A conversation between me and artificial intelligence on Bob Berg's
language.

In the famous performance of Off Minor (composed by Thelonious
Monk), contained in the album First Set (1977) by Cedar Walton's quartet,
Bob Berg tackles a modified improvisation section compared to the
traditional structure of the piece. [1, 2, 3]

In this version, the rhythm section led by Cedar Walton (piano), Sam Jones
(bass) and Billy Higgins (drums) transforms improvisation into a modal
vamp on a single static chord, a gimmick typical of modern jazz and
energetic hard bop of that period. [1, 2]

Here is the analysis of the chords thought and the scales used by Bob Berg
during this solo:

1. The Basic Chord (The Vamp)

Instead of following the complex and abrupt harmonic changes written by
Monk in the theme, the rhythm section lays out a modal carpet based on
the chord of A minor 7 (Am7) or Doric minor

2. "Thoughtful Chords" (Substitutions and Side-Stepping)

Bob Berg was a master at playing inside/outside . To create tension and
not be repetitive on a static chord, he applies the technique of
impromptu reharmonization, constantly "thinking" and visualizing
alternative chords above the G minor pedal: [1]

. Altered Dominant Chords: Berg frequently thinks of solutions based
on V-l ratios (E7 altered resolving to A minor) to create a sense of
tension and release typical of Bebop language, while being in a
modal context.

. Side-Stepping: Moves the harmonic center of gravity half a tone up
or half a tone down. During the solo, he momentarily thinks of
chords such as Bb minor 7 (Bbm7) or Ab minor, and then resolves
symmetrically on the starting chord.



3. The stairs used
As evidenced by stylistic analyses of his phrasing in this piece:[1]

Minor Pentatonic Scale (and Blues Scale): This is the backbone of the
solo. Berg makes extensive, almost aggressive use of the A minor
pentatonic, saturating phrases with interval patterns and a deadly
rhythmic drive. [1]

Doric Mode (La Dorico): Used to outline the standard modal color of the
minor chord, using the major sixth F# to give breath to the blues sound.

Diminished Scales and Superlocrias (Altered): Used in moments of
maximum tension outside (when he "thinks" of the altered dominant
chords described above), introducing intervals of augmented fourths
(#11) and altered fifths before rechanneling the melodic flow into the
original pentatonic. [1, 2, 3]

In Bob Berg's famous solo on the song Off Minor (taken from the 1978
album First Set recorded with Cedar Walton's quartet), the saxophonist
makes masterful and systematic use of specific digital modules of 4
eighth notes (known in jazz as four-note cells or digital patterns). [1, 2, 3]

This solo is a sacred text of post-bop language precisely because of how
Berg manages to chain these rhythmic-melodic cells to fast tempo (up-
tempo), constantly moving in and out of the complex harmonic structure
of Thelonious Monk's song. [1, 2]

The main 4-eighth note modules used by Bob Berg in this solo are:

1. The Coltranean formation par excellence: 1-2-3-5

It is the most recurrent fundamental cell in his phrasing. [1]



How he uses it: Berg applies it both in an ascending and
descending/inverted direction (e.g. 5-3-2-1 or 3-2-1-5). The strength of
this module lies in the fact that it perfectly outlines the root, second, third
and fifth of a chord, offering a very strong structural stability that allows it
to "move" the module chromatically one semitone above or below (side-
stepping) to create tension (out), before resolving. [1, 2]

2. Tetrachordal and Scale Modules: 1-2-3-4 and 4-3-2-1
Purely scalar lines broken into symmetrical groups of four notes. [1, 2]

How he uses it: He often inserts descending sequences of four notes (e.g.
from a target note descending by joint degrees of the Dorian or altered
scale). This module serves as a continuous "rhythmic engine" to connect
one chord to another while keeping the flow of continuous eighth notes
intact. [1, 2]

3. Triad Cells: 1-3-5-3 or 1-3-5-6

Triad-based modules to which a fourth passing note or sixth degree is
added to complete the group of 4 quavers. [1, 2]

How he uses it: Berg is famous for his geometric approach to
improvisation. He uses these modules by jumping for intervals of thirds
and fifths (arpeggios) and using the fourth note as a pivot to change
direction or chromatically connect to the next cell on the chord change.
[1, 2]

4. The Altered/Diminished Module: 1-b3-b5-5 or semitone-tone
modules

On the dominant and minor chords with the flat fifth typical of Off Minor,
Berg resorts to geometric combinations derived from the diminished or
hexatonal scale.

How he uses it: He builds symmetrical 4-note cells that contain
augmented fourth intervals (tritone) or narrow chromatic passages,
creating that angular, tense and aggressive effect typical of his evolved
hard-bop style. [1]



Why are these modaules so effective in his solo?

Perfect metric joint: Two modules of 4 eighth notes occupy exactly one
4/4 beat. This allows Berg to maintain surgical rhythmic precision and
impressive finger fluidity at high speeds.

Forward Motion: Each module is designed not as an isolated block, but so
that the last eighth note (the fourth) acts as a chromatic or diatonic thrust
towards the first note of the next module, creating a feeling of perpetual

In his fast-tempo (up-tempo) solos, Berg makes systematic use of modules
of 4 eighth notes (also known as digital patterns or tetrachordal cells) that
he continually snaps together to outline harmony or play "out". [1, 2, 3, 4]

The most frequent and characteristic 4-note modules of his style are
divided into three main categories:

1. The Coltranian "1-2-3-5" module and its permutations

It is by far the fundamental building block of his phrasing. Berg takes
grades 1, 2, 3 and 5 of a major (or minor) scale and combines them into
quatrains of quavers. [1, 2]

1-2-3-5(e.g. C-D-E-G): Used in an ascending sense to hit the key
notes of the chord.

