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Abstract;

An analysis of Wes Montgomery’s and Pat Martino’s interpretations of “Impressions” by John Coltrane
Y,

The main purpose of this study is to investigate the impact of Wes Montgomery’s improvisational style on Pat

Martino’ style through the analysis of their recordings of John Coltrane’s Jmpreisions. T want to outline the distinctive

techniques and improvisational materials that characterize Wes Montgomery’s style, and evaluate the impact of his

style on Pat Martino. 7
The first part of the essay focuses on a historical background and on the important charactenistics of jazz music.
The second one analyzes Wes Montgomery’s version of Impressions with a focus on basic techniques and typical
devices. The third patt investigates the harmonic, melodic, rhythmic and tonal traits of Pat Martino’s improvised line.
Tn the last section the similarities and differences were carefully analyzed to create a clear understanding of the

selected features of both guitarists.

This research shows that Pat Martino acquired, the harmonic techniques together with an adoption of a so called,
block chord soloing from Wes Montgomery. Wes, unable to tead music, created his personal system which enabled him
to play the sounds he heard applying the harmonic and melodic complexity which is still modern for today’s jazz
guitatists. Through the adoption and transformation of Wes Montgomery’s virtuosity Pat Martino developed one of

the most unique insttumental styles and timbres in the jazz history.

Word Count: 212
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In ion

To play jazz means many things: to express yousself, to tell a story, and to disseminate your soul. All of these can be
contained in one thing — musical improvisation. This is the essence of jazz music and an aspect that 1, as a beginning
? "/jazu musician, wish to explore. 1 have chosen two versions of John Coltrane’s Impressions recorded by Wes
Montgomery and Pat Martino, in order to study the art of improvisation from the masters of jazz guitar. In an
attempt to teveal the sectets of real improvisation, I have decided to pick a musician who in his musicality

outperforms others. Wes Montgomery cleatly deserves to be included in the handful of the most inspiratonal artists

that have ever lived. My aim in this work will be to prove the impact Wes Montgomery had on further generations of

jazz guitarists, represented by Pat Martino.

Why are musicians such as Wes Montgomery, John Scofield, Pat Metheny, or Pat Martino so great? This question
occupies minds of many jazz enthusiasts, including myself. Most would say that timing, melodic and harmonic
knowledge, thythmic complexity, and musicality are the key aspects that make up a great musician. However, in a
process of understanding jazz music most of these key elements are unintelligible to many people. A simple

22p *

understanding of these terms does not automatically bring a musician to a “blissful state™!. The full awareness of the

greatness of people like Wes makes other musicians realize how big the space is between them and the genius,

Great musicians, like Pat Martino further developed Wes’s mnovative techniques and incorporated them into their
own repettoire, rather than simply copying his style. Wes” licks” and melodic ideas became an inspiration for many
musicians to create their own masterpieces. lor instance, could an interpretation of John Coltrane’s Inmpressions by Pat

Martino be the same without Wes having introduced block chord’ or octave soloing technique before?

My aspitations to explote the technical aspects of performance of these two great jazz guitarists should be
considered predominant in this paper. For me however, emotions accompanying listening to the music are admittedly
substantial. T truly believe that no one can get really drunk on a novel or a painting, but who can help getting drunk

on Mozart’s Farty Tirst, Maceo Parker’s Letk Ger It On, or Monteomery’s solo in Lmpresiions? 4
/ s g Y

' Wellington, Anthony. Four Levels af Awareness for a susicign. Youtube, Web. 10 June 2011, <http://youtu.be/9Rhvxy0r2Do>.
2 Lick is a short phrase or passage; often with the connotation of a commonly used phrase or a cliché.

3 Tt is a large, many-voiced chord, which usually moves in parallel motion.

' An idea for forming this phrase came from Milan Kundera’s book — “I'he Unbearable Lightness Of Being” excerpt from (A
Short Dictionary of Misunderstood Words), “Music”, page. 46.



azz musi

A great contemporary conductor, Leopold Stokowski said once that, jazz was the most astonishing phenomenon in
the whole history of music?; and there is no exaggeration in this sentence. |azz music could be consideted uniquely
American with its cradle in New Otleans. Jazz as a musical genre, was born out from a marriage of down-home
blues and ragtime just after the turn of the century. Eatly jazz appeared in the 1800%, sealing the first, most
significant Aftican-American contribution that motivated musicians and audiences worldwide crossing the musical
borders, since the very beginning of it all. With this understanding of jazz music 1 will be looking at two different
recordings, one by Wes Montgomery and the other by Pat Martino.

In the 1930's jazz went to the next major era as the music moved out of New Otleans and into cities like St. Louis,
Chicago and New York. In the 30's and 40's jazz entered what many think was the most popular time for jazz music
— the Swing Era. By then jazz was characterized by big bands led by musicians like Count Basie, Benny Goodman
and Duke Ellington. 1t was usually performed in groups of twelve to sixteen that were traveling in America playing

in the packed dance halls.

