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ABSTRACT
The purposes of this thematic paper were to study present th
dominant feature in jazz improvisation which is ddn the standard jazz sor
played by Ben Monder, Kurt Rosenwinkel and Gilacksé#man, three modern ja
guitarists. This study was done via the analysithefr improvisation, as well as |

improvisation exercises based on the ideas of thodarists. The studies were mg
using the following music:
1. I'll Be Seeing You by Ben Monder Composed byirgy Kahal and
Sammy Fain
2. When Will The Blues Leave by Gilad Hekselman @osed by
Oenette Coleman
3. How Deep Is The Ocearby Kurt Rosenwinkel Composed by Irvi
Berlin
In attempting to create these three guitarists’ronjsation exercises,
was found that the main features that charactettisér playing include triton
substitution, interval, pentatonic, triad, arrpegibythmic displacement and quar
harmony based on chord progression from standamlgangs. It was also found th

the playing of the three guitarists is getting th#uencing idea of integrating th
prominent point of other musical instruments withtar playing.
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CHAPTER|
INTRODUCTION

1.1 Background

At the present jazz guitarists have various playingthods and
improvisations that contribute many interesting afitferently sounding musical
styles. The jazz world is filled with guitariststtviexcellent ability, both musically and
technically. For the purpose of this study the ayist Kurt Rosenwinkel was chosen

for the enormous variety in his techniques andiptaynethods.

After Pat Metheny, John Scofield aBdl Frisell - three guitarists who have
the most influence in the 1990s - Kurt Rosenwinkatonsidered a guitarist who is the
model and main influence on contemporary guitayiptafor both his playing methods
and also sound adjustment, including an originateption for improvisation. In addition
to Kurt Rosenwinkel, Ben Monder and Gilad Hekselraes another two guitarists who
are widely acknowledged in the jazz world at thespnt time. Their playing methods and
improvisations will also be a part of this study.

Main target of this research is to analyze the owjzation methods of
these three guitarists. In addition a practicinghmeé and a number of exercises from
the improvisation methods of these three guitahsis been prepared as part of this
research. The analysis is based on the selectimzpfstandard songs which has been
recorded by all three guitarists. The songs aredcpmgression types and well-known
and recognized among jazz musicians and studenis. Hoped that the following
research will make it possible for other interegtk musicians to understand and

think about the music of these guitarists moreyfull
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1.2 Objectives
1.2.1 To analyze the improvisation methods oftlected three guitarists.
1.2.2 To create exercises for practicing impravesain their individual
styles.
1.2.3 To study their biographies in order to déretinderstand their musical

influences.

1.3 Expectations

1.3.1 To develop a better understanding of therawipation concepts of
three selected guitarists.

1.3.2 To develop exercises for practicing the estybf the selected
guitarists.

1.3.3 To contribute a guideline of studying thesprovisation methods,

not only for the guitar but also for other instrurse

1.4 Scope of the study

The scope of this study is to create an analysisrek guitarist’'s approach
to jazz standards and blues song based on theidodivmelodic, harmonic and
rhythmic devices of each musician. The selectedjsa@me jazz standards and Blues
songs which have a clear form of chord progressibis will make it easy to analyze
and apply both in standard jazz and also moderm gyled song’'s playing. An
additional part of this study is to analyze thduehces of Kurt Rosenwinkel, Ben
Monder and Gilad Hekselman and how they have shéqennprovisational methods

of all three guitarists individually.
The following three songs have been chosen:

1.4.1 How Deep Is The Ocean
Composed by Irving Berlin

Played by Kurt Rosenwinkel
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Album title Kurt Rosenwinkel / Intuit

1.4.2 I'll Be Seeing You
Composed By Irving Kahal and Sammy Fain
Played by Ben Monder
Album title Joshua Douglas Smith / Unstuck In &m

1.4.2 When Will The Blues Leave
Composed by Ornette Coleman
Played by Gilad Hekselman
Album title Gilad Hekselman / Splitlife
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CHAPTER Il
REVIEW OF RELATED LITERATURE

Brief History of Jazz Guitar

2.1 Eddie Lang, Lonnie Johnson (Early Jazz 1880- 39)

Band performing at the beginning of jazz age, mumstruments functioned
within a structure of two groups in the followingaw

1) Melodyis played by lead section where the main instrumerciuded
the trumpet, clarinet trombone and saxophone arotdmgy instruments.

2) Rhythm Sectioffunctions as accompaniment to the melody seciingy

rhythm, and function chord playing (Harmony) to tand. In this section the traditional

instruments include guitar, banfaba, bass saxophone, string bass, piandramats.

The performance of band music was complex. It mdsecessary to have
all the instruments. The Guitar and Banjo functibas harmony instruments, together
with keeping rhythm to the band at the same tinfee €hoice of instruments gave
each band a unique characteristic. There are l@ngayuitar in some bands, but there
is only either of them in some bands. At the beigigrof age, banjo was quite much
popular to the band because it can create the l@alend than guitar. But after that
time, around year 1920, guitar became much popoitgslaying in the band gradually,
since guitar makers achieved a louder sound fdm 1923 the acoustic archtop guitar
was produced and became a legend of jazz guitatremtion. The same is true of the
Gibson L5, which was used widely by many guitargish as Eddie Lang and other
guitarists in that age and in later times. FromryE230 and afterwards the guitar
became a main music instrument for accompanyinly thigthm instead of banjo. This
was due to the fact that the guitar can make vgichord variously and more complex

and also has a wider range than the banjo.

1 Henry Martin and Keith Waterdazz: The First 100 Yea(¥homson Schirmer, 2006 ), 49.
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Though the guitar could now create a louder musimaice when
compared with wind and brass instruments musiaunsgtnt as horn instrument its
sound was still very soft. Therefore most guitariill mainly played chords and kept
the rhythm going for the band or chord and onlelsartaking short chord solos.
However, there were two guitarists from this timé&ddie Lang (1902-1933nd
Lonnie Johnson (1899-1970) - who were the initmtof guitar solo playing in the
form of single line. The playing styles of both thfem are moderately different.
Lonnie Johnson’s playing inclined to Blues stylet Bddie Lang'’s playing style came
from classical music’s concept possibly becausal$@ played classical violin before.
Because of his classical background his playingriggie and lines in solo playing
were clearer and cleaner than Lonnie Johnson'’s.

Eddie Lang had a chance to work with many popwarz jmusicians, for
example,King Oliver and Paul Whiteman. Most of hegorded music productions
were playedwith JoeVenuti, the violin player. Moreg he also had his music
productions with Bix Beiderbecke as well. For Lanniohnson, he had chance to

record on albums by LouisArmstrong and Duke Ellomgt

2.2 Freddie Green, Django Reinhardt, Charlie Christian (Swing
1930-1940)

During the swing age the guitar began to have gdrigole and function in
the jazz band. There were two key guitarists whalenhe guitar amore outstanding
solo playing instrument approaching the more trawl#l solo instruments such as the
horns and piano.

Django Reinhardt(1910-1953) was a Belgian gypsyagst but he mostly
lived in France. He was highly respected by manyeAocan guitarists of this period
because of his techniques in guitar playing whictluded speed, originality and
aunique vibrato characteristic. Django’s three dingf the left hand were disabled,
due to a fire incident from his teenage years. §gaReinhardt's originality was that

he applied gypsy styled music to mix with jazz ngusia unique and successful way.

2 Mark C. GridleyJazz styles History & AnalysiPearson Education, 2006), 81.
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Many of his compositions became jazz standard seamgé today including songs
such as Nuages aiinor Swing. In the studio Django Reinhardt hadrateato work
and record music with famous musicians such as [Rllkegton, Louis Armstrong
and Coleman Hawkins. Most importantly various albumh music were recorded by
him in collaboration with Stephan Grapelli, the Zaziolin player. Because of his
playing and recording Django became a well - kn@&rson and had a big influence
on guitar playing all over the worfd.

Charlie Christian (1916-1942). In 1930 the constouncof archtop guitars
began to include the innovation of the pick-up. sTihmade the guitar an electric
instrument for the first time and allowed it to qoete in volume with the rest of the
other instruments including the horns and the pi&iarlie Christian was the initiator
of jazz guitarist who started playing the electyuatar with the amplifier device, because
of his desire to create a voice level of guitaryplg as a wind instrument. The
improvisation characteristics of Charlie Christarre that he used long single note
lines, had swing, and used phrasing in his solbg;iwwas an influence from his model,
Lester Young, thémportant tenor saxphone player of that age. Heedtaeing well
known and famouby playing in very famous bands of that time inahgdthe Benny
Goodman Big Band. Furthermore, Charlie Christiailmgd jam session with many
musicians like Dizzie Gillespie, Charlie Parker,eldnius Monk, Kenny Clarke at
Minton’s Club, where Bebop music originated. Cleafihristian is recognized as a jazz
musician who developed jazz music’s form from swagg into the bebop’s style.

Charlie Christian’s guitar playing influenced almhadl jazz guitarists
during this period of time before the coming of Zzamck age including Wes
Montgomery the 60s guitarist who is seen as thenmfluence for new-aged guitarist
at the present tinte.

Both Christian and Reinhardt have their uniquelistanding playing styles.
The following number list compares their stylesdabgn technique and musicality;

1. Charlie Christian’s solo speed is quite stadrel consistent but the

solospeed of Django Reinhardt is not sure and toagdiess.

®  Mark C. GridleyJazz styles History & Analys{Pearson Education, 2006), 104.

4 All About Jazz, “Charlie Christian@All about Jaz&l|] About Jazz.
http://www.allaboutjazz.com/php/musician.php?idg86

®  Mark C. GridleyJazz styles History & AnalysiPearson Education, 2006), 104.
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2. Charlie Christian’s line solo characteristic ssmilar to a wind
instrument while Django Reinhardt’s line was infiged by piano playing.

3. In most of Charlie Christian’s performances #dwo body guitar was
used with an amplifier while Django Reinhardt usedhollow body guitar without
amplification.

4. The tone of Charlie Christian’s guitar playirgy fat and soft while
Django Reinhard’s voice tone is sharp and havisgrdit metal string sound.

5. Charlie Christian himself developed through awals influenced by
Blues music, but Django Reinhard developed from sgypnusic and French
composers in Impressionist era such as MauricelRaneClaude Debussy.

6. The solo line characteristics of Charlie Chaistiusually depends on
eighth-note rhythmic, while note as triplet andtes@nth-note are usually used in
Django Reinhard’s improvisations.

7. Vibrato technique was rarely used in Charliei€tiam’s guitar playing,

but Django Reinhard used vibrato technique as thia part in his playing.

During the swing age the guitar also had an impbmale functioning as
part of the rhythm section in the Big Band. Fred@ieen (1911-1987), the guitarist
for Count Basie big band developed an outstandiylg and accompaniment method.
It's unique characteristics are as follows;

1. The chord playing elements are close and cemistontinually with
swing feel’s drive.

2. Guitar’s voice is acoustic and not played vaithplifier.

3. Playing is coordinated harmoniously with drumd #ass instrument.

®  Mark C. GridleyJazz styles History & AnalysiPearson Education, 2006), 104
" Mark C. GridleyJazz styles History & AnalysiPearson Education, 2006), 135



Pongsiri Kajornvaekin Review of Related Literature / 8

2.3 Tal Farlow (Bebop early1940s- middle 1950s)

During the bebop age, the size of the performingdaecame smaller. For
examples Trio, Quartet, Quintet styled bands wespufar and concentrated on
capability and independence to Play used impraeisatby all the instruments of the
band. The guitar in bebop age did not functiory @d Rhythm Sectioany more but
also as a solo instrument as well. Bebop musie styds developed and started by
saxophonand trumpet players. Not so long from that time, payers of other music
instrument were affected by their influence andoasd bebop style in playing
methods and styles. Tal Farlow, Jimmy Raney, BarKe&gsel were the most
important guitarists in this era and started towa#f known at the ending period of
1940s until the beginning of the 1950s.

Tal Farlow was born on June 7th, 1921, his full eaisn Talmage Holt
Farlow. He was a guitarist who connected the stflethe swing aged Charlie
Christian to guitarists in the Hard bop age likesAontgomery and other guitarists
until the present. Tal Farlogtarted playing guitar when he was 20 years oldwie
self-educated and learned by transcribing solas Songs played by Charlie Christian
on Benny Goodman’s alburs.

Tal Farlow’s playing style was influenced by CharChristian and also
Line and sentences characteristic of wind instrusém Bebop age. Moreover, his
guitar playing technique is full of quickness, hayihis particular technique in finger
using, for instance, the mixing Alternate fingeristyle with Economy picking style,
the spreading of left hand fingers to be wider thammal finger, fast shifting of his
left hand to various of guitar's neck positions igyy him the nickname “The
Octopus”. For the equipment, Tal Farlow used thies@n Es 350 guitar, P-90 model
of Pickup like Charlie Christian’s style and GA-gypcombo model of Gibson
amplifier

Tal Farlow started to be well known in Jazz muswetsrld in 1950s with
performances with Buddy DeFranco, Artie Shaw and Rervo Trio. Next, he was

persuaded by Norman Granz (a very influential peedun the Jazz music world) to

8 Mark C. GridleyJazz styles History & AnalysiPearson Education, 2006), 162b.

° Classic Jazz Guitar.com, “The Guitarist Tal FatloBlassic Jazz Guitar.
http://www.classicjazzguitar.com/artists/artistagp.jsp?artist=13.

