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Jazz Listening CD Track List

1. Watermelon Man – Herbie Hancock (from the Headhunters album)
2. Blue Bossa – Joe Henderson and Kenny Dorham
3. My Heart Belongs to Daddy – Gerry Mulligan and Chet Baker

4. Autumn Leaves – Miles Davis & Cannonball Adderley 

5. Autumn Leaves – Sonny Stitt and Gene Ammons

6. Blue Monk – Ray Brown, Christian McBride and John Clayton 
7. Song for My Father – Horace Silver
8. C Jam Blues – Oscar Peterson Trio

9. Summertime – Freddie Hubbard
    10. Blues for Alice – Charlie Parker

    11. Doxy – Sonny Rollins
Chapter 3: Making the Tune your Own

Lesson 21
· Play through one of the tunes we have done.

If you were to perform jazz regularly using the same tunes, eventually you might get bored with some of the heads.

One thing jazz musicians will often do to make the head more interesting is change small parts of it. You might say that they do a ‘variation’ on the head. Rhythms are most often changed, although some jazz musicians have played heads which are almost unrecognizable because they have changed them so much.

· Play through the head to Bb Blues. Pick one of the two-bar phrases and play it with a changed rhythm. Play the head a few times and each time change the rhythm in a different way. Don’t change much at this stage. Keep it simple.

· Now play the same head but change one note to something else. Use a note from the blues scale or from a modal scale.

PRAC: Experiment with the heads of all the tunes we have done. Try only small changes, then give some larger changes a go. Is the tune still recognizable? Try maybe taking notes away or simplifying what is already there.

LISTEN: Listen to Track1, ‘Watermelon Man’ from the second listening CD. How has the head changed? Write out how it has changed and/or play some of the changes. (NOTE: it takes a while before the head is played).

Lesson 22
· Play through the heads of one of the tunes with your own alterations.

This lesson we will look at a new tune, but we will learn it in a different way. We are going to try to improvise using no music. The tune we will use will be ‘Solar Flair’ (SF), but I will teach you a different head called ‘Blue Bossa’ (BB).

· Listen to each phrase as Justin plays it. Try to copy it as best as you can. Play the BB head with the backing track.

· Improvise without any written music. Listen to the backing as you improvise and experiment with different notes. Try to figure out which notes work well over the progression.

PRAC: Do your best to remember and play over what Justin taught you of the BB head. It is important to do this every day if possible, otherwise you will forget it. If you can’t remember much of it then practice what you think it sounded like. Use Track 2 of the listening CD to help you.

Improvise over the progression without using your written music. Write down a set of notes that you found worked well on the staff below:
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LISTEN: Listen to Track 2, ‘Blue Bossa’. Listen to the Kenny Dorham’s solo (the trumpet). Where would you say he gets his ideas for most of his solo?
Lesson 23
· Listen as Justin plays the head to BB and try to play it with him. Improvise using the set of notes you figured out.

Have a look at the modes you could use on the chart for SF. Do the notes you’ve figured out match up? You may find that some of them don’t match up very well. 

Part of making the improvisation your own, however, is in playing what sounds good to you. Just because these notes may not work on the page does not mean you cannot use them if you wish.

· Play through CI without the music. Try not to think about the scales we have looked at for this, but rather listen closely to the backing and compare it to what you are playing. Try to find notes which work and improvise using them.

PRAC: Go over the BB head again. Do your best to memorise it. Play through all of our tunes. When you improvise, don’t use the chart. Try to find a set of notes which you think sounds good and write them out for each tune on the staff below:
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LISTEN: Listen to track 2 again. Listen to the bass solo. What is different about this solo compared to the others?
Lesson 24
· Play through one of our tunes using the notes you have figured out in your improvisation.

· Go over the head to BB again.

You may have noticed that there are two main sections in Blue Bossa, each with a different key centre. The first eight bars and the last four have one key centre and the four bars of the bridge have a different key centre.

If we want to make our set of notes for improvisation more accurate, we could approximate a scale for each of these two key centres.

Write out a scale you could use over each of the two key centres:
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· Play BB. Improvise using the two scales you have written out. Make sure you use the correct scale at the correct time.

