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I. INTRODUCTION 

The purpose of this thesis is to present a method of 

teaching single-note (linear) jazz improvisation utilizing 

a unified, multi-level approach designed for use with high 

school and advanced junior high school students. The method 

is intended for implementation by public school educators, 

private teachers and college students. Presently, there 

exists no single method which meets the needs of musicians 

of this specific age group and the music educators involved 

with teaching them. 

The two key terms in the previous statement are multi

level and unified. Multi-level refers to the fact that the 

method itself is designed to be used with students at four 

different levels of experience in jazz improvisation. The 

four levels and their objectives are defined as follows: 

Level I: no 
Objectives: 

previous experience in jazz improvisation 
A) to introduce the major and blues 

scales, and to develop basic facility 
with them 

B) to develop basic analytical skills to 
determine proper scale/chord relation
ships. 

Level II: very limited experience in jazz improvi
sation 

Objectives: A) to continue facility development 
through the introduction of sequential 
patterns 

B) determination of key (tonal) centers 
by analysis 

C) to learn alternative scale/chord 
relationships 

1 
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Level III: moderate experience and background in jazz 
improvisation 

Objectives: A) to introduce more advanced and complex 
scalar patterns 

B) to introduce guide-tone principles 
C) to develop linear and lyric improvi

sational strategies 

Level IV: extensive experience in jazz improvisation 
with a knowledge of standard repertoire 

Objectives: A) to apply advanced scalar patterns to 
improvisations 

B) to use upper-extension guide-tone 
principles in improvisations 

C) to develop tension/release concepts in 
improvisations 

Unified means that three types of improvisational 

vehicles (modal, blues and II-V-I) are used as repertoire to 

develop improvisational skill. The unit on each vehicle 

contains exercises and commentary related to the four levels 

of experience. 

The aims of the method itself are 1) to provide 

learning materials proceeding from the technically easiest 

to the more difficult, 2) to provide specific exercises at 

four different technical levels, 3) to provide three 

different structural approaches to jazz improvisation which 

make up a large portion of the jazz repertoire, 4) to 

provide the educator with a specific set of "lesson plans" 

to follow in teaching jazz improvisation, 5) to provide the 

student with a discography that is pertinent to his/her 

level of experience and 6) to develop-a jazz improvisation 

aesthetic concurrent with the development of instrumental 

technique. The existence of a method meeting these criteria 
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will greatly facilitate the teacher/educator when trying to 

bridge the gap between method books of an informational 

nature and the daily teaching of jazz improvisation. , 



II. AN ANNOTATED BIBLIOGRAPHY OF SELECTED 

IMPROVISATION METHODS 

Great strides have been made in the pedagogy of jazz 

improvisation during the past decade. A major activity has 

been the publication of method books, though a major text

book on the subject has yet to be written. The important 

and widely distributed materials have been written by Jamey 

Aebersold, David Baker, Jerry Coker, John LaPorta and 

Dominic Spera. The following represents a brief survey of 

the jazz improvisation methods published by these authors. 

1. Jazz Improvisation Materials by Jamey Aebersold. 
Produced by Jamey Aebersold, 1211 Aebersold Drive, New 
Albany, IN 47150, 1973. 

The depth and quality of Jamey Aebersold's involvement 

in the area of jazz education can be understood by examining 

his play-along records and related materials. These albums 

are comprehensive, updated and expanded versions of the 

"Music Minus One" concept. The albums (numbering in the 

twenties as of this writing) deal basically with two areas: 

technique development (Volumes 1, 2, 3, 16 and 21} and 

performance tracks based on the chord progressions of music 

by great modern jazz composers and song writers, such as 

Charlie Parker, Sonny Rollins, Duke Ellington, Herbie 

Hancock, Horace Silver, and al so, popular "standard" tunes. 

The Aebersold albums are excellent learning tools. They 

4 
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provide students of jazz improvisation of all levels with a 

professional rhythm section with which they can practice and 

experiment. Since the rhythm section is recorded in stereo, 

one can analyze "comping" (chordal accompanying), the 

development of bass lines, basic drum beats and fills, and 

the rhythm section functioning as a unit in all jazz styles 

since the swing era. 

To provide an even more impressive aural image, the 

inclusion of one or two choruses of a solo on each track by 

a professional, and transcriptions of the solo would be very 

valuable, especially to the beginning improviser. Skilled 

outside help must be provided to assist the young student in 

"hearing the chord changes", keeping time and understanding 

the form and idiomatic characteristics of each tune style. 

Also, except for Volume 20 by guitarist, Jimmy Raney, the 

function of the guitar as a member of the rhythm section is 

overlooked. Young guitarists are given no other examples of 

how their instrument is to function in the rhythm section of 

a trio or quartet. 

2. Jazz Improvisation--A Comprehensive Method of Study for 
All Players by David Baker. Distributed by Down Beat 
Music Workshop Publications (Maher Publications), 
Chicago, IL, 1969. 

Jazz Improvisation by David Baker is a broad, compre-

hensive method that addresses such topics as nomenclature, 

foundation exercises, use of dramatic devices, ear training, 

solo construction and the psychological communicative power 
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of music. It is an excellent resource book for the exper

ienced jazz educator and the young jazz performer with a 

solid background in technical facility and aural perception. 

It is difficult for junior high and high school 

educators to deal with the simultaneous development of 

technical facility, aural models and improvisational skill 

in Baker's method. The basic process of jazz improvisation 

is not really dealt with until Chapter XII in Jazz Improvi

sation. The most direct means of teaching improvisation (by 

using .the modal approach) is not addressed at all. While 

this is a fine text for the more experienced student and 

educator, it is often overly technical in language and 

philosophy to be of value to the beginner without the aid of 

a knowledgeable mediator. Also, there are no aural examples 

available to accompany the text. 

3. Complete Method for Jazz Improvisation by Jerry Coker. 
Studio P/R Inc., Division of Columbia Pictures 
Publications, Hialeah, FL 33014, 1980. 

Jerry Coker is one of the "fathers" of the jazz 

education movement in the United States. The format of this 

publication involves the study of improvisation by analyzing 

six major types of vehicles (Bebop and Standard, Modal, 

Blues, Contemporary, Ballad and Free Form). The body of the 

work includes pertinent lists of information about each 

particular style including melodic, harmonic and rhythmic 

characteristics, improvising strategies, tunes based on each 

style and original compositions written by Coker, with parts 
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in concert key (treble and bass clef), Eb and Bb transposed 

parts. Coker's Method contains an introduction with 

comments on preparation for study, attitudes and goals, 

attunement of ears, mind and hands, and how to practice 

improvisation. Three very useful appendices appear in the 

back of the text covering: A) a list of available play

~long records alphabetically organized according to style, 

B) a summary of the vehicular improvisation approaches and 

C) a chord/scale compendium. 

The advantage of this improvisation method is that it 

is quite comprehensive on a broad spectrum of topics 

pertinent to jazz improvisation. Coker's demonstration tape 

is superb because it provides model solos by the author as 

well as recorded tracks of the chord progressions by the 

rhythm section. The compilation of related materials is 

also very useful. 

This particular method, however, is not addressed to 

the junior-high and high-school age student because it is 

often quite technical in terminology and a teacher with a 

background in jazz improvisation would be needed to 

implement the method. For this age of student, it is not a 

self-help method. 

4. A Guide to Improvisation by John LaPorta. Berklee Press, 
1140 Boylston Street, Boston, MA 00215, 1970. 

John LaPorta's A Guide to Improvisation is one of the 

older structured improvisation methods on the market. It is 
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a group method that stresses the use of pentatonic and blues 

scales, imitation of the instructor's phrases in call and 

response exercises and the importance of learning appro

priate articulations for jazz performance. Near the end, 

the Mixolydian mode is introduced. Briefly, the use of 

guide tones (chord members) is addressed to outline a path 

for improvisation "through" chord progressions. 