10 Wolf Marshall,Best of Jazz GuitaiHal Leonard, 2000), 96.
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make his own album with Verve Records, a leadingimproduction company. Then,
Tal recorded more than 30 albums of his own, mosthduced between the years
1952-1960"

2.4 Jim Hall (Cool Jazz latel940s)

The cool jazz age, which was originated by WestsCoausicians, there
were an outstanding guitarist who had a uniqueipdastyle and improvisation
method and has influenced modern guitarists froenntiiddle 0f1960s until present.
He is seen as the first guitarist after Charlieig€ltan’s age who was different and
changed the concept of guitar playing in jazz mtfsic

Jim Hall was born on December 4th, 128@uffalo, New York. He grew
up at Cleveland and graduated from Cleveland Unstibf Music. In year 1955 he
started to be much more well known, when he wonkédd Chico Hamilton Quintet
andJimmy Giuffre Trio botifamous musicians from Los Angeles. Subsequently, in
1959 by Sonny Rollins’s invitation, Jim Hall movexiNew York, to work and record
As his collaborator. Also, there were many artisteom Jim worked with and had
produced many musical albums in jazz music’'s hysteuch as Paul Desmond, Bill
Evans, Ron Carter, John Lewis and Ornette Colemaluding many his own albums.
Until present, he has brought a new generation wdicrans to explore new ways of
playing jazz music as Chris Potter, Bill FriselatAMetheny, Joe Lovano and Dave
Holland*®

Jim Hall's playing method and improvisation was welifferent from
guitarists during his time. Thematic development swemphasized in his
improvisations including the concept that line gsorbebop’s pattern or stimulating
speed’s technique. His improvisation were like cosipg a new song. In his solo
playing, there usually were theme or main ideaachechorus. That idea will be then
extended in various patterns, texturally, harmdhjiand rhythmically. Theequipment

that he used at the beginning of his career wasthson ES-17%uitar, P-90 styled

1 Wolf Marshall,Best of Jazz GuitaiHal Leonard, 2000), 95.
12 Mark C. GridleyJazz styles History & Analys{Pearson Education, 2006), 198.
13" Wolf Marshall,Best of Jazz GuitaiHal Leonard, 2000), 8.
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pickup with amp Gibson GA-50. At the present tirhe, uses Sadowsky Jim Hall's
model guitar with polytone anip.

2.5 Wes Montgomery (Hard Bop 1950s)

At the beginning of 1950s, Hardbop music or as somag call Postbop
music began to be popular. This kind of music wased on Bebop style. The
influences of Blues, Soul and Gospel style wereigpht to be mixed with Bebop. The
difference from Bebop music can be summarizedearfolowing ways;

1. Line or Pattern for improvising is easier thaabBp lines.

2. Drum player plays dexterously and enthusiadyical

3. Total sound’s characteristics are raw, concéntyand darker.

4. The characteristic of chords progression in eswlg is more original
than Bebop style of music with chords progressiomfpop music often used.

5. The musician plays with front-toward thrustingation, including firm
and concentrating swing feel.

6. The comping by pianists make rhythm aciibord voicings more

various®

In the Hard Bop era there were the important gigisaas Grant Green and
Kenny Burrell. Most importantly Wes Montgomery, auitgrist after Charlie
Christian’s age, was the main influence to almdisgaitarist in subsequent styles,
including to famous jazz guitarists at the predane such as George Benson, Pat
Matrino, Pat Metheny, Peter Bernstien and Larryy€lbralso other styles of guitarists
as Carlos Santana, Jimi Hendrix, Eric Johnson aadatriani.

Wes Montgomery was born on March 6th, 1925 in Indpolis,
Indiana.He started playing guitar after being inspesl after listening to Charlie
Christian’s playing. He learned method of guitaaymhg by himself by listening and
transcribing solos from Charlie Christian’s recordfter that he developed his unique

style. Wes started being much more well known whenhad chance to play and

14 Wolf Marshall,Best of Jazz GuitaiHal Leonard, 2000), 9
15 Mark C. GridleyJazz styles History & Analys{Pearson Education, 2006), 208.
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record in the band of Lionel Hampton, the populdoraphone player of that
era.Afterwards, Wes was introduced by CannonbalteXly, the alto saxophone
player to sign a contract with Riverside Recordstel, Wes made debut of various
albums under Riverside, which made him very wetwn®

Wes Montgomery’s unique voice came from a distuecplaying method.
Instead of using a pick, he fingered using his thwahich resulted in a soften- thick,
round and warm voice. His fingering techniques wergering downward by thumb
(called downstrokes) which he used for single ndi@s. For octaves andhords
playing he used a mix of downstrokes and upstrokesis improvising style blues
andBebop music influence were mixed in his line sdlbe concept to improvised,
Wes developed solo playing from an easy idea befoeating tension to various
choruses in order to go to climax in solo playifgr instance, he usually starts by
creating lines from a single note and uses tha tm play in octave style and
summarizing by using solos in chords. Moreover, WEsmtgomery also has varied
rhythmic ideas in improvising. He usually develdipem easy rhythmic idea, to
complicated rhythmigdea. This was seen as a model and key influencguitar
playing of modern jazz guitarists in subsequens.€ra

At the same time, there were many outstanding gsii$a who being a part
in jazz’s history and influenced on later age oitayists. Both traditional guitarists,
based on and developed from Bebop music. Thesed@dloe Pass(1929-1994) and
Herb Ellis(1921-2010) which both of whom had chateelay with Oscar Peterson’s
band at different times. Other important guitarspaalities of this time include Grant
Green (1935-1979) and Kenny Burrell (1931-preseanty] 7 string-guitarist George
van Eps(1913-1998).

6 william Bay, Wes Montgomery The Early Ye#Mel Bay, 1995), 5.
7 Wolf Marshall,Best of Jazz GuitaiHal Leonard, 2000), 112.



Pongsiri Kajornvaekin Review of Related Literature / 12

2.6 Jazz-Rock Fusior1970s John Mclaughlin

During the 1960-1970s, rock music became the mairent of music that
was most popular with audiences. There were poputeats who were the idols to a
new generation of musicians in many bands, for @emJimmy Hendrix, The
Beatles, Eric Clapton, Carlos Santana and Led Zeppgeock music also influenced
many Jazz musicians, such as Miles Davis, Joe Zdwidlaco Pastoriusas well as
guitarists Larry Coryell, John Mclaughin and Patthvsy:®

John Mclaughlin was born on January 4th, 1942 ahdaster, South
Yorkshire, England. At the end of 1950s, he plaiyeack and jazz band in England
before he became well known in American music’slévatarting in the years 1969-
1971. At this time, John had a chance to play fetihe band, the fusion style-band
of Tony Williams, the drum player. Moreover, he warsuaded by Miles Davis to
join the band and record on many albums, especilla Silent Way” and “Bitches
Brew” albums which were the symbol of change tadungazz style. Furthermore,
John Mclaughlin established his own band called fiMashnu Orchestra”. He
recorded for many albums, especially Birds of Bir@bum in 1973 which reached the
15th rank of pop song iBillbord’s record sale chart. At that time mostzabums
did not reach higher than 200th rank. The charetierguitar voice of John
Mclaughlin is different from more traditional jaguitarists. It is not soft and warm
but firm and John uses metal string played with ampock guitarist style. Also, wah-
wah and phase shifter of effects were used in hying. Playing method and
improvising are also different from traditional yaguitarist's characteristic like
Charlie Christian and Wes Montgomery whose syncopatyles develop from swing
feel which is easy to listen to and relaxing. Jehsyncopation style inclined to rock
and he usually uses sixteenth ndiee solo and long line. Rhythmic and melodic
concept of John Mclaughlin were affected by Indielassical music and John
Coltrane’s influence as opposed to the more chenatt of bebop style used

generally by traditional guitarists.

18 Mark C. Gridley, Jazz styles History & Analysis (P& Education, 2006), 334.
19 Mark C. Gridley, Jazz styles History & Analysis (P& Education, 2006), 347.
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For equipment, John Mclaughlin mostly uses solidybtype of guitar.
The guitar which was his unique symbol at the beigip of his career was the Gibson
EDS-1275, the double neck guitar type, being timeesanodel used by Jimmy Page, a
guitarist of Led Zeppelin's rock bantbhn uses amp Marshall 100-watt with it. Now,
John Mclaughlin uses and is the endorser of Godiitaig>°

2.7 1970s-1990s Jazz Guitar

Since the 1970s until the present, there were ncapgble jazz guitarists
who are not mentioned in this study. Their unigquoesical voice is important and
includes the such personalities such as GeorgeoBefi®43-present) who followed
and developed his playing from Wes Montgomery’destin addition there were Pat
Martino (1944-present) a guitarist who has greatffected many contemporary
guitarists. Darek Bailey(1930-2005) an English gstt, whose music performance
was in Avant-Garde jazz's style. Other importantitayists include those who
experienced music playing by listening to Miles 3&band like John Scofield and
Mike Stern. Besides, the guitarist who has uniqahnique in legato playing, and
influenced on many modern jazz guitarists at thesent time, likeAllan
Holdworth(1946-Present). Also, a group of guitaristom ECM records company
have a unique sound and composition characterisyidsinging other styles of music
such as classic, country etc. to be mixed with jammsic.These musicians include
Ralph Towner, John Abercrombie, Bill Cornors, Trejgdal, Bill Frisell and Egberto
Gismonti. However, the widely known and most susfidsguitarist at the moment,
seems to be Pat Metheny, who has influenced mgdemmusic both by his guitar
playing and compositiofi.

Pat Methenyvas born on August 12th, 19BdKansas City, United States
of America. During 1974-1977, after he was invited play and record to Gary
Burton’s band, Pat became being well known. Atdhee time, in 1976e had his
own first album, “Bright Size Life” under ECM reas as part of a trio band. The

20" John Mclaughlin.com, “Equipments: Stage Setup”njoblaughlin.com.
http://www.johnmclaughlin.com/.
2L Prommin Soonthornsantik, Jazzseen Magazine(&&1r.,Itd 2004), 29.
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music performances that made him well known andelyidamous was the band
named “Pat Metheny Group” in collaboration with thi@nist Lyle Mays. The first
album debut was made in year 1978, under the“Bié¢ Metheny Group” through the
ECM records company. Afterwards, his music produrctias always been successful,
he won 17 Grammy awards including 10 awards folPtheMetheny Groufs.

The characteristic of guitar's voice of Pat Methé&ngoft, plump, based on
mainstream guitar’s voice like Wes Montgomery arim Hall, but having the
differences ; which are dark and having more oé ¢haracter of electric tone, than
mainstream type of jazz archtop’s guitar voice or&bver, Pat usually plays guitar
with delay and reverb included guitar synthesizéfiects. For Pat Metheny’s
characteristic of playing method and improvisataegemed there was all forms of
Modern Jazz Guitarist's characteristic, such as t#ehnique and speed in his
outstanding guitar skill's playing, including theeating of beautiful and unique
melodic line. Also, there were, various rhythmieag the characteristic of across the
bar line phrasing sentence, and one more of oulistgqrfeature in Pat’s line solo is
having much of legat8.

For equipment, Pat Metheny used hollow body typgithg Gibson ES175
model, for his beginning time. Pat used flatwoutrthg, and nearly closed tone knob
was used while playing. However, at the presentydes hollow body typed Ibanez Pat
Metheny's Model of guitar, and the string he usess whanged to be roundwound
string. Reverb, delay, Lexicon’s chorus of effestsre played for his guitar’s voice,

with Digitech guitar preamp and also Acoustic 18%#fier were used!

22 pat Metheny.com ptess kit: pat metheny: biographypatmetheny.com.
http://www.patmetheny.com/biography.cfm?artistid=1

2 Wolf Marshall,Best of Jazz GuitaiHal Leonard, 2000), 63.

24 Wolf Marshall,Best of Jazz GuitaiHal Leonard, 2000), 64.
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CHAPTER 111
METHODOLOGY CREATING NEW EXERCISESBASED
ON THE ANALYSIS

The important target of this research is to crélagepracticing methods,
included the new exercises created from the impatMn’s analysis of these three

guitarists. The researcher had proceeded as tlogving steps;

Data Collection

Data Analysis

Data Integration and selection

Data Transformation

3.1 Data Collection

In this research, the researcher had divided krdyeerelated to the
analysis into 2 large topics as follows;

First topic is knowledge relating to Jazz’s higtoincluded these three
guitarists related history. Second topic is muskralwledge to be used for analyzing
and comprehending with respect to Improvisationhddtof these three guitarists. In
the information ‘s gathering then were from variamurces, for instance, books,
interviews, articles, recording of private lessonl dMaster class arsblo transcription.
All obtained informations were related to theory j@zz improvisation and history of

jazz and biographies.

The sources of the documents are as follows:

3.1.1 Music Library, college of Music, Mahidol Umeirsity
3.1.2 Music Library, Faculty of Music, Silpakormiversity
3.1.3 Internet data bases.

3.1.4 Books and documents.
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3.1.5 Encyclopedias.
3.1.6 Recordings
3.1.7 Liner Notes.

3.2 Data Analysis

After collecting information from all sources, thetihe researcher
proceeded the analysis, which the main topics lassified as follows;

3.2.1 History and musical affected influences of Kurt Bowsinkel, Ben
Monder andGilad Hekselman.In order to understand the origagkground and the
affected influences in guitar playing.

3.2.2 Solo transcription and analysis by solo’'sigiption and making
improvisation’s analysis. The research topics weaireded as solo development,
harmonic devices, melodic device, rhythmic devimed tone color.