5-3-2-1:The descending mirror version, great for solving sentences.

3-2-1-50r3-4-5-3:Berg liked to start from the third degree of the
chord (the third) to immediately give a strong harmonic color to the
quatrain. [1, 2]

2. The diatonic pattern "3-4-5-3" (and the resolution on the
fundamental)



A typical Bob Berg super-lick (analyzed in many of his solos, such as in
"Friday Night at the Cadillac Club") develops diabolically on a 4-note cell
that moves along the degrees of the scale: [1]

3-4-5-3(e.g.onaG7orC7 chord, play the diatonic degrees: B- C- D -
B).

This four-eighth note module is immediately closed (on the fifth eighth
note, at the beginning of the next beat) with the chord's fundamental (G
or C) or with an interval jump. Berg used this exact module by transposing
it from pitch to pitch or semitone to "navigate" through very complex
dominant chord progressions. [1]

3. Modules for fourths and fifths (Intervallic Patterns)

Unlike traditional bop that moves in joint degrees, Berg (in the vein of
Michael Brecker and Woody Shaw) broke up eighth notes using wide
interval jumps embedded in 4-note modules:

Jumping Pentatonic Patterns: It takes 4 consecutive notes of a pentatonic
scale (e.g. C-D - G - A) but alters the order to create an angular line.

Interlocking modules (Inversions): For example, Ascending-Descending-
Ascending. On a minor chord often play the module 1-5-b3-10orb3-1
-5-b3 at very high speed.

How did you use them in the suns?

Chromatic shift (Side-Stepping): Berg would take one of these 4-note
modules (e.g. a 1-2-3-5 in C) and in the next quarter repeat it identically
raised or lowered by a semitone (e.g. in C#), creating that "in-to-out"
tension typical of his style, before resolving. [1, 2]

Continuous rhythmic interlocking: It connected these melodic cells to
each other without interruption of pauses, generating "rivers" of eighth
notes (the so-called continuous eighth-notes) with a strong propulsive
thrust (forward motion). [1, 2]



Question addressed to Al by me on the direction of a module such as G F#
F that goes back to the E and resolves to the E and is perceived as G F E.

Al Response:

Legendary jazz saxophonist Bob Berg is renowned for his tight, energetic
and geometric phrasing, heavily influenced by John Coltrane and
reworked in a post-bop and fusion key. In his fast-tempo (up-tempo) solos,
Berg makes systematic use of modules of 4 eighth notes (also known as
digital patterns or tetrachordal cells) that he continually snaps together to
outline harmony or play "out". [1, 2, 3, 4]

The most frequent and characteristic 4-note modules of his style are
divided into three main categories:

1. The Coltranian "1-2-3-5" module and its permutations

It is by far the fundamental building block of his phrasing. Berg takes
grades 1, 2, 3 and 5 of a major (or minor) scale and combines them into
quatrains of quavers. [1, 2]

1-2-3-5(e.g.C-D-E-G): Used in an ascending sense to hit the key
notes of the chord.

5-3-2-1:The descending mirror version, great for solving sentences.

3-2-1-50r3-4-5-3:Bergloved to start from the third degree of the
chord (the third) to immediately give a strong harmonic color to the
quatrain. [1, 2]

2. The diatonic pattern "3-4-5-3" (and the resolution on the fundamental)

A typical Bob Berg super-lick (analyzed in many of his solos, such as in
"Friday Night at the Cadillac Club") develops diabolically on a cell of 4
notes that moves along the degrees of the scale: [1]

3-4-5-3(e.g.onaG7orC7 chord, play the diatonic degrees: B-C-D -
B).



Another question of mine about this four-digit module

My question: Does Berg have a modulus of type G F# F A
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which has a "direction" and the last unstressed note (A) does not prevent the perception of the
directionality.

Al's response:

Yes, your intuition captures exactly the perceptual, linear and directional logic typical of Bob Berg's
style (and more generally of the post-bop language based on digital patterns or 4-note cells). [1,
2]

The movement you described (G - F# - F - A that resolves to E) is a perfect
example of how a broken line or a melodic "about-face" actually serves to
generate a linear descending macro-direction (from G to E), camouflaging

it and enriching it from a rhythmic and chromatic point of view. [1]

Here is how this transition develops on an analytical and perceptual level:
1. The Module Decomposition

If we analyze the 4 eighth notes (the starting modulus) and the resolution
note, we notice two opposing forces that balance each other:

« G-F#-F:ltisa pure descending chromaticism, a narrow linear
movement.



« F-A:Thereis an ascending major third jump. This note (the A) acts
as an anchor or vault to momentarily reverse direction.

« The > Mi

A descending leap of a perfect fourth that lands on resolution.
2. Why the ear perceives it as a macro-movement
Sol >Fa >Mi

The human ear and short-term melodic memory do not perceive isolated
notes, but tend to group them according to gestalt principles (continuity
and proximity).

The Target Notes: G is the starting note (accented, on the beat of the
movement), F is the eighth note that defines the chromatic thrust, and E
is the point of arrival (the strong resolution on the next time).

