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b or - means to lower % step

+ or # means to raise 3 step

CHORD SYMBOL GUIDE = Half step, W = wholestep

]

+ = Raise the fifth tone of
V7+4 = Dominant Lydian sca
V7+ = Whole tone scale/cho

A = Major scale/chord (emphasize the or 7t & 9th) e the 4th)
A +4 = Major scale/chord with raised 4th WLydian) H

V7 = Dominant 7th scale/chord (don't empWasize the (Mi

- = Minor scale/chord (Dorigg) ( 1 tone

a
h#loth&Gth)=WWWHWHW
W

V/b9 = Diminished scal w¥eh a half step = HWHWHWHW
V749 = Diminished whole (emphasize the b9,#9,#4, & #5)= HWH WW W W
@ = Half diminished sc rd (Locrian scale or Locrian #2) =HWWHWW W
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~3 = three half steps (mi
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INTRODUCTION TO VOLUME 5

This is the {ifth volume in the series of play-a-long recordings and books titled "A New Approach To Jazz Improvisation.”
Volume 5 contains scven songs written by myself and one by Dan Haerle. The songs are aimed at the intermediate level student.
A working knowledge of scales and chords is a suggested prerequisite for playing with this volume. Experience playing with
Yolumes 1 & 2 would also prove helpful.

The cight songs presented here represent a cross section of jazz rock tunes which have been popularin Jazz. Thave included
five songs where the rhythm section’s playing is built on eighth notes instead of the usual quarter note swing. The most
challenging song is "Bebopish" because it is a tune from the Bebop era. Bebop tunes stressed much more harmonic motion
and the tempos were usually medium to fast. The rock tune "Snap, Crackle & Pop" has two melodies. The main melody is
presented firstasitis the one I would like people tolearn. However, since the rhythms are difficult, I have written amore simple
melody at the bottom of the page. This melody can be used as a background or interludc between soloists.

The best musicians I know always MEMORIZE the melody and chord progression to whatever tune they are working on
as quickly as possible so they can take their eyes off the written page and concentrate on making music. Istrongly advise you
to do this with the songs in this volume as well as any other song you may encounter.

The scales that I have written beneath each chord symbol represent what I feel to be the first choice scale sound. Each chord
symbol represents a scale and if you get used to thinking of scales as well as chords you will have more to draw from when
improvising a solo. I have listed only one scale choice, the one I feel most closcly resembles the chord symbol. Other scales
may be substituted such as the onc listed on page IV — SCALE SYLLABUS. The scales listed in the scale syllabus are sounds
that I fecl can and are being used daily by jazz musicians. The more you practice and experiment with certain scale sounds
the more you learn how and when to use them creatively. The master musician has at his disposal many paticrns, chords and
scale choices which give his music anoverall sense of balance and direction. 1e 3, "The II-V7-1 Progression,” cmphasizes
certain harmonic scquences which are present in six of the songs @ Volumdg. Volu Isg ins pplement which

has 120 musical patterns which will help the aspiring jazz musiciargmove to e re creg melodies
spontancously.
Some of the parts contain a chord symbol 1o likQ—/TRQ Th ns the soloist should improvisc on the A= scale wm

the bassist is playing the note D. The notg belo is always the bass note and should be played by the bassist

Right channcl, Piano and Drums. If you play basS yg he left channel and walk lincs or improvise with the piano
and drums on the right channcel. If you ’iy piang the right channel and practice chord voicings or
improvise with the bass and drums on the left ionally practice with just the left channel
and try to anticipate the chords by listening tQ @ss linc and improvise with just

the left channel, tumning the ri angel robably fcel best
improvising or practicing with C

&o
tggstress e
A 7th chord consists of the
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of a scale.
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SUGGESTIONS FOR SOLOING ON EACH SONG

in preparing to solo you should, for each scale listed on the tune, be able to play the first five notes of the scale,
the entire scale up and down to the 9th, the 7th chord and the 9th chord. Itis fun to play solely by ear but to know the
chords and scales offers so much more variety and opens many more possibilities for constructing beautiful solos.
Don't be afraid of gaining knowledge.

