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ABSTRACT

Adam Rogers is one of the most influential jazzayists in the world today.
This thesis offers a transcription and analysisisfimprovisation on the Thelonious
Monk composition “Let’s Cool One” which demonstafeve improvisational devices
that define Rogers’s approach over this compositiwnoro-harmonization, rhythmic
displacement, motivic development, thematic impsation, and phrase rhythm. This
thesis presents a window into the aesthetics akeogporary jazz improvisation and
offers a prism for conceptualizing not only the iwof Adam Rogers, but that of many

contemporary improvisers working in the post-bapnal
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Introduction

Adam Rogers is a New York City-based jazz guitaighe forefront of the
evolution of the jazz language. He is widely reseé for the sophistication of his
improvised melodic lines and his astonishing tegbhei

For the last fifteen years, Rogers has worked migimy prominent musicians
including Michael Brecker, Randy Brecker, ChristBgtRavi Coltrane, Bill Stewart,
John Patitucci, Norah Jones, Brian Blade, The @drts Orchestra, The Mingus
Orchestra, Walter Becker, and The New York VoicAs.a sideman, he appears on over
fifty recordings; a number of which have receivad@my nominations and awards. As
a band leader, Rogers has recorded five albuntbéoCriss Cross labeirt of the
Invisible (2002),Allegory (2003),Apparitions (2005),Time and the Infinite (2007) and
Sght (2009). These albums feature Rogers playing iargety of different settings,
including trio, quartet, and quintet.

While working as a jazz guitarist in the 1990s, &sgbegan to explore other
musical idioms. For eleven years, he co-led tlseofugroup Lost Tribe, which featured
saxophonist David Binney and bassist Fima Ephtéa.produced and arranged three
albums of The Beatles’s music for the Japanesé @lgs and recorded Johann
Sebastian Bach’s “Prelude from the Lute Suite mikor” for Windham Hill'sThe Bach
Variations. Currently, Rogers’s rock-fusion group, Dice,tteang Ephron and drummer
Nate Smith, has been his main focus.

This thesis presents an analysis of Rogers’s redosdlo on “Let’'s Cool One,” a
composition by Thelonious Monk, which appears ogéts’s most current release,

Sght; recorded December 19, 2008 at Systems Two Rewp&tudios in Brooklyn, New
2



York for the Criss Cross label. This trio albunatigres his long time collaborator
Clarence Penn on drums, as well as bassist Joltndeat Sght features six
arrangements including “Yesterdays,” “Dexterityride‘'Beautiful Love,” plus four of
Rogers’s own compositions.

Through examination of the transcription, this thggoves Rogers’s use of five
main improvisational devices that structure hisrapph to improvising on “Let’s Cool
One.” These five devices are micro-harmonizatiaspldcement, motivic development,
thematic development, and phrase rhythm. By exiagithese devices, we are able to
have an insight into how, where, and when Rogersrporates each device within his

improvisation of “Let’s Cool One.”



CHAPTER 1
TERMINOLOGY

This chapter defines the five improvisational degidiscussed throughout this
thesis including various approaches to jazz anaysd an in-depth explanation of jazz
theorist Gary Potter's method of analyzing jazzrowsation. My application of
Potter’'s method of analysis to Adam Rogers’s imgaton on “Let’'s Cool One” is
found in Appendix 2 of this thesis. The devicescdssed within this chapter include
musical examples by Adam Rogers, John Coltranesli€irarker, and Ludwig Van
Beethoven.
Micro-harmonization

Micro-harmonization is the device for interpolating a harmonic progies over a
given harmony. Jazz arrangers use it as a conmuaidevice, employed by the rhythm
section, or simply implied by the improvised meltine. For example, it is common in
bop improvisation to outline the dominant or se@gydlominant before resolving giving
the listener the sense of V7-1 motion over a sitglemony. This technique can be
extended with the addition of the ii chord, cregtam interpolated ii-V7-I or ii-V7.
Example 1 shows Adam Rogers furthering the afor¢ioesd concept of micro-
harmonization by interpolating a iii-vi-ii-V7 overtwo-bar ii-V7-l progression in his
recording of Charlie Parker’s tune “Dexterity” fraime albumSght.

Example 1: Adam Rogers’s use of micro-harmonizaitiotexterity” (1:53-56)
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Another common micro-harmonization technique isutbe ofside dlips.
Improvisers create side slips by adding notesgstggest a chord a half step above or
below the given harmony and which is usually resdlto chord tones from the harmony
outlined by the rhythm section. The side slip H $t@p above the prevailing harmony
can also be analyzed as a tritone substitutionen\m improviser uses a micro-
harmonization of V-I, he may utilize a tritone stitegion over the V chord. By applying
this substitution, the improviser outlines a hargnone half step above the tonic.

In Example 2, Rogers demonstrates the use ofamériide slip found in “Let’s
Cool One.” In the first two beats of m. 119, Rogerorporates a micro-harmonization
of C7b9,#9 over the Fmin7 harmony. Instead ofioairtig with a C7 or Fmin7 harmony
in beats three and four, Rogers incorporates anr#mtone substitution of the implied
C7b9,#9. By implying this tritone harmony, he ¢esaa side slip one half step above the
Fmin7 harmony outlined by bassist John Patitucci.

Example 2: Adam Rogers’s use of a tritone sideinlifret’s Cool One”
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Displacement
Another device that creates harmonic tensionyithrhic displacement: the use of
melodic material out of phase with a compositiamssumed harmonic rhythm. A well-

known example of displacement is the opening ofrlzghRarker’s tune “Donna Lee”



shown in Example 3&.In the first four measures of the theme, Parispldces the
melody by two beats, delaying the chords of m.@man3 until beat three. Example 3b
normalizes the same four measures of Parker’s théemeonstrating how the melody
would sound without the displacement.

Example 3a: Charlie Parker, “Donna Lee,” mm. 1-4
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Example 3b: “Donna Lee,” mm. 1-4, normalized
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Improvisers often anticipate a harmony in theirioyised lines, implying a
chord change before that given harmony is playethéyhythm section. This
anticipation creates tension that is resolved oheghythm section plays the
improviser’s implied anticipated harmony in accardawith the assumed lead sheet or
chart. Example 4 demonstrates Rogers anticip#ti@@ 7 two beats early over the
Gmin7 harmony in his recording of the Jerome Kerd lila Gershwin composition
“Long Ago and Far Away” from his alburwrt of the Invisible. The tension is resolved
when the C7 harmony is outlined on beat three IsgibaScott Colley. Example 5
demonstrates Rogers employing a six-beat anticpatver the F7 harmony in

“Dexterity.” The first five beats outline an F13enthe Bb and G7 harmonies. On beat

! Charlie ParkerCharlie Parker Omnibook (Studio City, CA: Atlantic Music, 2009), 48.
6



two of the second measure, Rogers incorporatesdteeC# implying an F7#5 over the
Cmin7 harmony. The tension is finally resolvedbaat three of the second measure
when bassist John Patitucci outlines the F7 harmdmle Rogers elaborates the
harmony with an F7#9,b9.

Example 4: Adam Rogers’s use of anticipation ioriy Ago and Far Away” (1:13-15)
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Equally common is the use of delayed resoluticteace in which an improviser
plays a melody that prolongs the harmony of theiptes beat or measure. The tension
between the rhythm section and improviser is resbbnce the improviser begins to
imply the harmony outlined by the rhythm sectidtxample 6 demonstrates Rogers’s
use of a two-beat delayed resolution in “Long Agd &ar Away.” Rogers begins the C7
harmony on beats three and four of m. 1 contintlegharmony (now embellished as a
C7#9) over the first two beats of the Fmaj7 harmimund in m. 2. The C7#9 harmony
is resolved when Rogers plays the E and A (the®ti’”*8 of Fmaj) on beats three and

four of m. 2.