The development of appropriate chord voicings for 

accompaniment instruments (piano, guitar, vibes) is not 

examined. The jazz swing style is the only type of vehicle 

represented. No use is made of the rock, modal or fusion 

genres. The scale resources and usages are limited to the 

pentatonic, blues and Mixolydian scales. Finally, the 

instructor must have some playing background in the jazz 

idiom to execute the call and response exercises with the 

proper articulation. 

5. Blues and the Basics, and Making the Changes: Learning 
Unlimited Jazz Improvisation Series by Dominic Spera. 
Hal Leonard Publishing Corp., 960 East Mark Street, 
Winona, MN 55987, 1977. 

Dominic Spera is a veteran music educator in both the 

classical and jazz idioms and has drawn upon his vast back

ground to produce this introductory method. Both volumes 

may be used in individual or group settings. Rock, modal 

and swing style vehicles are used as improvisational 

mediums. The performance of transcribed jazz lines and 

practice patterns with the proper articulations is stressed. 

Also, Spera addresses the topic of learning the jazz 
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"dialect" as a requirement for authentic performance. He 

defines dialect as the total effect of dynamics, articu

lation, phrasing and rhythmic character on the improvised 

line. A rhythm section of piano, bass, drums and guitar is 

used on the demonstration tapes that accompany each volume. 

The two volumes of the Spera method represent a begin

ning approach to jazz improvisation that is well-conceived. 

But, to better serve various levels of student experience, 

further volumes are needed dealing with such topics as 

improvisational strategies, development of a lyrical 

approach to jazz and the inclusion of other styles of 

vehicles (ballad, jazz waltz, fusion, etc.) 

In summation, the five jazz improvisation methods 

previously analyzed fall into three basic categories. The 

Baker and Coker methods are in-depth analytical approaches 

to jazz playing which help one understand the characteristic 

elements of jazz improvisation and the means with which to 

develop the necessary performance techniques. The LaPorta 

and Spera methods are imitative approaches to jazz improvi

sation that stress using the proper dialects of jazz through 

the study and use of appropriate scales and articulations. 

The Aebersold records and materials constitute a "woodshed" 

medium through which the techniques of jazz improvisation 

may be honed through diligent practice with the aid of a 

professional rhythm section. As we can now see, no single 

method completely addresses the topic of teaching and 

learning improvisation in the jazz idiom. 
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The development of jazz education in the public 

schools, though not a new trend, is still plagued by two 

basic problems. The first is that of inadequate training 

for instructors in the field of jazz education. Colleges 

and universities must produce instructors with a solid 

educational background in jazz pedagogy, improvisation, jazz 

history and rehearsal techniques for jazz to flourish in the 

public schools. Presently, many educators must rely on 

their own often sparse backgrounds in jazz and hope for the 

best. Some do succeed. But, many do more harm than good to 

the development of jazz. Additional teacher training is 

needed to create an understanding of the elements of jazz 

and the techniques of teaching these elements. The second 

problem is the lack of a jazz improvisation method designed 

to meet the needs of junior high and high school students 

and their teachers. We can be consistent in our standards 

for providing a quality education in jazz only when we have 

dealt with these problems. 

For an improvisation method to be successfully used in 

the public school situation it must 1) be structured for 

administration by public-school music educators and 2) meet 

the demands of the various experience levels encompassed by 

individuals and groups of this age-client group. Many 

successful beginning band methods are structured as group 

methods that provide a variety of exercises based on 

dissimilar ability levels to teach each musical concept 
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(multi-level). They also provide a forum for the 

simultaneous development of instrumental technique and 

musical aesthetic. The following jazz improvisation method 

has been designed specifically to accommodate varying 

ability levels while presenting each concept. It provides 

for the improvement of instrumental facility while con

currently developing a working knowledge and an aesthetic in 

the jazz idiom. 

I . 
' 



III. BASIC LEVELS OF SINGLE-NOTE 
JAZZ IMPROVISATION 

PREFACE 

The projects contained in this method appear in order from 
the technically easiest (Level I) to the more difficult 
(Level IV) within each chapter. Each of the compositions 
referred to in quotations is contained in the "Example 
Compositions" section at the conclusion of each chapter (see 
"Table of Contents"). The list "Prominent Jazz Artists" 
{Page 63) will assist the student and teacher when 
associating artists' names and their respective 
instruments. 

12 
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A. MODAL IMPROVISATION 

In music, the major scale is made up of the following 

configuration: 

scale degrees: 1 2 3 4 5 6 7 8 

W.S. W.S. H.S. W.S. W.S. W.S. H.S. 

intervals: w.s. = whole step, H.S. = half step 

In the tonality of C major, this translates to the pitches 

CD EFG ABC. When played from C to another Can octave 

higher (8va), we have the C major scale. The key signature of 

C major contains no sharps or flats. 

Suppose that we retain the C-major key signature but 

play the scale from D up an octave to another D, or E to E, 

F to F, etc. What are these "scales" called? These are 

referred to as modes of the major scale. The major scale 

contains 7 different letter name notes, and thus each major 

scale contains 7 different modes. The 7 modes of any major 

scale are listed below: 

1 to 1 (8va) Ionian mode (major scale) 
2 to 2 ( 8va) Dorian mode 
3 to 3 (8va) Phrygian mode 
4 to 4 ( 8va) Lydian mode 
5 to 5 (8va) Mixolydian mode 
6 to 6 (8va) Aeolian mode (relative minor) 
7 to 7 (8va) Locrian mode 

15 1 
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In the C major tonality it looks like this: 

( 1 ) C to C C Ionian (C major scale) 
( 2) D to D D Dorian 
( 3) E to E E Phrygian 
( 4) F to F F Lydian 
( 5 ) G to G G Mixolydian 
( 6) A to A A Aeolian (A natural or relative 

minor) 
( 7 ) B to B B Locrian 

In the 1950's, jazz was in the "cool" era. Many of the 

compositions of this era exhibited an elegant simplicity in 

their form and structure. In 1959, Miles Davis recorded an 

album entitled Kind of Blue (Columbia CS8163) in which impro

visation using the modes of major scales was emphasized. One 

tune in particular, "So What," utilizes only two different 

modes for its entire structure. The layout of the structure 

looks like this: 

A section 

B section 

A section 

ll: 8 measures - D Dorian : ti 
8 measures - Eb Dorian 

8 measures - D Dorian 

"So What" is therefore a modal tune, and its form is AABA. 

PROJECTS: 

I 1 • Listen to the playing of chord changes to "So What" 

or the original recording. Can you identify at what 

point the chords change? 

2. Play the melody to "Morn in' Tune" ( P. 13) and notice 

that there are only two different chord changes - Fmin7 

and Bbmin7. 
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3. When we improvise, every chord change (Cmaj7, Fmin7, 

A7, etc.) has a parent scale from which the chord was 

derived. Minor 7th chords are most often derived from 

their related Dorian. modes. So, the notes of the 

F Dorian mode work well when played with the 

F minor 7th chord. 

chord 

Fmin7 

Bbmin7 

"scale" for improvisation 

F Dorian mode 

Bb Dorian mode 

a) Write the notes of the F Dorian mode on manuscript 

paper. Do the same for Bb Dorian. 

b) Now, transpose the notes for use on your 

particular instrument. 

instrument 

C treble clef, 
all bass clef 

Bb treble clef 

Eb treble clef 

F treble clef 

transposition 

same as written 

up one whole-step 

·down 3 half-steps (minor third) 

up 5 half-steps (perfect fifth) 

c) On your transposed scale sheet, circle or blacken 

in the 1st, 3rd, 5th, and 7th tones for each of the 2 

modes. 