In the 50's and 60's jazz musicians began to take music to the boundaries of creativity. Jazz combos became smaller
so that the previous dominant horn section was pushed away making space for instruments such as the electric guitar.
In Wes Montgomery's album “Smokin' at the Half Note”, there are drums, piano, bass and guitar, Tt was recorded
live during one of the jam sessions at the bar Half Note in New York in June and September 1965. It was usual that
jam sessions occurred in the bars: a group of musicians got together and agreed on a tune, or a2 musician started to
play. In the latter instance, musicians who know the tune might have joined in the playing ot waited until they felt at

ease with the piece. The jam session might have continued until the performers decided to stop.

The way of creating sound is different in jazz and in popular music. In an orchestra for example, the idea is that
separate mstruments are supposed to sound ‘felicitously. Hvery musician must have possibly the same ideal sound
and unquestionably be able to play it. In jazz, howevet, a compliance with generally applicable sound ideas is not the
main focus. Montgomery’s tone was mote a way of expressing his individual feelings rather than being ‘esthetic’. An
cxpression of emotion is also important in populatr music but it is not the main point. In jazz, an expression is mote
important than esthetics. Having said that, the tendency of opposing the esthetic norms does not mean that jazz
must be “unaesthetic”. Even though Wes could not read music his harmonic conception is extremely advanced even

to this day.

5 Schmidt, Andrzej, Historig Jazzu 1945 — [990. Volume 3. Warszawa: Krajowa agencja wydawnicza. Print. Page 23.



Wes Montgomery D oA Vg

Wes Montgomery came from a musical family but was not skilled at reading music, instead, he could pick up
everything by ear. He started playing a guitar at the age of 19 and grew up with idols such as: Django Reinhardt,
Charlie Parker and Charlie Christian, Christian’s influence can clearly be heard in Wes' music, especially in his early
recordings; he was even known for being able to play all Christian’s solos by heart. His performing career falls in the
“post bob” petiod from the late 1950's until the 1960's, when many of those now considered among the greatest of

all time such as Miles Davis and John Coltrane achieved their fame.

The thumb and the ocraves

It is the thumb that made Wes famous in the first place. His unique sound is regarded as the most ‘distinguishing and
memorable feature’ of his improvisational style. He nevet used a guitar pick for playing. Many guitarists use ‘hammer
on and pull off” technique in order to minimize picking motion and create a smoother note flow. This helps with the
creation of a swinging® feel while playing fast lines on guitar, In Wes' situation ‘hammer ons” and ‘pull offs’ were not
the only techniques he used to cteate a mote swinging sound. Adrian Ingram acknowledged that “besides the octaves,

the main reason for Wes” enormous popularity was the warm sensual timbre? produced by the thumb.”
P ¥

The octaves slowed down the ‘supethuman’ fast playing to a human rhythm so that the guitar line sounded thin? At
the time when Wes started playing with octaves it was commonly adopted as incorrect. Nat Addetley said in his
interview for Orrin Keepnews's “The Lncredible Jazz Guitar of Wes Montgomery”, that he and his peers had studied
in universities how to be ‘a cortect musician’'’. He said refertring to the time when had seen Wes playing for the first
time, “I studied all that and I don't know anything about, what this man is doing.” Ortin Keepnews says himself that
Wes was playing things that a musician was not supposed to be able to do. On the whole, the use of octaves obtained
greater volume and thickened texture, and dynamics in his improvised lines. More importantly, Wes™ concept was
unigue in that he developed octave soloing to the point where he could easily sustain long improvised eight-note

lines for entite choruses!! in that respect, creating interest and maintaining continuous intensity throughout.

% Swing is basically defined as a thythmic element and manner of playing (inflecting) chythms peculiar to jazz Berendt, Joachim
Ernst, Od Raga Do Rocka. Krakow: Polish Music Publisher, 1979. Print. Page 209.

71t is the tone guality that differentiates one insrument from another. The properties that deline the tone color.

# Tngram, Adrian, Wes Moutgamery. London: Ashley Mark Publishing Co., 1985, Print. Page 49,

¥ Says Sirrota Warren in his article: [Pes Mowoomers, The King of Outaves. Web. 20 Aug. 2011

<http:/ /www.worldwidewoodshed.com /woodsheddin/Tssue8/Wes.htm>.

0 Orrin Keepnews, The lugredible Jazz Guitar of Wer Moutoomery. YouTube. Web. 09 May, 2011 <http:/ /youtu.be /BLs0z58946k>.
A musical form in jazz setting a chord structure or progression which in its totality forms the basis for an improvisation

5



7] i the H. otel?
Due to lack of available resources I am forced to use a remastered'® version of Impressions. This may have an effect
on the listener by taking away the pureness of the live recording from the Half Note. Impressions is the only track on

the remastered “Smokin’ at the Half Note” albumn that does not have any bonus tracks.™

This version is the only official studio version of Impressions that Wes recorded. The instrumentation was: bass, piano
and drums however, the song features only Wes's solo which lasts for 289 measures. Consequently, I am taking Wes’
version first in order to create a base for further examination and analysis of the basic techniques, improvisational

materials, and typical devices that characterize Wes Montgomery's improvised line,

