MODAL HARMONY

in the art of improvisation
for the Jazz Accordionist
and all instrumentalists
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1. Original chords
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Blue Sky

9. Modal Improvisation

Music/Arr. Mario Balestra
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First Diminished Scale

13. Non Modal Scales

Diminished scales used in the improvisation
There are two diminished scales, completed with to the Bass, the diminished and dominant
chords on the bass. Now we can apply an ascending and descending study, it will be
executed in on octave arch in twelve keys. Secondly it will done in two octaves; in this way
the student will acquire complete freedom. Both diminished scales resolve on the tonic
major or minor scale moves 1 tone and a half tone repeating the sequence. As we see, the
diminished scale has particularly strong character in Jazz.

1 Tone

A 1/2 Tone 1/2 Tone 1/2 Tone 1/2 Tone
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For each diminished scale we can use four different keys, diminished or dominant chords.
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14. Blues Scale

Once we have chosen a key, the Blues scale is used freely as a tonal base. We can start to
improvise without considering the many chords progression. The bass is used always as the

seventh dominant chord with a good effect.

The Blues notes are:
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Example : - Employment of the Blues Scale
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Adding up aperfect fourth

o]e
PN
&

W
PN
M

A

el

-~
M
¥ |

lele)

To be practiced in the twelve keys writing down first, the text.
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16. Altered Pentatonic Scale

the second grade is altered a half step higher, adding up by choice, even the minor seventh.*
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Example of improvisation with pentatonic scale and altered pentatonic scale, as you can see
the prefered chord in the bass is of a dominant seventh chord.
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22. New harmonization forms
Polychords : Two chords played simultaneously

The following exercise is formed by two chords performed in unison. To get a
trumpet-like sound, we combine the second inversion of Am on right hand with
C7 on left hand (bass). Jumping is acceptable, but, must not be used continually.
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24. Development of jazz from 1925 to present time

To cite a few great artists

Piano Players like : Art Tatum, Winton Kelly, Teddy Wilson, Count Basie, Nat Cole,
Bud Powell, George Shearing, Horace Silver, Erroll Garner,
Thelonious Monk, Lennie Tristano, Bill Evans, Lee Evans, Oscar
Peterson, Hampton Hawes, Herbie Hancok, Cy Walter, Mc Coy
Tyner, Dave Brubeck, Tony Zano, Earl Hines, Fats Waller, Roger
Kellaway, etc...

Alto Sax Players like : Johny Hodges, Charlie Parker, L.ee Konitz, Benny Carter, Bobby
Green, Lou (Red) Shuster, etc...

Tenor Sax Players like : Lester Young, Stan Getz, Earl Warren, John Coltrane, Coleman
Hawkins, Bud Freeman, etc...

Trombone Players like : Tommy Dorsey, Kid Ori, J.J. Johnson, etc...

Trumpet Players like : Erskine Hawkins, Johnny Grimes, Bobby Johnson, Louis Armstrong,
Dizzy Gillespie, Buddy Berigan, Dud Bascomb, Mathew Gee, Ernie
Royal, Roy Eldridge, Miles Davis, Chet Baker, Clifford Brown,
Al Hirt, etc...

Guitar Players like : Tal Farlow, Joe Pass, Dud Bascomb Jr., Django Reinhardt, Al Di
Meola, Eddie Lang, Charlie Christian, George Van Epps, George
Benson, Augusto Mancinelli, West Montgomery, etc...

Clarinet Players like : Artie Shaw, Benny Goodman, Johnny Dodds, Pee Vee Russell,
Stan Hasselgard, etc...
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27. Blues in BPM "II Form"

I've written a I Form Bb blues which shows an improvisation line that can be played with
sustained block chords on bass. See previous Bb blues page 59, or use a walking bass line
fitting very well with the improvisation. Take it as an important study's material.

BL’ Blues - II Form

Moderato J=104 Music/Arr. Mario Balestra
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29. Improvisation on a harmonic base with accompaniment

It can be performed by two Accordions simultaneously. The first player can phrase the
treble and the bass; the performance will always be very personal. The second player will
eventually play only the printed right hand, adding up the walking bass or the substained
bass chords.

Waltz in BL‘
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30. An idea on the standard rhythms

The way to accompany is basic for the professional player. The following rhythms show
skilfullness and a complete professional preparation.
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32. Turnarounds
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The harmonic variations according to customs of a musical theme endings is usually of eight
or sixteen measures. In repeating the same ones, the sequence of the basic chords, will fall

on the seventh - eighth measures sequence or to the fifteenth - sixteenth measures.
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33. Endings - Final Measure of a Composition

The following examples show the basic chord and the ones with variations.

A Basic Variation 33
_1\9 r ey : r ey 'th i I I
o EESeEs=s
o) O 7 &7
rall.
M
o
I y )
Z ©U O A U7 &) ]
B )
A [es o “~ismaw| | |
’\, fo O o) I
B o7 U 5
o) o~
rall,
e fo 2 o) ' L\
Z ©U O A U IP |
B.S. \ | !
C
) )
f) Py | b | l)
P A ¥ 9] 4
g\ h fo [0 re) L
|  an WA VA= O ] \ U] E 1] -
A\IY o i ;g g
U J
rall.
M
)y——F—© r £)
y 4 PV\ A U7 \ U] &
O
v
Py 2 ghig g
y 4N Ih o) g o) v
H——e — ‘; E i i ;
rall.
o : ! : :
75 €C——o ¢ j o 2 | j
O P
B.S.
a — -
n ' m | N
g D 29 | | |
y AV |2 o fo [V ). =
| & an. WL \ U \ W) J
A1V O L
o v i ; He?
rall
M
O
'l: ] lf) £ £ =
y 4 PV\ \ U] P2 \ U] = =
)
Fp, —  p— |
ANV O 1l
o ; i —i' ~ne
rall
)—DH O y ; ®
B.S. ' ! '

85 LEDN 7002 B



34. More ideas how to use chords to improvise
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