(NOTE: All scales or chords mentioned on this page are in concert key.)

GROOVITIS: This song is similar to a blues in the sense that the harmony centers itself around C minor. The
C minor pentatonic scale (C, Eb, F, G, Bb, C) or the C Blues scale (C, Eb, F, F#, G, Bb, C) can be used throughout the
entire song even when other chords are sounded. The only place in the piece when a harmonic clash willoccur when
using either of the above mentioned two scales is the last two measures. The best sound for the last two measures is
concert Ab7 scale or the Ab7+4 (Dominant Lydian) scale. Try to achieve a bluesy, loose, swing eighth note feel
throughout. Listen to players such as Stanley Turrentine or Gene Ammons and try to emulate their phrasing and feel.

FREDDIEISH: Thisis atypical bossanovasong. The bridgeto this pieceis notawritten melody butis improvised by
you. Since the melody is really only eight measures long, you should be able to memorize it in no time at all. The
Bb pentatonic scale (Bb, C, D, F, G, Bb) could be used for the entire first four bars. Although the chords are changing,
this pentatonic scale sounds good. Be sure to resolve to the D major sound in bar five. Use straight eight notes on all
Rock and Bossa Nova songs. Don’t play with a dotted eighth-sixteenth note feel. It will sound out of place on this tune.

SNAP, CRACKLE & POP: Since thisis what we call a two chord rock tune, you can improvise on Bb minor (dorian),
Bb blues scale (Bb, Db, Eb, E, F, Ab, Bb), Bb minor pentatonic (Bb, Db, Eb, F, Ab, Bb) or one measure of Bbminorand
then one measure of Eb7. Keep in mind that Bb minor (dorian) and Eb7 are the same scale sound. The key signatures
of both scales are indentical. When you improvise you can think in terms of one scale covering both chords.

You may want to experiment with playing out of the key and using fourths. When going out of the key it is a general
rule to resolve your musical phrase or idea to tones of the original key Bb minor. When you play notes out of the key
you create tension and by resolving your phrase to notes in the Bb mino
Do not play swing eighth notes on this song. This song calls for even ej
mean by even eighths listen to tenor saxophonist Eddie Harr@.

KILLER PETE: This being a standard swing tune, swing eightfnotes are
you could improvise on this scale: C, D, E, G, Bb, C, sinc h he tones a
sca.e is an augmented fourth and will sound fine. Y¥@®um to @ve abl
off rhe C blues scale (C, Eb, F, F#, G, Bb, C) You shguld
the C7 and Bb7 without sounding choppy O
beginning with the A- chord) of this song is
major key of Eb then quickly returnin C

MODAL VOYAGE: The melody of this
fourths in your melodies. | visualize lyricC
memorize the four minor scales. Try to pla
exact notes that your mind is singing! P.S.

ESSENCE: This song is similar tcd)g
appropiate. The short phrases wouldgr
song. Think rhythm first when improvising

r eight measure phrases. The bridge (center sectio'n\
using minor to dominant scales, finally resolving to a

omewhat on fourth intervals. You may want to improvise using

g with a certain use of space (rest). it should not take long to

instrument what you would sing in your head. Try playing the
Al L SONGS YOU PLAY.

adio station. | feel short, jerky phrases are
night climax in the bridge section of the
mohasis on the seventh and ninth
&l combo arrangement for
four horns and rhythm sectj LT on this song.

them in the middie to uppegregt .
piano and bass chords. Th q
with raising the fourth note

seems to demand a singing app
has a Latin feel to it.

BEBOPISH: Asthe na
volume. Definitely play swi
Work out patterns for the minor to g
success will come when
Listen to Charlie Parker,
on Bebop tunes will give y strd

FINAL NOTE: WHEN PL :
QUICKLY AS POSSIgLE.



