Key Takeaways from John Swana's Solo on Jitterbug Waltz

After the opening of the solo, Swana favors long phrases of at least 4 bars.
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Long 1/8™ note lines use employ the bebop dominant scale, and employ figures that delay the
descent such as chromatic passing tones and sequences of thirds.

Ex. 2:
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Swana use the upper register as a dramatic device to descend into key landmarks in the form.
The peak is normally approached by arpeggio.
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Arpeggio plus descent from the peak into contrasting section
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When Swana uses alterations on dominant chords, they are used in sequence.

Ex. 4:
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Swana exploits the ambiguity of the opening voicing for the tonic chord ( scale degrees 3, 6, and
9) to play pentatonic phrases that incorporate fourths.

Ex. 5:
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Swana ends the solo using blues language, a common bop trope.

Ex. 6:
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