4. a) use 4 quarter notes in each measure and play the 

root (1st) of each chord in "Mernin' Tune." 

b) Now use the 3rds; then, the Sths; then, the 7ths. 

c) use the root in one measure, the 3rd in the next, 

5th in the next, etc. 
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d) Now, use 2 quarter notes for each chord tone. 

Play through the tune like this: 

e) Then, use one quarter note per chord tone: 

5. Play the Dorian modes on the chord changes to 

"Mernin' Tune" in quarter notes (Ex. 13): then, eighth 

notes (Ex. I 4) • 

6. Now, play freely on the changes of "Mernin' Tune" in 

your own style. 



19 5 

II Besides being able to identify the proper scale/mode-

to-chord relationship of a song, it is important to be able 

to identify the tonalities or key centers. This is very 

useful when grouping various modes into common key centers. 

1. a) Identify the major key signature for the two 

chords of "Mornin' Tune." 

b) What 2 major scales are they most strongly 

related to? 

c) Do the same for "So What." 

2. The knowledge of the various scale/chord 

relationships is essential to our understanding and 

performance of jazz. Once we begin to understand 

these principles, we can then copy, discover, or 

invent useful patterns with which to perform our 

scales. 

Instead of always playing the scales in 

numerical order, let's examine some interesting basic 

patterns that can be applied to our improvisations. 

We will call the first of these the "1-2-3-1" 

pattern: (see next page) 
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\\ 
!I 

4 3 2. 4 3 'l. I 3 2. \ (;) 2. 

As you can see, the basic motive of 1-2-3-1 is used 

starting on each degree of the D Dorian mode, both 

ascending and descending (slightly altered). 

a) Play Ex. II1 slowly with no mistakes in your 

transposed key. 

6 

b) Now, write out this same pattern for the Eb 

Dorian mode, transpose it, and learn it slowly and 

smoothly. Do the same for the F Dorian and Bb Dorian 

in "Mornin 1 Tune." 

3. Here are a few more basic patterns. Play them, 

apply them to the D Dorian and Eb Dorian modes, and 

use them to improvise on "So What:" (see next page) 
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Ex.lil Thir-,l"s 0-Dorian 

J J J 1 J l J II 
E~.113 (variation) D- Doria~ 

JJ J J d \I 

Ex. lI 5" 

3LIS 7B75 43 l 7 

4. Let's examine Ex. IIS more closely. This pattern 

utilizes the 1st, 3rd, 4th, 5th, and 7th degrees of 

the D Dorian mode. These tones make up another very 

important and useful scale called the minor pentatonic 

scale. 
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a) Write out all 12 minor pentatonic scales. To do 

this, first write out the 12 Dorian modes, and then 

extract 1, 3, 4, 5, and 7 from each of these scales 

to form the 12 different minor pentatonic scales. 

When analyzing the chord tones of various harmonies, 

we find that the most important chord members (in terms of 

chord identity) are the 3rd and the 7th of the chord. These 

can also be called the guide tones of a particular chord. 

Emphasizing the guide tones in our solos provides us 

with a clear strategy for navigating through chord 

progressions. 

1. a) What are the guide tones for a Dmin7 chord? 

Ebmin7? 

b) Practice improvising on "So What" or "Shell 

Shock" without a chordal accompaniment. Emphasize the 

guide tones. Can you hear the chord identities? 

2. Here are a few more interesting patterns to apply 

to your solos: 

E1'.Iltl D rnino~ 

I · II~ f 

ll 
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Example III3 uses the pattern of Ex. III2, but 

"alters" it by beginning on the 11 and 11 of the beat: 

E><..llI:3 ~ 

Example III4 uses the pattern of Ex. III2 but uses 

triplets which impart a jagged contour to the line: 

Ex..m4 

3. Learn the melody and chord structure to John 

Coltrane's "Impressions." The form of this tune is 

also AABA. 

9 

4. When improvising on "Impressions" try utilizing 

some of the new patterns presented. A very effective 

use of the minor pentatonic scale is found when 

applying the minor pentatonic scale based on the 5th 

degree of a minor 7th chord, to the solo. (see next 

page) 
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Ex.lII.S",., 

Substitute or "superimpose" the A minor pentatonic 

scale sound on a D minor 7th chord. This will 

emphasize the 9th and 11th degrees of the D minor 7th 

harmony. 

In "So What" use: A min. pent. and Bb min. pent. 

Dmin7 Ebmin7 

For "Impressions" use: B min. pent. & C min. pent~ 

Emin7 Fmin7 

5. Great improvisers often use contrasting "strate

gies" to build tension and release in their solos. 

Often, these contrasts consist of a lyric approach as 

contrasted to a linear approach which utilizes long 

phrases of 8th or 16th notes. 

When utilizing the lyric approach, sequence is 

often used as an excellent device to develop conti

nuity. Sequence is the repetition of a musical idea 

at a different pitch level. For example: 

page) 

{see next 
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Ex. m: ~ , 

~~ 

I 

J 

I d ~ [ 
I 

'- ,.. 
IV\ 0 "i \ V E:. 

... ~ 

'I' .. I ~ I -- -
I I I - •• - A - -! I 7T I - .. 

I .. 
I ( 

S, E. QLA EN ll. E: ' 
The first four measures represent a possible motive to 

be played on "Impress ions." The second four-measure 

phrase is a sequence based on the first four-measure 

motive. 

In Ex. III7 we see a possible linear improvisa

tion on the first four measures of "Impressions" 

utilizing previously-presented patterns. A working 

knowledge of patterns is essential for performance of 

the linear style: 

(*rr J fr r r JJ r - l tte.. 

Play "So What" and "Impressions" and utilize both the 

lyrical and linear approaches in your solos. 

1• 
I ■ 
I ■ 

I■ 
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IV When improvising, we can employ not only the basic 

guide tones (see level III) but also the upper extension 

guide tones. These consist of the triad formed by using the 

9th, 11th, and 13th of a particular harmony: 

An easy way of deriving the extension guide tones 

(upper partials) for minor 7th chords is to use the minor 

triad whose root is one whole step above the root of the 

original minor 7th chord: 

1. Improvise on "So What" and "Impressions" 

emphasizing the extension guide tones of each chord. 

2. Read and play through LEVEL III #4 and #5. Apply 

the extension guide tone principle to the lyric and 

linear approaches to your solos. 

3. An effective pattern alteration of modal tunes is 

to temporarily leave the tonal center and then return 

to it in the course of a pattern development. This is 

called "side-slipping:" 

i. 

I 
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7 

Utilize this alteration in your patterns when soloing 

on "So What" and "Impressions." 

4. Listener interest during a solo is often developed 

and sustained by the soloist's use of contrasting 

devices in an overall pattern of tension and release. 

a) Categorize musical elements according to high 

tension and low tension devices. For example: 

Low tension 
consonance 
slow-moving melodic 

rhythm 
etc. 

High tension 
dissonance 
fast-moving melodic 

rhythm 
etc. 

The general design of effective tension and release 

looks like this: 
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This pattern is exhibited over and over in great 

music, literature, drama, etc. The development of 

tension occurs for approximately 2/3 to 3/4 of the 

time until a high point or climax is reached and then 

a release or winding-down occurs until the end of the 

piece. This design can also be seen as a form within 

a form: 

Time. 

b) Plot a strategy for 3 choruses on "Impressions" 

utilizing tension and release devices to fit one of 

the two previous, general designs. 
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B. BLUES 

The blues is the most universal form of jazz in the 

world. ·Anywhere that a jazz musician may travel, when he/she 

encounters other jazz musicians, they can always get together 

and play the blues. 

The blues is not a particular melody, but a 12-measure 

chord progression made of (in its most basic form) dominant 

seventh chords (1, 3, 5, b7) arranged as follows: 

In 

ll: I dom.' 

N' dom.7 I 

Y dom,' I 

II C II blues, the 

,,~ (7 

F7 

G7 

1/. 

1/. 

Y. 

progression 

1/. 

1/. 