INTRODUCTION T ALE SYLLABUS

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.

Llist 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 book form.

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 Scale Syllabus page.

Each category begins with the scale most clearly resembling the chordgggale symbol given to the left. The scales

are arranged according to the degree of dissonance they prody‘:e inrel@iontot sicgimyrd/scgle sound. Scales
near the top of each category will sound mild or consonant agd scale g urthejid thiTist el become
nﬁ ice and

re Qi tension producingScaldg You sho

e
increasingly tense or dissonant. Each player is urged tar@with the sdilleNgat thd
experimentation gradually work his way down th sson 1d
work with a new scale sound on your instr re®s and fingers become comfortable with all the toh
in the scale. Also try singing the scale with IMprovise with your voice over the scale you are learning
and then play on your instrument wha

ist tOMhe
il

Music 1s made of tension and release. Sca
ability to control the amount and freqgency of,
successful in communicating to the lzener.

- A New Approach To Jazz Improvisatj

development. @
rocedure,

Any of the various practic
and assimilation of any oftlkh
should be transposed and pragaiced 1
for each scale on the syil
For additional informatign on sgglq
Improvisation by David Kw{t
Repository of Scales & Melodic Pat

These books are availabge froffJ ale
at your local music sto

aeduce tension or they produce relaxation. The improvisor's

gase will in large measure determine whether he is
are also a listener! Read in Volume 1
1on and release in melodic

Several play-a-long sets offer an opportunity
Vol. 24 - Major & Miryrﬁ - Gettin' It Toge
Vol. 42 - Blues In All Keys a ol. 47 — "Rhythm" In All Keys.
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SCALE SYLLABUS
LEGEND: H = Half Step,W = Whole Step. A = Major 7th; + or # = raise H; b or — = lower H; @ = Half-diminsihed; -3 = 3H (Minor Third)
"HORD/SCALE SYMBOL SCALE NAME SCALE IN KEY OF C BASIC CHORD

Z
-
ZiZ

R INKEY OF C
C Major WWHWWWH CDEFGABC CEGBD
C7 FIVE BASIC Dominant 7th WWHWWHW CDEFGABbC CEGBbD
C- CATEGORIES Minor(Dorian) WHWWWHW CDEbFGABLC CEbGBbD
Co Half Diminished(Locrian) HWWHWWW CDbEbFGbAbBbC CEbGbBb
C° Diminished(8 tone scale) WHWHWHWH CDEbFGbAbABC CEbGbA (Bbb)
1L.MAJOR LE SCALE NAME W & HCONSTRUCTION SCALEINKEY OF C BASI R
CHOICES N KEY OF
CA(Can be written C) Major(don't emphasize the 4thy W W HW W WH CDEFGABC CEGBD
CA+4 Lydian(major scale with +4) WWWHWWH CDEF#GABC CEGBD
CA Bebop Scale WWHWHHWH CDEFGG#ABC CEGBD
CAb6 Harmonic Major WWHWH-3H CDEFGAbBC CEGBD
CA+5, +4 Lydian Augmented WWWWHWH CDEF#G#ABC CEG#BD
C Augmente -3H-3H-3H CDHEGAbBBC CEGBD
C 6th Modc of Harmonic Minor -3 HWHWWH CDHEF#GABC CEGBD
C Diminished(begin withHstep) HWHWHWHW  CDbDHEF#GABbC CEGBD
C Blucs Scale -3WHH-3W CEbFF#GBbC CEGBD
C Major Pentatonic WW-3W-3 CDEGAC CEGB
2.DOMINANT 7th SCALE NAME W & HCONSTRUCTION SCALEINKEY OF C BASIC CHORD
SCALE CHOICES IN KEY OF
C7 Dominant 7th WWHWWHW CDEFGABbC CEGBbD
C7 Bcebop Scale WWHWWHHH CDEFGABbBC CEGBbD
C7b9 Spanish or Jewish scale H-3HWHWW CDbEFGAbBbC CE G Bb (Db)
C7+4 Lydian Dominant WWWHWHW CDEF#GABbC CEGBbD
C7b6 Hindu WWHWHWW CDEFGAbBbLC CEGBbD
C7+ (has #4 & #5) Whole Tone(6 tone scale) WWWWWW CDEF#G#BbLC CEG#BbD
C7b9(also has #9 & #4) Diminished(begin with Hstep) HWHWHWHW  CDbDEEFEGABbC CEGBbDb(D#)
C7+9(also has b9, #4, #5)  Diminishcd Whole Tonc HWHWWWW C Db D# E F# G# Bb C CE G# Bb D# (Db)
Cc7 Blues Scale -3WHH-3W EbFF#GBbC CE G Bb D (D#)
C7 Major Pentatonic WW-3Wa-3 CD GBbD