3.2.3 Analyze the selected songs’ details, by studyirgrttempo, key,
song structure, style and chord progression.

3.3 Data I ntegration and selection

After the information was analyzed, the analyzeth dull be then used to
making synthesis to be new exercises and alsoestiag practicing methods. The
researcher had selected the matters and, topieschsssified as follows;

3.3.1 Interesting jazz line of three guitarists.

3.3.2 Harmonic device exercises.

3.3.3 Melodic device exercises.

3.3.4 Rhythmic device exercises.

3.3.5 Tone color (Chord and Interval) exercises

3.4 Data Transformation

Data Transformation implicate compiling and priaritg the knowledge
to allot in categories and to create new exercises.
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CHAPTER IV
THE LIFE AND MUSIC OF KURT ROSENWINKEL,
BEN MONDER AND GILAD HEKSELMAN

4.1 Kurt Rosenwinkel Biography and Influence

Kurt Rosenwinkel was born on October 28th, 1@f(Philadelphia. He
grew up in a musical family. His mother was a alzdspianist and his father was an
architect and a pianist who was skilful but he ryoptayed it as his hobby. When
Kurt was nine years old he started playing on tl@gboth as a solo instrument and
also in a band.Kurt started playing guitar whennaes around 12 years old. His first
learned songs in the style of Rock and Roll like Beatles but also including Hard
Rock styled songs like Led Zepplin and ProgresBeek styled songs like Rush.His
first experience with jazz music was while listeqito the local radio station. During
his High School years he often joined local suclBastsie Barnes, Tony Williams
(alto saxophone), Eddie Green, Al Jackson, Mikerigoand Byron Landham at a jazz

club named Blue Note.

In 1988 he moved to Boston to study at the BerKledege of Music.
After two and a half years of studying he was paded to play to Gary Burton’s band
which he did between 1991-1992. At the same timat Kioved to New York and this
gave him a chance to work and record with Paul dusi Electric Bebop Band, and
also with the famous musicians in New York like M&amuner, Seamus Blake, Brian
Blade andlim Hagans. During that time, he played at fam@z=z jclubs in the city,
especially Small's jazz club, where he had chaagday music there regularly.

1 John KelmanKurt Rosenwinkel: Latitude(June 20, 2005), All about jazz.com.
http://www.allaboutjazz.com/php/article.php?id=188pg=1.

2 Brandon Bernstein and Matthew Warno#rt Rosenwinkel Trio East Coast Love Affair Guitar
Transciptions (Mel Bay Publication, 2009), 5.
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In 1995 he won a Composers Award from National Enwdent for the
Arts. Later in 1996, he made his first alboum delder Fresh Sound New Talent a
Spanish recording company. The album’s name wast‘€aast Love Affair”, in form
of Trio band. Most songs on the album were standardys, there were only some
songs that were original composition. Next, in 19@9made his album debut under
Criss Cross the Dutch jazz music records compahig dlbum’s name was Intuit and
all songs in the album were standards. Kurt haspgortunity to sign a contract with
the famous jazz music records company Verve Rectmd2000, the debut of “The
Enemies of Energy”, his original composition styEdum was made.This made him
being well known and acknowledged much more widetpm that time, under Verve
records company, he recorded three more albdimsNext Step (2001), Heartcore
(2003) andDeep Song (2005). After the termination of contract undemyeRecords,
he producedhe record of “The Remedy: Live at the Village Vaagd 2008” Live
Concert’'s album under Wommusic, the recording compahat he himself
established. Also, the latest album, “Kurt RosemeinStandard Trio Reflection
2009, a recording of standards with his trio seffi

According to “Interview Between Kurt Rosenwinkeldafred Jung” on
WKCR, the New Yorkadio station on August 15th, 2008, Kurt has stéted he has

had many influences in his music.

He said that his playing was influenced by Jaznipta like Keith Jarrett,
Bud Powell and EImo Hope, by guitarists like Allaloldsworth, Grant Green, Jim
Hall, George Van Epps, Kevin Eubanks, Pat Metheny Bill Frisell, including rock
guitarists like Alex Lifeson and Jimmy Page. In iéidd to the pianists and guitarists
who are Kurt's main influence, he was influencesbaby woodwind instrumentalists
including saxophone players like Charlie Parkeneite Coleman, and John Coltrane.
During his education at Berklee, Kurt studied aaash$cribed John Coltrane’s solo, for

instance, in the songs of Satellite, Oleo and Airéucluded Giant Steps.

®  Kurt RosenwinkelKurt Rosenwinkel Compositions, (Mel Bay Publication, 2006), 79.
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Kurt also mentioned that he tried to mix the playistyles of Allan
Holdsworth, Grant Green, Keith Jarrett, Bud Povesitl EImo Hope to his playing
style. He especially combined Allan Holdsworth’sadof single-note lines with Keith

Jarrett’s chordal approach ideas, and adjustedusé as his styfe.

By looking at his style, we can see that the mixafgthe outstanding
characteristic of each music instrument was in KRosenwinkel's playing style. For
example, the combination of harmonic and melodayiplg and the characteristic
sound which can be achieved by guitar effects siscbverdrive delay, including to

pattern of phrasing in improvising and saxophogkedtlegato line.

Nowadays, Kurt Rosenwinkel is highly esteemed &z Jausic world, and
he is seen as an heir to the guitar legends surRdt ddetheny, John Scofield and Bill
Frisell.He plays with his band in many cities aodmtries throughout the world. Kurt
and his family live in Berlin, Germany, where he as professor of jazz and
guitar/Ensemble direction at the Jazz Institute liBesince the winter semester
2007/08:

4.2 Gilad Hekselman Biography and Influence

Gilad Hekselman was born on February 3rd, 1983siael. He started
playing and studying piano when he was 6 yearsTdién he changed to playing the
guitar when he was 9 years old. When he was fifteebegan to study at the Thelma
Yellin School of Arts in Israel and graduated ie fiield of Jazz music when he was
18 years old. Later, in 2004, he got a scholarélfum the America Israel Cultural
Foundation to have further studyTdte New School for Jazz and Contemporary music
in New York in 2005 while still studying at the NeSchool he was awarded the first
prize from the Gibson Montreux International Gui@ompetition. He has played in
some of the most famous Jazz clubs in New York saglBlue Note, The Jazz
Gallery, Smalls, 55 Bar, Dizzy's Club, Minton's Wiause, and Fat Cat. He has

4 Fred Jung , “A Fireside Chat with Kurt Rosenwinkdizzweekly.com.

http://www.jazzweekly.com/interviews/rosenwinkeirht
Jazztimes, Artists Kurt Rosenwinkel, Jazztimes.com
http://jazztimes.com/guides/artists/2538-kurt-rogmkel

5
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played and recorded with artists such as Gretchemtat®, Chris Potter, Reuben
Rogers, Ari Hoenig, Joe Matrtin, Jeff 'Tain" Watlsnathan Blake, Anat Cohen and
Avishai Cohen. He has participated in many Jazzivas including the Montreux

Jazz Festival, Duke Ellington Jazz Festival, Saan€isco Jazz Festival and Tel Aviv

Jazz Festivdl.

In 2006, Gilad made his album debut under SmallgoRks called
“SplitLife” in a Trio with Joe Martin the base playand Ari Hoenig the drummer. His
second album was recorded by LateSet Records i® 20@ is called “Word
Unspoken”. This album is a Quartet recording witte Martinon Bass Marcus
Gilmore on Drums and Joel Frahm on Saxophone.Fumitve, he had recorded to
many famous musicians in New York, for instance,i Afoenig, in Bert's
Playground’s album (Dreyfus Records)year 2008, Anat cohen in Notes From The
West Village’s album (Anzic) in 2008.

Gilad Hekselman’s guitar playing is mostly influedcnot only by other
guitarists but wind instruments and piano. He feienced by Mark Turner (part of a

new generation of saxophone players) and alsodydhng pianist Brad Mehldau.

In his rhythmic playing he has been affected byHeenig, a drum player
with whom Gilad himself had opportunity to studyNgw School. As already stated

he has also recorded albums with Ari Hoénig

From the literature review, it can be noticed Baad Hekselman'’s playing
method has been heavily influenced by the piantcpiarly his harmonic playing. His
methods of voicing chord and comping were muchuerited by piano, and he was
influenced on the matter of line solo by wind instents such as the saxophone. When
these are mixed with the rhythmic concept in hipriorisation it is clear that he is

among the most versatile and important young jamagsts working today.

Aicf.org, “Music Artist bio:Gilad Hekselman”, diorg.
http://www.aicf.org/artists/music/gilad-hekselman?

Gilad Hekselman.com, “Biography”, giladhekselmamc
http://www.giladhekselman.com/html/about.php

8 The Jewish Week.com, “36 under 36 2009: Gilad kkan, 26", thejewishweek.com.
http://www.thejewishweek.com/special_sections/3len 36/36_under_36 2009 gilad_hekselman_26
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4.3 Ben Monder Biography and Influence

Ben Monder is a guitarist who has a unique voicel &as unique
personality in guitar playing. He is particularlyndwn as a sideman on many
recordings. Ben Monder was born in 1982New York City. He entered the world of
music by studying violin because his father lovedlisten to classical music and
playing violin as his hobby. Soon afterwards Bearged to playing guitar because he
preferred the instrument to playing the violin. Beionder graduated in the field of
music at Queens College and University of Miamil8984 he returned to New York
and began playing in R&B bands for parties and weglderemonies.Most of his Jazz
work was done on the side and at home since heneayet a well-known jazz
musician. In 1986, he was invited by Jack McDuffJezz organ player to join The
Heatin’ System band. So, he traveled with the baméa tour to many places around
the country. Also he had a chance to play his mumsigienna, Austria. During this
time he began performing more often and his tealeggqand methods were developed
in detail?

In 1991 Ben recorded alongside the legendary ladsic Johnson on the
Right Brain Patrol aloum This made Ben famous andemvidely well known.He had
his opportunity to work with many popular musiciansluding Paul Montian, Lee
Konitz, a saxophone player, Toots Theilemanns, @aiebman and Maria Schneider.
He has recorded as a side nmtarother musicians on more than 90 albums. He has
recorded four of his own albums, which are Flux98)9 Dust (1997) anExcavation
(2000). His latest album is named “Oceana” and wasased in 2005 under
Sunnyside. Additionally as a jazz educator Ben ¢tr@sted many jazz clinics and
workshops in many countries around the world. Dp2®02 to 2005 he had taught
guitar playing at New England Conservatory as wWell.

°  All About Jazz, “Ben Monder”, All About Jazz.com.
http://www.allaboutjazz.com/php/musician.php?id&25

10" Ben Monder.com, "Ben Moder Biography”, Ben Mondemxc
http://www.benmonder.com/bio.html
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Like other guitarists in his generation Ben Mond&as been influence
heavily by Rock music. According to an interviewvenm to Phil DiPietro at

allaboutjazz.com January 2002.

His interest in jazz grew by listening to Jim Halthusic.Ben Monder said
that in his childhood time, he loved to listen raokd roll music band as The Beatles,
included rock guitarists like Jimie Hendrix, Je#dk and Eric Clapton. He also listened
to many rock bands that played on the radio in/the Furthermore, he himself listened
to Jazz guitarists like Jim Hall, who was a maiitugnce in his playing, including to his

impression of learning with John Stowell, his figsiitar teachet’

According to interview between Ben Monder and Ralsbn sourced from
the website allaboutjazz.com February 6, 2006 desr that in addition to guitarists,
he was also influenced by musical instruments ssctihe Saxophone, and music from
the twentieth-century.

He said that John Coltrane, the saxophone playsr am@ of his main
influences. For a period of time Ben said that iseethed only to John Coltrane’s
albums, trying to transcribe them and play alonthe® influences include Wayne
Shorter, a saxophone player and Egberto Gismoraaillian pianist, guitarist and
composer. Finally, 2Dcentury contemporary composers have also beenflaerice.
He started by listening to Bela Bartok and latelioEl Carter, Gyorgy Ligeti and
Milton Babbitt*?

1 All About Jazz, “A Look into the World of Ben Moed', All About Jazz.com.
http://www.allaboutjazz.com/iviews/bmonder.htm

12 All About Jazz, “ Ben Monder: Surprise from Coh@sjcAll About Jazz.com.
http://www.allaboutjazz.com/php/article.php?id=234
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4.4 Song and Solo Analysis

4.4.1 Ben Monder

Title of composition: I'll be Seeing You Again
Solo by: Ben Monder

Leader or Sideman: Sideman

Composition by: Irving Kahal, Sammy Fain
Artist: Joshua Douglas Smith

Album: Unstuck In Time

Record Company: Steeplechase

Date of Released: October 26, 2004

Personnel: Joshua Douglas Smith (Tenor Saxophone), Ben M¢@déar), Ron
McClure(Bass), Billy Hart(Drums)

Arrangement: The song I'll be Seeing You Again is a jazz staddsong, having A B
type of song form, being in key Ebmajor. This vensis from Unstuck in Time’s
album ofJoshua Douglas Smith. This is a Quartet recordwig) medium swing
rhythm, with the Melody was played by Saxophonea@Hm) and using long 3 chorus
of Solo (00:44), followed by long 3 chorus of Guigolo (02:51). Afterwards, (04:57)
Saxophone played alternately with Drur@dyarsfor each(Trade8), more of 3chorus
and finally is Saxophone playing for Ending Melog§ead out), total song length is

8.02 minutes.

Solo Development
- Ben Monder’s solo development for this songsusainly eight-tone in
the solo playing and the first chorus was startétl wsing long eight-note line. Also

of interest is the use of a rhythmic displacemdaai
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- Later, in the second chorus, there is more tyairenote value. Triplets
are used to extend the sentence of eight-note,linad also having more of
syncopation’s characteristics.

- Tension is created by having more syncopatidhénsecond chorus

- The solo’s playing will be ended by eight-natesls characteristic with

low voice note.

4.4.2 Gilad Hekselman

Title of composition: When Will The Blues Leave

Solo by: Gilad Hekselman

Leader or Sideman: Leader

Composition by: Ornette Coleman

Artist: Gilad Hekselman

Album: Split Life

Record Company: Smalls Record

Date of Released: September 12, 2006

Personnel: Gilad Hekselman(Guitar), Joe Martin(Bass), Ari HiggDrums)

Arrangement: The song of “When Will The Blues Leave” is a Bluasg form. In
one chorus, there are 12 bars, using Jazz Blueas gnogression characteristics. This
version is brought from Split Life’s album of Gilddekselman, by having Trio form
of band performing, having Guitar, Bass, Drums afsical instruments were played
in “medium up swing” form of rhythm, started by taris playing in Melody (00:01)
and in solo (00:26), followed by Bass solo (2.0Mjerward, the guitar and drum were
played alternately (Trade 12), finally Ending Mefodas played by guitar. The total
length is 5.56 minute.
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Solo Development

- In the £'and 29 Chorus, the characteristic of short Motive wasdyse
giving the solo more space

- In the & Chorus, interest is created by creative use of@yation. The
son’s melody was used to develop the solo playing

- In the &4 chorus, longer Bebop line form of eight-note lis@ised.