1/. 

I dom.7 I 

I dom.7 1 

would become: 

1/. 

C.7 

c.7 

1/. 

1/. 

1/. 

1/. 

1/. 

I 

: II 

I 
: ll 

The style in which the blues is performed (from "down 

home" dirty blues to rock n' roll) does not alter the basic 

construction of this distinctive chord pattern. 

33 19 
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PROJECTS: 

I As was stated before, the blues is a unique 12-bar chord 

progression. There exists a special scale that can be used to 

play the blues called the blues scale. Based on c, the blues 

scale contains the following notes: 

EY... I 1. C ~llAe.S Sc.a\e. 

$ t 

ij 0 So = ll 5o c ,o 
-$-

To derive the notes of any blues scale, we must first compare 

it to the major scale starting on the desired root. TO deter

mine the notes of the C blues scale, for instance, compare it 

to the C major scale: 

E~, 12. C. MQ j ov- :>t.Q\e. 

i = ~ 
c; \( 

Q G 
♦ 0 0 8 

\ 

'I s- ~ 
I z. 3 

By comparing the C blues scale to the C major scale, we 

see that the C blues scale is made up of the first (1), 

flatted third (b3), fourth (4), flatted fifth (b5), natural 

fifth ( 5), and flatted seventh (b7) degrees of the C major 

scale. "What's a flatted third, flatted seventh, demented 

ninth, etc?" A flatted third means to take the regular third 

note of the major scale and lower it one half-step 
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chromatically. In C major, the third degree is E. So, the 

flatted third is Eb which is one half-step lower than E. The 

same applies for the flatted seventh. The normal seventh 

degree of the C major scale is Band the flatted seventh (b7) 

becomes Bb: 

C. BLU5:S SC.ALE 

1. Construct and write all 12 blues scales for your 

handy use and reference. 

2. Practice the C blues scale in quarter notes ascending 

and descending like this: 

' ~ l J J J I ~ lJ JJ I J l l J eJ J ; ; \ ete. 

c) 
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3. Learn the melody for "C Jam Blues" and "Grok Rock." 

See if you can play them by memory! 

4. On a basic level, the C blues scale can be used as 

the only scale needed to improvise on the C blues chord 

progression. Try improvising after playing the melodies 

of "C Jam Blues" and "Grok Rock". 

5. Now, improvise on the C blues progression using only 

the root name (1) of each chord. For C7, improvise on 

the note C; for F7, F; for G7, G. 

As a matter of review, the blues scale is made up of the 

1st, b3rd; 4th, b5th, 5th, b7th, and 8th degrees of the major 

scale. This scale is extremely useful when improvising on a 

blues progression. Another "scale" we can use for soloing on 

the blues is the Mixolydian mode (see Modal Improvisation page 

1). This is the mode of the major scale that is constructed 

from the 5th degree of the major scale: 

I"" 
J 

If - r -, - .... r, -I J .. □ w 

-e 0 \J 

3 y 5" 
G Mi)Co\ydian Mode.. I 2. I \ 

I\ I .... ~ 

J I .. n -
I - = -- = -\ '.i 

,_. 
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Another perhaps faster means of deriving the Mixolydian 

mode is to write out a major scale and flat or lower by one 

half-step the seventh degree of the major scale. It then 

becomes the Mixolydian mode on the same root: 

Ex. IT 1. 

2. 

1Yi01 X o I yd i ah mod&?... 

1. Write the Mixolydian modes for all 12 roots. 

2. Write and play the Mixolydian modes for a C blues 

progression ascending and descending: 

1,, 

3. To figure out the necessary chords for other blues 

progressions, first write out the Mixolydian mode of the 

key (F blues-F Mixolydian). Then, choose the notes on 

the 1st, 4th, and 5th degrees of the mode. These are 

the roots of the three dominant seventh chords needed to 

play the blues in that particular key: ( see next page) 

I. 

I 
I 

I 
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EX. 11 4 F (1\ue.~ FM\ xo\yd iaY\ 

' f :' y ® rn oo ~ 
ba ! s t) 

2.. ?, &7 

; ;: ., 

~b7 

C.., 

:,,, ,;,,,,, I ,:,,,,,, , 

.:,,; r:7 ~ 
I 

I I 
I I 
~ I 

~. ~., ~ 
I I 
I I 
I I 
I I 

4. Write out and play through all the necessary 

Mixolydian modes for Blues in F and use "Sonnyrnoon for 

Two" as the melody. Notice that in the 9th measure we 

will use the G Dorian mode against the Gmin7 chord. 

Now, improvise on blues in F (Sonnymoon for Two) using 

the appropriate Mixolydian modes. 

S. If we extract the first (1), second (2), third (3), 

fifth (5) and sixth (6) tones from a major scale or 

Mixolydian mode, we have formed the major pentatonic 

scale (1, 2, 3, 5, 6): (see next page) 
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Ex..!!. 5 
... \_ -I - .,, ',J -- ,... c::J .... 

/,._ - ..... ~ -\ J □ -l 2. 2i Lt :, u:, D 1 'C 

~ MCA~D'I"' pe.V1tuton i c.. I 

I .. e--··-· ': .. 
~ V , ... .. l"""l 

\ , n '-I 

3 s 

This scale can be applied in the same manner as the 

Mixolydian mode: 

25 

. 

>-: ---+-1-:.z~; -

0 0 e:t c.. t 

use the G minor pentatonic scale on the Gmin7 chord. 

Improvise freely using the blues scale, the Mixolydian 

modes and the major pentatonic scales on "Sonnymoon for 

Two. 11 

Ill As before, our use of guide tones may be very success

fully applied to the playing of the blues--especially when 

substitutions occur in the harmony. Remember, the guide tones 

are the 3rd and 7th members of each chord. 
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1. Using "Sonnymoon for Two" as the melody, improvise 

giving special emphasis to the guide tones of each 

chord. 

2. By emphasizing the tones of the minor pentatonic 

scale built on the 5th degree of each chord, a feeling 

of non-resolution results. This, combined with the use 

of guide tones, gives a tension/release quality to a 

solo: 

3. Another very useful scale for blues and also modal 

playing, is the Dominant 7th Scale. It consists of the 

Mixolydian mode plus the natural seventh of the major 

scale: 

Ex. III: 1... 

" 0 
2. 
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Write out all 12 dominant 7th scales and apply the F, 

Bb, and C dominant 7th scales to improvising on 

"Sonnymoon for Two." 

The last 2 measures of the blues form are called 

the "turnaround." It derives its name from the many 

ways in which the harmony prepares for the 17 chord in 

measure #1 on the repeat. The most basic are: 

F: F7 C.7 
II. ll., 

: I I 

IGrni: c7 :II 
11. 12. 

By observing 3 general guidelines, we can construct many 

"substitutions" in the turnaround. 

#1 a) A ii7 (minor 7th built on the second degree 

of the major scale) may precede a lone V7 chord in 

the progression: 

F: I ,C-,', , I be~omes 
(ii 7) (Y') 
6m'u·? C7 

I/ II 

b) When a ii7 chord stands alone, it may be 

followed by a V7 chord. 

GrY\\Y'l 1 I be.c.ome.s 
I I I I 
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#2) For any chord, you may substitute a chord of 

the same quality whose root is a tritone (3 

whole-steps) away: 

F~ Gmih7 C.' I Frnaj 7 \ 

becomes 

F: \ obmi~ Gb7 l Fmaj 1 \ 

#3) In bar 11, root movement can occur by a minor 

third up or down to a dominant-7th quality chord: 

F~ I F7 D' I G~·,;r C7 ~11 
\. J 

rY\IJ'\• ":,-;'d ~ 

F: I F' Ab7 I G~iYl7 C 1 :If 
\ - .,) 

M1V\~]vd f 
4. Write out 4 different turnarounds for F blues and 

construct 8th note patterns using pentatonic scales to 

fit the turnarounds. 

nr 3 F' t,1 GM j,v "? c.i 
;:; tr'@ -f" l I ~ ~ i ~ :JI 0 ; 

F Ma~. rent. .Diua.i. Pe.t\t. GMik. P~i. C. Mc.i. Pel-\t . 
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IV By substituting various scales against harmonies we 

often end up emphasizing the "pretty" tones or sometimes the 

"outside" tones that give a solo some distinction. The 

dominant 7th chord offers the most possibilities because of 

its many possible alterations (b5, #9, sus4, etc.) 