(1]

Example 6: Adam Rogers’s use of delayed resolutidhong Ago and Far Away

(1:25-27)
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Motivic Development

Motivic development is another device often used in jazz improvisatibiere the
soloist repeats a motive verbatim, or elaborates ufpusing an arsenal of compositional
devices. Example 7 demonstrates Rogers’s use tifimdevelopment on his
composition “Rumples” found on the Chris Potter Ergtound albunltrahang. This
motive consisting of six-notes (Db, A, F, Eb, Fi, &ADb) is repeated six times while the

rhythm is displaced and slightly altered in theoset; third and fourth bar.

Example 7: Adam Rogers’s use of motivic developnoentRumples” (2:28-35)
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Development may also occur via motivic sequencelffarent pitch levels.
Improvisers often employ diatonic sequence, byhdlygaltering the intervallic content to
stay within the key, or real sequence, keepingiaet intervals thus using some non-

diatonic pitches outside of the key. A well-knoexample of a real sequence motive
occurs during John Coltrane’s solo on “Acknowledgatihfrom A Love Supreme. As
shown in Example 8, Coltrane repeats and transgogas-note motive thirty-six times,

eventually stating the motive in all twelve keygsepa Bb pedal point.



Example 8: Excerpt from John Coltrane’s solo ocKAowledgement” (4:52-5:15)

Thematic Development

Thematic development is a particular type of motdevelopment where a jazz
improviser takes elements of the theme or “head sgbject for development.
Thematic development became a focal point in jaEysis after Gunther Schuller
published his seminal article, “Sonny Rollins ahd Challenge of Thematic
Improvisation.? In the article, Schuller examines Rollins’s exteasise of thematic
development on his recording of the blues compmsitiBlue 7.” Schuller examines how
Rollins’s use of thematic development unifies hipiovisation.
Phrase Rhythm

Any piece a jazz improviser chooses to play costdifferent lengths of phrase
rhythm. The longest phrase rhythm found in “L&@®ol One” is one complete sequence
of the 32-bar (AABA) harmonic time cycl.In a tune such as “Let’s Cool One,” there
are different lengths of phrase rhythm built eveight bars. These sections usually
contain a natural phrase structure of 4+4, or 2+ZH4e analyst needs to address how

much the soloist adheres to these built-in strativisions, and how much he goes

2 Gunther Schuller, “Sonny Rollins and the Challenj&hematic Improvisation,The
Jazz Reviewl, no. 1 (1958): 6-11, 21.

3 Jazz vernacular for a complete sequence throughatmeonic time cycle is chorus.
This term will be used throughout the thesis.

9



against them while playing through natural struaitdivisions of the form to create
different phrase lengths out of phase with the dgiey phrase structure. Great jazz
improvisers, such as Adam Rogers, tend to utilath lsoncepts. These improvisers have
a great sense of the structure but can also plagsithe divisions in a satisfying way.
Throughout this thesis, both concepts are discussed

Two adjacent musical phrases often combine to foperiod. One type of
periodic phrase structure found in classical missicown as an antecedent and
consequent relationship. The antecedent phraselintes material ending on a weaker
cadence (typically 1-V) while the consequent phriasee response or resolution of the
antecedent phrase often having same or similahnhg/tand phrase lengths concluding on
a stronger cadence (V-f).An example of an antecedent and consequent pisrémend
in the opening eight bars of Ludwig van BeethoveStting Quartet Op. 18, No. 2, IV
(Example 9). The first four measures performedhaycellist introduce the antecedent
phrase. Inthe subsequent four measures, thevitigtist plays the consequent phrase
that contains similar pitches, rhythms and phrasgths.

Example 9: First eight bars of Beethoven’s Stringa@et Op. 18, No. 2, IV
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Throughout my analysis of Rogers’s improvisatiowjll utilize the concept of

antecedent and consequent phrase relationshipdmyieixg contrasting adjacent phrases

* Bruce Benward and Marilyn Sakédusic in Theory and Practice. Vol. 1. (New
York, McGraw-Hill, 2003), 114.
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predominantly found within eight-bar sections of WABA form. These phrases will
have contrasting use of chromaticism vs. diatoragipg and/or different rhythmic
subdivisions such as eighth-note and sixteenth-sudteivisions vs. implied 12/8 by
subdividing quarter notes into eighth-note tripleExample 10 demonstrates Rogers’s
use of an antecedent and consequent phrase relapan his recording of the Wayne
King, Victor Young, Egbert Van Alstyne and Haverll&pie composition “Beautiful
Love” found on the alburBight. The antecedent is a three-bar phrase consisting
primarily of triplets giving an implied 12/8. Tlamtecedent is answered by a five-
measure consequent that begins with an anacrusisairiwo of m. 4. In the consequent
phrase, Rogers switches to a primarily sixteentie-based rhythm contrasting the
implied 12/8 found in the antecedent.

Example 10: Adam Rogers’s use of an antecedent@mskquent phrase in “Beautiful

Love” (1:32-44)
Emin’hs 3 ATES Dmin” 5
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Another way phrase rhythm can be developed is tirdkie use of elision.

Elision is a device used in jazz where the imprewis able to connect two phrases
seamlessly to give the illusion of one longer paraghis technique is found frequently
between two different sections within a chorus etiheen the end of one chorus and the
beginning of the next. Connecting phrases betvwgeetions creates a sense of ambiguity

between formal divisions. In Example 11, Rogemalestrates elision by the illusion of

11



a ten-bar phrase connected over the second A sextib beginning of the bridge during
the third chorus found on his solo in “Dexterity.”

Example 11: Adam Rogers’s use of elision in “Deixye (2:05-17)
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Various Approaches to Jazz Analysis

Throughout the last sixty years, music theoristgehbeen applying different
analytical techniques to find the best method falyzing improvised jazz solos.
However, each of these was seen as problematiaroug levels leaving no single
technique to be unsurpassed. In 1992, jazz thigdasy Potter published the article
“Analyzing Improvised Jazz” where he discussedassitypes of jazz analyses, the
problems each of those methods contained, and leomal able to synthesize different
analytical techniques to create a new method afgamalysis. Each of the various
methods and their problems stated by Potter williseussed following a summary at his
synthetic method.

Potter first examines the relationship between gitch within a solo to the root
of the chord as the pitch is being performed. Type of analysis has been used

frequently in academic settings and is found thhmug many publications including

12



Downbeat. Problems initially occur when deciding which att®will be used for the
analysis. Potter also explains that problems cawirtue when the bassist and the
chordal instrument are playing two different harmesrat any single moment. At that
point, which harmony do we relate with the pitchRis idea can also be applied to the
improviser who may not be relating their pitchesh® bassist or chordal instrument but
is applying a micro-harmonization.

A second method of analysis explains that manyssate not constructed in
terms of each single pitch relating to the chord,dre examined by full melodic patterns
or formulas that can fit over a certain chord oorchprogression. Thomas Owens’s
dissertation, “Charlie Parker: Techniques of Imgsation,” examines roughly 100
reoccurring formulas used by Parker on over 25@staptions. The problem derived
from this method is deciding what exactly qualifessa formula. Does the formula have
to be unique or a certain length? The idea of tdam analysis continued with Gregory
Smith’s dissertation “Homer, Gregory, and Bill Eg&nl'he Theory of Formulaic
Composition in the Context of Jazz Piano Improvesdtwhere he identified 190
formulas dividing each of these into different ggewhere different generalizations and
conclusions could be drawn. Barry Kernfeld’s detifwo Coltranes” expands the
formulaic approach by showing reoccurring patténn¥ohn Coltrane’s playing but does
not define the formula.