In the next lesson we will look at the individual modes, but for now try to use this approximation. This can be a handy skill when sight reading charts or playing charts with complicated chord progressions. If you can’t play each individual chord, you can still pick the right basic scale for each key centre.

PRAC: Improvise over BB using the two scales above. Look through the other tunes we have done. Can you see any other key centres which could be approximated well with a single scale? If so, improvise using them, and write down the tune and the scale/s on the staff below:
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LISTEN: Listen to Track 2. At the end there is a short outro where the piano and tenor improvise short phrases. Listen to the bass and to the piano. Does this section stay in one key centre or does it switch between them? If it stays in one key centre, which one is it? If it switches, which one does it begin with?

Lesson 25
· Play through BB or another tune with an approximated scale choice.

Approximating key centres can be useful when you have not had much time to learn a chart, but more often you will have time to learn a chart. This lesson we will go over the modes of BB/SF.
So far we have studied the Dorian and Mixolydian Modes. Remember, the mixolydian is the same as the Major scale but for a flattened seventh, and the dorian scale is the same as a Major except for the flattened seventh and third:
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BB/SF uses two new chords. The chord found in bars 11-12 is a Major chord and a Major scale is played over it. A major chord is symbolized by the triangle:
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The other chord type is the half-diminished chord, found in bar 5. This chord is the same as the minor chord, but has a flattened fifth and is symbolised by the circle with a stroke through it. Compare the differences between Major, Dominant, Minor and Half-Diminished chords:
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The mode played over a half-diminished chord is based on the seventh degree of a Major scale and is called the ‘Locrian’ mode. That is, if your chord is B half-diminished, you would play the major scale of C over it. another way of looking at it is that the mode is the same as the Major scale but it has a flattened second, third, fifth, sixth and seventh:
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· Play over the half-diminished scale. What notes would you use over an Ab half-diminished chord?
If you have to learn what notes to use over a chord progression, it is important to thoroughly know the modes. Ideally the modes should be memorized, and, in time and with practice, they will be.

Once you know your modes well, pick any progression of chords that gives you trouble and practice slowly improvising over these. Just loop the same chords and use a metronome. If you use the backing CD, only improvise in that selected section and wait through other sections to think about what you will play.

· Improvise over the chords of bars 5-8 of BB. Loop the chord progression. Try to land on the chord tones or guide tones of each chord on important beats (remember ‘note placement’).

PRAC: Loop each four bar section of BB/SF. Slowly go through each progression until you can confidently switch to each new scale at the right moment. Be simple with your ideas. If you are confident with each section, try the whole progression.

LISTEN: Listen to track 3, ‘My Heart Belongs to Daddy’. This recording is unusual, compared to all others we have listened to. Why is it unusual? (hint: what instruments are used?)
Lesson 26
· Play BB. Follow the modes as you improvise.

The improvising using modes we have done so far can give you a good feel for their sound and how they connect. The true jazz musician, however, will know a progression inside and out. Before we go on to more complicated progressions we need to go through exercises that will make your fingers go to the right notes without even thinking about it.

The following exercises are patterns that can be played over each chord. They are a bit like an extended version of the guide tone or chord tone lines we have played, except they will include many more notes of the mode.

· Play through the following exercises over the BB chord progression:

1. Play arpeggio up to fifth:
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2. Play arpeggio up to seventh:
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3. Play mode up to fifth:    [image: image11.png]



4. Play mode up to tonic:
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PRAC: Go through the above exercises over the BB chord progression. Complete the same exercises over Bb Blues. Go through these exercises many times. Towards the end of the week, improvise over these tunes using the modes.

LISTEN: Listen to Track 3 again. In order to play in this style both musicians must know their chords inside and out and constantly outline them, otherwise the chord progression will not be heard. What other considerations do they have to make?

Lesson 27
· Play through some of the exercises over BB and Bb Blues and improvise using the modes.

Now we will apply these exercises to a more demanding chord progression. Turn to ‘Autumn Leaves’ (AL). Look at the chords. This tune has a chord every bar, and in some places two chords in one bar.

Also, you may notice that some chords have extra indications, such as ‘B7 +9’ or ‘CM +4’. For now ignore these extra symbols and take each of these chords as basic ‘B7’ or ‘CM’ chords.

· Play through the head of AL.

