E-FLAT INSTRUMENTS

Tue BLLES

THE BLUES |S THE MOST WICELY LUSED FORM IN TAZL MUSIC. THE FORM OF THE BLUES, OR THE STRUATURE OF
A SINGLE CHORUS, 1S TWELVE BARS IN LENGTH. THERE ARE EXCEPTIONS TO THE 12-8AR BLUES FORM, NOTABLY
HERBIE HANCOCK'S WATERMELON MAN (1o-8A265) AND LEE MORGAN'S SIDEWINDER (DOUBLE LENGTH 24-8A25).
BOTH OF THESE TUNES ARE CONSIOERED BLUES EVEN THOUGH THEY ARE LONGER THAN 11-8ARS.

IN 176 MOST BASIC HARMONIC FORMAT, THE BLUES 1S COMPRISED OF ENTIRELY OF DOMINANT SEVENTH CHOROS.
THIS BASIC HARMONIC FORMAT, 0% CHORO PROGRESSION, LTILIZES OOMINANT SEVENTH CHOROS BUILT ON THE
|, IVANO V OF WHATEVER KEY WE ARE IN. THIS BASIC CHORD PROGRESSION FUNCTIONS AS FOLLOWS:
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ONE OF THE AMALZING THINGS ABOUT THE BLUES 16 176 INCREQIBLE FLEXIBILITY. T CAN BE TRACITIONAL
ANO MAGESTIR, AS PLAYED B4 LOUIS ARMSTRONG. |T CAN BE HARMONICALLY SOPHISTICATED, AS PLAYED
B4 CHARLIE PARKER. |T CAN BE SOULFUL ANO FUNKY, AS PLAYED BY HORACE SILVER. |T CAN € A SPRING
B0AR0 FOR AVANT-GARDE I0EAS, AS PLAYED BY TOHN COLTRANE. YOU CAN SHOUT LIKE TIMMY RUSHING 0%
WHISPER LIKE MILES DAVIS. |T GAN BE WHATEVER YOU, AS A SOLOIST, WANT IT T0 B€ FROM CHORUS TO
CHORVS. LISTEN T0 OIZLY GILLESPIE IN THE 1950'c AND YOU WILL HEAR HIM PLAY A CHORUS OF BEB0P THEN
A CHORLS OF PURE BLUES (UTILIZING THE BLUES SCALE), ALTERNATING BETWEEN THE TWO APPROACHES.

THE UNIFYING SOUND OF THE BLUES 16 REPRESENTED BY THE BLUES SCALE. THE BLUES SCALE FUNCTIONS

OVER THE ENTIRE TWELVE BAR FORM AND ALL THREE OOMINANT SEVENTH CHOROS THAT MAKE UP THE BLUES
PROGRESSION: | - IV - V. THE SCALE IS BUILT AS FOLLOWS: ROOT (1) - FLAT S - 4 - SHARP 4 -5 - FLATT -8 (1)
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THE G BLUES SCALE
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NOW, WE MUST GET COMFORTABLE WITH THE BLUES SCALE 84 PRACTICING IT SWINGING OUT IN EIGHTH NOTES.
THE SCALE SOUNDS BEAUTIFUL PLAYING IT IN A LINEAR WAY, FUST MOVING FROM NOTE TO NOTE. LET'S FIRST
PLAY THE SCALE UP AND OOWN FROM EACH SCALE DEGREE, THEN DOWN AND UP FROM EACH SCALE DEGREE.
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NOW LET'S PRACTIOE PLAYING THE SCALE 8 GOING UP ONE (1) SCALE DEGREE AND DOWN, THEN LP TWO (2)
SCALE DEGREES AND DOWN, THEN UP THREE (5) SCALE DEGREES AND DOWN.
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NOW LET'S PRACTICE THE BLUES SCALE DESCENDING IN EIGHTH NOTES TRIPLETS, WHICH IS THE TRUE QHYTHMIC
ESSENCE OF THE BLUES. |F WE LISTEN TO THE GREAT BLUES PLAYERS, SAY FOR EXAMPLE CHARLIE PARKER, OIZLY
GILLESPIE, CLRTIS FULLER, CLIFFORD BROWN, SONNY ROLLINS, LEE MORGAN, WYNTON KELLY 0Q 8.8. KING, THE