Analysis of Wes Montgomery's Impressions

Impressions 1s a jazz standard'® and a derivative work!0, based on the common AABA thirty-two measure formal
structure. Tt is a classic modal theme, based not on functional harmony'” but on two Dorian scales (ID, Eb). Tts
chord sequence is identical to that of Miles Davis' “So What™ (16 bats of Dm7, 8 bars of Ebm7, and 8 bas of Dm7).
The AABA structure (also called Bock to Bock progression) repeats throughout the whole tune. The tension creating
factor in this tune, other than keeping it interesting through the AABA progression, is the turnatound from the last 8

bars of Dm’ to 16 bars of Dm? which gives straight 24 bars of Dm’,

In the A section, the melody steers upwards from the note D to its fifth A in a drone-like fashion outlining a Dm
chord. Wes” use of the open strings has an impact on his phrasing, IHe uses open D and G strings (example 1). It is

common for him to use them to deepen the sound and sometimes to slow down the melodic line.

Example 1

Part B raises the A section a half step from Dm’ to Ebm’. This structure is typical for modal pieces, two patts, one
lower in pitch, followed by a higher. Wes performed section B using octaves. In jazz music, a more personalized and

individual interpretation is desired. Instead of playing part B in the same fashion as part A, Montgomery used

12 Half Note is a recording studio and club 1n New York City.

13 Remastering of an old srereo mix is a process of cleaning up the original instrument tracks, and balancing them appropriately
for today’s digital stereo equipment.

4 Montgomery, Wes, perf. Lypressions. Album: Smokin' at the Half Note. Riverside Records, 1965. CD

15 Standard runes are familiar, well-established popular tunes, used by jazz musicians as a basis for improvisation.

16 A work based upon one or more pre-existing works. Schmidt, Andrzej, op. cit. Page 137.

17 Functional harmony is a method used by modern arrangers and orchesirators which effects a complete and thorough

understanding of the principles of harmony in a minimum of tme. Adam A., William. Fuuctional Harmony — Its Use in Modern
Arrangeng. BEducational Music Magazine, Nov-Dec, 1949, Web. 23 Oct, 2011,



octaves changing the rhythmic structure as well as the melodic structure of the Ebm’ part. The melodic shape of
patt B contains the same idea as in part A with addition of symmetrical ascending and descending octave movement
(bars20-22) as shown in (example 2).

Example 2

Wes created many of his best solos with a great concern for the form. Using the basic components of the single
notes, octaves, and block chords, he pursued a definite strategy: a general three-tier plan usually occurring over mul-
tiple choruses. In Impressions Montgomery opened his solo with single-note playing, then he progressed to octaves,
and ended with a block chord finish in his final chorus. His powerful block chord climax will be further analyzed in

(example 6).

Analysis of Wes Montgomery’s solo transcription reveals the prevailing use of various types of triadic, four-note,
five-note, and six-note chordal structures, which he outlined in his solos. Wes had a strong inclination towards the
arpeggiated structures in his improvised solos. The way he employed these diverse structures and their
superimpositions was what made his harmonic language so unique. He employed varying types of arpeggios (minor,
major, minor seventh, major seventh, etc.) when improvising, Already in bar 8 (Example 3) Montgomery used triads
in different inversions. In example 3 he used a rapid Gmajor and Fmajor triads at the end of the first repeat of the
section A,

Example 3




In bar 60 (example 4), Wes used the upper structure triads to add extensions (7/%/1) to the chords. It is the upper part
of the Dm7 arpeggio. The notes (F, A, C) make up an F major chotrd which is a part of the more modern m7/?
extension. This creates 2 more modern chord called Dm//%.

Example 4

60

Q 3 : o
frs—1—1 11" = ¥ i a

= 3

The 7t 90 11™ and 13% extensions are the trademark of the jazz music.'¥ Chatlie Parker was the pioneer who

[} 4

greatly contributed in the spreading of this approach in jazz by moving the extensions further away from the root
than anyone in the past. In jazz the key signature is treated more freely because it changes so much throughout the
progtession of the piece. In compatison to classical music, key changes occur throughout the tune without any
specific notation. Furthermore, his technique was extremely linear. He frequently connected several positions
laterally up and down the fret board in one phrase, and often shifted on a single string. As a result, he seemed to
avoid the normal positional confines of guitaristic “box playing” " Instead, most of his lines overlapped and
dovetailed each other in the manner of chord inversions arranged horizontally on the fingerboard. Example 4.1 is a

petfect illustration of this approach. Starting in bar 47 Wes plays a Dm idea over two positions.

Example 4.1
1 Ebm7
47 — Wi L ol E
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Another important element of the bebop style is the use of the passing notes which served the purpose of creating
melodic tension. These passing tones also serve a greater purpose of leading the melody line. Wes among many
other jazz musicians used a lot of passing notes in his imptovised lines. Their application in jazz is to create a logical
link in the improvised line to the target note. In the example below Wes uses A# as a passing note that leads to the B

natural (example 5). It creates a melodic fluency and tension.

Example 5
93
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! Joachim Ernst Berendt, op. cit. Page 187.