The third method examined by Potter is the appboabf Heinrich Schenker’s
analytical techniques in improvised jazz solos.oTmajor publications on the use of
Schenkerian analysis in jazz improvisation are dilStewart’s article “Some

Characteristics of Clifford Brown’s Improvisation@tyle” and Steve Larson’s

13



dissertation “Schenkerian Analysis of Modern J&z2dtter claims that problems have
persisted with this method of analysis becauseompers are not expected to think in
such long terms of their improvisatién.

Reductive techniques continue in the fourth methild Kent Williams’s
dissertation “Themes Composed by Jazz MusiciatissoBebop Era: A Study of
Harmony, Rhythm, and Melody.” This dissertatioaatdissed the application of
implication-realization theories of Leonard Meyada&ugene Narmour by stating that
bebop melodies and the improvisations differ slightbom each other. Potter explains
that these musical gestures introduced througiheutielody create ideas for
continuation throughout the improvisation.

In the fifth method, Potter discusses Alan Perlmad Daniel Greenblatt’s “Miles
Davis Meets Noam Chomsky: Some Observations in lhagrovisation and Language
Structure.” In this method, Perlman and Greenblisttuss the similarities between jazz
and spoken language by examining ii-V-I formulad apoken phrases. Potter believes

that even though parallels can be seen betweerespakguage and improvisation, a

®> Thomas Owen'’s dissertation and book also inclséesral Parker solos using
Schenkerian graphs.

® This comment (also stated similarly by Gregory tBrin his dissertation) was later
discussed in Larson’s 1998 follow-up article “Sckenman Analysis of Modern Jazz:
Questions About Method” in which Larson providesaascript of dialogue between Bill
Evans and jazz pianist Marian McPartland. In thsgussion, Evans explains how he
thinks of his improvisation as a whole from begmmto end instead of from chorus to
chorus or phrase to phrase.

14



“successful application of linguistic techniqueganz analysis has, to my knowledge, yet
to be made”

The final method discussed involves the use ohpitass set analysis. Jeff
Pressing’s article “Pitch Class Set Structuresont€mporary Jazz” incorporates set
analysis in melodic segments of John Coltrane disasevertical structures found in
Thad Jones’s arrangements. Continuing along \wipitch class set analysis in jazz
improvisation, Steven Block’s article entitled ‘€htClass Transformation in Free Jazz”
has helped to decode some of free jazz’s mostenfial players including Anthony
Braxton, John Coltrane, Cecil Taylor, and Ornettée@an.

Gary Potter's Methodology

Potter’'s approach to analyzing jazz improvisatimeorporates a synthesis of the
aforementioned methods. In the article, Pott@estthat his method of analysis adheres
to three guidelines:

1. The analytic perspective should be eclectic, hiolisising whatever
approaches help explain a solo’s effectiveness.

2. The improvised solo should be transcribed in “pdg&notation, that is,
without elaborate additional symbols which canteluthe notation by striving
to include every expressive nuance.

3. As much of the analysis as possible should beayspl in musical notation.
Some verbal description is inevitable, but it skidug kept to a minimurfi.

" Gary Potter, “Analyzing Improvised Jaz£bllege Music Symposium 32 (1992): 68.
® Ibid., 69-70.
15



For Potter's method of analysis, he incorporatesiash information aligned with
the solo in a three or four-line scdrélhe top line of the analysis contains the trabscr
solo at concert pitch including chord chanfeg-hese chord changes should be
negotiated from a list of sources including pul@idibooks such ahe Real Book as
well as educated guesses made by the transciilertop line can also include the
relationship of individual pitches to the chordsaasl as the use of particular scafés.

The second line can incorporate four different aspmcluding pitch continuity,
any repeating pitches, resolution of the tendenngs, and stepwise motion found in the
middleground level. If any of these aspects attang disappear or conclude, the staff
will be left blank.

The third line focuses on motivic patterns. Themse include motives from the
melody now included in the solo, new motives repéatnd developed, formulas and
patterns repeated throughout the solo, and quatatibthe melody or any other
sources? If any of these aspects are not executed by tpeoviser at a given time, this

staff will also be left blank.

° A fourth line is completely optional and usuallylypfound in preliminary work of the
analysis. My use of the method (found in Apper@)ixvill only include a three-line
score.

190On the top line of my analysis, | include Rogersig of antecedent and consequent
relationships as well as his use of implied 12/8.

1 Similar to the first methodology noted above.

12 For my analysis, | also include Rogers’s use afroctharmonizations and side slips on
the third line.

16



CHAPTER 2
SOLO ANALYSIS AND CONCLUSIONS

This chapter gives a detailed analysis of AdameRsig four chorus
improvisation on “Let’'s Cool One.” Following the @gsis, the conclusion section
provides a look into how, where, and when Rogereriporates each of the five
improvisational devices as well as repeated uséseodevices within certain sections of
the form.

“LET'S COOL ONE”"
SOLO CHORUS ONE (mm. 33-64)

The improvisation over the first A section of thst chorus consists of a period.
The antecedent is a three-bar phrase that usé®gpiéxclusive to the Eb-major scale
collection. The phrase begins with a two-note wederived from the opening gesture
of Monk’s theme, the descending M2, D-C. This maie motive (motive a) is a
structural element throughout the solo. A prominemddleground linear motion of the
opening phrase outlines the stepwise descent D-C-Bb

Example 12: MM. 33-35

Eb F7 Bb7 Eb \
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o ! — i | | —
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motive a
The antecedent is answered in the second haledirgt A section by a four-
measure consequent that begins with an anacrugieairfour of m. 36. On the surface,
this phrase sequences a three-note motive (moligertsisting of a descending second

followed by a descending third. (On beat four of3®, the descending third is expanded

17



to a descending sixth.) Sequences of motive araledded within this phrase at various
structural levels. At the surface level, the fiv8b notes of each pattern are a descending
second. At the level of the measure, the firsermmdteach pair of three-note motives also
forms a descending second. At the level of thagdirwe can hear the opening pitch of
the phrase, C, finally resolve down to Bb on bbege of m. 40. A primary

middleground linear motion of this second phragéesstepwise descent C-Bb-Ab, itself
a sequence of the motion of the first phrase, thighfinal pitches of each, Bb-Ab,
sounding a statement of motive a at the level efdight-bar section.

Example 13: MM. 37-40

A m. a. . a. m. a. m. a.
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Also of interest in this consequent phrase is liyghmic placement of motive b.
Rather than simply playing a quarter note follovegdwo eighth notes, Rogers increases
rhythmic interest by subdividing each beat intchéignote triplets implying 12/8, and
then placing the first note of each statement efghttern on the second eight-note triplet
of the beat rather than the first. This givesillusion of “playing behind the beat,” adds
to the relaxed feeling at the beginning of the satal foreshadows frequent implied 12/8
passages throughout the solo.