· Can you see any key centres where we could approximate a scale? Try to improvise while sight-reading the chords.

· Go through some chord/scale exercises.

This week I will get you to go through similar exercises as before. For the bars with two chords, a modified pattern can be used, where you ascend using the first chord/scale and descend using the other:
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PRAC: Learn the head to AL. Loop four-bar sections of the chord progression and practice exercises and improvising over these looped sections. If you are confident when improvising over these sections, try to improvise and complete exercises over larger sections, or all, of the progression.

LISTEN: Listen to Track 4, ‘Autumn Leaves’. Miles Davis plays the head on trumpet for this one. Listen to the rhythm section. How does its playing change when Cannonball Adderley starts soloing?

Lesson 28
· Play some exercises over the Autumn Leaves progression. Improvise using modes.

This lesson we will keep going over the chord progression to AL. Such complicated progressions can be mastered but it takes time and practice. 

To give you more focus when improvising, though, we will try to incorporate guide tones into our improvisations. Take the first eight-bar section. Figure out the two guide tone lines without writing them down and play them with the recording.
· Play over the first eight bars using exercises, then guide tone lines, then improvising. Try to make the guide tones the important notes. What sounds particularly good is when you can incorporate the changing guide tones between chords into your improvisation.

PRAC: Keep running the same exercises over the chord progression of AL. Remember to go slow and only speed up when you have mastered it at a slower speed. Use a metronome if possible. Write out the guide tone lines to AL below and try to incorporate them into your improvisation:
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LISTEN: Listen again to Track 4. Of the trumpet and sax, whose improvisation would you say incorporates the blues scale more often? In other words, whose solo is more bluesy?

How else might you describe the difference between Miles’ and Cannonball’s solos?

Lesson 29
· Play through AL. Improvise using modes and try to use guide tone voice-leading.

We’ve been looking at AL in some detail now and hopefully it should be making a little more sense. Today we will explore some techniques a jazz saxophonist might use to give a little bit more character to his/her improvisation.

1. Growls. Growls are rough sounds often used in blues. There are three ways to might get them: 1. Rumbling the back of your throat like you are hocking up phlegm 2. Simultaneously singing and playing 3. Fluttertongue – whirring your tongue inside your mouth as you play.

2. Bends. Often long notes or the notes at the ends of phrases are bent down in pitch. This is also often used in blues. Also called a ‘gliss’ or a ‘dropoff’.
3. Ghosted Notes. When a note is fingered but not fully played so it can only just be heard it is ‘ghosted’. This is done by covering half of the reed with half of your tongue. Justin will explain further.

4. Vibrato. Vibrato is related to pitch bending. It is a rapid wave of pitch bending up and down. In jazz often it is put at the end of the note.

5. Other effects. Pretty much any sound you can make on the sax has probably been made in a jazz improvisation. Can you find any strange or interesting sounds that could be used in an improvisation? Try odd fingering combinations and see what you could come up with.

PRAC: Keep improving on AL. Try to make it so that the exercises are second nature. Make sure you are hitting the right notes when you improvise. Try to use some or all of the above effects in your solo. Try to use these effects over other tunes as well. The growls and bends work particularly well on certain notes of the blues scale.

LISTEN: Listen to Track 5, Autumn leaves by Sonny Stitt and Gene Ammons. How does the tone of Gene Ammons (the first solo after the head) differ from Cannonball Adderley in track 4?

How does Sonny Stitt’s playing (second solo) differ from Gene Ammons? 

Lesson 30 
· Play through AL.

Another ten lessons done and another lesson of revision. Can you remember:

1. Alterations of the head.

2. The head to Blue Bossa.

3. Improvising using your ears to figure out correct notes.

4. Approximating key centres.

5. The Major, Minor, Dominant and half-Diminished chords and the Ionian (Major), Dorian, Mixolydian and Locrian modes.

6. Exercises to learn chord progressions.

7. Extra effects to add character.

· Play though some of the tunes we have done and go over each of the above points.
PRAC: Play through all of our tunes. Do the chordal exercises over any other progression you have trouble with. Go over previous chapters and try to include as many different ideas into your improvisations as you can.

LISTEN: Of tracks 1-5, which do you like the most. Why?

Of tracks 1-5 which do you dislike the most? Why?