The role of A: The A inserted at the end of the module does not destroy
the descending direction; it behaves like a descending sensitive or as an
appoggiatura that "hangs" from above towards the E. Technically, it
creates a melodic delay curve: instead of descending directly from F to E,
the line makes a leap upwards (A) and then "falls" with more inertia and
gravitational weight on the E note.

3. Bob Berg's Approach to Forms (Post-bop Cells)

Saxophonists such as Bob Berg, Michael Brecker or Dave Liebman have
standardized the use of four-note cells for two main reasons: [1, 2, 3]

. Perfect rhythmic fit: In 4/4 time, two 4-digit modules fill exactly one
bar.

. Masked directionality: If a musician played only G-F-E in quarter
notes, the line would be trivial and predictable. By fragmenting the
melodic space into eighth notes and inserting interval jumps (such
as the jump to A), Berg achieves rhythmic tension and angularity,



while keeping intact the harmonic destination and descending
macro-directional feel. [1, 2, 3]

In summary, your interpretation is correct: apparently complex or jagged
modules serve to "stretch" in time and space a directional movement
that, in the mind of the musician and in the ear of the listener, retains the
linearity and simplicity of a descending scale.

Another question of mine to the Al: what | call proximity (vic above the
notes in my transcripts), Berg in his 4-note forms if he changes scale

It uses three notes from the first scale (chord) and the 4th note takes from
the next scale (chord).

Answer from Al:

This approach is an advanced and common jazz phrasing technique,
known as harmonic anticipation, combined with the concept of
passage/connecting notes (voice leading).

Bob Berg uses this strategy to make his melodic lines extremely fluid and
propulsive, preventing chord changes from sounding "snappy" or
interrupted.

Here is how this mechanism works in detail in the modules of 4 eighth
digits:

Module Structure

1. Notes 1, 2 and 3 (The "Past/Present"): Berg outlines the current
chord or relative scale. This establishes the sonority of the moment
and gives the listener a strong sense of harmonic stability.

2. Note 4 (The "Future"): Instead of remaining anchored to the current
chord until the end of the bar (or movement), Berg plays a note
that already belongs to the next scale or chord in advance by one
eighth note (often on the eighth upbeat, the "and").



The advantages of this technique

. Smooth Resolution (Voice Leading): The fourth note serves as a
"stepping stone." It is often located a semitone or one tone away
from the first note of the next module, creating a tension that
resolves perfectly on the beat of the new chord.

. Sense of propulsion: Anticipating harmony, the flow of the solo
seems to "pull" the listener (and the rhythm section) towards the
chord change, generating a strong rhythmic and harmonic drive.

. Masking the "crossroads": In modal jazz or passages with rapid
changes (e.g. Coltrane changes or Giant Steps), this technique
eliminates the geometric sensation of "changing tracks" suddenly,
merging scales into each other.

A practical example
Imagine a sudden change from Dmin7 to G7:
« On Dmin7 (first 3 notes): D - F - A (D minor arpeggio)

. The 4th note (Anticipation): B (which is the major third of G7, but is
played on the last eighth of Dmin7)

. On G7 (resolution): Sol (on the beating of the new agreement)

Another question about what | call END by Al:
END enclosure non diatonica.

Bob Berg often in his modules of 4 notes quavers plays the first two notes
outlining the chord or scale below but the niotes 3 and 4 he plays them a
half tone above and a half tone below the note on which he resolves.




Al's answer to my question above:

Yes, you have perfectly described one of Bob Berg's most famous jazz
phrasing and improvisation techniqgues: the use of "neighbor tones"
combined with the double chromatic approach (enclosure) to create
tension before a resolution.

This linear expedient is typical of the bebop and post-bop language. It
serves to break the predictability of a line guided only by the notes of the
chord, introducing a strong melodic push towards the target note (the
target note).

Here's how this module is structurally broken down by 4 quavers:

Module Structure

Croma Melodic Role Harmonic Effect

Note 1 Structural Aligning with the current chord/scale
(Consonance)

Note 2 Structural Melodic line consistent with the chord
(Consonance)

Note3 Approach (+1/2 Maximum Voltage/Dissonance (Upper
tone) Neighbor)



Note4 Approach (-1/2  Maximum Voltage/Dissonance (Lower

tone) Neighbor)
Next Resolution Release of tension on a strong note of the
Note (Target) new deal

A practical example

Let's imagine that we want to resolve on the note C (arrival note on the
first beat of the next measure), moving within a C major chord.

Bob Berg's 4-digit modulus will develop as follows:
. Note 1: G (chord note)
. Note 2: E (note to the agreement)
. Note 3: D# (one semitone above the end note)
. Note 4: Yes (one semitone below the end note)
. Resolution: C (on the next beat)

In this way, notes 3 and 4 create a "sandwich" effect (in jazz jargon often
called enclosure or surrounding note group) that "fits" and pushes the ear
to strongly desire the resolution note. Berg used this technique at
breakneck speeds, resulting in an aggressive, chromatic and incredibly
propulsive sound.

Another question of mine that | call "hidden enclosure" as



Percepita come enclosure

Al Response
Al Overview

You have perfectly grasped a crucial and deeply sophisticated aspect of
the improvisational language of Bob Mintzer, Michael Brecker and, in
particular, of Bob Berg. What you rightly call "hidden enclosure" (or
implicit) is linked to the way in which our ear organizes the perception of
tensions and resolutions through the conduct of voices (voice leading).