Let's review some of this information. Against a 

dominant 7th harmony we can use these scale sounds: 

Dom 7 
" 
" 
II 

Ex. Tir l F Mi x,c, \ y cl taY\ 

0 0 

OV\ 5~ 
:,e, 0 

Mixolydian mode 
dominant 7th scale 
minor pentatonic built on the 5th 
major pentatonic built on the root 

F dovtA~\l\aV\1 ~c.a\e.. 

~ 1,., o II 
oO 

p 0 bo~o o 
d O d 

/I 0 0 0 
cO 

When the 5th of the dominant 7th chord is raised or 

lowered (altered), we can then use the whole tone scale built 

on the same root to cover both alterations: 

Ei. IY 2. F who\12.. Tone.. e.c.a\e.. 

' 
~; ~: 0 

0 Q ~ 0 
c 
I 2. 2, & 5" ~ 

{Majov- s~a\e. OQ.~\'"._e.,) 
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Likewise, when the 9th of the dominant seventh chord is 

altered (b9 or #9), we can use a glorified diminished scale 

sometimes called the 8-tone Dominant Scale. 

f.X.Tir!:> F' B-To\'\'2.. Doi-\-\ IV\,:'.w, i Sc.a \e... ; 0 
,c 0 

Q ~a \~ 0 ~o 0 

I bq ) 5 ~ s- l3 &7 s 

When both the 5th and the 9th are altered in the 

dominant seventh chord, we may apply the Super Locrian Mode of 

the Jazz Melodic Minor Scale. 

Ex. TY Y 

Sup~r Loc:.v-ian Mode. 
' G 

o b o 
8 

1. a) For some nasty, far-out sounds on "Sonnymoon for 

Two," make all the dominant 7th chords into dom7b5 

chords and apply the appropriate scale. 

b) then, dom 7#5. 
c) then, dom 7b9. 
d) then, dom 7#9. 
e) then, dom 7b9#5, etc. 

2. Tertial patterns are useful improvisational devices 

that can help incorporate the extension guide tones into 

one's playing. (see next page) 

I 

I 
I 
I 
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3. Slowly play the melody to "Blues for Alice (Bird's 

Blues)." Try to play with a relaxed swing feel. This 

melody is an excellent example of an authentic bebop 

solo. 

4. a) Now, go through "Blues for Alice" and write in the 

guide tones. These should prove to be of great value 

when improvising on this tune. 

b) Slowly improvise on the changes emphasizing a 

logical progression of guide tones. 

5. Identify the major and minor key centers of "Blues 

for Alice" and improvise according to the appropriate 

modes. 
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C. II7-V7-I 

The title of this section refers to perhaps the most 

common and important chord progression in jazz. When we 

take a major scale and build 4-note seventh chords upon each 

degree of the scale it looks like this: 

Ex. I 1.. 

0 
0 0 Q 0 C 

When based on a major scale, the qualities of the chords are 

always as follows: 

I 7, IV7 
ii7, iii7, vi7 
V7 
vii7b5 

major seventh ( 1, 3, 5, 7) 
minor seventh (1, b3, 5, b7) 
dominant seventh (1, 3, 5, b7) 
minor seventh flat 5 (1, b3, b5, b7) 

(half-diminished chord) 

So, in the key of C major when we extract the ii7, V7, and 

Imaj7 chords, we get the progression Dmin7, G7, Cmaj7. This 

49 35 
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is the ii7-V7-Imaj7 progression in the key of C major. It 

is essential in our study of jazz that we thoroughly 

understand and have facility with this important 

progression. 

PROJECTS: 

I 
Sol." 

Let's analyze the chord progression to "Bossa del 

Each 4 measure phrase constitutes an ii7-V7-I 

progression. 

1. In the first 4 measures, Fmin7 is the ii7 chord in 

what key? Bb7 is the V7 chord in what key? Ebmaj7 is 

the I chord in what key? The answer to all of the 

above is Eb major. When we improvise on this progres

sion, we must keep in mind that the first 8 measures 

of "Bossa del Sol" have a tonic or key center of Eb 

rnaj or. 

2. What is the key center for the progression Ebmin7-

Ab7- Dbmaj7? 

3. What is the key center for the progression Gmin7-

C7-Fmaj7? 

4. The format of key centers for "Bossa del Sol" looks 

like this: 

Eb major - 4 measures 

Eb major - 4 measures 
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Db major - 4 measures 

F major - 4 measures 

Now, transpose these key centers for use on your 

instrument and practice these 3 different major 

scales. 

37 

5. Play the melody to "Bossa del Sol" and improvise on 

the chord progressions keeping the key-center format 

in mind. 

When playing a new tune, a jazz musician will quickly 

analyze the structure to determine the form and the location 

of key centers. 

1. a) Determine the key center for the first 8 

measures of "Bossa del Sol." 

b) What is the key center of the ii7-V7-I progres

sion Ebrnin7-Ab7-Dbrnaj7? 

c) What is the key center for the Grnin7-C7-Fmaj7 

progression? 

2. After determining the key centers, examine which 

scales or modes we will apply to each chord change. 

For all minor 7th chords, we will use the 

Dorian mode; for dominant 7th chords, the Mixolydian 

mode; for major 7th chords, the Ionian mode or major 

scale. 



chord 

minor 7th 

dominant 7th 

major 7th 

52 

scale 

Dorian mode 

Mixolydian mode 

major scale 

38 

Write out all the necessary modes for the performance 

of "Bossa del Sol." Then, play the melody and 

improvise. 

JJl"satin Doll" is a well-known standard, and "Tune Up" 

is a frequently-played jazz classic. Both of these tunes 

make extensive use of the ii7-V7-I progression. 

1. Go through and write out or map out in your mind 

the appropriate scales or modes needed to improvise on 

"Satin Doll" and "Tune Up." 

2. Play the melody of each tune and improvise using 

the scale/mode format you have developed. 

3. An effective way in which to learn the chord layout 

of a tune is to apply certain consistent patterns to 

the chord ~regressions. By doing this, one not only 

learns the chord format, but also learns to manipulate 

the scale material at different levels. 

(see next page) 
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Ex 1[ 1. Sati\l'\ Do l\ <;1 E\\ir\9ior1 - stv-CA'yhov-h 

(C. Mo.jov- Sc..a\e_ ----~ ) 
Play through the changes of "Satin Doll" or "Tune Up" 

utilizing the preceding pattern. 

4. Below, are a few useful patterns that can be 

applied to ii7-V7-I progressions: 

E " . nr 1. t' NI ,:,.,,, 7 c, ., 

''Te.V\or Mao\n€.!>!;" Rollih.s 

0~~7 ~7 

( see next 
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5. a) Go through the melodies and changes for "Bossa 

del Sol," "Satin Doll," and "Tune Up" utilizing each 

one of the previous patterns. 

b) Now, improvise freely, occasionally using one of 

the Ex. III2 patterns. 

6. The following chart shows the chords used when a 

tune is written utilizing ii7b5-V+7-i in a minor key. 

chord scale 

ii7b5 (minor 7, flat 5) Locrian mode 

V+7 (7th aug. 5) Super Locrian mode 

imaj7 (minor major 7th) jazz melodic minor 

(1, 2, b3, 4, 5, 6, 7, 8) 

i7 (minor 7th) Dorian mode 

a) Learn the melody to "Blue Bossa." 

b) Analyze the chord structure and apply the 

scales/modes as necessary. Look especially for the 

ii7b5-V+7-i progression. 

c) Improvise on "Blue Bossa." 

