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1 The importance of improvisation studies is
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Free, intuitive improvisation, as in free jazz or
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Improvising on pentatonic blues scales, using structures. This stage of development can be
simple note cells over a static harmony and then  achieved quite quickly by a responsive student,
over a blues progression, and in question and and provides access to the skill of improvising
answer format within a group, can be very on standard thirty-two-bar chord progressions.
effective and endlessly variable. The pentatonic ~ Beyond this, a lifetime’s study beckons for the
scale leads neatly to the Dorian scale which, specialist, but the beauty of basic improvisation
when combined with the Mixolydian and major  studies is a quite clear expansion of musical
scales, forms the basis of the II-V-I harmonic listening and response, along with a creative

progression, of fundamental importance in jazz ~ confidence which may be utilised in any idiom.
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