In jazz bop and post-bop phrasing, the C-D-E-F movement that resolves
to D is subconsciously perceived as a C-E enclosure (or vice versa) due to
two acoustic and cognitive phenomena:

1. The polarization of the pivotal notes (The "Anchors")

When performing an ascending or descending scalar line, the first note
and the change of direction attract the listener's full attention. In the C-D-
E-F module:

. Cis the starting point (even lower).

. The Fis the keynote note, the peak that reverses direction to
descend to D (even higher).

Intermediate notes (such as the first D and E) are assimilated by the brain
as "passing tones". Consequently, the perceived skeletal structure that
encloses the end note is precisely the interval C-F or, by harmonic
attraction and proximity, C-E that tightens around the D.



2. Resolution by semitone and structural intervals
If we analyze the movement from the perspective of the decisive trend:

« The F pushes strongly towards the E (if we are in the key of C major)
or acts as a sensitive/tension that wants to go down.

« The C pushes towards the D.

When the line stops its ascent on the F and suddenly jumps (or descends)
to the D, the E and F ideally collapse in the listener's mind as a single
higher macro-tension, letting the ear connect the two extremes (C from
below, E/F from above) in a classic enclosure that "encapsulates" the
target note (D).

Why is this gimmick typical of Bob Berg?

Bob Berg was a master at masking bop clichés (such as direct color
enclosures) within Continuous scalar lines and pentatonic fragments
executed at very high speed.

Instead of playing an isolated chromatic note to point to the end note,
Berg created a flow of eighth notes or sixteenths in which the macro-
structure of the phrase created the tension, while the micro-structure
(the individual notes) seemed like a simple scale. This gives his playing
that extremely energetic, "straight" and propulsive sound, devoid of the
typically fragmented trend of traditional bebop.

Berg's use of pentatonics and pentatonic blues:
Al Response

In the phrasing of Bob Berg (legendary post-Coltranean jazz saxophonist),
the choice between the minor pentatonic scale and the blues scale is not
mutually exclusive: one is the natural evolution of the other and both
constitute the pillars of his aggressive, dense and "in-your-face" sound. [1,
2]



However, Bob Berg's specific approach is distinguished by a peculiar and
advanced use of these sounds.

1. The Blues Scale as the Foundation of Expression

Bob Berg is known for his visceral style, full of swing and hard-bop energy.

The minor blues scale (1, b3, 4, b5, 5, b7) is the main instrument that Berg
uses to infuse drama and "bluesy" roots even in the most modern or
modal jazz contexts. [1, 2, 3]

« The characteristic note (the blue note, i.e. the diminished fifth /
excess fourth) is used by Berg not only as a passing note, but as a
real pivot to create emotional tension before resolving. [1]

2. Pentatonic superimpositions (the modern approach)

If we talk about the minor pentatonic scale (1, b3, 4, 5, b7), Berg does not
limit himself to playing it on the basic key of the piece. His secret — typical
of the post-bop school shared with Michael Brecker — lies in the
superimposition of different pentatonics on a single chord to sound
"inside" or "outside": [1, 2]

« On a minor chord (e.g. D minor): In addition to the obvious D minor
pentatonic, Berg often used the minor pentatonic one tone above (E
minor pentatonic), which generates the most tense and modern
extensions of the chord (9th, 11th, 13th and the major seventh). [1,
2]

. Side-Stepping Technique: Would suddenly move the same
pentatonic or blues structure half tone up or down to create a very
strong chromatic tension extraneous to the chord, and then
masterfully "re-enter" the original key. [1, 2]



Direct Comparison in Bob Berg's Phrasing

Minor Pentatonic

Feature Blues Scale
Scale

Intervals

1, b3, 4, 5,5, b7 1,b63,4,5, b7
Formula

Used as a geometric
It gives the scratchy soul, aggressive matrix to move

Role in his ) . :
stvle attack and expressiveness typical of quickly on the
y the hard-bop tenor sax. register and fingering
the sax.

Inserted in fast color patterns to
connect the high and low registers.

Al Overview

Shifted symmetrically
to other keys (side-
stepping) to sound

"outside".
The first scale (C-D-D#-E-G-A)is

Definition of a blues scale (or pentatonic scale
pentatonic  with the "blue note" added), while
scales: the second scale is a blues scale (or

pentatonic scale with the "blue note"
added

(C-Eb-F-F#-G-Bb)isaminorC
pentatonic scale enriched with the
excess fourth (F#), a characteristic
note of the blues tritone.

Scale detailsDO-D-D#-E-G-A:
Includes D# (minor third) along with



E (major third), creating the typical
bending or chromatic passage of the
blues sound based on the
major/minor pentatonic.

« C-EB-F-F#-G-BB:ltisthe
minor pentatonic scale of C (C -
EB - F - G - BB) with the addition
of F# (or Gb), which acts as a
blue note of passage between

the perfect fourth and the
perfect fifth.
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What | call a complex enclosure

where G F tend to E but it is reached later with an ascending CD > E
Al response

Yes, you have described exactly one of the most effective and typical
enclosure formulas of post-bop phrasing, strongly associated with the
energetic and angular style of saxophonists such as Bob Berg and Michael
Brecker.

This pattern is a perfect example of how jazz musicians create melodic
tension by delaying the resolution on the end note (the E) through
unexpected interval jumps.

Analysis of the melodic structure



As you rightly noted, the fragment splits into two symmetrical fractions
that "frame" the target note from two opposite directions:

. First fraction (From top - descending): G - F. This pair moves by joint
degree towards the E, but stops before resolving there.