19 Marsh, Wolf. Best of Wes Montgonrery: Guitar v Licks). Hal Leonard Corporation, (January 1, 2001). Print. Page 6.




One of the most recognizable and distinctive surface feature of Montgomery’s improvisational style is his unique
application of rhythmic motives. ITe usually creates these motives through rhythmic tepetition of a single note or a
small group of notes. Wes often uses rhythmic motives in octave and chordal passages to further strengthen and
amplify his solos. The example below shows one of the most popular of his percussive, thythmic ideas.

Example 6
297Dm9 . . Fm9Em9Epm9DPm9

In example 6 illustrates a tepeated double-eighth and quarter-note motive, which intensifies and concludes the me-
lodic and rhythmic feel of the solo. Beforehand, Wes had improvised with clashing, and syncopated block chord idea
also using quarter-note and halfnote thythms. This is the climax of his solo which leads straight back to the head.

Pat Mattino

Martino began playing guitar when he was twelve years old and he left school in the tenth grade to devote himself to
music. Pat was first exposed to jazz through his father, who sang in local clubs and briefly studied guitar with [iddie
Lang. His firsthand encounters were “lrane and Montgomery, whose album Grooveyard had “and an enormous
influence” on him as he recalls. > In his version of Impressons Pat Marttino is performing together with drums, bass
and organs which is similar to Wes’ combo set up. For the analysis, | will use the version from the album called
“Cream” which is a compilation of recordings made from 1972 to 1977. Wes Montgomery can be placed in the
second generation of the jazz guitarists after people like Django Reinhardt, Eddie Land and Chatlie Christian. Pat
Martino is somewhere in between the second and the thitd generation which is represented by the later musicians

such as John Scoficld, Pat Metheny, and Mike Stern.

Pat’s Picking lechnique
Pat’s right hand technique is very unique. Whenever he answers questions about his picking hand he says that it is “a

completely random, and not a practiced element to his playing”. He almost always uses very thick custom strings
where his high E is a .15mm. The unusually thick strings and the way he picks every note have an effect on his tone

color. Pat picks all notes rarely using ‘hammer ons’ ot ‘pull offs’, since this technique is difficult on the thick strings.

20 Martino Pat, Biggraphy. Web. 23 Aug. 2011, <http:/ /www.patmartino.com/>.
Digerapliy. & P P



Analysis of Pat Martino’s Impressions

In his version Pat starts with a 2 bars long motive which he plays in the first 8 bars before the head?!. In bats 1 and 2
in example 7, he descends from Cmaj and Bm triads to reach the targeted Am chord. In the second part of this
melodic idea he moves his target chord higher from previous Am to E7#? (bar 4). The E dominant chord with added
HOo resolves the minor tension from bar 2,

Example 72
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Pat Martino lowered the original key of Impressions a fifth so this line from section A is built on Am7 chord. The
phrase in example 8 begins with repeated asymmetric motive (six eights), introducing an interesting shift of accents.
The motive is chromatic but on the strong parts of the tact there ate only diatonic sounds. Bars 3-6 are made out of
notes from an A minor, Dotian scale with a few passing notes with and exception of G# in bar 3. This note is a part
of the melodic minor scale.

Example 82
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In Pat's solo he mainly uses minor 7% lines such as the one shown in the example 8. Many of his licks are built on
almost constant 8% notes. The beginning (first 3 bars) clearly outlines an Am7 chord. In example 8 Pat uses the lead-
ing tone of G to stir the line to A. In bar 4 he forms a Gm chord and finishes of with an Am7 chord again. To form
his licks over Am” he would use the relative chords such as D7, Cmaj’, and F#m™3. The advantage is that the same
line works over different chords. Martino calls this a 'minor conversion' principle, which he explains in his book

called Linear Exptessions.

*! In Jazz the head of a piece is its main theme.

2 Measures 1-5 of Pat Martino’s Lypressions.

2 This part was notated in Sibelius (composition and notation software) and does not come from the score from Appendix 2.
Another representation of this lick can be found in Martino’s score (Appendix 2) on page 5, in the part A3,

10



Example 8 truly highlights Martino’s improvisation style. Tt is his typical melodic line in which the beginning of the
phtase starts with long and fluent lines which resolve into a short rhythmic ending, Tn Martino’s playing many char-
actetistic improvised licks ate easily recognizable, however, they will always vary in the phrasing, Pat carefully ma-
nipulates the aforementioned thythmic and melodic licks in such a manner as to change their general contour with-
out, however, sacrificing recognizability.

Example 9%
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In Example 9 Par uses a small thythmic motive in a number of variations. He is using a 3 note motive (G D# ),
which he combines in the eight-note line. In the 4% bar of the example the line is completely turned around, so it

starts again on beat 1. Furthermore, Martino keeps on accenting the D# note, which then occurs on diffetent beats.