Chapter 4: 2, 5, 1’s, +9’s, +4’s and Fundamentals
Lesson 31
· Play through one of the tunes we have done.

Two lessons ago we looked at effects you can make on the saxophone. Next lesson we will learn another effect, one which is immensely useful for developing your embouchure, tone, pitching and overall sound.

This effect is based on harmonics and that is what we will learn today. We play harmonics when we play a low note (like low Bb, B, C or C#) and forced high notes to come out of it. Indeed, most of the other keys on the saxophone are designed to do this artificially, and so get out all the other notes on the sax with ease. Here are the harmonic notes which can be played above the ‘fundamentals’ or root notes:
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· Play the low notes and try to get some of the higher harmonics out of them. Try playing the actual note you are trying to get, then slurring directly to the lower fundamental.
This is a skill you can improve with practice and is good for warming up before you play. 

PRAC: Try to get as many harmonics as you can. When you have mastered a few, try to go between them using different fundamentals. Eg: Finger low Bb to low B, but play high F to high F#.

LISTEN: Listen to Track 6, Blue Monk. What is the instrumentation (instrumentation means what types of instruments are being used)?

Lesson 32

· Play through your harmonics.

The effect which harmonics is based on has to do with an ‘open’ and a ‘closed’ sound. This means that you can play the same pitch but get two very distinctive timbres out of it.

The ‘open’ sound is a more resonant sound and is often the one you get by just playing a normal note. The ‘closed’ sound is less resonant and involves some tricky fingerwork.

· Play a high G. Now play the same note, but add your E, D and low C keys like so:
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Can you hear the change in timbre? You should try to make sure that the pitch remains the same though, and a tuner can be very handy for this.

· Listen to how Justin uses this effect when he improvises. Try to do your own solo improvisation in G using this effect.

Now G is a relatively easy note to treat this way. Many of the others require a change in embouchure like you were doing with the harmonics, as the same idea is modified only slightly in this setting.

· Play through the following fingerings of notes. First play the ‘open’ fingering, then the ‘closed’ fingering:

A:
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(there are many others. Can you find some that aren’t here?)




Many of these fingerings are just the lower octave, without the key directly below the note you are trying to play. 


This exercise is great for warming up and getting a good tone on your sax, so try to do five or so minutes of these before every practice.

PRAC: Play through all of the above variations. Try to go higher than what is written above. These higher ones are usually the same as the lower ones except they have an octave key. Try to incorporate these new sounds into your improvisations.

LISTEN: Listen to Track 5 again. In the first head, at which point are open and closed sounds played next to each other?
Lesson 33
· Play through all of the ‘open’ and ‘closed’ tones. Improvise over a tune using these effects.

Time for a new song. Turn to ‘Song for My Father’ (SFMF). This is a latin tune which uses only dominant and minor chords, as well as the blues scale and minor pentatonic scale.
Notice the A-/D chord (E-/A chord for altos)? This is a direction to the pianist and bassist. This means that the pianist should play an A minor chord while the bass plays a D. For our purposes, though, we should play an A minor chord with D (the 4th) emphasized.
· Play the head to SFMF. Try to arpeggiate the chords in time. Try to solo using the scales. Try to use ‘open’ and ‘closed’ sounds. 

PRAC: Learn SFMF and improvise over it using techniques we have discussed in the past.

LISTEN: Listen to Track 7, ‘Song for My Father’. What is the order of solos?

What non-rhythm section instrument does not get a solo but plays the head?

Lesson 34
· Play SFMF.

Turn to the page entitled ‘III/VI7/II/V7’. This page contains a number of phrases, often called ‘patterns’ or ‘licks’, all over the same chord progression.
The title refers to chords built on the 3rd, 6th, 2nd and 5th notes of the scale. This progression continually cycles, but if it were to end it would end on the 1, the Bb Major chord (Eb Major chord for tenors).


This pattern of chords is immensely important because it, and its variants, are found everywhere in jazz. If you learn licks over every key of this pattern you will have improvisational tools ready for any song you might play.

But why is it so important?