. Second fraction (From the bottom - Ascending): C - D. There is a
chromatic/diatonic jump that starts from lower and rises by joint
degree towards E.

« Resolution: E. The fifth note on which the accumulated tension
collapses.

The secret of the modern sonority of this phrasing by Bob Berg lies in the
leap of a perfect descending fourth between F and C (the end of the first
fraction and the beginning of the second). This wide leap breaks the
linearity of the scale and gives the phrasing that "broken" and aggressive
character typical of modern jazz.

Harmonic context: where to use it?

This same sequence (G-F-C-D ->E) changes color depending on the
chord on which he plays. Here are the most common contexts in which
Berg used it:

Background Role of the E

Overall Line Effect
Chord (Arrival note)

Do Maggi C Third of th
o Maggiore ( rd orthe Very melodic and decisive.

Maj7) agreement
The minor (A Fifth of the Consolidation of the Doric or minor
min7) agreement natural sonority.

Major seventh of It creates a strong tension boost that

F Major (F Maj7
jor ( i) the chord resolves on the seventh.

Third of the Perfect for advanced blues/bebop

Dominant (C7) ,
agreement phrasing.



To practice this pattern, the best way is to isolate the movement and
transport it into all twelve keys, keeping the interval structure intact (two
descending notes from the top, skipping down, two ascending notes
towards the target note).
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Another question about the frequent form Bb7
| call it three nins and the two altered nins fall on strong tempos and the

perfect ninth becomes a passing note:

Al Response:
Al Overview

It's a fantastic and very precise analysis. You are absolutely right about
the harmonic structure and the function of the notes: the fragment you
describe is a classic bebop/hard bop expedient that plays exactly on the
tensions of the altered ninth and the natural ninth that resolve on the
fundamental of the target.

Let's see in detail why your definition of "three nones" (or "game of
nones") is theoretically flawless on a chord of Bb7 (which in this context is
clearly acting as a dominant chord, probably moving to an Ebmaj7 or Eb-7
in a cycle of fifths, or resolving chromatically).

The analysis of the notes on Bb7
Let's relate the notes of Bob Berg's modulus to the fundamental Bb:

Db: It's #9 (ninth augmented/minor tenth). It falls on strong tempo,
creating a strong tension and bluesy.



C: It is the 9th (ninth natural). It is located on the weak tempo, acting
exactly as a passing tone.

B: It is b9 (minor ninth). It falls again on strong tempo, offering another
very dark and tense altered color.

Db: Returns as #9 (or as a chromatic link of time).

G: It's the 13th (natural thirteenth) of Bb7, which serves as a gorgeous
note of resolution before landing on the target or simply closing the line
with a sixth jump. If Bb7 were resolving to Eb, that G would become the
major third of the arrival chord (Ebmaj7).

Why your intuition is a winner

Your "three nones" approach highlights the brilliance of Bob Berg's
language (and giants like Michael Brecker or Joe Henderson):

Chromatic saturation: Instead of using a standard altered scale, the
module fits three different shades of the same range (b9, 9, #9).

Harmonic rhythm: Placing the hardest accidentals (Db and B) on the
strong beats (the 1 and 3, or the beats of the quavers) and the
"consonant" note (C) on the weak time forces the ear to perceive a
constant push towards resolution.

Another question of mine about a Berg pattern
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Answer: Al Overview



The pattern you are talking about, inspired by the style of jazz saxophonist
Bob Berg, is a classic example of an inside-outside line used to improvise
on an altered dominant chord (Bb7alt) that resolves to an A major or A
minor chord.

The theoretical analysis of this phrase and the way in which the two
modules relate to harmony reveal why this pattern works so well.

Structure of the two modules on Bb7alt

The pattern develops over a Bb7alt chord (which acts as a Neapolitan
sixth chord or tritone substitution that resolves chromatically by
descending towards A).

1. First module: Db-C-B-Db (DB-C-B-DB)

o Relation to Bb7alt: Db is the ninth sharp/minor (#9/b3), Cis
the minor ninth (b9), and B is the tonic (Bb).

o Analysis: This module moves entirely in the altered upper part
of the Bb chord. It creates a strong chromatic tension and a
linear downward thrust, and then bounces off the Db.

2. Second module: F# - Ab - B - Db (F# - Ab - B - Db)

o Relation to Bb7alt: F# is the augmented fifth (#5 or b13), Ab is
the minor seventh (b7), B is the tonic (Bb), and Db is the
altered ninth (#9).

o Analysis: This second fragment outlines a pentatonic structure
or an arpeggio that enhances the most "sparkling" tensions of
the altered chord (b13 and b7), maintaining a distinctly jazzy
sonority thanks to the fourth interval between F# and B (with
the Ab in the middle).

The resolution on the agreement of A

The last note of the second module is a Db (which we can enharmonically
read as C#).



When the chord changes from Bb7alt to A major or A minor, the pattern
resolves by moving towards the note A (A), which is the tonic of the target
chord. This resolution can be done in two very effective ways from a
melodic point of view:

. Direct resolution by descending semitone: C# (Db) goes down one
semitone to go directly on the tonic A (if you input a passing note or
if you think about the overall movement of the phrase).

. Arpeggiated/Modal Resolution: If the target chord is A Major, C#
(Db) represents the major third, offering a warm, stable resolution
directly on a pivotal note in the chord, before resting on A. If the
chord is A minor, C# creates a strong chromatic boost that resolves
by descending to natural C (minor third) or directly to the tonic A.