Compare and Contrast

The time-feel in jazz can be divided into three diffetent patts of the beat; either ahead of the beat, behind the beat,
ot on the beat.> Wes’ feel of the timing is such that he usually plays on the beat, however, he often pushes the beat
ahead in Impressions because of the fast tempo. Similarly to Wes, Pat Martino plays with impeccable swing most of
the time starting on the beat. Wes™ improvisations wete comprised mostly of eight-notes and tended to be more
rhythmically directed. When moving to the octave and block chord parts of the solo Wes’ thythms usually become
mote motivic and reiterative. Martino mostly improvises with more frequent changes in his melodic ideas although,
his licks tend to be more rhythmically linear, Examples 11 and 12 illustrate the great difference between Montgomery

and Martino in their approaches to thythm.

* Appendix 2. Pat Martino “Dypressions” score, page 3.
25 De Stefano, Reno. Wes Montoomerys Lprovisational Style (1959-63): The Riverside Years. Thesis. Université De Montreal, 1995, Web,
Chapter 7, page 1,

11



Example 11

Wes Montgomery
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Example 12
Pat Martino
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The example 12 cleatly exhibits Pat Martino's rhythmical approach. It seems evident, that he has a tendency of play-
ing straight eight-note lines with little thythmic variations, whereas, Wes is more creative. On bar 81 in example 11
Wes improvises in Ebm7 with 2 note rhythms that occur on different starting points all the time. The development
of different improvised ideas with vauations in rhythm and accentuation is common and both Wes and Pat do that.

However, Wes' musicality can be seen as a rare vift and one could say that he is a composer in real time.,
2

Both Montgomery’s and Martino's goal is to become closer with their phrasing to the horn players such as Dizzy
Gillespie or Charlie Parker. %6 Because of Martino's right hand technique his approach to playing is more guitaristic
whereas, Wes's phrasing is smoothet. A similarity that characterizes Montgomery and Martino is the use of a warm,
deep, and distant timbre. Martino thinks more in the box-shapes, which he combines in a very fluent way, whereas

Wes is playing mote horizontally.

2 Martino mentions in an interview filmed in Bologna, Italy in 2010 that in the he was always “more interested in horn players”.

ol 12



Conclusion

In my work I illustrated that although both interpretations ate quite unique one can prove the impact of Wes® playing
technique on Pat’s improvisational line, Both Wes and Pat had great inclinations towards the use of arpeggiated
structures. However, 1n their solos in Impressions they demonstrated two distinctively personal ways of employing
vatious arpeggios (minot, majot, minor seventh, major sevenths, etc.) with their superimpositons. Different types of
major and minot atpeggiated structutes affected the tone color of their improvised lines. Pat comfortably incorpo-
rated Wes’ block chord soloing without losing sight of the advanced chromatic approach that had defined his origi-

nal style from the beginning of his career.

In the mid-1960’% Mariino and Montgomery developed a strong bond of friendship, despite a twenty year difference
in their age. “Whenever they were working in the same town they would get together at one or the other’s hotel and
play, work, jam, learn, teach, experiment, and dig each other.”™7 These opportunities to play with Wes had a great
harmonic influence on Martino. He learned a lot from Wes but instead of just copying him, he managed to trans-
form that into his own style. His fascination with Montgomery’s improvised lines lasted for years and is still visible

on Martinos relatively new album “Remember: A tribute to Wes Montgomery™,

21 Giddins, Gary. [ ity, Muse 5096.
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Appendix 1
Wes Montgomery “Impressions”

Based on the Changes to

Impressions

As Played by Wes Montgomery
On the album Smokin' at the Half Note

This album was an album that stirred a lot of controversy in the Jazz world. One would think that from the
title of the album that it would have been an entirely live set but much of the album was recorded at Rudy
van Gelder's studio in Englewood Cliffs, New Jersey. The 1965 album features the same rhythm as is
featured on Miles Davis' famous Kind of Blue record; bassist Paul Chambers, pianist Wynton Kelly and
drummer Jimmy Cobb. Only two of the original LP's five tracks were recorded at the Half Note ("No Blues"
and "If You Could See Me Now.") At the behest of producer Creed Tayler, the other three were re-recorded
three months later at Rudy Van Gelder's studio in New Jersey. An album called "Willow Weep for Me" was
posthumously released from the remaining live tracks. Thisrecord included string and brass arrangements by
Claus Ogerman on "Willow Weep for Me", "Portrait of Jennie," "Oh! You Crazy Moon," and "Misty" that were
obviously not a part of the original live sessionat the Half Note and these arrangements were panned by the
critics. Later the album was rereleased with the first five tracks are from the original Verve LP. Tracks six
through eleven are from the Willow Weep for Me album without that album’s string and brass arrangements.
Impressions is what is known as a “derivative work”, a work based upon one or more pre-existing works. Its
chord sequence is identical to that of Miles Davis' "So What" (16 bars of Dm7, 8 bars of Ebm7, and 8 bars of
Dm7). The song is a variant of Davis' song that Coltrane had long explored as a member of the Miles Davis
quintet. The original recording of the song is an up tempo tenor onslaught, a blistering, sustained exploration
in which Coltrane and drummer Elvin Jones established new parameters for intensity and sheer physicality.
Both songs originate in Ahmad Jamal's 1955 cover of Morton Gould's "Pavanne” which makes Impressions
a double derivative. The quartet sets the D and Eb dorian changes of "Impressions" on fire. En fuegol!
Montgomery's solo is chalked full of superior melodic expression. He epitomizes power and assurance with
his note selections. On the other hand, Kelly is no slouch either. He's kind of like the Vice President, you know
he's there waiting and when it's his turn to take the driver's seat, he'll get the job done. His interaction with
Montgomery during his solo shows just how close these two musical minds were. During several moments of
Montgomery's solo, he and Kelly accent right on time with each other. You can hear Wes laughing in joy on the
track in the background. This was by far one of Montgomery's tour de force songs. This seng is the very
definition of what we know as swing and an excellent example of modal playing on guitar.