USE OF THE BLUES SCALE IN EIGHTH NOTE TRIPLETS ARE AN ESSENTIAL PART OF THEIR IMPROVISATIONS.
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RHYTHM |S THE MOST IMPORTANT ASPECT OF MUSIC. TO CREATE OUR OWN PHRASES WE MUST LISTEN T0 THE
MASTERS ANO LEARN THEIR SOLOS IN O0ROER TO GAIN A TRUE UNDERSTANOING OF THE RHYTHM OF THIS MUSIC.
THE BLUES SCALE SWINGS ON IT'S OWN AND PLAYING 1T IN A LINEAR FASHION T0ST SOUNDS GOOO. NOW
LET'S BUILO SOME PHRASES LTILIZING THE I0EAS WE'VE BEEN WORKING ON.
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The BLLES

THE NEXT STEP IN DEVELOPING MELODIC MATERIAL ON THE BLUES 1S INTERNALIZING THE RIFFS AND HEADS
THAT MAKE UP THE FOUNDATION OF THE BLUES. LEAQN THEM BY EAR. NOT ONLY THE NOTES, BUT THE EXACT
PHRASING ANO ARTICULATION USED 8Y THE MASTERS. YOU MAY FREELY QUOTE THESE QIFFS IN YOUR S0L0S.
HERE 1S A LIST OF ESSENTIAL BLUES HEADS TO LEARN:

) TENOR MADNESS (0HN COLTRANE) 8-FLAT BLUES

1) SONNYMOON FOR WO (SONNY ROLLINS) 8-FLAT BLUES

%) NOW'S THE TIME (CHARLIE PARKER) F BLUES

£) 6TRAIGHT, NO CHASER (THELONIOUS MONK) B-FLAT BLUES “*MILES RECORDED THIS IN THE e OF F

5) THE BLUES WALK (SONNY STITT) 8-FLAT BLUES

6) 0OOL BLUES (CHARLIE PARKER) @ BLUES

7) S0FT WINDS (BENNY GOODMAN-CHARLIE CHRISTIAN) 8-FLAT BLUES

8) BULLY (CHARLE PARKER) B-FLAT BLUES

9) BLUE SEVEN (SONNY ROLLINS) 8-FLAT BLUES

16) BLUE MONK (THELONIOUS MONK) 8-FLAT BLUES

11) 8AG'S GROOVE (MILT TACKSON) F BLUES

12) BLUE & B00GIE (DILLY GILLESPIE) B-FLAT BLUES

18) FREOOIE THE FREELOADER (MILES DAVIS) B-FLAT BLUES

14) WEE 00T (4.9, TOHNSON) 8-FLAT BLUES

15) BILLIE'S BOUNCE (CHARLIE PARKER) F-BLUES

16) WALKIN' (RICHARD CARPENTER) F-BLUES

17) AL PRIVAVE (CHARLIE PARKER) F-BLUES

18) BLUES FOR ALICE (CHARLIE PARKER) F-BLUES

1) THE BLUES MARCH (BENNY GOLSON) B-FLAT BLUES

10) DANCE OF THE INFIOELS (BUD POWELL) F-BLUES

11) GHERYL (CHARLIE PARKER) @ BLUES

12) MOHAWLK (CHARLIE PAQKER) B-FLAT BLUES

1) DOWN (MILES DAVIS) F BLUES

14) 60LI0 (SINNY ROLLING) B-FLAT BLUES

15) WATEQMELON MAN (HERBIE HANCOCK) F-BLUES *16-8AR FORM

WE MUST ALSO LEARN THE SOLOS OF THE GREAT MASTERS, BY EAR OFF OF THE RECOROINGS, NOT FROM B00KS.
THE GREATEST BLUES PLAYERS IN THE HISTORY OF THIS MUSIC ARE LOUIS ARMSTRONG ANO CHARLIE PARKER.
OTHER MASTERS OF THE BLUES INCLUOE LESTER YOUNG, SONNY ROLLINS, T0HN COLTRANE, TACKIE MELEAN,
CANNONBALL ADDERLEY, OEXTER GOROON, SONNY STITT, PEPPER ADAMS, T0€ HENOERSON, R0Y ELORIOGE,
OIZLY GILLESPIE, MILES DAVIS, FATS NAVARRO, KENNY OORHAM, CLIFFORD BROWN, FREDDIE HUBBARD, LEE
MORGAN, 4.9. TOHNSON, CLRTIS FULLER, SLIOE HAMPTON, FRANK R0S0LINO, CARL FONTANA, CHARLIE CHRISTIAN,
WES MONTGOMERY, GRANT GREEN, GEORGE BENSON, TIMMY SMITH, GACK MCOUFF, U0 POWELL, THELONIOLS
MONK, HORACE SILVER, RE0 GARLAND, WYNTON KELLY, HAMPTON HAWES, B0BBY TIMMONS, 05CAR PETERSON,
HERBIE HANCOCK, MELOY TYNER, TIMMY RUSHING, BILLIE HOLIOAY, G0€ WILLIAMS ANO OINAH WASHINGTON.



E-FLAT INSTRUMENTS

THE BLues & BREAKING DOWN THE CHANGES

WE HAVE PRACTICED IMPROVISING ON THE BLUES USING THE BLUES SCALE IN EIGHTH NOTES AND EIGHTH NOTE TRIPLETS
WITH PICKUPS OVER THE BARLINE AS WELL AS CREATING OUR OWN PHRASES.

WE HAVE ALSO PRACTICED QUOTING BLUES HEADS AND BLUES RIFFS AS MELODIC MATERIAL IN OUR SOLOS.

THE NEXT STEP IS TO "BREAK DOWN THE CHANGES* AND BECOME FAMILIAR WITH THE THREE DOMINANT 7TH SCALES
AND CHORDS THAT MAKE UP THE CHORD PROGRESSION ON THE BLUES.

THE BLUES, IN IT’S MOST BASIC FORMAT, IS BUILT ON THREE DOMINANT 7TH CHORDS.

THOSE CHORDS ARE BUILT ON THE | , IV AND V OF WHATEVER KEY THE BLUES IS IN.

IN IT’S MOST BASIC FORMAT, WE ARBITRARILY MAKE ALL 3 CHORDS (1, IV, AND V) DOMINANT 7TH IN QUALITY.
LET'S LOOK AT THE BLUES IN B-FLAT CONCERT (G BLUES FOR ALTO SAXOPHOINE AND BARITONE SAXOPHONE).
THE | CHORD = G7, THE IV = C7 AND THE V CHORD = D7.

NOW LET’S OUTLINE THE DOMINANT 7TH CHORDS AND SCALES OVER THE 12-BAR FORM.

AFTER OUTLINING THE SCALES AND CHORDS, WE WILL THEN MOVE ONTO DOMINANT 7TH RIFFS AND PHRASES.

IT IS THE JUXTAPOSITION OF THE BLUES PHRASES AND DOMINANT 7TH PHRASES (AND EVENTUALLY LINEAR BEBOP PHRASES)
THAT GIVES YOUR IMPROVISATIONS GREAT MELODIC VARIETY.

LISTEN TO DIZZY GILLESPIE ON THE RECORDING COOL BREEZE" FROM "'DIZZy AT NEWPORT (VERVE 1957)
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g-FLAT

BoeariNG DOWN Tue CHANGES
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BeeauING DOWN The CHANGES
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BeeauING DOWN The CHANGES
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