IV The patterns, guide tones, substitutions, etc. that 

have discussed in previous sections are also very much a 

we 

part of our approach to improvising on the ii7-V7-I progres

sion in any key. 
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1. a) Turn to LEVEL III, Ex. 1112 of the ii7-V7-I 

section, and play through the patterns that may be 

used on the ii7-V7-I progression. 

41 

b) Use each one of these patterns to play on the 

changes of "Satin Doll" and "Tune Up." 

2. As a means of developing variety in our soloing, 

let's examine a purely "pentatonic" approach to 

improvising. First, we will list a few possible 

pentatonic uses and substitutions. 

chord 
major 

minor 7th 

dominant 7th 

altered dominant 

scale 
major 
minor 
minor 

minor 
minor 
minor 

major 
minor 
minor 

major 
( b9 

major 
(#9 

major 
( bS 

major 
(#5 

pentatonic 
pentatonic 
pentatonic 

pentatonic 
pentatonic 
pentatonic 

pentatonic 
pentatonic 
pentatonic 

pentatonic 
#9 11 #5) 
pentatonic 
11 ) 
pentatonic 
#5 b9 #9) 
pentatonic 
#9 1 1 ) 

on root 
on 3rd 
on 7th 

on root 
on 5th 
on 3rd 

on root 
on 5th 
on 2nd 

on b2 

on b3 

on bS 

on #5 

These are just some of the possible substitutions. 

Oftentimes it is beneficial to write an original 

"solo etude" as a means of applying newly-learned 

material. 
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a) Write out a solo to "Satin Doll" utilizing the 

pentatonic approach. Also, use these guidelines: 

1) Solo should be predominantly in 8th notes, 

beginning and ending on offbeats. 

2) Use 2 different pentatonic approaches for 

each 4-beat chord change. One pentatonic choice 

for a 2-beat chord change. 

3) Change direction of line once or more per 

measure. 

4) Start and end each phrase on a chord tone. 

5) Write this solo "away" from your instrument. 

This will help you to avoid cliches. 

6) Play slowly through your written solo a 

number of times and evaluate it. Pick out the 

parts you 1 ike and analyze them. ( see Ex. IV 1 , 

next page) 
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Po!isible.. Wv-itle.Y\ So\o 

etc., 

3. "Blue Bossa" not only exhibits ii7-V7-I in a major 

key, but also ii7b5-V+7-i in a minor key. For 

improvisation our source scales/modes for the 

ii7b5-V+7-i progression looks like this: (see next 

page) 

http:r"(l..nl
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chord scale 

ii7b5 (minor 7th flat 5) Locrian mode 

V+7 (dom. 7th, flat 9) Super Locrian mode 
(of jazz melodic 
minor) 

imaj7 (minor maj. 7th) jazz melodic minor 
(1, 2, b3, 4, 5, 6, 
7, 8) 

i7 (minor 7th) Dorian mode 

Play the melody of "Blue Bossa" and then, play through 

the changes utilizing the pattern in LEVEL III Ex. 

III1. When the progression is thoroughly understood, 

improvise on "Blue Bossa". 

4. Besides being basically a blues, "Blues for Alice" 

exhibits a great deal of ii7-V7 motion and also one 

example of ii7b5-V+7. 

a) Play the chord changes of "Blues for Alice" 

slowly by applying the correct scales/modes and these 

patterns: 

Ftr.A7 { Y be.a ts) 

JJfiJ tr a 
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Saxophone 
(alto) 

PROMINENT JAZZ ARTISTS 

( tpt. cont. ) 

Johnny Hodges 
Charlie Parker 
Paul Desmond 
Lee Konitz 
Cannonball Adderly 
David Sanborn 
Phil Woods 
Ornette Coleman 
Charlie .Mariano 
Jackie McLean 
Art Pepper 
Eric Dolphy 
Richie Cole 

( tenor) 
John Coltrane 
Coleman Hawkins 
Lester Young 
Wayne Shorter 
Michael Brecker 
Joe Henderson 
Dave Liebman 
Chris Vadala 
Sonny Rollins 
Scott Hamilton 
Joe Farrell 
Gerry Niewood 
Dexter Gordon 
Johnny Griffin 
George Coleman 
Stan Getz 
Jimmy Heath 
Archie Shepp 
Rahsann Roland Kirk 
Bob Berg 

(baritone) 
Gerry Mulligan 
Bruce Johnston 
Ronnie Cuber 
Pepper Adams 
Harry Carney 
Nick Brignola 

Trumpet 
Louis Armstrong 
Dizzy Gillespie 
Miles Davis 
Freddie Hubbard 
Clifford Brown 
Randy Brecker 
Wynton Marsalis 

Clark Terry 
Thad Jones 
Lee Morgan 
Don Ellis 
Lew Soloff 
Woody Shaw 
Tom Harrell 
Teramasu Hino 
Kenny Dorharn 

Trombone 
Bill Watrous 
Carl Fontana 
Frank Rossolino 
J. J. Johnson 
Kai Winding 
Urbie Green 
Curtis Fuller 
Vic Dickenson 
Phil Wilson 
Jim Pugh 
David Baker 
Roswell Rudd 
Albert Mangelsdorff 

Violin 
Stephane Grappelly 
Joe Venuti 
Jean Luc Ponty 
Jerry Goodman 
Michael White 

Piano 
Art Tatum 
George Shearing 
Oscar Peterson 
Herbie Hancock 
Chick Corea 
Cecil Taylor 
Bill Evans 
Horace Silver 
McCoy Tyner 
Joe Zawinul 
Count Basie 
John Lewis 
Hank Jones 
Roland Hanna 
Duke Ellington 
Cedar Walton 
Monty Alexander 

Guitar 
Charlie Christian 
Dj ango Reinhardt 
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(gtr. cont.) 
Tal Farlow 
George Benson 
Pat Metheny 
Herb Ellis 
Barney Kessel 
Joe Pass 
Wes Montgomery 
Kenny Burrell 
John McLaughlin 
Pat Martino 
Lenny Breau 
Larry Coryell 

Vibes 
Gary Burton 
Milt Jackson 
Bobby Hutcherson 
Victor Feldman 
Lionel Hampton 

Bass 
Charles Mingus 
Ray Brown 
Michael Moore 
Scott LaFaro 
Ron Carter 
Richard Davis 
Stanley Clarke 
Buster Williams 
Jaco Pastorius 
George Mraz 
Eddie Gomez 
Niels Pedersen 
Paul Chambers 

Drums 
Max Roach 
Kenny Clarke 
Louis Bellson 
Buddy Rich 
Tony Williams 
Steve Gadd 
Lenny White 
Mel Lewis 
Joe Morello 
Art Blakey 
Billy Cobham 
Jo Jones 
Roy Haynes 
Harold Jones 
Elvin Jones 



IV. A BRIEF ANNOTATED DISCOGRAPHY OF RELATED RECORDINGS 

The purpose of this chapter is to single out a few 

albums that are representative of the three vehicle types 

contained in the improvisation method. Since the student 

may use these recordings as models, only landmark examples 

of jazz improvisation have been included. All of these 

albums are in print and currently available. The annota

tions will provide the student with insight into the basic 

structure and scalar resources of selected compositions from 

each album. These recordings, which are organized as modal, 

blues or II-V-I vehicles, serve to reinforce and clarify 

principles covered in the method. 

Modal Vehicles 

1. Kind of Blue, Miles Davis. Columbia PC 8163, 1959. 
Musicians: Miles Davis, trumpet; John Coltrane, tenor 
sax; Cannonball Adderly, alto sax; Wynton Kelly, 
piano; Bill Evans, piano; Paul Chambers, bass; Jimmy 
Cobb, drums. 
Compositions: So What; Freddie Freeloader; Blue in 
Green; All Blues; Flamenco Sketches. 