Well, in all Western music chord progressions almost always end with a five-one pair of chords. This means a piece might end with G7 – CM, as G is the chord built on the fifth degree of the C Major scale. This is a very strong combination as the five chord naturally falls to the tonic chord. It has a sense of forward direction:
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Now if we extend this back, we would play the five chord of the five chord before it. This means that we would play D-, G7 then CM, as D is the fifth degree of the G scale. This also has strong forward momentum, because it is made up of fifth chords falling to tonic chords.

If we are in the original key however, D is the 2nd degree of the C Major scale, and so we would call it a 2-5-1. More often it is written in Roman numerals as II – V – I:
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This is often extended back even further until we get a series of V-I progressions which look like III-VI-II-V-I:
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If we stay in our original key the entire way, you could play the tonic scale over the entire progression.

· Play through some of the licks with the recording. Try to improvise your own licks which follow the guide tones of the progression.

PRAC: Learn the licks. Arpeggiate the chord pattern and figure out some licks of your own. 


Have a look at the chord progression for SF/BB. In pencil, write ‘II’, ‘V’ or ‘I’ beneath any chord which seems to have that function.

LISTEN: Listen to Track 8, ‘C Jam Blues’. This is played by the Oscar Peterson Trio. A piano trio is a standard band setup consisting of bass, drums and piano. Listen to the head. Figure it out on your sax and play it next lesson.

What has this head got to do with today’s lesson?
Lesson 35
· Play through the patterns and improvise some licks. Play through BB and try to apply the same ideas to the II-V-I’s in that piece.
Another new song! Turn to ‘Summertime’. Firstly, can you point out any II-V-I’s?

· Play through the head to Summertime. Play through the scales and arpeggiate the chords. For now, ignore the ‘+9’ indication and play the normal mixolydian scale over this chord.

PRAC: Learn head to Summertime and improvise over it. Write out the guide tone lines below:

LISTEN: Listen to Track 9, ‘Summertime’. What timesignature is this played in?
Lesson 36
· Play Summertime.

Now we will learn what such symbols as ‘+9’ mean. These symbols indicate that a scale degree must be altered. The ‘+’ sign means that the scale degree should be raised by a semitone and the ‘b’ sign means that it should be lowered by a semitone. (There are no ‘b’ signs in the tunes we do but you will encounter them in the future).
Often this is as straightforward as it sounds. In AL there is a CM +4 chord (FM +4 for tenors). In this case it means the 4th scale degree should be sharpened, like so:
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This scale is called a ‘Lydian’ mode and is a scale which you could play over any Major chord if you so wished.

The other alteration to a chord is the +9 chord, found in quite a few of the tunes in your book. The scale played over this has a sharpened ninth (or second) but it also has a few other altered notes. Here it is:
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Notice it has a b9, #9, #4 and #5, as well as the flattened seventh found in all dominants. This scale is called the ‘altered’ scale (or the ‘diminished whole-tone scale) and has a very distinctive sound. This can be used as a substitute over any dominant chord.
One of the reasons the altered scale sounds so odd is because it is based on something different than all the other scales we have done up to this point. The Ionian, Mixolydian, Lydian, Dorian and Locrian scales are all based on the Major scale. That means that if you start on the second degree of the Major scale, you get the Dorian, and if you start on the fourth degree you get the Lydian, and so on. 

The altered scale is based on a mode built on the ascending melodic minor. The ascending melodic minor scale is the same as the Major, but it has a flattened third. Compare:
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And so, if we start on the seventh degree of the G ascending melodic minor, we get the F# altered scale:      [image: image30.png]F#
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Have I lost you yet? All of this explanation is written down for you and so in time you may return to it and it will make a little more sense. Eventually you will run into tunes with no scales written out and you will have to use processes like the above to figure out the scales to play. For now use the written out scales but do try your best to come to grips with ideas like this. Believe it or not, it can get much more complicated later on.
PRAC: Play through all the tunes which have alterations and try to incorporate the new scales.

LISTEN:  Listen to tracks 4 and 5 of Autumn Leaves. The intro of the Davis/Cannonball version has been used in the Ammons/Stitt version. How has it been changed? 
Lesson 37
· Pick a tune with an altered scale and play through it.

· Play through the head of F Blues. Try to improvise over the chord progression.

PRAC: Write out the guide tones to F Blues. Learn the head and play over the progression.
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LISTEN: Listen to track 10, ‘Blues for Alice’, by Charlie Parker. This is a blues in twelve bars in the key of concert F, and so is similar to F Blues (Tootsie). There are some important changes in the chord progression though. 