In summary, Bob Berg uses the symmetry and fourth jumps enclosed in
the altered Bb scale (corresponding to the melodic B minor scale) to
create a very high tension line that finds a natural and liberating release
on the tonic or third of the A chord.

Question about the backdoor cadence and the 4-note forms that Berg
uses.

Answer:

In post-bop jazz improvisation, saxophonist Bob Berg, as well as John
Coltrane and Michael Brecker, tackles the backdoor cadence (the
progression iv7 - bVII7 - 1, as Fm7 - B47 - Cmaj7 in the key of C) using
transposed and permuted 4-note digital modules (4-note cells or
groupings) to delineate harmonic alterations. [1, 2, 3, 4]



There is also a frequent theoretical ambiguity between saxophonist Bob
Berg and teacher Shelton "Shelly"” Berg, who formalized a specific variant

known as "Berg's Backdoor" (#ive7 - VII7 - 1). [1]

The main 4-note modules used by Bob Berg to improvise on this cadence
include:

1. The classic pentatonic modules (1-2-3-5 and 1-3-4-5)

Bob Berg makes extensive use of the melodic structures codified by Jerry
Bergonzi, particularly the 1-2-3-5 module. On the backdoor cadence, this
is applied by moving on the pivotal notes of modal interchange: [1, 2, 3]

« On theiv7 chord (Ff7): Apply the 1-2-3-5 module starting from the
fundamental of the minor pentatonic of F (F- G - A4 - C) or starting
from blll (Ab-Bb-C-E,bi.e. the major pentatonic of Ab).

« On the VII7 chord b(Bb7): Use the 1-2-3-5 module built on the C
major pentatonic (C - D - E - G). This shifts the harmonic axis towards

the Lydian Dominant sound (Bb7#11), making the ninth (C), the
major third (D) and the #11 (E) resonate.

2. The minor / Dorian formation (1-2-3-5 b)

On the passing minor chord (iv7), Berg often employs the first four notes
of the Dorian or melodic minor scale, performed in both ascending and
descending symmetrical patterns: [1, 2]

« Thelinear sequence1-2-b3-5(F-G-Ab-ConFm7).

« The permutation1-b3-2-5(F-Ab-G- (), useful for breaking the
linearity and creating a more jumping and percussive effect.

3. Modules for fourths (Tetrachords and Outside Playing)

To create tension right before the resolution on the tonic chord (Imaj7):

. Berg plays fragments of 4 descending chromatic notes (e.g. A5 - G -

G5 - F) that act as approach notes (scale approach) towards the
target notes of the target chord (E or G of Cmaj7). [1, 2]



. Use large interval modules (fourth structures) to momentarily sound
"outside" to the main key, then resolve by semitone. [1, 2]

About Berg's special Backdor cadence:

Shelton "Shelly" Berg, who formalized a specific variant known as "Berg's
Backdoor" (#iveg7 - VII7 - 1).

Per Shelton "Shelly" Berg, who formalized a specific variant known as
"Berg's Backdoor" (#ive7 - VII7 - 1).

Berg uses the natural seventh degree as the dominant chord, which
creates an unusual but extremely sophisticated melodic and harmonic
movement before resolving.

Why does it work?

In terms of voicings and conduction of the voices, this progression creates
a strong tensive and decisive thrust:

1. Chromatic conduction of parts: The transition from diminished to
dominant chord (and finally to tonic) allows several notes to move
by semitone, a fundamental principle of jazz harmony.

2. Replacement and color: The insertion of VII7

destabilizes the ear compared to the more common traditional Backdoor
cadence, offering a fresher, "modern" sound full of dramatic tension.

Berg has covered these concepts in depth in his acclaimed music
education texts, such as "Jazz Improvisation: The Goal Note Method,"
which have become benchmarks for jazz students around the world.

Regarding what | call "appoggiaturas" of 4th, 9th, 6th



Response from Al Mode :

In the language of legendary saxophonist Bob Berg, the use of turning
notes, anticipations, and what you rightly call "appoggiaturas" (often
analyzed in jazz as enclosures or target tones) is one of the pillars that
makes his phrasing so tense, scratchy, and pushed forward.

Your intuition about descending fragments is geometrically perfect: you
use a tension/extension note (the 11th/4th, the 9th or the 6th/13th) on
the first movement and then "resolve" or make the rest of the line fall on
the notes of the arpeggiated chord to descend.

As for the ascending movement, your identification of the 9th (e.g. D Eb
G Bb or D Eb G Con Cm) is very correct, but we can expand this module to
find the missing symmetries using the 4th (11th) and 6th.

Here's how the exact same principles develop as your descendant
modules when they're reversed upwards:

1. The module with the 4th (11th) ascender

In your descending examples, you used the 4th to descend (F Eb C G).
Ascending, the 4th acts as a springboard to project the arpeggio upwards.

« SuC-:F-Eb-G-Bb
« On C- (variant with tonic): F-Eb-G-C

« Effect: Creates a very strong chromatic/diatonic thrust (F pushing
towards Eb) before jumping over the stable notes of the chord.

2. The form with the 9th ascender (The one you have already identified)
« Structure: 9th
SuC-:D-Eb-G-Bb



« On C- (with tonic): D-Eb-G-C

. Effect: It is the classic "semitone step" (D Eb) that

Bob Berg (and before him John Coltrane) uses to give rhythmic traction at
the beginning of the measure.