The pitch content is significant as well. Afterlesiishing the C pickup note in
m. 36 with its lower chromatic neighbor, Rogeraurass playing diatonically during
mm. 37 through the first half of m. 39, save far thnatural in m. 38. The E natural can

be heard as either combining with the G on beetthw form a surround-tone figure of
18



the chord tone F on beat four, or functioning &s#h1 of an implied Bb7,#11 harmony.
Since the 7,#11, or Lydian dominant, sound is neoramonly used as an alteration of
V/V chords than on V chords, perhaps the first argtion is more accurate. The
material over the I-vi-ii-V of the last two meassii@f the first A section is much more
chromatic. On the third beat of m. 39, RogersliespV/ii, C7,b9,#9, with his Db on
beat four. In the first half of m. 40 he impliedW F9,#5, by sounding the pitches Db
(enharmonically the #5), Cb (#11), and G (9).

Rather than conclude this phrase with a cadenogeR elides the end of the
phrase with the beginning of the first phrase efsbcond A section, resolving the
seventh of Bb7, the Ab on beat four of m. 40, @tthird of the Eb chord, the G on the
downbeat of m. 41. This G is prolonged throughtinby arpeggiation of the tonic triad,
signaling a return to diatonic, horizontal materiahbedded within this two-measure
phrase is a reiteration of the three-note motittealb characterized the previous phrase,
specifically the G-F-D that begins on the offbefbbeat four (m. 41). More significantly,
the phrase concludes with an embellishment oftiamatic motive a, D-C. An audible
middleground line of this phrase is the stepwisscdat Eb-D-C.

The improvised phrases in the second A sectioronsithe phrase structure of
Monk’s theme. A longer opening phrase in the firalf of the second A section is
followed by two shorter phrases. Rogers artfubgaures the underlying phrase
structure by preceding both of the two shorter pbsawith an extended anacrusis
beginning on beat two of the preceding measure.

The first sixteen bars of the first improvised aprovide clear examples of

phrases that are displaced with the basic mestoatture of the song form. The second
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phrase of the first A section elides with the fpkrase of the second A section, creating a
six-measure phrase that obscures the sectionalalivi Likewise, the two shorter
phrases of the second A section are two-bar phthaestart on the fourth and sixth
measures of the section respectively, rather thathe fifth and seventh measures, which
would be more in phase with the form of the piece.

The first six pitches in m. 44 provide the R, b9, &nd 3 of the C7 harmony. The
Cb within the fourth beat allows us to retrospeslfhvhear the material in beats three and
four (enharmonically Fb, Eb, Db, B, Ab) as a Gb oniside slip into the F minor chord at
m. 45. M. 45 contains the first example of a mibewmonization in the solo; against the
Fmi7 harmony, the melody implies the progression/F8v ,#9-F7. The F7 functions as
V/V, and the A on beat three of m. 45 eventualBolees to the Ab on beat two of m. 46.
The material in mm. 46-47 is another micro-harmatiam, as the progression Fmi9-
Bb7#9,#5-Ebma7-Bb7,#9,b9,#5-Ebma7 is implied agaihesV7-1 progression. The
thematic motive a is, perhaps coincidentally, endleeldnto this phrase on beat two of m.
47. Like the first A section, the phrase endstengitch Bb. The background voice
leading of the eight-measure section is C-Bb, mspasition of motive a.

Example 14: MM. 45-47

#_' . bEb[,_, motive a
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Analogous to the second A section, the phrasetsteiof the solo during the
bridge of the first chorus begins with an initiahyer phrase and the following two
shorter phrases are again each preceded by extandedises. The anacrusis leading
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into the bridge uses B minor pitch material, fuocing as a side slip into the Bbmi7
harmony that begins the bridge. Rogers landstighaEb half note at m. 49, the first
bar of the bridge, paraphrasing the high Eb thginsethe bridge in Monk’s theme. On
beat four of m. 49, Eb7 is anticipated by melodatenial implying Eb7#9,09,#5. In m.
50, Rogers utilizes a micro-harmonization of iiiWWiover the Eb7 harmony, resulting in
the progression of Bbminl1 on beat one, Eb7,#9%an tvo, Bbmin7 on beat three, and
Eb7,#5 on beat four. The #5 of Eb7 resolves t®thef Abma7, a characteristic voice-
leading convention in bop harmony. The secondargidant pedal point Eb is
prolonged throughout the phrase, and the middlegtaescent C-Cb-Bb (9-#5-9) is
prominent.

Example 15: MM. 48-51

1 | Thematic .
Bmin® Note EbTisho

BPmin!! EbE  Bbmin7 EMES

For the last five measures of the bridge (mm. 5PF&gers once again implies
12/8 by his use of eighth-note triplets. The tves-phrase at m. 52 begins with an
ascending Ab major arpeggio with chromatic lowaghbors. The high Ab in m. 53
assumes a double meaning, as it can be heardlathieabot of the preceding Abma7
chord, and as the b9 of the secondary dominant33Alihat is implied over the Cmi7
harmony. In m. 54 through the first half of m. Bggers once again implies an applied
dominant, outlining important pitches of the C7#®over the F7 harmony. These
pitches are the members of the upper-structuretidd, Ab major, which provide the

#5, R, and #9, along with E natural, the thirdhef thord, and Db, the b9.
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Rogers anticipates the Bb7 harmony by outliningBbdriad beginning on beat
three of m. 55. For the last measure of the br{dg&6) Rogers uses mode mixture to
imply a Bb13,b9 harmony. This mode mixture inclside arpeggiation of an upper
structure VI triad (G major) over beats two ancgéof m. 56, providing the 3, b9, and
13.

Example 16: MM. 54-56

F7

F7 - 3— Bb7
01 3 1 e®T= e £ o4, £ e,
i am— f e e . e e P—F—P—ny—'—P—-t‘t%H
(Y” ¥ | I | I I | J  SSS— | I N I T
SV — 1 e | ™l — || ] I — I ] T
* \ 3 3 =37, 3 3 3 s 3
CEsob9 Bb? Fmin? Bl3bo

The last phrase of the bridge elides with the to@igg of the first phrase of the
last A section. The phrase structure of the laseétion of the first chorus is almost
identical to that of the first A section, consigtiof a period. The beginning of the last A
section is signaled by chord tone, tffe &n the downbeat, initiating another primarily
diatonic phrase. The antecedent phrase (mm. 5¢esfinues the implied 12/8 initiated
back at m. 52, and the stepwise descending seqoéadhree-note motive recalls the
initial 12/8 phrase of mm. 37-40. Here Rogers pldne three-note motive as quarter-
note triplets. While quarter-note triplets in 4ifhe most commonly begin on beats one
and three of a 4/4 measure, at m. 57 Rogers wstihie quarter-note triplet pattern on
beat two. Because the pattern begins on beathwsecond statement starts on beat
four and obscures the bar line going into m. 58géts creates a delightful sense of
symmetry by beginning the phrase at m. 57 withsmerding sixth (8 up to the 3) and
concluding with a descendind 65" down to the ?. The /7 that ends the phrase once

again recalls the thematic D natural that begih @asection of Monk’s theme.
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The final phrase of the first chorus consists odacending stepwise sequence of
a four-beat motive. This pattern is displacedmhyitally; each statement begins on beat
three rather than beat one. The phrase can bé asdieing delayed by two beats, so that
the Bb7#9,b9 that is implied during the first tweals of the first measure of the second
chorus (m. 65) would belong to the previous ba#hnef phrase were not displaced.