1
| T
=
—
#-&
. i 3
1 0 5
A a ~ Y a Y Y = = FxY a
(=] L] r 4 ~ o [ 4 ~ Ll 4 L ey o
L= F T Y o

N
o
N

e o a
hd 7L E L4

o

Copyright ® 2011 BANDAHALFBY11MUSIC.COM

15



——
o | ©
N M ﬁa_,
h uh
22 | o I
I+
7] o &4 u
=2 o
“4|
' 1L ITTT -] N
- 1T L-
TTdd ] | ]
o | o | o | o =
o |7
(] 4 nu mm
e 111 il U
-
E e &

=
FATEY
i
L&)

I &'

Wl ]|+

i |
|
i i
| ]
D offlln
=
1 1
44 14
T
o
=

Dm7
==
=

2
14
T S—1—1
S
=,
T
a2 n
ﬂ A" (S ' Y
L= [
19
= |
= i
= r &
= c
10 V'
A i
B—s -
24
{) =
| m a | .., |
[ ¥ —
s
L)
A 2 o a
o 2
=)
I
=
[~ =t
v “ /ﬁ‘. _.:
e
1
A o
B— =
3

35

[

/g I e T

fogn  [gm

| P

L

T

16



17

3 ==
L HIN] —
_pd Tok um [ ”“ = L= ﬂ == ﬁ e ¢ lII
o $ [ A o ﬁ HH o i
9 T n T il T e *.—. g o
: ¥ ¢ ~ I 1 P
= T - U=l N
‘l - . gl B - . *.Il nw . -d—_\— £
_~T] o |4 & L q } w
“a ] - i b [t} 1 ¢ i
‘-4_1 ﬁ nw II.‘r - o4
B i 1] i N - T
i (it j ! T | |& il T
M Ab Iu— ﬁcv = llL— ..nv.l M—“.l!. anu *.—ul nm
B 118 E ....m L A H 4L + L —. F
- I 1 | 4
| 2l |IT il T L TR Hr & T ®
R [ TR o [ ¢
+ P ﬂhf #.—lll mw qL‘ _
Y ) ===l T &
T i o &) —
. e Lu_v!. L uw ﬁ L2 €T J
T *.—-u.. o m__ ¢ L1 b W ,M_W.M mm.mw
3 il <8 1 | 1 : &
il (IS alllll Il [P
Ml ¥ arm_ ﬁnu [T + slll Td
<l ¢ :
bt $ ¥ ;
ﬁ il ﬁ? . T #*l.. o e i
*_ ob - =] b & +—M.I|| Al
3= ~ Ty *.—n... o
f. =) .L-.. « - on | P L% H 4
- ¥ ~Tn + = il . : f.l by
D i ‘ — L= ¥ o=
\ oY o | A i &
A | Il i W o
il ] ( (W )
T- .rna Hix i 1 uuntnu.ll T |
L1 L i ! enl [ R
v 4 P B i i A B ik e
A C er ) NN IT
o - *WT- -~ . ’.ll. =]
= TH I i) I +
| 9 u L i
1 4y = : W h- W
SNER (| 5N I | ; .
= w0 e | H-fdap %..AH ” cls i ( ._ ﬁmw
(7s] | | P L
mll L mixmuv WLldeh




18

| & n‘n n_S WOy = n
- bl & 4 B MederNe
N
_
I Ll g_.nu 4 | Horn- W NN
T L e Tm..
I 1 a W
-1
e |
L T a4 f
f 1 | uhdebhus
| ) M (1]
ﬁ - g..nv A..J - ¢
N o
= er B3 |—'
& '] H -
- ﬂ __L. § ) ] b Mdornt
& b it i
| T ] M= G5 ==
il I N a
L
™ I
A ___‘._ n
b ’ L !
a8 &  oir T L] T
I 2 &l [do|
flﬁ mw LY o | uhiedd
4l tol| - it T
& — ; )
Mw N L L
o ﬂ 1] =
L ui ¥ a m o
il 1]
L ARl i _W o 3 ) 4 n 1
4 N [
[ 3 o B i ir e 1
<
Y 3 ( i IR
_vn_.v s
o n ] .3
L L e}~
g T e
T LT uhdsuaun
i B
A _
Inf LT I "ot a i i
S o ey LT &
ML Y ( (
LTl < - Al =
NP | g | BTN SN | o [ikgep




19

i §

4.9

1£
o
>

yl
:
£be ,

b

e =
e
1
1)
e
e -
=
- T

4047
T

1
F3
=
pe—
T

|

I

L}
23
3
16
LAt
v b2

F 3 ’E iy ,-1

e
1
1
t
P
b

e

Fl7
L IECIARE & ¢
.- naJ- ——
2 [ SRR

Ebm7

r
z z

B ]