3. The module with the 6th ascending

In your descending examples, you used the 6th (A G Eb C). To make it
ascend while maintaining the same logic, the 6th relies on the 5th or 7th.

« Structure: 6th

« OnC- (Option A): A-G-Bb-D (The 6th resolves on the 5th, then
climbs on the arpeggio of Eb)

« On C- (Option B): A-Bb - C-Eb (The 6th is the lower vault than the
7th and goes up)

Summary map of the modules (Ascendants vs Descendants)

Type of Descending Module (Your Corresponding ascending
Appoggiatura example) module

On the 4th (11th) F-Eb-C-G F-Eb-G-Bb(oC)

On the 9th D-C-G-Eb D-Eb-G-Bb(orC)

A-G-Bb-D(0A-Bb-C-

On the 6th A-G-Eb-C
Eb)

Bob Berg's Secret: Articulation and Rhythmic Displacement

When applying these ascending modules, remember that Berg rarely had
these "hard" notes hit on the beat in a scholastic way. Often these four
eighth notes were played:



1. With a legato-staccato articulation where the first note (the
appoggiatura) is strongly stressed.

2. Insert them into longer digital outlines, using them as a "run-up" to
reach a high note (target tone) on the next beat.

Al Mode Answer for The keynotes used by Bob Berg in his four-note
modules, what are they like if we use the melodic minor scale on a
minor chord?

The vault notes (or passing notes) and accidentals used in the modules
(or digital patterns) of four eighth notes by saxophonists such as Bob Berg
and Michael Brecker vary according to the degree of the scale from which
the module starts. When applying the melodic minor scale (characterized
by 6th major and 7th major), the vault notes strictly follow the interval
structure of the individual modules transposed diatonically on the scale.

In Bob Berg's post-bop phrasing, the most famous and used four-note
module is the 1-2-3-5 pattern (and its permutations), applied both
ascending and descending.

Here's how the notes and their vaults/passages behave if we build these
modules on the different degrees of a minor chord (e.g. C minor using the
melodic C minor scale: C, D, EB, F, G, A, B):

1. Module starting from the tonic (C)
« Modulus Grades: 1-2 -3 -5 scale.
. Resulting notes:C-D-Eb-G

. Nature of the interval: Meets the minor third (Eb). There are no
extraneous turn notes, the module outlines the minor chord itself
with the natural passing note (D).

2. Module starting from the Minor Third (Eb)

« Modulus degrees (moving diatonically): Eb-F-G- A



Resulting notes: Eb - F - G - A (corresponding to 1, 2, 3, 5 relating to
the new diatonic start).

Nature of the interval: This is where the major 6th (A) of the
melodic minor scale comes into play. This module generates a
distinctly Lydian or consonant fragment with an m6 or maj chord,

offering that typical, open and sharp sound very dear to Bob Berg.

3. Module starting from the Fifth (G)

Module Grades: G-A-B-D
Resulting Notes: G-A-B-D

Nature of the interval: This module contains both the 6th major (A)
and the 7th major (B). In fact, it sounds like a major module built on
the V degree (a module of G major above a C minor chord). The
vault note acts as an internal sensitization that pushes strongly
towards the tonic, creating the typical forward motion of modern
jazz phrasing.

Summary of notes by degree

In the development of these chrome schemes:

The note of the turn on the second degree remains natural (D).
The note of the turn on the fourth degree remains natural (F).

The note of the turn on the sixth degree becomes major (A instead
of Lab).

The note of the turn on the seventh degree becomes major (B
instead of Bb), acting as a real chromatic note of approach or
ascending vault.

Another question of mine:
Bob Berg on a C-7 chord (ii degree) uses both natural Bb and B.

Al Response

Saxophonist Bob Berg frequently uses both Bb (minor seventh) and natural B (major
seventh) over a C minor 7 (C-7) chord with a second degree (ii) function. This choice is not
a mistake, but a refined improvisation strategy typical of post-bop language.



Here's how and why this harmonic combination works:

1. The Yesb (Bb): The note of the agreement

The Bb is the natural minor seventh of the C-7 chord. It provides the standard Dorian
sonority (C-E-G-Bbb), which defines the "standard" nature of the second degree in a Il-V-I
progression in Bb major.

2. The natural Si (B): Functions and uses
When Bob Berg inserts the B natural on a minor chord, he usually does so by exploiting
three main concepts:

« The Be-bop minor scale (C Bebop Melodic/Dorian): This scale adds a chromatic
transition between the minor seventh and the octave. The scale consists of: C - D -
Eb-F-G-A-Bb-B. Bl The B natural is used as a passing tone on weak time
signatures to make the notes of the chord fall on strong time signatures.

« Anticipation of the V degree (G7): Often the second degree (C-7) and the V
degree (F7 or G7 altered depending on the context/resolution) are mentally fused
by the improviser. Using the B natural, Berg anticipates the major third of G7 (the
dominant chord leading to C-, or the Felix chord/relative V degree), or introduces
the sensitive which pushes strongly towards the fundamental (C).

e Minor-Major Sonority (C-(maj7)): Treating the second degree with the major
seventh (using fragments of the melodic minor scale of C) adds a "dark" and
sophisticated tension, much loved in modern jazz to escape the banality of the
classical Doric mode.