Listen to the track and compare it with the backing track for Tootsie. Listen to the bass and piano. Can you hear where the chord progression differs markedly from the F Blues progression? Write out the bar numbers where it changes:
Lesson 38

· Play over F Blues.

· Play through the head of Doxy.

Nearly at the end of the fourth chapter, and we find ourselves back at a blues! The blues is such a common chord progression that alterations to it abound. We have already seen differing versions, and now we have perhaps the most far removed kind. In fact, this may not even be classed as a blues although it contains many similar elements.

This has a diminished chord in it. Thus far we have seen Major, Dominant, Minor and Half-diminished chords. The last chord family is the diminished chord family. Compare the five chord types:
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Notice how the diminished chord has a flat 3rd, 5th and double flat 7th? (in fact the double flat seventh is the same note as the 6th). The diminished chord is actually a series of minor 3rds built on top of one another. 

The scale which is played over this does not belong to either the Major or ascending Melodic Minor scale groups. For this reason there is only really one way to think about it, and that is how it differs from the Major scale. Compare:
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Notice how the diminished scale has a Major 2, b3, Perfect 4, b5, b6, Major 6 and Major 7?

· Play up and down the arpeggio of the diminished chord in Doxy, and do the same for its scale.

· Try to improvise over the Doxy chord progression.

PRAC: Write out the guide tone lines for Doxy below. Practice the arpeggiation and scale exercises over this tune. Learn the head and improvise over the progression.

LISTEN: Listen to track 11, ‘Doxy’. Listen to the solos. What scales are being used?

Lesson 39

· Play through Doxy.

We have almost finished this chapter and we have almost done every tune in the book. We have looked at scales, memorization, chord progressions and licks. We have talked about motivic and melodic development, phrase structure and note placement. We have explored guide tones and chord tones as well as effects and harmonics.

But in many ways we have only touched on these things. I have explained the theory and we have done a little practice on each, but to make any of these a powerful improvisational tool, you must practice it until it is second nature. Eventually you want to be able to complete any of the above tasks in every key, something which can take many years to accomplish. Indeed, even the great musicians constantly learned and developed their style as they progressed. Miles Davis was on the cusp of three or four new trends in jazz alone.

In order to develop these abilities, you must have a command of all the scales we have done, in every key. For example, in the key of C we have all of the following scales:
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(I missed one scale in the list above- write it in)

After memorizing these, you would do the same for all of the other eleven keys. For this week, however, I would like you to attempt to memorise all of the C scales and, as you do, to try and be aware of all the differences and similarities between them.

· Play through all of the above scales

PRAC: Try to memorise as many of the above scales as you can. Try to remember the rules governing what notes are included. eg: for the mixolydian, instead of remembering every note in the scale, just think of it as a C Major scale with a flat seventh.


If you have memorized a scale, try to use it to play through the exercises in Lesson 26.

LISTEN: Listen to all of the tracks on the CD. Of all of the saxophonists, whose tone do you like the most? How would you describe it? How does it compare to the tones of other saxophonists on other tracks?
Lesson 40

· Play through all of the C scales. Play through some of the exercises in Lesson 26.

The most direct use of a knowledge of scales is to change a lick to conform to a new chord. For example, say you have a lick such as this in C Major: [image: image35.png]|
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If the next chord becomes C Minor, all you have to do is flatten the third and seventh and you will have applied that lick to a new chord:                                                                                                                                 [image: image36.png]/] I/, |
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This skill can be used with all of the improvisational techniques we have studied thus far. For example you could use it in melodic or motivic development, in call-and-response, as a structural device in the large scale form of your solo, to embellish the head, etc.

· Play through any tune we have done and try to make your licks conform to the chords with minimal change.

PRAC: Go over all of the things we have studied so far. Play through all of the tunes we have done and try to apply any and all of the techniques you can to the tunes. Have fun.

LISTEN: Listen to all of the tunes on the CD. What is it about any track that you particularly like? Is there a style or sound that you like? Is there just one little thing that you really like? Explain your choices.

Is there anything on any of the tracks you dislike or don’t think sounds very good? What is it and why do you think that? 
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