- Using chords solo to create Dynamic and Tengiathe 5" chorus, the
7" chorusand the8™ chorus.

- The blues scale is used to end the solo

4.4.3 Kurt Rosenwinkel

Title of composition: How Deep Is The Ocean

Solo by: Kurt Rosenwinkel

Leader or Sideman: Leader

Composition by: Irving Berlin

Artist: Kurt Rosenwinkel

Album: Intuit

Record Company: Criss Cross

Date of Released: February 12, 1999

Personnel: Kurt Rosenwinkel(Guitar), Joe Martin(Bass), Michatanan(Piano),

Tim Pleasant(Drums)

Arrangement: The song, How Deep Is The Ocean, igaaz standard which has A B
song form with 32 Bars. It is separated into A Hésband B 16 bars and is in Key C
minor. This version originates from Kurt Rosenwibke album, Intuit. Its

characteristic is a blend of Quartet, comprising?@no, Guitar, Bass, Drums and is
played on the rhythm of medium swing by having atnd of 8 bars where the Bass is
played in pedal note D. The guitar is played inrdh@7 altered and then in Melody
(00:11) followed by a Solo (00:52) 4 choruses ingkh. After that, there is a Piano
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solo (03.29), 3 choruses in length, followed by @s® solo (05.25), 2 choruses in
length, and then Guitar and Piano alternativelyipgwith Drums at 8 bars per time
(Trade8), another 2 choruses and finally theraesguitar played in Melody. The total
length of the song is 9.5 minutes.

Solo Development

- The 1st chorus begins with the characteristic oéight note line.
However, there is appropriate exception, spaceraviine sound level isn't so high.

- The 2nd chorus has the characteristic of moneyation than previous
with the playing of the chord in order to buildengst in the solo. In addition, there is
still the characteristic in a long scale pattermgsvaried note values, such as eight-
note triplet and sixteen-note developing diversghimic ideas.

- From the end of the 2nd chorus until the beginrohghe 3rd chorus,
notes are played at a high sound level to reackak p the solo. Notes played at a
high sound level are used again in the middle amta$ the 3rd chorus and between
the chorus which uses an interesting long scatenpeih regards to rhythmic idea.

- In the 4th chorus, Kurt Rosenwinkel leads with kb dBending interval
to build an intriguing harmony used with a harmamsisingle note line, ending in a

solo. The quote melody of the song blends withoileop line idea.
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4.5 Improvisation Analysisof Three Guitarist

The researcher has analyzed from the improvisation of all three guitarists
and attempts to distinguish the idea connected to them, and the idea where the playing
form is different, and so to see the overall picture. Moreover, the researcher
distinguishes what is often found in the playing of the modern jazz guitarist by
separation into different titles. The research found as follows:

4.5.1 Harmonic Device
4.5.2 Melodic Device
4.5.3 Rhythmic Device
4.5.4 Tone Color

45.1 Harmonic Device

Tritone substitution

There is usage of chord dominant to become augmented 4th interval
instead of chord dominant as previous (Tritone substitution). For example, chord G7
which can be used as chord Db7. In regards to Db7, there is a note which is important

to chord G7 comprising of notes F andB(Cb).

G’ Cmaj’ Db? Cmaj’
#@ l T M
GE = z k27 i
o Ve

In addition, jazz guitarists popularly use Tritone substitution in the
character of I1-V, such as Dm7-G7 changing to Abm7-Db7 instead.

G7 Cmaj’ Db7 Cmaj’
) | |

T I
L

| T
1T 1red
1)

T T
pe

Also, the type of chords can be changed instead
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3 Dm’ a7 Cmaj’ Ab7 Db7 Cmaj’

QC;S'GD

Or

o

Dm’ G7 Cmaj’ Abmaj? Dbmaj’ Cmaj’

QQS’ND

Tritone substitution is the common idea of theéhguitarists used but in a
different method. The characteristic of Ben Mondenich is used begins with

thinking in a long Bb7 (see details as titled, Lastgpord substitution), using Emaj7
instead of chord Bb7 and E lydian scale playedain@8.

Bb7
5 Fm/Bb ' b7 Ebmay’ Fm’ Fko7 Gm’
H | .. I Hong,. o [
i St T
|| —1 AT T | | hl oy
:)y 1 i\ I I e iy | | 'I I_f I L I 1T 1" = '%
Emaj7 (E Lydian scale)

In bar 48, Arrpegio is used in Elydian scale pthga chord Fm7-Bb7

7 by7 bmai’ 7 b7
45 Fm ] B+ h , EPmaj C7 Fm B h :Z_b —_
H L~ o ol ole Lo ik 4 )
A e e et e e |
- | I I | e | AP A || | [ |
AN & o | I I I 1 L [ k t— ]
[Y) [ ~ E lydian scale
(Bmaj7 Arrp. + Emaj7 Arrp|

In bar 31-32, E Lydian is used alongside with @#tatonic minor where
E Lydian is used on chord Bb7

BP7
290 Fmhs Bb7 _ EPmajl L B> |
f) | AD £ 70_ I |7 ‘F IRy 7‘ "'|7 I N
e e L e el VL el S
Gohferf 1 (fpf s=el= P——
[y, e o " ===E lydian scale + D# pentatonic minor

Gilad Hekselman has a method of using Tritone tdulisn in a different

form; such as in bar 8-10 where Ab triad is usesteiad of chord D7 and Gb triad
instead of chord C7.
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F7 Am? D7 S L
— I — e P e — {%P—'ﬁp—FW:‘:jt
I S — — i < L R 1 . i =
‘\. I -‘\. | PV” 7 | I et .\ I } | | _'P.r- F_‘ |
Ab triad G triad Gb triad

In addition, in bar 60, Gilad Hekselman uses DOhdtron Gm7 chord
(thought as G7) to lead to C7 chord.
Gm’ c7

7 D’ Gm’ 7
; .  —

: T — — p— " A =
| | | | I - I 1 I I
’-’i 1 T T | 11 1 1 | b | i_i_‘_ > y IV.I 'L I
* ke be
Db triad

There is usage of Ebm7-Ab7 on Am7- D7 by the ottaréstic of Eb
minor pentatonic scale in bar 19-20

I

e

Bb7 Bo7 F7 Am’ , 7

Gm’ C7

F7 D7 Gm’ ol
C R | } |7 A R R B A |
r—— 7T T

Dbm7-Gb7 —

Also, the characteristic of the Pentatonic scale using B major
pentatonic, so thinking from chord B7 being plagedchord F7 in bar 14-15

¥ Bb7 7 B
H ——~ [r——— ‘
)" AN ) | I B | [ I [ I — ]
fF. bk m H o | He U
[ fan Ll L | 1 I W n
ANEY S, ] | I i
D) n 17 Se—

B major pentatonic

Kurt Rosenwinkel occasionally uses tritone substih by using the
characteristic of triad as in the usage of Db toad>7 in bar 2.

=
Cm7 a7 Cm’ Am7bs > ~
o ® | ®T 4. Pl ‘F‘#t 1-& ®- o P f"‘b#h#bf__hﬁ
N | i e e 8 i e
T I~ — i i 1
v B R btl'lad
PlayedE triad on Bb7 irbar 8
Gm’ c7 BbH7
5 ~Gm’ Am7b5 D7 Fm’
Y-b— —* T ”\'-?ftu'__f\'fsf |h-b\'f_“’-h? |
Gy — = et TP e
) 4 o el
E triad
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Long Chord Substitution Idea

The guitar solos of Ben Monder and Gilad Hekselmvaen playing in the
trio form have no other chordal instruments to sisplaying the chord. Therefore,
allowing Ben Monder and Gilad Hekselman the oppuotyuof more freedom in
thinking of harmony or chord substitution in solte idea of Monder and Hekselman
often used is in the usage of chord dominant 7asied chord progressions; such as in
Monder's solo in Bar 21-22 using Bb7 altered onrdhmrogression as IIm7-V7 with

use of the method, chromatic, entering altered abtBb7 as in #11, b9, b13.

BbTalt

Fm’/Bb o Bb7 Gm7Ps c7
s !

i
|

L1
1 )

|

[ #11 ol5 r

The usage of the idea of chord Bb7#11 on chordression as I-VI-II-V
by emphasizing note #11 of Bb7 in bar 14-16.

Bb7#1

Fm’ Bb47 Ebmaj’ C7 Fm? Bb7 !
e D7 e & S e s s o e e | ——D 11— 5
AN\SY4 7t 1 [ — 14 1 — r—
. #11 #11 #11

The usage of the idea of chord F7 on chord pregres-m7 — Dm7b5-
G7-Cm7- F7

7 7bs 7 Cm’ i
b, " o C o £ b@ fe ez £
e e o e o L ey S o S e e e 2 |
>4 == o7 he—j1e = |
[y, r— | e—" AT

The playing of Gilad Hekselman also uses long @tsubstitution idea in
bar 49-52. This is thought as the characteristichaird F7 by using F as pedal note,
and by changing varied tensions as in b9,#11,b18,88der to find chord Bb7.

F7 Bb7 F7 F7
J e .  — ——— oo oo o o i o =
GfT oz 0 g |07 BRI T SR T T B0 R
) JF i vl | 4 4
F7sus F7b9#11 F9 F749b13 F13 LE1)
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In bar 73-76, it is thought as F7 blended withia@rtension in order to
lead to Bb7 chord.

F7 Bb7 F7 F7
0 . | P — P o
;AT / I'l;}-f\g I T i— D i" - N b 17 ®—® @& Hs _—\I
:M:.;N i Lt # O T I I 1 " _hl
F7b9#11 | |gy7
F7#9b13 F709#11

However, Kurt Rosenwinkel has piano playing asoagzaniment in
between his solo, but he also has a different naethiomking in long chord idea; such
as in bar 25-28 and the use of scale F natural mbao 25 in order to lead to Fm7

chord in bar 27.

Eb7 Gm’ C7 Fm’ Abm?
25 b E ,_3b_\
0 B o p o’ Fer FPeo o, pfe
/7 T ] e e e e
= |, e == : e ——]
© F natural minor scale L—3—!

In bar 81-82, Rosenwinkel uses triad build fromm@&lodic minor scale

and played long on chord Im-Iim7b5-V7.

Cm’ Dms G7 Cm’ Ams D’

H 1 | -
S 7 & | P i | ! f

% i H— & e ———
 ——

3 Trid form C melodic minor

There usage of triad and arrpegio developed fromebdic minor scale

and played on chord Im-Iim7b5-V7.

97 Cm’ Dms G7 Cm’ Am7s D7
H 1 |# .q'F '|‘E Tle q"' P be , ®hehe
) | | | Il Il | P | 1 | o [ & I 1 1] o |
oo —— | T T T ! e
A4 I
) — ——— T = —
Triad + Arrpegio from C melodic minor

4.5.2 Melodic Device
The excellent characteristics of the three gutarand new generation of

jazz guitarists are their interesting developmehtmelodic line through melodic

device; such as in the characteristic of Intenal48 5" or of triad and arrpegio

including pentatonic scale, etc.
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Intervalic
The characteristic of the Intervalic Idea is buntd a line from varied
intervals in scales which may be one interval. Egample, the line which is built

from the 4" interval.

Gm’ c’ Fmaj
9 Y./ 1Y I r ) | ) T ]
y Ji ¥ < T W — - — 7 J < > i - T - |
[ {ar Ll /TS rS - — [ | 7S .t N R T |
ANSY A 3 I ] | ] ) T - T 1
© . — 4 L,J

3

or a melodic line which is built from one groupental, as in groups™ 2'* and &

intervals.

Gm? 7 Fmaj’
P’ A J I I I I T I T ]
GriE—he= e L e r e =
) [ 4 L 4 [

We find, therefore, that the playing of Ben Mon@slad Hekselman, as in
the solos of Ben Monder in bar 44-45 by buildinylelodic line with the use of"}

2"%and & Intervals blended together.

, BP7 Fm’ Bb+7 h EPmaj’ c’
| ~ b epifote £o,,
) — ——F— > ® ,'—;b”—‘h e e e B I e S B S Y S
(D | | 9 | | | | | | | | I | HF Ve |
ANBY4 ® 1 ¥ 4 | | 1 . . 1 | | | 1
Q) & bt | —) |
Melodic line created from 4th and 2nd Intervpl
In bar 75-76melodic line created from™4 2" and3™ Interval
Fm’ Bb? Fm’
75 o ® :tbzﬁ Lo, BA+7
f | —_— eeCE L Er et lees o,
e s B -LIH' i e ;ﬁ—%&—lﬁ
) -
Melodic line created form 4th, 2nd, 3rd Interval

In bar 79 Ben Monder used"?and 4" interval to created interested

melodic line.
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Ebmaj’ 7

79 . . - Fm’ Bb7 EPmaj’ G47

f) | N | -2 q?‘ it o | [— Py

T bHg T T p——
Erln bt T T T
i I I —
™ L L & _[
¢ Melodic line created from 2n(l and 4th Interval HT v %

At the time of Hekselman's play, there is use oflddic Device as

Interval; such as in bar 38-39 usintf &°and 2¢intervals to created melodic line.