Example 17: MM. 60-64
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Example 18: MM. 60-64 without displacement

G-7bs ol E-7 Bb7 EP
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“‘LET'S COOL ONE”
SOLO CHORUS TWO, mm. 65-96
The first A section of the second chorus once afgtures a period. The
consequent phrase is anticipated by an anacrubar ifour of the section. It was noted
that the melodic material in the final phrase @ tinst chorus is displaced two beats. In
order to “catch up” rhythmically at the beginninigtioee second chorus, Rogers sequences
a three-beat pattern beginning on beat three @bmbriefly implying 3/4 meter
superimposed against the 4/4. 1t is also esdeatrete that because the final phrase of
the first chorus elides with the first phrase @& #econd chorus, Rogers creates one long,
seven and one-half bar phrase, which obscureothef division between choruses.
This obfuscation between the choruses is heightbypelde rhythmic displacement that
results from the altered dominant seventh mat#éatldoes not resolve to the tonic until
the third beat of the first measure of the newisact

Example 19: MM. 65-66

B )

|

The most prevalent middleground voice-leading strairthe first phrase is "5-
~M-"3. The "5 is prolonged at the deepest levsltfcture, as it both begins and ends
the phrase. Like the initial A section of the fickorus, Rogers concludes his first phrase
on the pitch Bb, and begins his second on the @itclonce again relatively simple
rhythmic material in the antecedent is followednhgre complex material implying 12/8

in the consequent.
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The consequent phrase begins with Rogers’s grouppigt eighth notes into
sets of four. This grouping pattern results ireéhgroups of four triplet eighth notes that
fill the space of four full beats, creating a 3upsrimposition. Because the arpeggiated
C major triad across the bar best reflects the baynm m. 68, it is another rhythmic
displacement, starting two beats later than itsrira” version. In m. 70, Rogers
arpeggiates upper structure chords over the Bbmdray, first a G major triad, implying
Bb13,b9, then FmIi9, implying Bb13sus4. At m. Hg thythmic device of eighth-note
triplet patterns in groupings of four returns. Thaterial in m. 71 is another sequence of
motive b material® In m. 72, Rogers weaves a melody built from BbyBian material
over the ii-V progression, suggesting a Bbsus,lsehbay. The entire consequent phrase
can be heard as prolonging the pitch C, which ig@er diatonic neighbor of Bb
prolonged in the antecedent. The large-scale upgighbor can be heard as returning to
Bb on beat two of m. 73.

Example 20: MM. 68-73

68 G-7b5 C7ho F7
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13 Motive b was first heard in mm. 37-40.
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Rogers extends this antecedent phrase across@ensédivide by again
prolonging the implication of the dominant througle first measure of the second A
section of this chorus, and not resolving until dogvnbeat of the second bar of the
section. While it appears visually that the limelg on the 9 of the Fmi7 chord in m. 74,
listening to the melody divorced from its harmooamntext clearly sounds like a
resolution to the 3 of a tonic Eb major harmony.

Rogers initiates a long phrase at the beginningethird bar of the second A
section (m. 75) that extends through the end os#ation and elides with the beginning
of the phrase that begins the bridge. This phaaselerates into a higher degree of
rhythmic subdivision, the sixteenth-note, and filled with implied harmonies and
rhythmic displacement. The material in m. 75 apétes the Gmi7,b5-C7 harmony of m.
76. The first six pitches of m. 76 are from then&jor scale suggesting a side slip,
perhaps F#mi7 or Bmi7. This is followed by a briaplication of V-I in Eb resolving to
the tonic on beat three of m. 76, followed by & muéasure of material that suggests
C7,b9 and resolves to Fmi7 on beat three of m.H&hce, C7 material is once again
displaced by two beats. The material at m. 78bmaheard as reflecting the Bb7

harmony, and resolves to Eb major at m. 79.
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Example 21: MM. 75-79
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The line over the tonic chord in mm. 79-80 thatsetige second A section implies
a great deal of micro-harmonization. The toniceriat on beat one of m. 79 gives way
to a strong dominant implication on beats two tigitotour, highlighted by the emphasis
on the seventh, Ab, and third, D, of the Bb7 harynofihe tonic is reaffirmed by the
third, G, on the downbeat, but quickly gives waytdescending scale passage
suggesting Bb7,alt., resolving to the third of E&jon on beat three of m. 80. This
tonicization of Eb only lasts for the duration ofiateenth note, because Bmi9 is outlined
for the remainder of the measure to lead into tiggk. In fact, Rogers uses the exact
melodic figure he used to side slip into the brid§éhe first chorus, displacing it by a
mere sixteenth note.

Example 22: MM. 79-80

79 EP

B

D)}

Rb7 Eb BPalt EP Bmin®

Once again the thematic high Eb is emphasizeddmltkbe bridge, this time
occurring on beat two, and the ensuing sixteentb-hioe includes micro-harmonization

that alternates between Bbmi7 and Eb7,alt. Themahfrom the last beat of the first
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measure and the entire second measure of the lwidhge second chorus repeats the
material from the same part of the first chorusadtiverbatim. Once again a prominent
middleground voice leading over the ii-V-I of fiktree bars of the bridge is 9-#5-9,
while the background voice leading of this phras#gmgs Eb, the fifth degree of the
local tonic.

For the last four measures of the bridge (mm. 85RB&jers shifts back to the
implied 12/8. In m. 85, Rogers uses an appliedidant of G7,#5 over the Cmin7
harmony, not resolving to C minor until beat twoef86. A lengthy F#mi7 side slip
beginning on beat four of m. 86 is played over Fmiih. 87. This side slip does not
resolve down to Fmi7 until the last note of m. &n beat four of m. 87, Rogers uses
chordal soloing for the first time. He continube thordal texture in m. 88, where he
suggests an Emaj7 chord, a tritone substitutentoBlb7 harmony.

Example 23: MM. 85-88

Implied 182 throughout the four bars
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The last A section of the second chorus is oncenagperiod, with an elegant,
highly-symmetrical antecedent followed by a mormptex and chromatic consequent.

The antecedent prolongs the tonic pitch, Eb, wénigphasizing a middleground descent
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of A8 A7 ~6 5. In the consequent phrase Rogéwng to an implied 12/8. Over the
Fmi7 in m. 93, he again incorporates micro harmation by arpeggiating the secondary
dominant C7,b9 over beats two and three, befor@vieg to Fmin7 on beat four. The
material in mm. 94-96 sequences the three-notevmbtoriginally introduced in m. 37.
M. 94 reprises the four eighth-note triplet grogppattern used in mm. 68-69 and m. 71
of the first A section of the chorus. Throughous tbhrase Rogers uses mode mixture

implying a dark Bb Phrygian sound, reminiscent of7/i&
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“‘LET'S COOL ONE”
SOLO CHORUS THREE (mm. 97-128)

Similar to the first two choruses, the first A sentof the third chorus features a
period. The antecedent phrase employs horizgmtabarily diatonic material, based on
eighth-note subdivision, while the consequent pihfalows with more chromatic
vertical material based on the eighth-note triplgidivision. The antecedent is a four-bar
phrase comprising altered repetitions of a fourtb@ative. This motive prolongs the
third scale degree, G, and emphasizes pitchessxelto the Eb-major scale collection
with the exception of the chromatic lower neighB&r At m. 100, Rogers concludes the
phrase on the upbeat of two by landing on Db, ldtenine of the C7,b9 harmony.

The consequent phrase begins in m. 101 with F#mpitch material functioning
as a side slip to the Fmi7 harmony. On beat ome.df02, Rogers outlines the Bb7
harmony, but quickly slips up to B6/9 for the render of the measure. An arpeggiation
of Bb7 begins on the last eighth-note triplet of1®2, with the resolution to Ebma7
delayed until beat two of m. 103. The melody amwndis to prolong the tonic Eb harmony
through beat three of m. 104. While outlining Ef@naj7 harmony, Rogers implies
chromatic voice leading of an inner voice spanfidgo ~#5, while the pedal notes D

and Eb remain constattt.

