TRACK 9

CD TRACK #10

CA CA Ab7 Lo be A7 D- G7 s
%—?: s At 7 M,a.a'

( Play 5 Times)

CA C7 FA FA Db7 , | Db7
.a‘a' .ai,;’a‘ ré_l'be_.—é-._é_. .’7. — S—— 1 .7’.

_’_U’a _‘_U’a |4

D7 D7 D- G7 . e CA

°
o ®
ﬁﬂ. .Il-._e_._g_.'o-!_e—. 'a'a ca'a Y
'a
oY

N
Ab7 Lbebe Ab7 D- G7___ e CA G7___ e CA
Er Fe— et oue™ e e i

TRACK 10 MINOR TO DOMINANT (Il/v .,

CD TRACK #11 \
Ja ¥ s
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CONCERT KEY "BLUES" MELODIES
(4 TENOR MADNESS

!RACK 6 Sonny Rollins
Bb7

Bb BLUES Bb7 Eb7 Bb

T3 + . N 7' /rﬂ:]—\ i Eb7. Ty Eb.7 o 4
: Sz SITCLATTRTLY
— T 11 . 74 S
7 1 T 1 1 1 |~ - 1 1 t+—
Bb7 F7
Bb7 C- E
P —r— . P

- T 1T 171 m
LI = e A v ’

COPYRIGHT ©1957 PRESTIGE MUSIC, INC., BERKELEY, CALIF. 94710
THIS ARRANGEMENT COPYRIGHT©1979 PRESTIGE MUSIC, INC. USED BY PERMISSION
INTERNATIONAL COPYRIGHT SECURED MADE IN U.S.A. ALL RIGHTS RESERVED

TRACK 6 PENTATONIC BLUES

Jamey Aebersold
BB BLUES  Bb7 Eb7

L Bb7 Bb7 Eb7 Eb7 Bb7 Bb7
et ™

Al

TAKIL M.
F7 Bb7

——
C- F7
e e T m»m =

(Repeat melody of 1st 4 bars)

IJ— =

1
A g

TRACK 6 THE ROVI G THIR C O r sold
Bb BLUES BbZ Eb7 ‘7

» N }

>
<
i 4L‘_'_u : —~
Bb7
— o7 s F7I o Bb7 F7
W AN I 11 1 v
E EE&Z 1 J'. & . — —
TRACK 7 Red Garland
F BLUES F7 7
A > A
N T
4 1
&
F7 F7
e
~—— [\
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SUMMARY

1. Always play what your mind hears. Don't be mislead by your ego. Listen to YOURSELF.
Your REAL self. The self that's deep within your mind.

2. Learn your scales and chords. There are not that many and they are the highway to musical
expression. Make lifelong friends with them.

3. Listen to records. Listen with a keen ear. Try to HEAR what the records contain. We all use
the same 12 notes - the chromatic scale. It's amazing how much variety is contained within it.

4. SOUND is most important. If you play a wind instrument be sure to support your sound. If you
don't understand this principal seek out a teacher that can demonstrate it to you. It's your yoice.

5. Articulation: Don't play a phrase, exercise, scale, chord, pattern without using proper jazz
articulation. Articulation is the grassroots level of jazz. We often say "they ain't sayin' nothin' "

about a player because they fail to utilize familiar jazz articulation.

6. Memorize everything. Especially the melodies and chord progressions to tunes. Surprise
yourself.

7. Study with the finest teachers available and w1th the be trume: :ou can afford.
out t

8. Ear Training is a lifetime experience. Sharpen our ears @ eviin thg @ ou're
not near your instrument or a keyhgard. \c iSll aro g el lea it.

9. Share your new-found know ot hey in turn will share with you. Jazz is giving. “

10. If you are serious about lease check the Summer Jazz Workshops that I hold in the
U.S. every summer. There workshops, one week each. Write for information.

nities to play with other musicians. Maybe
music stores. There are more and
ing. And don't wait until

11. Enquire in your localrzea to se
the local college or urffversity,
more opportunities to lear

you are good e% 0
12. Use your IM@G
I find a strong cg llary

you are one of § @ DP,

or untalented as
satisfied until you do.
free to write toe if

Albert Em