F7 BbP7 7

F
| o T £ £ o | . b e
A 2 P\" T T e — = - ! i T
1 T —f T 7 = — 1)
I I . —— I i
D) 3 [ Y

Melodic line created from 4th, 2nd, 3rd

bar 61-62 createmelodic line from 8, 2" and 4" interval

B Bb7 - -
f I | Py A~ | A N |
P’ AN / T Il I | T 11 e vy J 1IN T 1y T I - ]
T = e @M‘iﬁﬁi&ﬁ
ANV AN W b e r 4 1 | | B——
DY) P N I - [ | Y
Melodic line created from 3rd, 2nd, 4th interval
useds™, 4" and 2° intervalto created interestedelodic line in bar 63-64
F7 Bb7 - -
9 J A T [ ﬁ T ll ~ h S Tk\ T IAY T I ]
y w3 & E' ,E i i P f »-
\vy > W) - i’,\:‘ [ A 1 T | | ‘I I I'/ | thF'
Melodic line created from Sth, 4th, 2nd int¢rval

Triad and Arrpegio

Another type of melodic device found in Ben Mondand Gilad
Hekselman playing and in particular Kurt Rosenwliskis the build up of a melodic
line from triad and arrpegio that is from variedalss and modes; such as in the
beginning of Kurt Rosenwinkel's solos in bar 1-2ickheads to arrpegio in C natural
minor scale mixed with Db triad developed into dode line.

Cm’ G’ Cm’ Am s > bahdé
0 L ehetebebs
ﬁ%ﬂ% > |= —HH f:""; T — - 7 Z—— I — B e s e |
D4 T H—— i € : I !
Y] Fm7 Ampo | = Gm?7 Arrp Db triad Cm7 Arrp.

In bar 6-8, he uses triad built from C natural oniscale (bar 6-7) mixed

with triad that is from Bb altered scale (bar 8).
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5 ~ Gm’ Am7b5 D’ _le7 cr Fm’ Bb?

B e, s , e [Fe e, — e A=
AR/ e — e s s 7 B o '
[ an NV B I [ Il I [ I ' ' | I T —_— I EﬁI'
SV T |'/ '. It = I | T I
D) Ab triad Bb triad Gm triad Ab triad Gb triad E triad

There is usage of G triad that is from C harmanicor scale in building a
melodic line in bar 17.

17 Cm’ Dm7bs G7 Cm’ Am7bs D’
0 | N P |
e e i Do —e f - e —— f ]
‘ E , V1 I | I | T T T | T -y | = 7 ]
e) | | I | I T I [ Il I r I ]

and in bar 60 a melodic line from Abm triad, Bbmadrand Cb augmented triad which
come from Ab melodic minor scale.

57 Eb7 Gm? o7 Fm? Abm?
H 1 ::E— 'F"!‘—"E'lt"bf' ®heh ) [r—— I\ . o
Il I Il | Il I I | e = [ Il I Il T 1N heg &
= S e e T o @ f > D
(o Wi i T o T T it
Pl I I \ e e s e e | e e
Abm triadg Bbmdriad | [Cb+ triad]

This leads to the use of triad and arrpegio broiin B Lydian dominant
scale and used in bar 77-78.

77 B B7 Fm? Dm7Ps G7
H 3
A —~ r—— y S— =
| Fan NN/ |-y I T | | I T 1 r-y P |
I I I | | I I = b |
o b P 3 . 3
B triad F#m triad| 3 A-5 triadlAmaj7#5 arrp.

In bar 81-82, Kurt Rosenwinkel uses triad buittnfr C melodic minor
scale and played as an interesting pattern.

81 Cm’ Dm™s G7 | Cm’ Am’bs D7
Q s P |I= i | e fu." I : T T I I E—— b\ I — |
o> == — e — =
G+ triad| |Ao triad3 Bo triad |Cm triad)| Dm triad|| Eb+ triad

A similar idea previous to this was using jusadriblended with arrpegio
from C melodic minor scale in bar 97-98.

97 ’ACm7 e Dm75 G7 Cm’ Am7bs D7
| P h"— = he q"‘ "] > o . Pho e
P’ AN/ T 1 I | ol I ] ™ g & T 1 L] - T
¥ Al I;,\ 1} Il Il Il Il Il el I | Il I = Il Il Il Il Il T I Il Il
&> e i i ES=====
D) G triad Dm7 arrp. e : ——
CmM7 arrp. Bm7b5 arrp.
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Besides only Rosenwinkel, it was also found thakd#lman used Melodic
Device as Triad and Arrpegio in bar7-10 leadingrid from varied scales to build an

interesting melodic line.

A F7 Am’ D’ Gm? c
— | I [rom—— f 1
e— T e e f o > T 1 T i 1
. | y Il + 1 | = F e I T T & |
#ﬂ?—*\d A e e e e F 5 =
g -
[_Ftriad Ab triad G triad Gb triad

In bar 43 and 45, Arrpegio is used to assist tbédimg of a more
intriguing melodic line.

F7 o
0H [—— . *If o
o - |1 T | | ]
Ens o
s —— ——— o
Am7 arrp. 3 .
Bbmaj7 arrp.

This leads to triad from F major scale and Db magale mixed together
to build a Melodic line in bar 59-60

D7

F7 Gm’ C7
} e A —1 i i p— T po— ]
G s === === -—i‘i'—ie'jdle'i,’l’;,wi;_l ]
G Eo triad Db triad
In bar 63-64, F7b5 arrpegio is used to build derasting melodic line
7 Bb7 E7 F7
o) p— | - h . 1} N T
Ww. =
6’4 4 R =
® S ‘ ! F7b5 arrp. 4

Included in Ben Monder's playing there is alsoube of triad found in bar
22-23. This leads to G minor traid connected to &jan triad in building a
melodic line.

7b5
21 Fm/B® o ohe B S S Pheb c7 .
FEL » o s Thebe o hohebs i
i | P B B P e S B 1
(e8N" 17 VvV | L ¥ | 7 W s 1 ™ | | I — | | | | 1
b}/ L | | r |y) - 11 | | | | 1
Gm triad || T triad
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In bar 33-34, there is a melodic device as triathdp used as in F major

triad to build an interesting melodic line.

Fm? c? Fm’
r 7 5
33 EPmaj? o — - £ L E ; E '_‘htbo_ -
H 1 o h"‘-""— — e T T T T —h'-hf-
et I et L/ | Vi Wi Z 1 | 1
e - | ==
Q) — I | I | I ]
F triad
Pentatonic

In Gilad Hekselman and Ben Monder's play, it wasf that there is the
use of a pentatonic scale to build a melodic IFa. example, in Ben Monder's solos

in bar 32 leading to Eb a minor pentatonic beingdus

7 b7
29 Fms Bb7 . Ebmaj7 ba fm B
0 T - £ L he P Febe e
e e s e e
o)  —— (—  S—— T e R .
Eb minor pentatonic

Used C minor pentatonic scal& E major pentatonic scale in bar 44-46

44 BY7 Fm? Bb+7 Ebmaj? c7
| —~ b | Fh' oL ohe 2o
11 I ] ] ! I o] 1 ] ] ] ] 1 1 1
(o> s e 1 e e T e T )
- o | LB I e : I e
C minor pentatonir D ek

In bar75, Monder uses C minor pentatonic to bhertt the characteristic

of Interval to make an intriguing melodic line

Fm’
75 Fm?7 B o2 tb:ﬁ Lo, Bb+7
0 1 T of -+ —'F"lthf‘h"‘f‘f il Y] [
p” ] . | | | | I P I | | I | 1 | | I HI'I'JF I\, 1
Y 4N PV\I | |=| - I ] I-;I | — | T | 1 [7] | 1
% ! H | P ba]
C minor pentatonic

In Gilad Hekselman's play, there is a melodic devas pentatonic also

used in bar 15 and Ab minor pentatonic to buildedadic line.
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F7 Bb7 F7 F7

n -~ 1 I 1 |
4 o = ‘ i ‘ ]
Grh———f—to ! be e be e @ 5|
[ I | i et S — — ~—
Ab minor pentatonic

In barl8, a melodic line is built by using F mimpantatonic

B°7 F7 Am’ D7
Bb? 3
Q.  /m— i ] R e R S B o T T [o—)
b X Il - | 1 ] I I 1 | I
64— | e ve e —habs oo T
[ . . ~— L | e P
F minor pentatonic
and Eb minor pentatonic in bar 19-20 extendingnieéodic line in barl8.
Bo7 F7 Am? D7
Bb7 3
QI /! I | 1 | i I I ; Il Il I I | 1 I | ﬁ y ; ]
7 b X Il - 1 1 g g E ! | I I 1 | I g ! g
0] - = — I P& 184 1
Eb minor pentatonic

Bebop Line
One thing often found in Kurt Rosenwinkel and @ildekselman's play is

the use of a line which has a Bebop characteiistice idea

Gilad Hekselman

Bar 31-35

0 F7 Am’ D7 G’ ¢ F7 D’

t ; — — T
| | I I T 1T P
L 1T 1) & 1 Y 11 | | 1

ﬁ I Y 1T T Il T L [ e——— | T I 3

Q) 1 1 Ly [ 4 1 ' ' | 1 — |

Bebop line Idea
Bar 42-46
BO7 F7 Am’ D’ Gm’ (e

Bebop line Idea
Bar 56-60
Am’ D7 Gm’ ol E7 D’ Gm’ ol
I)E h I’ ! [ 1 1 1 ——
e I e e e s e s B s —
{ EEEEEEa T e
[ ] - - &= ]
Bebop line Idea
Bar 80-82
F7 Am’ D’ Gm’ 7
. C— . p—— o @ VP - ® o
54 To— | - S o —— E——— . S — 0 |
e L I e e T 1 oo F |+ ft =+ —F = FH

D] | — I e 1 1

Bebop line Idea
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Kurt Rosenwinkel

Bar 57-58

57 Eb7 Gm’ (old Fm7

9,5 e 2 Eelehe

mVl)I

o

"|’)‘. b ! [r—— ) e
I
I
i

1 o 1 I ——
o 0F o & I
]

Bebop line idea 3

Bar 94-95

Q

‘m’ Fm’ Bb7 Ebmaj’
=

G
Lhebe £ £ 2| £ e

N=}
o
o
3
£
LA
==
e
e
e
L
e
e

N

Bebop line idea

126 Cm’ Fm’ BY? Ebmaﬁ G’ Cm?

| V | 1 L L I I I I I = I
e | e e—
Bebop line idea

Ben Monder

Bar 90-91

Cm’ il b
>
ninks h.lp_ £ £

#ngﬁlfp'_.!_,l_'l_‘lj’_jj . Peespref §

© Bebop line idea

89 Fm? Dms G7

T

L)

N

[1T%
TS,

[T19
i)

4.5.3 Rhythmic device

Ryhthmic displacement
The interesting use of the three guitarist's rmyth developed from
rhythmic or main motive Also, to use the methodnodving at the beginning of

rhythmic or motive (rhythmic displacement)

)
|
27 = e S S S— S S i —
ANSVALS 3 Il Il I I I 1 | Il Il I | | | Il T | Il ]
Q) — — I ——— I — — 1
Main Rhythmic Rhythmic Displacement| Rhythmic Displacement

It was found that the playing of Ben Monder’'s @rb4-19 used rhythmic
displacement mixed with develop motive, as in nwtivagmentation and motive
extension.
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13 Fm’? Bb+7 EPmaj’ (o Fm’ B -
p :'g ohe Y > - > F " 1.5 ohe
’\Ih\ I | [ | &1 Y T T || [ | | 1T o1y | [ 1 [ | | [ || L2 )
(Y UV b | & 17 1 | I | I | | I 117 | I | 1§ . . | | A VAR
ANV 4 A | A |- 14 | — | A
v Main Ryhthmic(motive) Ryhthmic Displacement
17 Ebmay G+7 h : 1% 7 —
r 3 -
y o @ TIe £OE he o
7\ Ih | | I | | [ | gl I L] ’U1I A} [ | } I 1—! I ! | il [ I |
@ vV I Vi I'/  E— } I Au'—|
[ Ryhthmic Displacement and Ryhthmic Displacement and
Motive Fragmentation Motive Extension

In bar 57-59, he uses rhythmic displacement mixiia motive variation

7
56 c? Fm’ Dm7s G7 Cm

H 1 | NN = Y | -Fﬁhﬁ
T [/ IT 'P- I 1'. o T-gl°
VC?EFQ—‘{"%* e Tt

n

14 ]
in Rhythmic Ilnoti\e A Ryhthmic Displacement
yt ( Ryhthmic Dlsplacementam 4 Motive Extension

N

ait

From Gilad Hekselman’'s solmar 6-10. He uses rhythmic displacement

andmotive extension idea.

Bo7 7 Am’ D7 Gm’ <
AL - e e e Tt
CRA7 A S AT PR B ISR R AL NI & S

Main Ryhthmic(motive) T |Rvhthmic Displacem¢nt RyhthmiF Displace_ment Ryhthmic Displacement
and Motive Extension and Motive Extension

bar 48-52 Gilad Hekselman usdsythmic displacement and motive fragmentation

Gm’ 7

F7 B F7 F?

H [ o Do & o P PPy > o o o o —o o o | o o Py b
A S R R - | Iy "> 2 - B L i 8 | 1 . 1
w ® — i 7 34 - i 1 T i — NP
S i [ ] S ) F r - ‘, ! : | 11 I 7 I b
Main Ryhthmic (motive) — - -

Ryhthmic Displacement and Motive Fragmentation

Also, in bar 72-76, he uses the rhythmic displamamdea blended with
motive extension moving the main rhythmic motive.