Y This passage can also be heard as a quote ofshéofir bars of the well-known
standard “Bewitched” by Richard Rogers and LoreartH
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Example 24: MM. 101-104

The second A section once again features a paitbhdthe consequent phrase
anticipated by an anacrusis in bar four of theisectThe antecedent phrase employs
primarily quarter-note rhythmic values, while tt@nsequent phrase consists mostly of
sixteenth notes. The rhythm of the antecedentastly the same as that of the first three
measures of Monk’s theme. In the first two barthaf section (mm. 105-106) Rogers
returns to diatonic playing, with the exceptiorttod lower chromatic neighbor, F#, found
on beat two of m. 105. This phrase is analogouikd@ntecedent phrase found in the
first A section of the third chorus, due to the o§&# as a lower chromatic neighbor and
the prolonging of 3, G, throughout the phrase.

In m. 107, Rogers thickens the texture by playipgds in perfect fourths. The
dyad on the upbeat of beat four in m. 107 is FBIndthe seventh and third of the
anticipated Gmin7,b5 chord of m. 108. In retrospee can interpret the preceding
dyads as representing Bbmin7 on beat two, AminBeat three, and F#min7 on the
downbeat of four, surrounding the goal harmony Gb&7 Like the first solo chorus, the
final phrase of the first A section elides seanifegsth the first phrase of the second A
section, creating the effect of one long, sevenpbaase and obscuring the formal

division between the A sections.
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Example 25: M. 107
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The consequent phrase begins on beat four of mmli@8Rogers implying
C7,#9,b9, delaying the resolution to Fmin9 harmont beat three of m. 109. In m.
110, he utilizes a micro-harmonization of ii-V otbe V chord, outlining Fmin9 through
the first half of the measure, followed by Bb7,#5b9 in the second half of the measure.
The melody embellishes the underlying voice leadihthe seventh of Bb7, Ab, which
resolves to the third of Eb, G, on the downbeahof11. In m. 111, the tonic harmony
is expressed by an Eb-major scale, ascending fnerthird degree. Once the tonic pitch
is reached on beat four, Rogers incorporates chroisra into the sixteenth-note line,
implying altered F7 material leading towards therBbchord that marks the beginning
of the bridge. Similar to the first A section, thecond phrase of the second A section
elides seamlessly into the first phrase of thedarjdreating another seven-bar phrase,
which obscures the division between the secondcAaeand the bridge.

The bridge begins in mm. 113-114 with a micro-hamipation. Against the
Bbmin7 harmony in m. 113, the melody implies thegpession Bbmin7, ii, on beats one
and two, F7, V/ii, on beat three, and Bb7, V/V lwat four. Rogers prolongs the Bb7
harmony into m. 114 by implying a Bb7#5,b5 on e before resolving to Eb7 on
beat two. On beats three and four of m. 114, Rogses A major pitch material, which

functions as a side slip into the Abmaj7 harmomynbin m. 115. In m. 115, he
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completes the seven-bar phrase by introducing leigbites into the sixteenth-note based
texture to slow the harmonic rhythm.
Example 26: MM. 113-114
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The second phrase of the bridge begins with anrasiacon the upbeat of two in
m. 116 that outlines Eb7 over the Abmaj7 harmoAsticipating the harmony of the
following measure, Fmin7 is then arpeggiated oker@min7 harmony. The anticipation
of the harmony by a full measure continues intoriéet measure and prolongs the Fmin7
over the F7 harmony on beat one of m. 118, mowrthe applied dominant,
C7,#9,b9,#5 on beats two and three, and returoifigrin7 on beat four. In m. 119,
Rogers outlines C7,b9,#9 on beats one and two stghie Fmin7 harmony. He
concludes the measure by utilizing a side slip#hk7 on beats three and four. In m.
120, Rogers outlines the secondary dominant, HY9#85 starting on the second
sixteenth-note of beat one to the second sixteeot&-of beat four resolving to Bb7 on
the upbeat of four.

Example 27: MM. 116-120

116 Aba7 o P eteel,

Cbots F#min’ side slip F7#9b9bs
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The last A section of the third chorus begins waitihree-note diatonic motive
stated in m. 121, comprising *3, 75, and the the&#& in quarter notes. M. 122 is an
altered sequence of the motive, while m. 123 belgyndythmically displacing this
altered sequence. By m. 122, Rogers once agaiiesii2/8 by introducing eighth-note
triplets and continues this subdivision throughl®0. Bassist John Patitucci introduces
a dominant pedal point at the beginning of thigisac

Example 28: MM. 121-123
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In m. 124, C13,b9 is outlined with emphasis onupper structure VI triad, A
major. The pitch content of this measure is bageuh the C/Db octatonic scale. For the
first three beats of m. 125, Rogers implies an Pnover the Fmin7 harmony. He then
utilizes a single chord on beat four which cargesr into beat one of m. 126. This
three-note chord (Ab, Bb, F), can be heard asrekhenll or Bb7.

On beat two of m. 126, Rogers includes the Ab ftbenBb blues scale, followed
on beat four through beat one of m. 127 by two dyadlt in major 6th intervals. The
dyad found on beat four contains the notes Gb dnaltich could be considered a side
slip to the E-natural and Db found on the thirgl&t eighth-note of beat four through the
downbeat of one in m. 127. The second dyad coubdyim dissonant Eb7,b9 harmony

over the existing Eb harmony. On beats three anddf m. 127, Rogers uses an E triad,

preceded by its dominant, B7.
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Example 29: MM. 126-127
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He continues to create tension by outlining anrka@ ton beat one of m. 128,
followed by C#7 on beat two, F# triad on beat thezel finally resolving the tension to
implying Ebma7 on beat four, anticipating the tom&zmony at the beginning of the next
chorus. The E and F# triads create upper-struétiv@nd upper-structure bVI triads
over the dominant pedal Bb that Patitucci playthatbeginning of this eight-bar section.
Rogers seems to be treating the last two-barseaéelstion as a single altered dominant
seventh chord. The underlying voice leading of h#v-128 is the first five notes of the
Gb major scale, ("2 "3 M4 M5 M6 in the homg Kinally resolving to the major
seventh, D, on beat four in m. 128. Analogoush#first two A sections, the second
phrase of the third A section elides seamlesslig Wie first phrase of the first A section
of the fourth chorus, creating a nine-bar phrasd,ace again obscuring the formal

division between the chorus.
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“‘LET'S COOL ONE”
SOLO CHORUS FOUR (mm. 129-160)

The first A section of the fourth solo chorus featia period. The antecedent
phrase employs horizontal, primarily diatonic migiidrased eighth-note triplet
subdivision, while the consequent phrase followth \wighly chromatic, vertical material
based on sixteenth-note subdivisions. The threedi@cedent phrase begins with an
arpeggiation of Eb6 in m. 129 and Fmi9 in m. 180m. 129, motive a is stated twice,
the first beginning on beat one and the secondeanthree, at which point the motive is
slightly altered by interpolating an eighth-notevéy neighbor tone. Starting on beat two
of m. 131, Rogers returns to chordal soloing, autly Eb6/9 on beat two, a side slip
down to D6/9 on beat three, and Gmin13,b5 on thd thplet eighth-note of beat four,
anticipating the Gmin7,b5 harmony of m. 132.

