FOREWORD

Most players learn scales and practice using them over chord changes but still cannot produce a
musical sentence. Their improvised melodic line played over chord changes does not connect the
chords together. The line sounds like it is played over each individual chord without the relationship
of the parent scale. Even if the right scale notes are played on the individual chords, the improvised
line fails to make musical sense. The line does not have the maturity of a musical phrase or line
direction

A musical improved line must contain the following elements:

Target Tones, Peak & Focus Tones
Hinge Tones

Points of Resolution

Approach Tones

Tension and Release Tones

Most important of all an improvised melodic ling
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INTRODUCTION

A target tone is a specific note in a chord which gives the melodic line focus and direction. Each
note in a scale gives a melodic line different color. Some notes in a scale played over a chord
sound better than others. For example: the 3rd note of a scale gives the scale tonality and focus.
This note makes the scale sound major or minor. The 7th note of a scale is referred to as a hinge
tone. It allows one to hinge chords together. The 7th note of a scale allows one to navigate from
one chord to another. At this stage of your musical experience the best two notes to use as target
tones would be the 3rd and 7th notes of a scale. This is not to say that all the other notes in a scale
are not important or not good notes to use as target tones. The remaining scale tones provide
different colors to the solo line. The only note one should avoid would be the 4th note of a major
and dominant scale. This note is referred to as an avoidance tone. One can make this note usable
by raising it one half step. (#4)

Approach tones are notes used to arrive at the target tones. These tones are sometimes a scale tone
away from the target tone and sometimes one half‘ step away from the target tone. One can expand
the approach tones to include a part of a sc rget tone as the “peak™ tone to aim for.
Approach tones lead to the target notes in t This is what gives the improvised line
direction and forward motion. One may hav ones in a line that can be approached in
different ways.
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HOW TO USE THIS BOOK

The first few pages of this book will provide you with the theory needed to begin to understand
why target and approach tones are so important in the improvised melodic line.

There are three basic levels involved in the learning process:

* Developing a knowledge of - (Facts)
* Developing an understanding of ----------  (Conceptualization)
* Most important of all, application of -----  (Using what you learned)

This book is divided into three sections. Inthe first section we will discuss some basic jazz theory that
will help you to accumulate knowledge. In the second section you will develop your understanding
of the knowledge obtained. This is when yvou will conceptualize the knowledge. In the last section
of the book you will be provided the opportunity to apply your knowledge. Needless to say, this is
the most important part of the learning sequence. Here is where you practice to perfect what has
been learned in the previous sections of the book.
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Now comes the most important part of the book. We will call this part of the learning process
the application of the knowledge of which you have developed an understanding. Once again the
important three words are: Knowledge, Understanding and Application.

For the application of knowledge we will use the chord changes from the song “JO ANN" taken
from one of my earlier published books Jazz Improvisation “A Whole-Brain Approach.” These
chord changes will allow you to learn a variety of target and approach tones.

In the first sixteen measures of the tune “JoAnn,” all the target and approach tones are written to
provide an example demonstrating how they can be used. The next sixteen measures are left blank
so you can play your own target and approach tones. This now becomes the application of the
concept learned. The first sixteen measures is a part of the teaching process and your work on the
last sixteen measures now become the learning process.
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THEORY: TARGET TONES
MAJOR SCALE

If vou played the tonic chord on each note of a Major scale vou will find that some notes sound better than
others in terms of color. Use vour ear to discover which notes sound colorful and which notes sound harsh.
By playing the chord on each scale tone you will hear how some notes complement the chord's color while
others clash.
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Listed below is a ranking of notes in order of suggested importance from top to bottom in a major scale.
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6th or 13th

Sth

15t

4th or 11th Least Important




THEORY: TARGET TONES

DORIAN SCALE

Unlike the Major scale, all the notes in a Dorian scale sound good. Any note in the Donan scale can be used

as a target tone. Once again you need to listen for the notes that sound better than others. The 3rd and 7th note
of the scale are still the best notes to use. There 15 one note in this scale that 15 the most important note and that
15 the Gth. The reason the 6th 15 the most important note in the Donan scale 15 because 1t 15 the note that gives
this scale the unique Dorian sound
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LINE DIRECTION

( Building an understanding of line direction)

More theory to help build a better understanding of why approach and target tones are needed in the improvised
melodic line. The Tth becomes a desirable note to use as an approach tone because it resolves to the 3rd
of the new chord.

The concept here 15 using the 3rd as the target tone and the 7th as the approach tone, As stated earlier these tones
provide the improvised solo line direction. By articulating the chord notes aiming for the 3rd of the new chord we

now begin to hear a melodic line emerging.

Aiming toward the target tone the 3rd of the new chord creats in the listener's ear a desire to hear the resolution.
The ear wants to hear the 7th of the chord (Hinge tone) resolve to the 3rd of the new chord. (Target tone)
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3rds AS TARGET TONES

This section of the book allows you to apply the knowledge and understanding of the knowledge you have
obtained in the first part of this book. You will be practicing to perfect what you have learned. The first sixteen
measures of the tune have all the target tones written providing the example of how these tones can be used.
This is the teaching part of the process. Playing the next sixteen measures using your ear to hear the target tones
is the application or learning part of the exercise.

We will start your practice experience using the simplest target tones and gradually building
your experence to include approach tones.

Let us start with using only the 3rds of all the chords as our target tones. Remember this is the tone that allows
the chord to focus its tonality.

Play the first sixteen measures as written and play the next sixteen measures in the same fashion using your
ear to hear the 3rds of each chord.

JOANN by Joe Riposo
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Play 3rds as written
Dm?7 G7
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THREE NOTE APPROACH TO THE 7TH

In this exercise the Tth becomes our target tone. Still using a three-note approach, we will at imes
approach the target tone from a scale step above and at times from 1/2 step below. This should give the
melodic line much-needed variety. The line now should be more interesting to listen to.

This three note approach makes a very strong melodic line. Listen to the line direction and forward motion
we have created.
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memecernsovets JOANN SOLO

This is another transcribed improvised solo on the chord changes of the tune "JoAnn" demonstrating approach
and target tones. Once again we basically used 3rds and Tths as target tones. At times we used other scale tones
to create more interest in the line. As you play the solo listen and feel how the approach tones encourage your ear
to want to hear the target tones.

Analyze this solo to discover how the note choices that make up the approach tones create the line direction
and give the phrases forward motion.
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JOANN SOLO

& oo &

This 15 another transcribed improvised solo on the chord changes of the tune "JoAnn" demonstrating approach
and target tones. Once again we basically used 3rds and Tths as target tones. At times we used other scale tones
to create more interest in the line, As you play the solo listen and feel how the approach tones encourage your ear
to want to hear the target tones.

BASS CLEF INSTRUMENTS:;
Trombome, Bass, Tuba, efc.

Analyze this solo to discover how the note choices that make up the approach tones create the line direction
and give the phrases forward motion.
by Joe Riposo
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