Gm’ 7 ¥ BY F7 2
0 . AN | I > o I\ L ’ < N
et o TP be—r — . T ] ber® B O r— -
gﬁ ) VF 154 i 0 =~ 0 D O #28  A- P of S R Y o=
ﬁé 7 Voo 8@ 1 1 T4 et B
— - i i — 4 1:#?;
Y] 1 _~— i ft — L i
Main Rhythmic (motive) Rhythmic Displacement Rhythmic Displacement and Motive Extension

It was also found that Rosenwinkel's play in b832 used rhythmic
displacement and motive extension to extend majthrhic.
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Abm7 EPmaj’ Cm’
28 AT
Z b i [ R—— i i f 7 e !
O =— = ‘ -t
L 3 I . .
. - - Rhythmic Displacement and
Main Rhythmic (motive) i Motivepvariation
31 Fm’ BY EPmaj’ o Cm’
| o * o L, * r) » )
A5 4F e - C e F gy e o o0
| { o Wl IS 14 ] . . i i i .—® — 1 i ry 14 |
\.jv i i i i ] e T i i i |
Rhythmic Displacement and Motive Extension

Rhythmic variation by note value

Moreover, there is another type of rhythmic ideachtthe three men use
to build variety. Improvisation is rhythmic variati by note value, as in beginning
main rhythmic motive with the characteristic of lignote and bringing rhythmic

motive changing to quarter-note triple or eighteniplet.

) i J — 3I Tt T ]
- | I 4 | I - I - |
ST —— e e F : !
D) . . . [  — )
Main Rhythmic Rhythmic variation by note value] .3 .
Rhythmic variation by note value

Therefore, it was found that in the playing of Bdander's in bar 49-55 that
changed the note value of the main rhythmic mditam eight-note to quarter-note triplet.

7 b7 !
Fm B l? P :
= R P - . Fe — be &T
— bf#—bi:‘g—b#tﬁﬁ— C Phlebs o 2 E £
I Eh? T T I I 1 I | T T I I I I ]
Il Il Il Il ’V‘Jl/r Il 1 Il I I I I L Il I
| 1 I 1}
[ Main Rhythmic motive
Iy c7 Fm’ Fm7/BP Bb7 Gmbs
4 =
ng —]
© ‘ : —— . — g==== ==
O L_g T L g1 L _g_TL g 1T L g T L g 1T L g T L o " Lg—]
Rhythmic Variation(quarter-note triplet)

Moreover, in the playing of Gilad Hekselman'spalhere is frequent use
of the melody from the song When Will The Blues ®an the solos by using idea
rhythmic variation by note value in bars 11-12.

F7 D’ Gm’ C7
! — — I\ . Py
¢ - ! e - ]
1 ——C— ]
1 — b T |
Rhythmic Variation by note value (quote from melody)

andbar 24-29
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Gm? 7 F7 B F? . F7
f) I | | | | De® [} \ | |
# T bel b | @1 ; =y I T ! 1 Ny - ; 1
NV 77 I I Yy vy I I I 1) ; ; E i EB E i ; 1
DAL I ' ' o I I |4 4 [ I r 4 [ r
Rhythmic Variation by note value(quote from melody)

In Kurt Rosenwinkel's play in bar 28-30, there asmix of rhythmic

variation by note value rhythmic displacement igeanprovisation.

Abm? E’maj’ Cm?
28 37
H 1 e o £ ‘Vt £ ) o * )
A~ 5 ——F] !
(D’ —a I T ® = 7 :1
Di S ! |
3 . o
Main Rlr ic (mofive) Rhythmic Variation by note value

4.5.4 Tone Color

Another thing which the three guitarist commongeuo build tension in
the solos is to use chords to develop interess Ehregardless to whether it be in the
characteristic chord comprised of notes to becdraet! interval or the characteristic
of triad including that of interval. It was founlat in the playing of Monder’s in bar
58-59 the characteristic of quartal harmony Brchiord was brought in to be used

Fm? Dm7s G Cm’ F7 ohe £
H 1 o o .b——-v\.;‘ i f_hf/—lﬁr_ 7 F E h—g = ]
G e e e |
© 4tl‘10hord 4th\ch—o/rd
In bar 65-70 there is the characteristic of cheolb by using quartal
harmony (4 chord)

4th chord

| Ebmaj7 G+7 Fm7 7

As for Gilad Hekselman, he uses the method ofdingl tone color by
using different chords as in long chord F7 and pedt F in high pitch. This is done
by using varied tensions as b9,#11,b13,#9 to fimata Bb7.



Fac. of Grad. Studies, Mahidol Univ. M.A. (Music) / 43

F7 Bb7 F7 F7
f) - - - - - - - - Il - - - P
s . e — ePE —r ﬁ e |
ANSY A 3 f=t O o1 u t T
) F t Za— | 4 v
F7sus F7b9#11 F9 F74#9b13 F13 Bb7

However, in the playing of bar 73-76 there istise of interval for tension

of chord F7 altered to build interest in the solos.

7 Bb7 F7 7 -
o) ! | p— N ; | AN e
e e B T R e e 5 e
S = iD i = i I "4 f = I e Hu 1 L | I— I "4 f I P :'
F709#11
F7#9b13 FTb9#11 e
Chords as in quartal harmony (4th chord) are bfsaght in to be used in
bar 85-86.
F7 RBb7 7 I, ;
T F
e shp £ EEl FECe 4o offie obey
% > r)\jl/ ——— I | I § § § | - Il } I
by X ‘P I i ‘l I'I | | ]
Quartal Harmony

In Rosenwinkel's play, it was found that theréhis common use of chord

as triad in building tone color. Also, in bar 54;88 playing is in the characteristic of

syncopation.
o Am?s D’ Gm’ 7 Fm? BY7 Eb7
< 7 < <7 % 7 7 I < 7 7 e e e e R
© R AR B s T LT !
) . " 14 14 7 f t
Triad

It was found that there is use of quartal harm@tfychord), interval and
triad mixed together in bar 106-109.

106 E7 NG AP B’ =
b — slsgls fegliets g e
P AN/ I;)- F T V] I ]

e = — e e e e s

I e > I ! — Z— - ~—~— T T 1
¢ In‘terva triad 4 ! 4th chord 4th chord 4th chord
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CHAPTER YV
THE NEW EXERCISES

From the transcribed and researched improvisatidden Monder, Gilad
Hekselman and Kurt Rosenwinkel, many interestingioal aspects became evident
to the researcher. They are aspects that oughe tordught to practice in order to
develop the style of playing a form of modern jgm#tar. A study and analysis of their
playing is the main focus of this research.

Therefore, the researcher has built practice e&escoriginating from
improvisation devices and improvisation ideas dstifrom the research into the line
solos of the three guitarists. This has been camglby separation into the following

titles:

5.1 Jazz line from the three guitarist
5.2 Harmonic device exercises

5.3 Melodic device exercises

5.4 Rhythmic device exercises

5.5 Tone color (quartal harmony) exercises

The student ought to know fundamental jazz playingluding basic jazz
theory — before attempting these exercises in otdesimplify their practice and

understanding.

5.1 Jazz line from the three guitarist

There are many practice methods for learning jabe first of which, a
popular one, is bringing in a group of melodic §inédrom modifying chord
progression, or as it is often called, ‘jazz li@ther names include: lick, pattern and
formula etc... The practice of jazz line is the saas learning vocabulary where the
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student is able to understand and hear the langefggez more quickly. However, the
aim of practicing the jazz line is not only leamito imitate or copy and paste, but
also to be able to listen to the melodic line dmel ¢haracteristic of the shape of the
notes. This includes the rhythmic idea from thezjéime that is brought into the
practice in order to develop the type of persomay py jazz line. This is brought into
the practice modifyingn the transcribed solos of the three guitarisisréfore making
the learning simpler.

In regards to the method of practicing the jazz,lint should first
commence with slow tempo. The practice should bésplayed on appropriate chord
progression up to, and including, all 12 keys. ey may be changed in the
characteristic of cycles of fourth, whole steploe tandom key. From that the student
should play every tempo, from slow to fast. Thecpca of jazz line should include
rhythms both through swing feel and straight efght.

5.1.1 Ben Monder jazzline

Ex. 1: Jazz line 1 can be brought in for chord progressigh as II-V-I or V-I in key

Eb major
Fm?
B b 24 BPmaj’ EPmaj’
H 1 y he £ £ o he , = —
o 7 ¥ be Py IRY | L7 1 | | & Hg | I | | I | ]
B e o e e e —— = : = :
v ¥ h—I I | ) I ]

Fm? Bb7 Ebmaj’ Ebmaj’

>
b
| | | N
3
Ik v
mEL )
3
e
WL Y
___1:\:
"
e
v =
[T1®
TN
]
1

Gm’ c Fm?
) o Pheb

y A S—— ——  —

N’ M T T

A3, — — 1 1

Y] Immm——

M
| 1508

Also, modify it to use with II-V-1 in key F major
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D’ G Cm’ Cr’
. — r ] 5 24
—o— P I B AP TP ) i -
7 P P - | P B | |
) d e | 1 | - '
!) —— | ! | ! | |

Fm’ Bb4+7 Ebmaj? Ebmaj
imeEsee=saemsse———c—cac o
;)y -‘I- I [ :l = Il Il 1 { Il I | 1 L\ i I 1}
Ex. 6: Jazz line 6 for chord progression 1I-V-I key Eb oraj
Fm? Bb? b Ebmaj’ Ebmaj’
o ©#Ve o

P’ A 0] — I I I -\'. f E = = = I = E -\'& F T ]
Q) -‘- [ — 1 1 1}

Ex. 7: Jazz line 7 for chord progression I-VI-1I-V key Eiajor

Ebmaj’ (o, Fm b7 Bbmaj’ BEbmaj’
)4 pelitee I~ .
e e e o | e o ot s s s s s B s = |
S = ' EREI A=
Ex. 8: Jazz line 8 for chord progression 1l-V-I key C mino
Dm7b5 G7 Cm’ &
— > —fr f_ # %hf_ F |F f s T ]
el Il Il I Il r I; Il II_I I'/ ] - I I
Q) I 1 1 ]
5.1.2 Gilad Hekselman Jazz line
Ex. 1. Jazz line 1 for chord progression II-V-1 key Fnrajo
Gm? o Fmaj’ Fmaj’
() ™y \F~I Tk ’7‘\ 1 I I } I | 1 Il I Il I Ik\ T Il ]
;)‘V | \_—J et | | b“ IP.J" ﬂ.‘ |
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Ex. 2: Jazz line 2 for chord progression V-1 key Bmajor
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F7 F7 Bbmaj’
9 I I) L- r ] Ilh- I Jr— I T I ]
¥ 4t I;} - 1 g V 1 = E! ! | 1 Il I I J‘ - I - I
0] i I — 1 i I ] 2 . :

A Gm’ | ‘C|7 ‘ — Fmaj’ Fmaj’
(5” b : g : |
Ex. 4. Jazz line 4 for chord progression 1l-V-I key G mino
Am? D7 Gm’ Gm?’
e e : - :
= fo———= 1= : |
Ex. 5. Jazz line 5 for chord progression 1I-V-17 key Fjona
F7
Ex. 6: Jazz line 6 for chord progression II-V-1 key F oraj
A Gm,;__ _(: e Fmaj’ Fmaj’
—_— T — : ’
3
Ex. 7. Jazz line 7 for F7#11 chord
Frén Frén Fréu F7in
p T i — b et 'hf \' It o . I)F N ]
o= SESSSS=E=——SSna— ===

Ex. 8: Jazz line 8 for chord progression I-VI-11-V keynfajor

A 7 D’ Gm’
= —— ] = —
I%j% = Y = > |i b; ll" r > J. i 1
Ex. 9: Jazz line 9 for chord progression II-V-1 key Fjara
Gm’ 7 Fmaj7 Fmaj7
ﬁQ.—E—F—nf—bf—F—ﬁ’—F&QE‘ir_—,_,:mH o T ]

T Il 1
SV I —— L  —

[
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5.1.3 Kurt Rosenwinkel Jazz line

Ex. 1. Jazz line 1 for chord progression I-V-1 key C mino

Cm’

Ex. 2: Jazz line 2 for chord progression V-l key Eb major

Bb7 EPmaj’
O [ - b. 'P' @ ] P
L rre— T+ = — £ i 3 |
'})my 1] j I E‘rﬁ} I = IyFJ | J— r I

Dm’ G7 Cm’ Cm’
et r fe |
—— T — w———)
Ex. 4. Jazz line 4 for chord progression Il- V-1 key O
D7
Amb3 h'— bhe Gm’
— — o
j, e g B £ E piete EE Ebe 2 e , .
o r— | —————— e !
S i
Ex.5: Jazz line 5 for B7 chord
B’ 2 3
A 3 3 &) e ——r— e o |
5“ va 'y i i —— i — ] ] I e 5} u‘! T nl 1 f 1
;)M IAY ﬁ'l -J- .I H! .\ E{ + 1 " ‘-—7'\3 | T I ]
Cm’
n T ]
| = = a
t T 1
Fm? BY Ebma’ Ebmaj’
> P e B2 L, & S
g, = EEEE cFewiee £F F . .
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Ex. 8: Jazz line 8 for Cm chord

Cm’ Cm’ Cm’
duattre . i,
(o> 07— i i = i ] ! I i =

Dj
Ex. 9: Jazz line 9 for chord progression II- V-1 key Criani

Dms G Cm’

N
YL
1
L)

)
{
|
N
1
1

5.2 Harmonic Device Exercises: Tritone substitution

From the research into the solos of the threeagsis, it was found that
one harmonic idea that the guitarists commonly igs&itone substitution. In this
technique jazz musicians usually have their ownviddal form of method. During
the first practice they use a harmonic device. itlea of Ben Monder is to think in the
characteristics of a major7 chord which comes ftatone substitution instead of on

the dominant chord. Then, play in the form of thyelian scale, such as:

A Dm’ G Cmay’ Cmaj’
A - - - -
@y Ddoriam scate GTiRotydiaT Seate Ciior seate
[y,
. D’ DPmaj’ Cmaj’ Cmaj’
A TS E— | - | - n
7, I T SCate I Cmajorscale I 1l
ANV § | : I - | i
[y
Exercise 1:

This exercise focuses on harmony by practicindgescasing the Lydian
scale in a chord tritone substitution. There shaalkb be ongoing practice of the

characteristics of the scales (look for the neambsin changing each scale).