The consequent phrase begins in m. 133 with algrigtmin7 side slip that does
not resolve to the Fmin7 harmony until the secartéenth-note of beat four. M. 134
begins by outlining the Bb7 for the first threetsienth notes of beat one, before side
slipping up to F#min7 starting on the fourth sixtdenote of beat one through beat three,
then returning to Bb7,b5 on beat four. In m. 18&ro-harmonization returns, as Eb is
outlined on beat one, followed by a side slip of@i’beat that resolves to the dominant,
Bb7,#9,b9, over beats three and four. M. 136 conu@e with an ascending F# Dorian
scale on beats one and two over the Fmin7 harmeaticg an F#minl1l sound. Over
beats three and four of the Bb7 harmony in m.138dRs outlines the secondary

dominant, F7,#9, over beat three, resolving to Bibvbeat four.
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Example 30: MM. 133-136
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The end of the first A section of this chorus esidvith the beginning of the
second A section. The second A section of thetfiocliorus (mm. 137-144) begins with
a delayed resolution of the previous Bb7 to Ebmaji®eat two. Analogous to the first
A section of the fourth chorus, motive a is stdteide, beginning on the first two
sixteenth-note of beat one and on the third sitteaote of beat, with the two notes
embellished by an intervening upper neighbor sindte@ote.

The first four measures of the second A section, &8#-140, also contain a
phrase built from repetitions of a five-note motiveEhis motive prolongs the thematic
note, C, and uses pitches within the Eb major smallection. In m. 142, Rogers implies
Bb7,#5 over the Bb7 harmony and continues to intiply harmony through the first two
beats of m. 143 before resolving to Eb on beakth@n beat two and four of m. 143, the
thematic note, C, is played, giving the illusioattthe note has been prolonged
throughout the entire second A section. An audihbigdleground in mm. 142-143 is G-

F#-F (3-#9-3 of the progression Fmi9, Bb7,#5, El&i%)
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Example 31: MM. 137-140
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The bridge of the fourth chorus features a pecmutaining distinct rhythms
between the antecedent and consequent. The aetgégddase implies 12/8 by the use
of eighth-note triplets, while the consequent parasorporates material based on
sixteenth-note subdivisions. The four-measurecakent phrase begins with an
anacrusis on beat three of m. 144. Rogers utiazade slip of Bmin9 beginning on beat
three of m. 144 through the first two eighth-natébeat two, before landing on the
thematic landmark, Eb. This is the exact deviadusading into the bridge during the
first two solo choruses. Here, however, Rogezaters extra tension and suspense by

delaying the arrival of the thematic Eb until thed triplet eighth-note of beat two.

Example 32: M. 145

Bb-7 o # &
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In m. 146, the 3-#9-3 middleground voice-leadingdelas once again employed
over the secondary ii-V-I progression. Here, hosvethe model is compressed
rhythmically, with the & of Bbmi9 from m. 145 prolonged through the dowrtlmgan.

146, and the®of the Abma7 arriving a beat early, on beat fdumo146. Rogers
continues outlining Abma9 through beat two of m7 1defore implying G7b9,#5,
secondary dominant of the upcoming Cmi7 from bleaet of m. 147 through beat two of

m. 148.
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The consequent phrase begins in m. 149 with Randliging Cminll over the
Cmin7 harmony. In m. 150, Rogers uses side slipseats one and two over the F7
harmony by moving up a half step on beat one antia Gb triad and moving down a
half step from F7 to imply an Emin9 sound on beat.t Rogers concludes this measure
by outlining an F7,#9,#5,b5 over beats three and fo

Example 33: M. 150

Gb Emin® FT8085bs

On beats one and two of m. 151, Rogers outlineddohgnant of F7, C7,#9,b9,
resolving to Fmin9 on beats three and four. Resoemnt of m. 72 and m. 94, Rogers
utilizes Bb Phrygian over the first two beats teate a Bbsus,b9,b13 sound. On beats
three and four of m. 152, he implies the secondargyinant, F7,#9,b9,#5,b5, over the
Bb7 harmony. Similar to other phrases throughbistimprovisation, the consequent
phrase of the bridge elides seamlessly into tis¢ fiinrase of the last A section to create a
six-bar phrase, again out of phase with the fomihasion of the two sections.

The last A section of chorus four (mm. 153-16QJibs in m. 153 with Rogers
utilizing a micro-harmonization of the Eb harmomyth the applied dominant
Bb7,#9,b9,#5 on beat one resolving to Eb on beat quickly followed by the secondary
dominant, F7,#5.#9,b9, on beats three and fourinDuhe next three measures (mm.
154-156) Rogers implies the final use of 12/8 mdolo by subdividing each beat into

the eighth-note triplet subdivision.
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From m. 154 through beat one of m. 156, he emgtoyzontal, primarily
diatonic material prolonging the thematic C. St&yon the upbeat of two in m. 156,
Rogers uses chordal soloing and outlines the apdbeninant, C7, b9 into Fminl11,
anticipating the Fmin7 harmony found in m. 157 tloa third triplet eighth-note of beat
four. In m. 157, Rogers continues the idea of dabsoloing by implying a side slip of
Emin9 on the upbeat of one, Fmin9 on beat two,Bindb9 on beat three.

Example 34: MM. 156-157
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During the first half of m. 158, Rogers uses Bdwoitings to imply Bb7,b9. He
concludes this measure by playing an Eb6/9 chorth@mipbeat of four, anticipating the
Eb harmony found in m. 159. For the final two meas of the A section (mm.159-160)
Rogers employs diatonic, horizontal playing. Helies Bb7 over the Eb harmony in m.
159 resolving to Eb on beats one and two of m. X86.beats three and four, the applied
dominant Bb7 is outlined, resolving to an Eb dyadbeat one of m. 161. Rogers

concludes his improvisation by playing the them@tion beats three and four of m. 161.
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CONCLUSIONS
Micro-harmonization

The concept of micro-harmonization is the mogsfjdiently used device
throughout Rogers’s improvisation appearing thotye times. The most popular use
found within this improvisation is interpolatingv@ -1 progression over the harmony.
This appears ten times throughout the A sectiodd@ur times in the bridge sections.
Examining this idea closely, Rogers typically ingslithe V7 for two beats (typically on
beats one and two) before outlining the harmongrfipeats three and four of the
measure. Over the Cmin7 harmony found in m. 18RS incorporates this concept
backwards by outlining Cmin7 on beat one and ilmgya micro-harmonization Fmin7
harmony on beats two and three. In two other nt&ta (mm. 112 and 147), Rogers
anticipates the tonic by implying V7 one measumieza

The second most popular use of micro-harmonizatibimn the improvisation is
an interpolation of V7 over the harmony. This agpenine times with seven of these
instances occurring within the bridge. On closspection, Rogers uses this concept
twice in two specific locations of the form. Owbae Cmin7 harmony found in mm. 35
and 85, Rogers outlines a G7 while in mm. 55 arlalC7 line is implied over the
Fmin7 harmony.

Rogers’s frequent use of micro-harmonization elhidge continues by
interpolating a ii-V7 progression over a harmoiis appears seven times throughout
the improvisation with five of these found withiacsions of the bridge. In the first two
measures of the bridge found in the first and seé@aborus, (mm. 49-50 and 81-82)
Rogers interpolates a similar progression of Bbrith7. The final use of micro-
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harmonization by Rogers is implying an entire ii-W@ver a harmony. This appears
only once in the improvisation (m. 46) when Rogerglies Fmin7-Bb7-Ebmaj over the
Bb7 harmony.

Throughout the improvisation, side slips are witizy Rogers fourteen times.