This album marks the beginning of the extensive use of 

modes and modal harmony as improvisational resources by jazz 

musicians. Miles Davis wrote the compositions with a modal 

structure in mind. The remaining players had not seen or 

heard the tunes prior to the session. The spontaneous 
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performances are marvelous; from the probing, elegant use of 

silence by Davis to the lyrical, lush style of Adderly. The 

compositions are based on a variety of forms, yet all retain 

their modal flavor. "So What" is a 32-bar tune in AABA form 

that utilizes only two minor seventh chords in its harmonic 

structure, as we have seen. "All Blues" is freely based on 

the blues form. It has a modal bass line, and the four 

scales used for improvising are G Mixolydian (G7), G Dorian 

(Gmin7/C), D Mixolydian (D7) and Eb Mixolydian (Eb7). 

2. My Favorite Things, John Coltrane. Atlantic 1361, 1960. 
Musicians: John Coltrane, tenor and soprano saxes; 
McCoy Tyner, piano; Steve Davis, bass; Elvin Jones, 
drums. 
Compositions: My Favorite Things; Everytime We Say 
Goodbye; Summertime; But, Not for Me. 

The modal improvising of John Coltrane remains, to 

this day, the most exciting, innovative and proficient to 

arise out of the modal jazz movement of the early 1960's. 

This particular album is the first by the John Coltrane 

Quartet and is legendary. The song "My Favorite Things" 

contains a Coltrane solo over a static E minor harmony. In 

contrast to this, Coltrane's solo on "Summertime" follows 

the chord changes of the tune. His improvisation contains a 

flurry of notes emphasizing the modal extensions of the 

chords. 

3. Maiden Voyage, Herbie Hancock. Blue Note BLP 4195/84195, 
1965. 
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Musicians: Herbie Hancock, piano; Freddie Hubbard, 
trumpet; George Coleman, tenor sax; Ron Carter, bass; 
Tony Williams, drums. 
Compositions: Maiden Voyage; The Eye of the 
Hurricane; Little One; Survival of the Fittest; 
Dolphin Dance. 

Maiden Voyage is one of several great albums recorded 

by Herbie Hancock in the mid-sixties, following his tenure 

with Miles Davis. The album as a whole features the 

beautiful compositions of Hancock, often modally structured, 

and also excellent examples of modal improvisation by all of 

the soloists. The composition "Maiden Voyage" is a modal 

work in AABA form and is based on the following four key 

centers: Amin/D (A Dorian), Cmin/F (C Dorian), Bbmin/Eb (Bb 

Dorian) and Dbmin (Db Dorian). The modal structure of the 

tune allows the performers more room for personal explor

ation. Melodically and harmonically the performers have 

more freedom in their choice of materials because of the 

presence of fe~er chord changes. 

4. Head Hunters, Herbie Hancock. Columbia, KC32731, 1973. 
Musicians: Herbie Hancock, piano clavinet, ARP 
Odyssey synthesizer, ARP Soloist synthesizer; Bennie 
Maupin, tenor and soprano saxes, saxello, bass 
clarinet, alto flute; Paul Jackson, electric bass and 
marimbula; Harvey Mason, drums; Bill Summers, 
percussion instruments. 
Compositions: Chameleon; Watermelon Man; Sly; Vein 
Melter. 

Herbie Hancock's Head Hunters album represents a more 

recent movement in jazz to incorporate the repetitious, 

danceable rhythms of rhythm-and-blues music with the open, 

improvisational techniques of modal jazz. This effort 
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produced jazz's first gold album and greatly broadened the 

appeal of jazz with younger people. "Chameleon" and "Sly" 

are two excellent examples of compositions with melodies 

that are simple and catchy, and of improvisations over fixed 

modal harmonies. 

Blues Vehicles 

1. Louis Armstrong and Earl Hines 1928, Louis Armstrong. 
Smithsonian Collection R002, (two records). 
Musicians: Louis Armstrong, trumpet, cornet, vocals; 
Earl "Fatha" Hines, piano; and members of their 
orchestras. 
Blues Compositions of Interest: West End Blues; Basin 
Street Blues; Caution Blues. 

The monumental nature of these early recordings 

centers around the playing of Louis Armstrong. His 

improvising is filled with drive, swing and creativity. The 

standard of performance that Armstrong sets involves not 

only embellishments of the melody, but goes beyond this 

point to new, bold improvisations based increasingly on the 

harmonic structure of the piece. "West End Blues" is a 

brilliant example of this. A transcription of Armstrong's 

solo may be found on page 367 of the book Jazz: A History 

by Frank Tirro (New York: Norton, 1977). 

2. Bird/The Savoy Recordings (Master Takes), Charlie Parker. 
Savoy, STL 2201, 1944-1948. 
Musicians: Charlie Parker, alto and tenor saxes; 
Miles Davis, trumpet; Max Roach, drums; Tommy Potter, 
bass; Duke Jordan, piano. 
Blues Compositions of Interest: Billie's Bounce; 
Now's the Time. 
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Charlie Parker heralded a new age of jazz with his 

expanded melodic, harmonic and rhythmic conceptions and 

awesome technique. This was especially evident in his 

treatment of the blues. "Now' s the Time" and "Billie's 

Bounce" both exhibit the bebop approach to improvising on 

the structural harmony of the blues. These tunes contain 

harmonic substitutions and chordal elaborations. The 

improvisations are excellent examples of Parker's blues 

style which is progressive and modern. 

3. Brilliance, Thelonious Monk. Milestone M-47023, 1956, 
1959. 
Musicians: Thelonious Monk, piano; Sonny Rollins, 
tenor sax; Ernie Henry, alto sax; Oscar Pettiford, 
bass; Max Roach, drums. 
Compositions: Brilliant Corners; Ba-lue Bolivar 
Ba-lues-are; Pannonica; Bemsha Swing; Jackie-ing; 
Straight, No Chaser; Played Twice; I Mean You; Ask Me 
Now. 

Harmonic experimentation, an unusual rhythmic dis

placement of melody notes and use of uncommon intervals were 

among the contributions to bebop made by Thelonious Monk. 

His now-classic "Straight, No Chaser" contains a motivic 

melody that is chromatic and has melodic elaboration. The 

total effect is a blues composition that is highly 

syncopated, angular, unique and modern. Monk's improvised 

solo contains examples of his compositional technique. His 

short phrases are not mere riffs. They are ideas that are 

expanded, shortened and inverted to form solos which exhibit 

a high degree of craft. 
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4. Free as the Wind, The Crusaders. ABC Records, Inc. 
BT-6029, 1977. 
Musicians: Stix Hooper, drums and percussion; Joe 
Sample, keyboards; Wilton Felder, saxes; Larry 
Carlton, guitar; Robert "Pops" Popwell, bass. 
Compositions: Free as the Wind; I Felt the Love; The 
Way We Was; Nite Crawler; Feel It; Sweet n' Sour; 
River Rat; It Happens Everyday. 

The Crusaders (formed in 1961) are among the oldest 

jazz groups in existence. Though still a jazz group, their 

style is characterized today by a heavy blues and rhythm

and-blues influence. The selections on this album are not 

necessarily blues in their structure, but the improvisations 

rely heavily on the use of the blues scale. This is 

especially evident on "I Felt the Love", "The Way We Was" 

and "Feel It". 

II-V-I-Vehicles 

1. "Body and Soul", Coleman Hawkins. Smithsonian Collection 
of Classic Jazz, Side IV, selection no. 4, 1939. 
Musicians: Coleman Hawkins, tenor sax; Tommy Lindsay, 
Joe Guy, trumpets; Earl Hardy, trombone; Jackie 
Fields, Austin Moore, alto saxes; Gene Rodgers, piano; 
William Oscar Smith, bass; Arthur Herbert, drums. 
Composition: Body and Soul. 