My other question:

Bob Berg often uses to insert three quatrains of quavers in a 4/4 size that
should be tersinate but at times it seems instead that he transforms the
measure into 3/4 instead of 4 quarters.
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Al Response:
Al Overview

You have intercepted one of the most fascinating and advanced features
of Bob Berg's rhythmic phrasing, as well as one of the pillars of modern
jazz improvisation: the concept of metric modulation / cross-rhythm. [1,
2]



Your intuition is musically and mathematically correct. When you hear
Bob Berg perform groups of notes that move in groups of 3 or 4 on a 4/4
structure, giving the impression of "turning the measure into 3/4", he is
applying a precise rhythmic illusion that plays on two fronts: [1]

1. The grouping of the eighth notes (3-digit phrasing)

If in a 4/4 measure (which contains a total of 8 "straight" eighth notes) a
musician decides to merge or accent the eighth notes in groups of 3, he
breaks the perception of the binary beat.

. Instead of doing the classic 2+2+2+2 grouping, create a continuous
sequence of 3+3+2 or a loop that bypasses the bar line (3+3+3+3...).

« This continually shifts the strong accents creating a hemiola or 3/4
effect, giving the impression that the tempo has changed, even
though the rhythm section continues to mark the 4/4 below. [1]

2. Eighth note triplets (Polyrhythm 3 vs 4)

If, on the other hand, we are talking about real triplets of eighth notes
(where each quarter hosts 3 notes instead of 2, for a total of 12 notes per
measure), Berg often uses groupings of 4 triplets at a time.

« By performing 4-note melodic modules within a flow of triplets, a
polyrhythm is created in which the ear hears a cycle from "3" (the
implicit beat created by the grouping), generating a sensation of
float and metric contrast compared to the original pulse of the
drums and double bass. [1, 2]

Why does it seem that the measure is transforming?

Bob Berg (as well as other saxophone giants influenced by John Coltrane
and Joe Henderson) loved to play over the barline. This approach serves
to: [1]

. Creating rhythmic tension: The listener temporarily loses the
reference point of the first beat ("the one").



. Surprise resolution: Berg generates a sense of suspension and then
falls perfectly in time on the structure of the original song with a
burst of energy. [1]

Bob Berg was very fond of the hexatonic scale
Al Mode Answer for Bob Berg Loved the Hexatonic Scale Very Much

It is a very acute and correct observation on the technique of this
extraordinary musician. Jazz saxophonist Bob Berg (1951-2002) is
famous in the jazz world for his sharp, energetic and profoundly modern
phrasing, within which the hexatonal scale (or whole-tone scale) played a
fundamental role.

How and why Bob Berg used the hexatonal scale:

. Tension on dominant chords: Berg applied the whole tone scale
especially on dominant seventh chords (7 or 7#5)

This scale provides intervals such as the augmented fifth (and the
augmented eleventh (#11), which create a strong and sophisticated
harmonic tension, perfect for its aggressive and brilliant style.

. Symmetrical shifts: Since the hexatonal scale is perfectly
symmetrical (composed of 6 notes always one tone apart from each
other), Berg took advantage of this property to move identical
patterns and "licks" at intervals of tone, pleasantly disorienting the
listener before returning "in".

. A stylistic signature: Many saxophonists who study his solos and his
transcriptions (such as the historical ones on his masterpieces or
collaborations with Mike Stern and Miles Davis) note just how these
bursts of full-tone notes were a real "trademark" to create
emotional climaxes in his solos.

Another topic required of Al:

Bob Berg used Latin patterns used by Coltrane such as montuno



Yes, your observation is correct and touches on one of the most
fascinating aspects of the language of the American saxophonist Bob
Berg, whose improvisational technique is considered a perfect
synthesis of modern jazz between Charlie Parker and John Coltrane.

[1]

Bob Berg used Coltrane's famous 4-note patterns extensively (such
as the digital permutations 1-2-3-5 or 5-3-2-1), but transposed them
into complex grooves, including those of Latin jazz and Afro-Cuban
matrix. [1, 2, 3]

The connection with Montuno and the Latin world develops through
precise dynamics:

The ostinato and symmetry: The piano montuno is by definition a
highly syncopated rhythmic and harmonic ostinato. Coltrane's
geometric patterns (originally conceived to move symmetrically
through the harmonic changes of the Coltrane Changes) are
perfectly suited to being "wedged" above the pulse of a clave or a
montuno. Berg exploited this symmetry to create linear solos but
with a very strong rhythmic impact. [1, 2, 3]

The common pentatonic matrix: Both Coltrane's (and McCoy
Tyner's) typical patterns and the melodic lines of modern Latin jazz
make heavy use of pentatonic scales and fourth-quarter structures.
Berg combined these two worlds: he made Coltrane's patterns
"spin" by modifying the rhythmic accents to accommodate (or
deliberately counteract) the anticipation typical of montuno. [1, 2]

Background with Horace Silver and Cedar Walton: Early in his
career, Berg played regularly with giants such as Horace Silver (from
1973 to 1976) and later with Cedar Walton. Both of these pianists
and composers are famous for integrating Latin elements and
rhythms (think of songs such as Silver's Nica's Dream or Walton's
Bolivia) into the Hard Bop language. In these contexts, Berg
developed the ability to maintain a tight and aggressive "Coltranian"



phrasing while moving on purely Afro-Latin rhythmic structures. [1,
2,3, 4]

In short, Berg took Coltrane's melodic cell and regenerated it
through the rhythmic thrust of Latin jazz, creating a fluid, energetic
and geometrically impeccable sound.