=2l 1]

:
| |
L3 1 =
[ ] 1
Yl i i' IP:H
L
-
- s
v
b by o ;
i B
= =
1 | .| 1 1
I | | L
0 4.4 Ad A4 4%
Cd LB 3 LI ] TE R K4
o o Q— 40
L] o 8 o LAY
T
—
Dm7
= s
x z
"
T
.. L
EJ T
7
=
= * -‘
r 1 [ ]
== =
| - I
l ]
AL . AT
L Tz T
Y
= [ o
P (] -~ "W
o

-
b o - -] @ | =
N Mg T ‘ﬁ
A £ | 94 N & |
i A w hchtte = i & | e
I N dn | 1 ﬁ | |
TIRT® | [ [P T AN delel S EFL, " ¢le
g N
T T | | ‘f. & | s »ﬁ Lkl _lﬁ bl
Hf Ll 2|t
Ele 2 ¢
(=] . Up] o =] (=) it
L= | < R .n..
= o || T o || = | SNEY |-k




20

=t ~ - ==mes
2 | ob4 n_u‘
1A [YIN B W
o & i
$
Y C| =
1. b f.. - ]
h T
] i b | Mo
=m s ou.v nian
&P P
T YT & L NAL Y. Mu Mw
o
i ﬁa E2 9q 9
| o ¢
nF ‘-—: L |7
3
sl R bg qhe| Wl (2l3
==l Plob]
-] S N
A M | 2 D Pl
.1.-.7 @ |+ L &/
w.f=r N[
1 b e 2
I P [ M=o
B w |- b _..i | £l
w |+ &
- -
=———— oA
b
= | ¥
TV o | P 7./
i ¥
| C ] P | ok H |
| . ¢
RENN o | N =
& | i P
| S 18 | T = |
z ?;.
] M- | W
o+ | o b
= | . - | op
. AR &
o b Ll
o | un [ 4l ®
L
& - ¥IT
i e b t-
[
& X P P iy allbn | [P
L +
¢
3 el ' ¢
o b
" 4.:. L ol o ..-’ A + N
™ M iy
©<NNe
i ol ) e [ o = ;




P

£

S

1

4%
An

A5

\J
8
o

i L Py

-

LA
a
o

A4

s
=

p——

e

T
i
- -5

£ 2

L=

LE 3

A0 40 49
o

40

A4

v

L g

in
o
8

L2

40 40
T
44
42
LE ]

49
T
A0

LR

-p--p-r'iﬁ-p-f- ij'q'—"-ﬂ--p-

40 40

e
wr
44
L 4
44

&

f 1-: e 1"1" he

Y
o

169 o
183

e

L
)
o

£
¥
o
v

Y
¥
a
L'

21

e
L4

f—to

=z

L. a

i

an
o
TY £

P

F—

o — &

Y. -

40

793 Dm7

188




T

Ly = £~

L

F o

L

-

1

40

——

oy

Lol

T

LA

-

L

fre

43 A0

799
17
204

22

m%

—

4.4

be.

Hla

cfor D

1

‘L

\JU

Ebm9Dm0

Ui

S

>
40
w

m9

=

49 42
w

40

.

cge7 D
b

L
L)

48
™w

Lind

Ia T

AL
mwr

1]

i
™

Dm9 Ebm9Dm9

1

Clio7

e

f

224




Ebm9p,,9 Dm0 C#o-,DmQ 9
Fm9EmYEbm? -

— - b
e = = o r
T j 4 L3 ¥
o \. 4 ¥ 5 =
; 3 ] 2
T L. bl 4& 1 U 7
—_— e

Dm9 Cffo7 Dm9
234 2. FM9Em9EDbm9 i -

ope{-H
b
==
h

b G
8 A e ]
2
l::dm;

S

o
i

b i ]
O bt
hepch
i
aulhcheh
heh

N Al
==t

- 1
RUTE T AR A G
w5 P S S S S RS
[P RS TN T A 1y |

7.0 S U4

Glg T a7 ® 1 u— _—
i — "J-_f" S N

beledels

G
[ ST E LI

(7o 11 = ]

[2 - N [E=d ]

=ah=tey

Fm9Em9Ebm9

ahh

ot
h
ChIpCpch
-
chchepch
P
opan

S

- = =l — = L 2 - 2
—5 1 e . y Bz ) %
7o : B —[ —g [ = . 3 T
o 3 oy i 1
[ =4 p= 3 v L) ¥ O T -~ L

23

-



24

t
En e il L 4 o
~
r~ = -
=} opchs =
r~ £ M X1 ) — o
E kbbb m n s
(Vi -
o s r~
e I~ E =3
B h chepanb| | & h | | =
= i o) (]
A
Q b s
e
4
o = e
=
= T . %
ons
i g
dorlthel 5
K 1 - LY
= =
|- £ =
& d
2 T &
£ thubseraly =)
Q lnctab s
kmu. 5 & 3.3
m S mies r=
~ 3] 3 =
E Wb e g e
() B wrhieh ~
r~ & =]
E [t oo (e
= & I ﬁ,..,AJ
~ 5 o=
: a E
(+ 79 Ennn OvﬂnuLu G -
o o mvm
E E N ¢ 8
a a N [i§}
P e ]
S | RN e