(Dl’maj7#11)

Dm? @ b Cmaj’ Cmaj’
o) | _.bfl)""t## o
R e T |
o e T — 7 e e s |
p—— —— ML e

D dorian scale Db lydian scale C major scale C major scale
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This exercise can be repeated in the following hoetby using the

metronome and in slow tempo for the best results:

A Dm’ G7  (Dbmaj7$h Cmaj’ Cmaf’

/7 = : - | = = = 7
WH scate ! D tydiamscate ! Crmajorscate ] Crmajorscate 1

[y}
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A Bbm? Eb? (Amaj7é1D Abmaj? APmaj’

7/ — | = : — | - 7
mn scate | 7 tydian scate ! Zibmajor scate I Abmajor scate 1

[Y)

" Ebm? Ab7 (Dmaj7# DPmaj DPmaj’

7 7 I | I

D]
A Abm7 Db? (Glnaj7#11) Gbmaj7 Gl’maj7
77 - T - I = | - o
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A C#m? F#  Cmaj’f Bmaj’ Bmaj’
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Am’ D7 (Abmaj7#n

MNo

N
1
1
1
1

Exercise 2:
The second exercise is an extension of the fiurstith ongoing practice
of the characteristics established in the firstreise and with the use of the quarter

note. It is important to look for the nearest firgg when changing the arpeggio.

Dm’ DPmaj7#1t Cmaj’ Cmaj’

0 | . - e £ £ o :
* q Th e = T T || | F T T 1|
| L I 1 I || I r | Y I 1 N |
[ 4 T I i I 1 I 1 | ’ T T 1|
| | I | I T 1 1)

g t—= ' ' — — ' e
Dm7 Arrpegio Dbmaj7 Arrpegio Cmaj7 Arrpegio Cmaj7 Arrpegio

Use chord progression simultaneously in the orgaganactice of the
characteristics of eight-note arpeggio.

Dm? Dbmaj7#1 Crnaj Crmaj’
o
e R
L
Dm7 Arrpegio Dbmaj7 Arrpegio Cmaj7 Arrpegio Cmaj7 Arrpegio

Practice chord progression II-V-I changing keysharacteristics of cycle of

4™ with metronome in slow tempo in order to achiesedyfundamental understanding:

A Dm’ D"‘majﬁ$11 Cmaj’ Cmaj’

o 7 I I I 1}
y AW 3 - | - I - | - 1|
[ £ an Y /) Il | [ 1}
by L= 3 | I 1 1)

A Gm’ GPmaj7#u Fmaj’ Fmaj’

P’ A /) T I T |
y AW 3 - | - | - I - 1|
(S Z T I I 1|
by L= 3 1 I I 1)

A Cm’ Bmaj7#1l Bbmaj’ Bbmaj’

P’ A /) T I I 1|
V AW 3 - T - I - I - 1|
(S Z | I I |
by L= 3 I 1 I 1]

Fm? Emaj71 EPmaj’ Ebmaj’

Q Y/ I I I 1}
y AN 3 - | - | - | - 11
[ fan YW /) | I I |
b}/ x | I I 1]

Bbm? Amaj7$11 Abmaj Abmaj?

Q % I I I |
y AW 3 - | - | - I - 1|
[ £an' YW /) T I I |
by x | I 1 1)

Abm7 Gmaj7#1t GPmaj’ GPmaj?

QQ;’ND
GiIhi
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Chm? Cmaj71l Cmaj’ Cmaj’

I
|
1
1

AN

F#m’ Fmaj71l Emaj’ Emaj’

(Bl

Bm’ Bbmaj7#1t Amaj’ Amaj’

BN
1

Em’ Ebmaj7#11 Dmaj’ Dmaj’

N
1

Am’ Abmajrin Gmaj’ Gmaj’

PN
1

o BN BN N

The student can also practice scales and arpegouasl together: such as
[I-V-1 key C progression using D Dorian- Abmaj7 aggio- C major scale or Dm7

arpeggio- A-flat Lydian- Cmaj7 arpeggio.

Gilad Hekselman also uses Tritone substitutiotha form of chord II-V

using Abm7-Db7 instead of Dm7-G7 in order to reelsbrd Cmaj7. For example:

Dm’ G7 Cmaj’ Cmaj’

MR
|
|
[|

QQ;’ND

Substitute by

A Dm’ Abm? Db7 Cmaj’ Crmaj’

p" A /) T | T N
57 = I = I = f = i
ANSVALS 3 I I I 11}
[y

Exercises 3:

Ongoing practice of arpeggio and scales on choogrpssions that are

given after practicing improvisation on chord preggion simultaneously

Dm’ Abm? Db? Cmaj’ Cmaj’

MR
|

G’ Dbm’ Gb7 Fmaj’ Fmaj’

BN
1

Cm’ Gbm? b7 Bbmaj’ Bl’maj7

RN
1
1
1

(0 S 5 S G SN
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A Fm? Bm’ E7 Ebmaj’ EPmaj’

o 7 I I I 1}
57 = { = { = f = i
\e_j/ L= 3 1 I I 1)

A Bbm’ Em’ A7 Abmaj’ Abmaj7

P’ A /) I | I 1|
2 —f - 1 - 1 - 1 - 1
%y“ % f f f i

A Ebm’ Am? D7 Dbmaj’ Dbmaj’

7 T I I 1|
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'5) % f i f i

A Abm’ Dm? o Gbmaj’ GPmaj’

P’ A/ I I I 1}
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A C*m’ Gm? c7 Bmaj’ Bmaj’

P’ A /) I I I 1|
2t - 1 - 1 - 1 - il
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A F#m? Cm’ F7 Emaj’ Emaj’

P’ A /! T I I 1|
y AN 3 - | - I - I - |
'S) % t f 1 i

A Bm’ Fm’ Bb7 Amaj’ Amaj’

P’ A /) I I I |
y AN 3 - | - | - | - 11
%9 % 1 f t fi

A Em’ Bbm? Eb Dmaj’ Dmaj’

P’ A /) I I I 1|
y AN 3 - | - | - I - 1|
[ fan YW A | I | |
by L= 3 | I 1 1)

A Am’ Ebm? Ab7 Gmaj’ Gmaj’

P’ A /) I | I 1|
y AW 3 - 1 - I - I - 1|
(S Z | | I |
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In addition, Gilad Hekselman and Kurt Rosenwinks¢ triads in playing

tritone substitution.

Dm’ G7 Cmaj’
) _ ‘ o b o £ e o
P’ A /! l be = 1 I | I 1|
SEEeee— = ==
Y] L4 g ; ! ! 1 1l
D dorian Db triad C major scale
Dm? G’ be Cmaj’
o} ! P I"" — £ » ! - P
T | be = | | I | = r ] n
GLE T e f— z i
by k> 3 .dl. I;):’ ! I 1 1]
b= : C major scale
Ab triad Db triad

Or they raise interest by thinking of tritone sitihéion using Ab triad in

order to reach G7.

Dm’ ar Cmaj? Cmaj’
[ T———r—— J—

D dorian Ab triad G mixolydian Db triad C maj7
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Exercise 4
Practice in the form of scale and triad order tisagiven. After that,

practice improvisation in scale and triad orderutaneously

o) D G Cmaj’ Cmaj’

P’ A /1 T T T n
o5 - | - i - | - i
by L= 3 1 1 I 1]

D dorian APtriad G mixolydian Db triad Cmayj

o) Eal ¢ Fmaj’ Fmaj’

P’ A /) T I T N
(o5 - T - f - i - i
by L= 3 1 I I 1)

G dorian Dbtriad C mixolydian  GPtriad Fmaj

A Cm? 7 Bbmaj’ Bbmaj’

P’ A /) | I T N
o~ 7 = I = I = I - i
[ £an' Y /] | I 1 |
:)V X 1 I I 1)

C dorian Gbtriad F mixolydian B triad Bbmaj

o) Ll BY7 Ebmaj’ Ebmaj’

i - | - I - ] - i

[ £an Y /] | I | |

by L= 3 I 1 I 1}
F dorian B triad Bbmixolydian E triad Ebmaj

A Bbm’ EP7 Abmaj’ Abmaj’

i - | - I - f - i

[ £an Y /] | I | |

by X I 1 I 1]
Bb dorian E triad Ebmixolydian A triad Abmaj

A Ebm’ Ab7 Dbmaj’ Dbmaj’

P’ A /! T T T n
y A - 1 L 1 - 1 - 1
[ £an Y /] | I | |
by X 1 1 I 1]

Eb dorian A triad Abmixolydian D triad Dbmaj

A Abm? Db7 GPmaj? GPmaj

P’ A /) I I T n
A = ] = I - T - 1|
[ £an Y /] T I T |
b}/ x 1 I 1 1)

Abdorian D triad Dbmixolydian G triad Gbmaj

A Chw’ F# Bmaj’ Bmaj’

o - I - I - f - i
[ fan Y /] ] I | |
by X I 1 I 1]

C#dorian G triad F# mixolydian C triad Bmaj
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A F#m’ B7 Emaj’ Emaj’

P’ A /\ I | T A
y AN 3 - I - T ol I — 1|
[ fan YW /) | | I 1|
by =X | I | 1]

FHdorian C triad B mixolydian F triad Emaj

o) e E7 Amaj’ Amaj’

o 7 I | T 11
y A I = ! = T - 1 - |
[ fan YW | I | 1|
\QJ)/ L= 3 | I I 1]

B dorian F triad E mixolydian Bb triad Amayj

o) B AT Dmaj’ Dmaj’

7 I I I 1|
y A= § = I - I - T - il
[ fan YW /A | | I 1|
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E dorian Bb triad A mixolydian EP triad Dmaj

) 4 D7 Gmaj’ Gmaj’

P’ A /) I | I 1|
% - 1 - ] - I - 1]
(S Z | | | 1|
by L= 3 1 I I 1)

A dorian Eb triad D mixolydian AP triad Gmaj

5.3 Meodic devices

Interval

In practicing the build up of melodic line fromtémval at basic level for
guitarists, practice ought first to be completedvddhe scale in every interval. This
should be done first in order to remember the s@anaicharacteristic of each interval.

Next, practice by selecting an interesting grouptdrval to practice on the scale

Exercise 1.1: Practice group ofand 2, 3¢ interval in C major scale by practicing
both ascending and descending. This exercise sheuldpeated in all

the twelve keys.

4th, 2nd and 3rd interval in C major scale
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N

1 1 pu—
I — N A | T ¢ !} —P_F|
@_4__-;_‘5__4'_1'_!! T — {-F| IF|||

[17®

|
gz
| |
| I
\E
|



Pongsiri Kajornvaekin The New Exercises / 56

Exercise 1.2: Practice group of Zand 2° 39 interval in C melodic minor scale by
practicing both ascending and descending. Themgeh&ey and next
all the 12 keys.

4th, 2nd and 3rd interval in C melodic minor scale

° ) P o 2
e e et e E ety

[ - L4

T

|

Exercise2.1: Practice group of and %', 2interval in C major scale by practicing
both ascending and descending. Then, change keyexhdll the 12 keys.

2nd, 5th and 2nd interval in C major scale

0 —T I — P

Exercise 2.2: Practice group of® and %", 2"%interval in C melodic minor scale by
practicing both ascending and descending. Themgeh&ey and next
all the 12 keys.

2nd, 5th and 2nd interval in C melodic minor scale

—Dﬁ——vg@—rg#ﬂ—hgﬁg:,@ T be—e -—r = e f
[} SEEES SRS S SSasE====tiis=a===
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Exercise3.1: Practice group of'6and 2% 3%interval in C major scale by practicing
both ascending and descending. Then, change keyexidall the 12

keys.
6th, 2nd and 3rd interval in C major scale
o
) _ . o 2 o Z Py
e e e e e e




Fac. of Grad. Studies, Mahidol Univ. M.A. (Music) / 57

Exercise3.2: Practice group of 8and 29 3%interval in C melodic minor scale by
practicing both ascending and descending. Themgehliey and next
all the 12 keys.

6th, 2nd and 3rd interval in C melodic minor scale

9 Z - — > ﬁ?ﬁ'_l—bp e e = - z = n
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Exercise4.1: Practice group of'5and 4", 2% interval in C major scale by practicing both

ascending and descending. Then, change key andliaet 12 keys.

Sth, 4th and 2nd interval in C major scale
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Exercise4.2: Practice group of'Sand 4", 2" interval in C melodic minor scale by
practicing both ascending and descending. Themgehliey and next
all the 12 keys.

5th, 4th and 2nd interval in C melodic minor scale
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Exercise5.1: Practice building melodic line from interval asocth progression as

lI-V-1 key C major and bring change to key andth# 12 keys.

y = _— . N, ale bebp . N 4, ie | 7 _ ] = i
o4 e e e e et o e | i
o) j" == —— ==

Exercise5.2: Practice building melodic line from interval as oth@rogression as
[I-V-1 key C major and bring change to key andth# 12 keys.

Dm’ G’ Cmaj’ Cmaj’
f) : ]
A | 1y I I T I | 1)
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Triad and Arpeggio

One more melodic device found common in the plgyhjazz guitarists
is the use of triad and arpeggio, in the charastterchord progression or characteristic
thinking in substitution on varied chord progressiBasic practice should be started
with triad and arpeggio that is from major scaléhwall keys. After, practice in

melodic minor with all keys.

Exercise1.1: Bring in triad to be played on chord progression |&¥-1 by
characteristic ongoing practice of triad. Also usad to build from

scale as D Dorian- G altered (A flat melodic minerC major scale.

Next, practice all keys.