By examining each instance that a side slip ocavessee that Rogers uses this device in
three different ways throughout his improvisatidrne most frequent use of the device is
a side slip one-whole or half step above or belwsvanticipated harmony a measure
before that harmony occurs. Three of these appsameasure before the bridge in the
first, second and fourth choruses (mm. 48, 80 &.1Two other instances appear in m.
44 as a one beat F#min7 side slip to the Fmin7 dayrfound in m. 45 and an Amaj side
slip found in m. 114 resolving to the Abma;j7 in M5 The last two instances of this
appear within Rogers’s chordal soloing in mm. 18adonger dyad side slip outlining
the Gmin7b5 and m. 126 as an F7b9 eighth-notessijgénto the Eb7 harmony of the
following measure.

The next use of side slips found throughout Rdgengprovisation is playing
one-half step above or below the harmony beingradlby bassist John Patitucci. Four
of the six times that this occurs (mm. 87, 101,,X®1 133) Rogers plays an F#min7
over the Fmin7 harmony. Examining these four messsalosely, we see that Rogers
incorporates side slips on specific sections ofdine. In mm. 87 and 119, he utilizes an

F#min7 harmony on the seventh bar of the bridg&ewise, in mm. 101 and 133,

15> Unlike the first, second, and fourth choruses, &sgloes not use a Bmin7 side slip to
enter the bridge of the third chorus. The Amagstip found two bars into the bridge of
the third chorus could be seen as Rogers stillrparating the concept found in the other
three choruses but delaying the concept by twa bars
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Rogers incorporates an F#min7 harmony on the Widhof the first A section. This
concept also appears in m. 150 when Rogers impléb over beat one and Emin9 on
beat two of the F7 harmony.

The last use of side slips occurs when Rogerspalates a micro-harmonization
of ii-V7-1 or V7-1 over a harmony. To increase $&m, Rogers implies a tritone
substitution over the ii to create half step roation to the V7. This concept appears
twice throughout the improvisation in m. 76, wheogRrs interpolates a Bmin11-Bb13-
Eb over the Eb harmony and in mm. 135-136 when B7-&d F#minl11-F7#9 are
implied over the Eb-C7-Fmin7-Bb7 harmony.

Displacement

Anticipation is found throughout Rogers’s impratisn a total of fourteen times.
Throughout the form, it is used nine times in thee&tions and four times throughout the
bridge sections. The length of the anticipatiargge from one triplet eighth-note to
three and a half beats. Typically, the anticipatocurs in the measure preceding the
anticipated harmony with only three of the instangecurring within the actual measure
the harmony appears. One frequent use of theelevfound when Rogers employs
chordal soloing. The chordal anticipation is gatigrshort only lasting no more than an
eighth-note triplet or eighth note.

Delayed resolution is found less throughout thprowisation appearing only
seven times exclusively in the A sections of thenfo The lengths of the delayed
resolutions vary from one to four beats. Througdhba improvisation, Rogers uses
rhythmic displacement twice in the first and secohdrus (mm. 60-64 and 68-69). By

using rhythmic displacement, Rogers creates twarsép lines that delay the harmony
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by two beats. One technique that Rogers includéslwth of these displacements is the
implication of 3/4 against 4/4.
Motivic Development

Rogers uses motivic development six times anduskatly within the A sections
of the form. Examining these uses closely, wetsaeRogers combines the different
motivic development concepts as discussed withiap@er 1. The first use of motivic
development by Rogers is incorporating the conoégtatonic and true sequencing to
intervallic motives. One motive that Rogers depslérequently throughout the A
sections of the first and second chorus is motiv@this intervallic motive appears in
mm. 37-40, 41-42, 57-59, 71, and 94-96. Typicallpotive b integrates diatonic
sequencing, however in m. 71 and 94, Rogers emplogsequencing. Two other sets
of motives found throughout the A sections of tingt fand third chorus (MM. 60-64 and
97-99) shows Rogers combining true and diatoniaaseging within each of the phrases.

The second use of motivic development by Rogetakisag a collection of
pitches and repeating them as the rhythms aresdltdn mm. 122-123, Rogers utilizes a
five-note motive (C, Bb, G, E, and F) altering thgthm from quarter-notes and quarter-
note triplets to eighth-note triplets. In mm.13%01Rogers takes a six-note motive (F,
G, Bb, D, E, and C) and repeats this motive finges displacing it on different beats.
Thematic Development

Throughout the improvisation, Rogers incorporaiesnatic development in two
different contexts. The most frequent use of thentevelopment is incorporating notes
of the theme within the improvisation. Three afsh thematic notes appear in the first

measure of the first, second and fourth bridge wRegers lands on the Eb, the first note
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of the theme’s bridge, following his Bmin7 sidepsli MM. 59, 121, and 161 incorporate
the thematic notes D or C found within the A setdiof the theme. While the preceding
examples focus on pitches, the last example (m&:10F) shows Rogers utilizing the
rhythm found in the first three measures of thert@evithin his improvisation.

The other use of thematic development is withinlcerporation of motive a.
This motive, derived from the whole-step intenalrd within the first measure of the
theme, is exclusive to the A sections of the farsdl fourth chorus (mm. 34, 37-40, 42,
47,129, and 137). Excluding mm. 37-40, Rogers tise pitches D and C within the
two-note motive"® Rhythmically, Rogers develops motive a by usongker note values
of quarter and quarter-note triplets. As he cam@smhis improvisation and development
of motive a, Rogers uses shorter note values (eigbte triplets and sixteenth-notes).
Phrase Rhythm

Within the improvisation, Rogers’s integrates aatient and consequent periodic
phrase relationships eight different times. Sesahese appear throughout the A
sections of the form. Each chorus contains twaoper phrase relationships; one of
which is always found in the first A section of tteem. The first and second choruses
are built similarly using this concept on the fiastd last A sections while the third chorus
utilizes this on the first and second A sectioibe fourth chorus is the only time that
Rogers utilizes this concept on the bridge.

Rogers always begins the antecedent phrase wigeiaote values (typically

eighth and quarter-notes) moving to shorter noleegin the consequent (sixteenth-

% The notes D and C are the first two pitches fowitHin the opening measure of the
theme.
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notes or triplets). In four of these instancesy&te begins with diatonic phrases in the
antecedent moving to more chromatic phrases wittérconsequerlt.

Elision is used frequently throughout the impratign by Rogers appearing nine
times. It is utilized three times in both the ffisd third choruses in the exact same
sections of the form; it appears once in the sectiodus and twice in the fourth chorus.
The most frequent use of the concept by Rogerstigden the first and second A
sections; this appears in the first, third and toehoruses. Most of the phrases are
generally six to seven bars long with the longésape being nine and a half bars found
within the second A section and bridge of the sdadrorus.

The preceding analysis and conclusions demonstifagesophisticated use of
micro-harmonization, displacement, motivic develepm thematic development, and
phrase rhythm developed by Adam Rogers throughsutriprovisation on “Let’'s Cool
One.” Rogers has not only assimilated the coneastof the jazz language, but has
expanded upon these conventions to create a sioplest personal language.

Though Adam Rogers has been an influential musiciathe last fifteen years,
academic research pertaining to his improvisatiapakoach is non-existent. This thesis
will hopefully contribute to the fields of guitaegagogy and jazz analysis by

demonstrating the depth and sophistication of Rdgé@mnprovisational language.

Y These four instances are found within the A sestiof the form.
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APPENDIX 1

Transcription of Adam Rogers’s Theme and Solo oet"d. Cool One”

Transcribed by John Anthony
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APPENDIX 2

“Let’s Cool One” Improvisation using Gary PotteNgethod of Analysis
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