25

Dm9

—r~ ==
—= =n} uaenan b
2N ? = ﬁ 5 | J.u._.x...!u
4 o o8] | | i
L & o | W
o Al
H Eﬂ T.L...:.u_.: | et b
) n = e b
= - m. Kpeed E‘.]h [Ca el o] o _ 3
a > = Tt
w| O | PP e
Ed 9 Onl @ “
2 n £ | 2 W s
g § b o o - .
B Ly M ey o
3 = kb ===== o
_IU ’ .u...ﬂ_:d e EM ¥ ,ﬂ.ll m
Fﬂ D CXPOXD b pliel ﬂu).. .Iw L g
O = PGP m O_u,
| H wH | S o =
2 DY 5 -— i
= HrLON- =
L &8 =
el OU.. “w
Bn__u =3 '] W ° o= OGO [
e J F
S LD
Parite] i g
N DD i
A U ik >
I wp
W Lo
=) PO S W
= e 1o
a i S,T - s >
Z 4 o sk “
- 5 waohun
53] hH L TS
f~
—-
= e Y N kals
a 2 rr | txpetuts i i 1
1m L nD | o 4 LADOD
= = Luepund i
E =3 D DU
x> =) 5 > P
= oD 2B it = _ e 5.._T
e m ﬂm i Ji.s.ub ok 4
q = (=)} b P
b = = HrOR- gk
= &3} WRepun
Ld T
= " =] ot |
clichabx A E | oepe X
o ~ &) | (=, e
g 0 [ = 4
E | Y D iy ) &l EANEG,
L.
%) @© [aY] N oy w0
0 Hgom| @ [ = S S N
7 & = gl D el k| QTN |H-ia




26

=t
abah 1
e ! 4 o
hduh w_..u qf
b
T N
b
.,.r_.x.r., H
Wb A
Ukt
[ e o0y 4]
&
arerah
ot
Panen
et I i
o daberub L
= ! ¥ E
a Ebead
nm,n_
c A
= @&
2
r.m -l
N =
o
E 2dxb B
[+ ® = =3
1101, E ==
Eaberuh n.ﬂ
b | 4] el
dabduh @] o
(=,
bt B
ID A = o =
dnberag
(Na]
oA
i aherah
.ﬂ..q..p.. bt
Lzlelipte] lip v)
Uptali i g]
duhduh
e ARSI
(et ol gt o]
e behals
<t =] 'e]
n_,,_....._ H- o mm W nnv_u




356

2

L

L0

(ILy

=

362

o~
o
===
b
2|t
o | oh ﬁwu
hL
/
V =511
el
jk.l.#r et
RO
4l
Wil (e[
& | b
i
@ | oh
et glty]
& |
nu &
Pl
=g =g




Ao

A

COLTEANE = Age PAT MAeTiNG
B

IMPEESSIONS

A7

Pat Martno “Impressions”

Appendix 2

28

Au?

T

Cux

]

m B

=

A i
AT |
.M | <
) ...ﬂ fo e Wi
S itk
< <
e G |
A L
.__;
A L
h "
49 -
< R 0N
E ﬂ
qrpd
m- -« N ok
i A D
-

d=18




29




30




—— — —_—— - — s - - ey _— —

=
I o >|.W. 4
A o [l &
L s Y ,,tu b
< 2 - b
A ] o
.-u i 1,158 24
A b 1 i . -
2 4] 1

Fr T

&

L4
L1

-
=

o

=
v

=
L
o
=
k4
¥

L 18 e
4 Al I
I x 1|14 & .M J§
A L w ,.*. o
- q t.. [ ]
| i ._.... ...._. A.t- T
"+ 4 *: 'S
o +4
H A ..__ >|_..” o
L 5
o x .
1 o L ¥
A H A b 0]
o “ 'y &
._.? s T W [
Y ﬂ ..ﬂ.“ M ALl &




]

>

TS

-

e

8-

&5
-4
¥

it
i

32

an

o |

ith ¢ ]

o+ o

o L

. - L

d

-+ E

I 4 @

=7
Y

s R o
B Y
L] E
o A b 1
] L_ uf =
P il A E

4 ¥

o ]

- o ©
& @
b ¥

w A 'Y
=
¥

4
.
=
-

£330
CJ

=
>




A

M

20

P

40

3

113

1Y

Eb:bﬁ- e ol

Bbu7

&7

Fe
PO o

35



P
=

FT

=

a4

1433

b

b

=

7

Bhui

- 8 0

&

2 LR
4

o

Aw?

P
P

34



= - | pemm———y —— =

SEE O WS 4 ee— S kN Gl LSS

35

I B A B i S ———
N A= Y [ YD T e, e




Appendix 3
Pat Martino and after Pat’s concert in Cologne Germany on 3rd October 2011,

Thank you Pat!
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