This example is only one selection taken from the 

original RCA Victor LPV 501 recording of Coleman Hawkins and 

his Orchestra. It represents an innovative departure in 

jazz improvisation. Hawkins begins by playing a solo with 

an ornamentation of the original melody. His subsequent 

choruses, however, contain improvisations based on the 

harmonic structure. To accomplish this, Hawkins relies 
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heavily on arpeggios derived from the chords. He performs 

these ·arpeggios with a smooth, double-time II feel". A 

transcription of this famous solo can be found on pages 

368-370 in the Tirro book. 

2. The Greatest Jazz Concert Ever. 
Musicians: Dizzy Gillespie, 
alto sax; Bud Powell, piano; 
Roach, drums. 

Prestige PR-24024, 1953. 
trumpet; Charlie Parker, 
Charles Mingus, bass; Max 

Compositions: Perdido; Salt Peanuts; All the Things 
You Are; Wee Hot House; A Night in Tunisia; Embrace
able You; Sure Thing; My Devotion; Polka Dots and 
Moonbeams; Cherokee; Jubilee; I've Got You Under My 
Skin; My Heart Stood Still; I Want to be Happy; 
Lullaby of Birdland. 

This particular double album is a veritable gold mine 

of classic II-V-I compositions played by the pioneers of the 

bebop movement. "Perdido", "All the Things You Are" and "A 

Night in Tunisia" are exemplary II-V-I tunes performed by 

the entire quintet. The trio of Powell, Mingus and Roach 

perform ten selections, two of which are "Embraceable You" 

and "Cherokee". The recorded solos based on these composi

tions represent excellent models for the student learning to 

play jazz songs that utilize the II-V-I progression. 

3. The Quintet, Volume 1, Clifford Brown (with Max Roach). 
EmAcry/Mercury, EMS-2-403 (two records), 1954-1955. 
Musicians: Clifford Brown, trumpet; Max Roach, drums; 
Harold Land, tenor sax; Richie Powell, piano; George 
Morrow, bass. 
Compositions: Delilah; Parisian Thoroughfare; Jordu; 
Sweet Clifford; Ghost of a Chance; Stornpin' at the 
Savoy; I Get a Kick Out of You; Joy Spring; Mildama; 
Daahoud; Gerkin for Perkin; Take the 'A' Train; Land's 
End; Swingin'. 
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Trumpeter Clifford Brown is noted for his flowing 

improvised lines and his superior sense of form in his 

solos. The construction of his solos is so clear in its 

logical progression of ideas and thematic development that 

it appears to be premeditated, yet it was done spontan

eously. This set of recordings reveals these traits, as 

well as his skill as a composer ( "Daahoud" and "Joy 

Spring"). Examples of modern treatments of the II-V-I 

progression in improvised solos include "Jordu", "Stompin' 

at the Savoy" and "Take the 'A' Train". A transcription of 

Brown's solo on "Ghost of a Chance" appears on pages 119-121 

of Jazz Rhythm and the Improvised Line by John Mehegan (New 

York: Amsco/Simon and Schuster, 1962). 

4. Giant Steps, John Coltrane. Atlantic AT-1311, 1959. 
Musicians: John Coltrane, tenor sax; Tommy Flanagan, 
piano; Paul Chambers, bass; Art Taylor, drums. 
Compositions: Giant Steps; Cousin Mary; Countdown; 
Spiral; Syeeda's Flute Song; Naima, Mr. P.C. 

John Coltrane's compositions "Giant Steps" and 

"Countdown" represent a culmination of the jazz musician's 

fascination with and skill at maneuvering through complex 

chord progressions while improvising at rapid tempos. The 

chords in these two selections change every two beats and 

the tempos are very fast. The chords move not only in the 

common cycle-of-fifths progression but, also, chromatically 

and by thirds between a number of different key centers. 

The melody, chords and Coltrane's improvisation on "Giant 

Steps" are transcribed in Tirro's Jazz: A History, pages 

381-386. 



72 

Availability of Recordings in Discography 

All of the selected albums are currently listed in the 

in-house catalogues of each label. If an album is not 

stocked in a store, it can be ordered by the store directly 

from the particular label by supplying the information 

listed in the discography. 



V. CONCLUSIONS 

Many jazz improvisation methods are currently 

available on the market, but none are specifically aimed at 

satisfying the needs of students of the junior-high and 

high-school age. Educators encounter myriad problems when 

dealing with the disparate levels of musical and technical 

development encompassed by this age group, especially in the 

classroom. Jazz improvisation needs to be taught at various 

levels of difficulty while maintaining a continuity of basic 

concepts. The method presented in this thesis serves the 

needs of this particular group of students because it 

1) allows for the simultaneous development of a jazz 

aesthetic and technical improvement, 2) provides learning 

material at four levels of experience ranging from inexper

ienced to intermediate and advanced, and 3) deals with the 

three most common vehicle-types ranked according to 

difficulty. The method provides educators with a step-by

step plan for teaching jazz improvisation to this age-client 

group. 

Upon completion of all four levels of the method, the 

student should apply the same learning concepts to jazz 

vehicles of other styles. By choosing new tunes of a wide 

variety, the student will not only further his development 

as a jazz improviser, but will also acquire a formidable 
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knowledge of improvisational vehicles. This repertoire 

should include tunes representative of styles such as swing, 

rock, odd-meter, original, avant-garde, etc. The play-along 

albums of Aebersold, Ramon Ricker and others provide an 

excellent means for accomplishing this task. Moreover, many 

of the improvisation books of David Baker, Jerry Coker and 

others will be within the reach of those who have completed 

all four levels of the method included here. 

Expanding the discography of the method is another 

important follow-up exercise. Both the student and teacher 

will develop skill in analyzing compositions as a means of 

furthering their craft. By following the original format 

and making personal annotations, one will create his own 

thoughts and feelings on jazz improvisation. 

Perhaps the most important task any improviser can 

undertake is increasing his skill as a listener. The jazz 

performer learns his craft initially by listening to other 

musicians and imitating their styles. Even as his personal 

style emerges, listening remains an indispensable skill. To 

alter an old cliche, "a musician is what he listens to." 

Implications 

The multi-level exercises and unified concepts con

tained in the method can be applied to other areas in jazz 

education. A great need exists for a method that deals with 

concept development in the rhythm section. The multi-level 
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and unified approach is ideally suited for this task. The 

rhythm section in jazz is made up of a group of unlike 

instruments that must function together as a unit. A method 

book containing various style vehicles and individual parts 

written for four different levels of experience would allow 

students to function as a whole, regardless of previous 

experience. So often, for example, educators encounter a 

rhythm section made up of a level-four pianist, a bassist 

and drummer at level-two and a guitarist at level-one. 

Problems arise because the music may be written entirely at 

level-three! A method is needed to give students at 

dissimilar levels of experience the opportunity to function 

confidently in their own capacity within the rhythm section. 

Parts designed for each level would allow the rhythm section 

to perform with players of any combination of backgrounds. 

A vocal jazz method based on multi-level/unified 

concepts would also be useful. The foundations of jazz 

improvising could be taught while allowing for differing 

stages of voice development, especially in adolescent males. 

Again, vocalists at a number of experience plateaus could 

function successfully as a musical unit because they could 

perform parts written specifically for their ability range. 

In summation, multi-level/unified concepts are the 

basis for an approach in jazz education whose foundations 

are 1) simultaneous development of aesthetic and skill, and 
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2) allowance for individual differences in experience back

grounds. Methods based on these principles would be 

flexible in their application, yet specific enough for daily 

use. The method presented within this paper represents an 

initial effort in applying the multi-level/unified approach 

to teaching jazz. 
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