!

triad from D dorian scale triad from Ab melodic minor(G altered scale) ~triad from C major scale

Exercise 1.2;

N

triad from D dorian scale triad from Ab melodic minor(G altered scale) ~ triad from C major scale

Exercise2.1: Bring in arpeggio to be played on chord progressas II-V-1 by
characteristic ongoing practice of triad. Also aspeggio to build from
scale as D Dorian- G altered (A flat melodic minerC major scale.

Next, practice all keys.

Arrpegio from D dorian scale Arrp.from Ab melodic minor Arrp. from C major scale
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Exercise 2.2:
Dm’ a7 Cmaj’ Cmaj’
I 1|
| g Y 2 - 1|
3 € i
4

Arrpegio from D dorian scale Arrp.from Ab melodic minor Arrp. from C major scale

Pentatonic scales

Exercise 1.1: Bring in pentatonic major or pentatonic minor (aciog to the student
preference) to be practiced repeatedly in the canatic of scale,
change key as whole step and change key every byblamiting the
beats as quarter-note. This is done by trying selmgk the nearest notes

when changing keys.

A pentatonic minor B pentatonic minor  C# pentatonic minorEb (D#) pentatonic minoF pentatonic minor G pentatonic minor
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Exercise 1.2: Change the notes value to eight-note and prabttle characteristics

simultaneously.

A pentatonic minor B pentatonic minor C# pentatonic minor
0 by ®» £ 2 -
o 7 P | | | | | ]
===
i (i} s
o i | 1 | I &
Y} - * ° —— — T
4 Eb (D#) pentatonic minor Spentaionicinunon G pentatonic minor
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O ha VO T 1 1

o

| 18R
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Exercise 1.3: Practice in the form of scale order that is gieen practice the note
value as quarter-note and eight-note.

Bb pentatonic minor  C pentatonic minor D pentatonic minor  E pentatonic minor F#(Gb) pentatonic minorAb pentatonic minor

QCS’\D
N

Exercise 1.4: Repeatedly practice the scale in scale order thgivien. Change the
key in the cycle of @ and practice the note value as quarter-note and
eight-note.
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C pentatonic minor

>
PSRN

3 A F pentatonic minor Bb pentatonic minor Eb pentatonic minor Ab pentatonic minor
P 4 T I I ]
7. - T T T - |
[ FanY I | | ]
ANSY4 I I | ]
D)
9 A Db pentatonic minor Gb pentatonic minor B pentatonic minor E pentatonic minor
) A I I I ]
7 I I | ]
[ FarnY I I | ]
NV I I I ]
D)

In addition the student can bring in practice tifien characteristics
changing keys, like the cycle of ®r minor 3°.

5.4 Rhythmic Devices

Rhythmic displacement

of

Exercise 1.1: Play melody song Blue Monk in original form andeuke metronome

in 4/4 time while accenting the first beat.
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5 Bb
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Bb7 3
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— ~—
-
F7
T ]
I | T T |
I | N 1 1 |
=I 1 1) .\. a\ 1
g -

Exercise 1.2: Play melody song Blue Monk by using rhythmic deggment start on

beat 2 in random bars use the metronome in 4/4 win&e accenting

the first beat.
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Exercise 1.3: Play melody song Blue Monk by using rhythmic des@ment start on
beat 3 in random bars and use the metronome intidid while

accenting the first beat..

. ;!
_1:“:

5 A Eb? EO7 BV F7 Bb7 3
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Exercise 1.3: Play melody song Blue Monk by using rhythmic diggl@ent skipping
1 beat every bar and use the metronome in 4/4vihike accenting the

first beat..
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Exercise 1.4: Play melody song Blue Monk by using rhythmic diggia@ent skipping

2 beat every bar and use the metronome in 4/4whle accenting the

first beat..
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5.5 Tone color

Quartal harmony (three notesvoicing)

Exercise 1.1: Practice 4 chord (three notes voicing) that is built from @jor scale
by playing the note value as half-note and opemmregronome click
that beats 2 and 4.

h o = & o

g 7 | | | | ] I 7] | I ]
y AN 3 [ | I | | | ] | (| I - |
[ fan YW /) | I I | | I 1 24 I |
VTR o 1 7 I I I I | | ]
D)) < = <~ =

Exercise 1.2: Practice 4 chord (three notes voicing) that is built from @jor scale
by playing the note value as half-note and opemmegronome click
that beats 2 and 4.

7]

N

QQ;’ND
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<

Exercise 1.3: Practice 4 chord (three notes voicing) that is built from @jor scale
by playing the note value as half-note and opemr&ronome click
that beats 2 and 4.
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Practice other modes in major scale and transpddeeys, and raise the

note value to quarter-note and eight-note in order.

Exercise 1.4: Practice & chord (three notes voicing) that is built from @lodic
minor scale by playing the note value as half-natel opening

metronome click that beats 2 and 4.
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Exercise 1.5: Practice & chord (three notes voicing) that is built from @lodic
minor scale by playing the note value as half-natel opening

metronome click that beats 2 and 4.
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Exercise 1.6: Practice & chord (three notes voicing) that is built from @lodic
minor scale by playing the note value as half-natel opening

metronome click that beats 2 and 4.
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Practice other modes in melodic minor scale antspase 12 keys, and raise the note
value to quarter-note and eight-note in order.

Quartal harmony (four notesvoicing)

Exercise 2.1: Practice & chord (four notes voicing) that is built from C jorascale
by playing the note value as half-note and opemmegronome click
that beats 2 and 4.

RN
No
RN

P
N
P

& o =
7

A
1

N

(NN
N

QQ;’ND




Pongsiri Kajornvaekin The New Exercises / 64

Exercise 2.2: Practice & chord (four notes voicing) that is built from C jorascale
by playing the note value as half-note and opemmregronome click
that beats 2 and 4.

Exercise 2.3: Practice 4 chord (four notes voicing) that is built from C jorascale
by playing the note value as half-note and opemr&ronome click
that beats 2 and 4
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Practice other modes in Major scale and transp@skeys, and raise the

note value to quarter-note and eight-note in order.

Exercise 2.4: Practice ¥ chord (four notes voicing) that is built from C lodic
minor scale by playing the note value as half-natel opening
metronome click that beats 2 and 4.
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Exercise 2.5: Practice 4 chord (four notes voicing) that is built from C lodic
minor scale by playing the note value as half-natel opening

metronome click that beats 2 and 4.
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Exercise 2.6: Practice 4 chord (four notes voicing) that is built from C lodic
minor scale by playing the note value as half-natel opening

metronome click that beats 2 and 4.
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Practice other modes in melodic minor scale aadspose 12 keys, and

raise the note value to quarter-note and eight-imobeder.
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CHAPTER VI
CONCLUSION - RESULTSOF THE STUDY AND
IDEASFOR FURTHER RESEARCH

The research of Kurt Rosenwinkel, Ben Monder ankddsHekselman’s

improvisation to create the practice can be sunmedras follows:

- Summarize the musical influences of Kurt RosenwinBen Monder
and Gilad Hekselman

- The implementation of improvisation by Kurt Rosenkel, Ben
Monder and Gilad Hekselman to new exercises

- Suggestions

6.1 Summarize the musc influences of Kurt Rosenwinke, Ben Monder

and Gilad Hekselman

The analysis of the songs played ny the three mggt$athat were a part of
this project revealed that they are heavily infleeth by instruments other than the
guitar. For example, Kurt Rosenwinke tries to brthg outstanding characteristic in
playing method of musical instrument like piano aakophone and mix them with
guitar playing. Doing this he has the pianist, liKeith Jarrett and the saxophone
player, like John Coltrane as a major influencéisplaying. Ben Monder was also
influenced by saxophone players like John ColtrAMayane Shortegndtwentieth-
century music. Besides being influenced by othetagats Gilad Hekselman is also
influenced in his playing by pianists, saxophonagypts and drummers suchBsd
Mehldau (piano), Mark Turner (saxophone) and AreHig (drums).
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6.2 The integrate the improvisation of these three guitarist to new

eXer Cises

This study found that the improvisations of Mondelekselman and
Rosenwinkel can be applied to create new excertmethe study of the jazz guitar.
The first topic analyzed was the harmonic devicitdne substitution and long chord
substitution, which each of them uses in variousepas and in a personal way. The
second topic analyzed the melodic methods of ptayand found that all three
guitarists use triad, arpeggio and bebop line ideaslaying solos. In addition the
study also found the usé intervallic and pentatonic modes in playing @rBVionder
and Gilad Hekselman. The third topic was the ugéhrhic devices and found that all
three guitarists used rhythmic displacement anthrhic variation by note value that
are interesting. The final topic is tone color afisicovered that all three musicians
used quartal harmony{£hord), triads anihtervals to create various tone color.

To create the exercise, the idea from transcnpdiod analyzing in playing
of all three guitarists was brought. That idea was forth to apply and adjust new
exercises that connected to the topics analyzedthait were also divided from
analysis in order to make them easy to understand.

6.3 Suggestions

In this research, the writer has analyzed andtedeaxercises in order to
understand the improvisation ideas of three leaglizg guitarists. This is just one
method in many methods that could be applied terstdnd and study the playing of
these three guitarists. The researcher has madggestion for students interested in
these three guitarists’ playing: It is possible aretessary to study the songs and
improvisations of all three guitarists and make remstions about the musical ideas
that all three musicians have in common. This gaal be accomplished through the
main idea of this study which is the implementatiminskill through the use of
exercises that show clearly that the commonallietsveen guitarists are important to
master and understand. This research and exemgstce was only experimented on
the researcher himself and not on other studeptsaffyone interested in developing
the ideas in this research can also apply theineio playing.
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Solo transcription of:

e [l Be Seeing Yoly Ben Monder
e When Will The Blues Leaby Gilad Hekselman

e How Deep Is The Ocedy Kurt Rosenwinkel



M.A. (Music) / 71

Fac. of Grad. Studies, Mahidol Univ.

ing you again

I'll be see

=184
Transcription by Pongsiri Kajornvaekin

J

Solo by Ben Monder

o Fm?

Fm’

Fm? FHo07 Gm?

EPmaj’
of® &

®

Bb?

Fm7/Bb

o ——!

Py
il

L.

L
Pl @
ian=t 1w

#

phe 2

®

® .

® ]

Bb7
P

17 11

Cm(ma7)

C_7

[

L7

Bb7

r X

/171
Y

|
——

Fm?

C7

EPmaj’

13 Fm’ Bb+7
b o iy e oter

e ———

[ fan N/

—

7
fblob' ol
|

£l
SR
CAH
0]
Ml
Nl
.
Y
L
\

EPmaj’

17

[ fan YWy '

1o hebe , 4

Gm™5
|
N
[ -

74 VA g
f  — e

X T 1y 1

=
7

1
7

Fm'/B’ o ob e

(&~ D y |

21

o~

F7

Cm’

G7

Dm7b5

L S——

25 Fm’

Bb7

Fm’

i fl)o

T
Vi

be

EPmaj’

Bb7

Fm5

29

he £

o )

o~
I

be

|)Hr I | 4
=

/




Appendix / 72

Pongsiri Kajornvaekin

e £hiete ,

1l
v

E el

23,
L Bila

7

SN

28

Vi

Y

‘E 4lH
E ol

7

o

EPmaj’

33

Gm’

Fho?

L ole® @

Fm?

Fhe
| Jr &

—

I
[

[ & an Wl 9 2 4

BP7

Fm7

Cm(ma7)

V.

I
2Y
4

L ¥

E/\
ZannN
1

b

=

ohe

1
[

Bb7

e

Fm7
T HEVE 11

H-IhA |

C7
:JI

I
I

EPmaj’
[
o

gfhw‘—fh# £

I
Il

|

Bb+7

[

L ¥

5
4

Fm’

r 3

Phe , o o Tlie

!
1

I ]
 —

&1
| 1

7
i chf £

I
1

I
|

i b |~

[ fan N/

(ol

Bb7

Fm7/BP

Te=

P
®

[

L g1 L g1 L g1 |\34I

NSV
[}

1/
| 4

Bb7

Fm’

VP_ -
D)

'$58E SR EESE

EPmaj’
? 2
Py

585 8

Bb7
=
7

ﬁfs

TN
o]

Fm5
—_
o
T

0
[ fan N/




M.A. (Music) / 73

Fac. of Grad. Studies, Mahidol Univ.

Gm’
£ :th#b; - _

Fho7
et

BP7

Fm7/Bb

Fm’

Cm(ma’)

Cm’

73

T

Fm? Bb7
h# iall X
-

7
C o
oo

Bb47

plielere o,

Fm’
P o

bhe |

I
|
I

I
I
&

EPmaj’

3

]

P

) 4
V 4
(&~ D

—

‘wj
N
ho_ml
it
&
N
Ol
&
E 94
£
oL
|D||||
L i
'l
~ O
ol
LoHrl
'\
G 'ul
Wl
|D.|||..|
YR
ol
a\]
1
+
@)
ay
.Y
../a.d TN
£ [T
m )
i
Q
I~ xnmwv

%MM“_
N
&)
1
2 3
w 1]
Ao_
L
L
XX
5|
> | Th
e
o]
Avay
E.N
o Al
=
rmo__ |
A —
[ N
N
o NG

W]

¢l

_

ol
QN
Ul

=l
0
ho_m!
ol

1__
E

|
[ Y0

S

= |nf

A Tel

7m [

=~ 1]

2 TNP

T

T

E w
WN *
~ AN
E IR
Ll
f I

N
o

Tl

& _

m LWL
o [[]]
f_
¢\
Ll

L

Bum#r
4\
L
&

Ll

L e

2 (g

2l
Al
%nxnm

||

| 4




Pongsiri Kajornvaekin Appendix / 74

J When will the blues leave
=230

Transcription by Pongsiri Kajornvaekin Solo by Gilad Hekselman
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How Deep Is The Ocean
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Transcription by Pongsiri Kajornvaekin

Solo by Gilad Hekselman
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