DOMINANT 7th
SUSPENDED 4th

tTi
@)
1T T
™
O

C7sus 4 MAY BE Dom, 7th scale but don't emphasize the third w CPREQGA

C7 sus 4 WRITTEN  Major Pentatonic built on b7 @ CD Bb

C7 sus 4 g: Bebop Scale DEFGABbBC ~
IMINOR SCALE SCALE NAME SCALEIN KEY OF C BASIC CHORD
CHOICES* IN KEY OF
C-orC-7 Minor(Dorian) WHWWWH CDEbFGABbHC CEbGBbDF
C-orC-7 Bebop Scale HHHWWHW CDEbEFGABbC CEbGBbDF
C-A (maj. 7th) Mclodic Minor(ascen ) WHWWWWH CDEbFGABC CEbGBDF
C-orC-7 Bcbop Minor LHWWHHWH CDEbFGG#ABC CEbGBD
C-orC-7 Blucs Scale s CEbFF#GBb CEbGBbD (F)
C-orC-7 Pcnlatonic(Mily)cnlato j CE CEbGBbD
C-A (b6 & maj. 7th) Harmonic Min C CEbGBDF
C-or C-7 Diminished(begin with BC CEbGBDF
C- or C-b9b6 C CEbGBb

C-or C-b6 CEbGBbDF

4 HALFE DIMINISHED

SCALE CHOICES '
CY Halfwcd
CoH2 Half D :

C@(with or without #2)

S.DIMINISHED SCALE
CHOICES
Ce

awarc that cach chord symbol rcpi
also has a b9, +4 & +5. The entire
chord symbol abbreviation C7+ind U n
C7b9 appears to have on altcred™on
3rd, +4, Sth, 6th, b7 & root (C, Db, D#, E, F#,

All scalcs under the Dominant 7th categ .
tension than the basic dominant 70\%1 require praclice and
with the first side of Volume 3 ‘@he T1-V
*_ Incatcgory #3, MINOR SCALEC

to be Dorian, Bebop, Mclodic, Blucs)

Sa
SC

CES ghc PURE MINOR scale choice is not us
ic, and then any of the remaining Minor scale ¢

v




CONCERT KEY CHORD PROGRESSIONS

) _ )
Side 1—Track 1 GROOVITIS by Jamey Aebersold (@’
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CONCERT PROGRESSIONS FREDDIEISH

/ Side 1—Track 2 by Jamey Aebersold
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CONCERT PROGRESSIONS

Side 1—Track 3

Bb- throughout

SNAP, CRACKLE & POP

by Jamey Aebersold &
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CONCERT PROGRESSIONS K'LLER pETE
@ Side 1—Track 4

by Jamey Aebersold
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CONCERT PROGRESSIONS MODAL VOYAGE .
by Jamey Aebersold @
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CONCERT PROGRESSIONS

@Side 2—Track 2

ESSENCE

by Dan Haerle
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BEATITUDE

CONCERT PROGRESSIONS
Side 2—Track 3 by Jamey Aebersold@
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