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PREFACE

As performers of classical music, we share some important musical traits.
Beyond the basics of intonation and sound production, we've sensitized our ears
to stylistic details and developed our sense of phrasing. We use a broad range of
dynamics and articulations, read notation fluently atsight, can function in large
and small ensembles, follow a conductor through numerous and even wildly
fluctuating tempos and meters, and more. These are remarkable skills that will

always remain the mark of fine musicians.
The world of music is rich with tradition. Every genre of music has famous

masters who defined the forms, and audiences that associate sounds with names
of composers, players, and groups. Many genresare associated with a place
or time in history. Think of bluegrass, bossa nova, the kora, balalaika, and the
blues, and certain cultural images, landscapes, and associations—even specific
locales—come to mind. Sometimes we believe that “authentic” practitioners of
these styles must come from that specific locale.

But you can travel nearly anywhere in the world today and find someone
who shares yourtaste for x, y, or z. And you can find great players of a certain
style quite far from the source of that style.

The world ofclassical music has devotees in every country ofthe world. It
is surprising how many college music majors and conservatory graduates find
satisfying musical lives teaching and performing in every corner of the world. You
can also find these musical beings in a multitude of professions not associated
with music at all.

This worldwide community of classical music lovers, students, and artists
shares a tremendous vault of experience. Stories of our great composers, exalted
performers, famous instrument makers, and devoted teachers, combined with
years of finding solace, inspiration, and meaning in music that we all know,
give us a commonality that is deep and draws us together into a kind of global
mega-ensemble.

As musicians from the world of classical music, we have a unique orientation
to musical creativity. The formative listening and practicing we've done have
shaped us, of course, but we've also lived our lives with classical music as our
inner soundtrack. When welift our instruments to play spontaneously, we draw
upon the centuries of music we've studied and have been moved by.It’s part of
us. We each personify the culmination ofclassical music history.

For too long the realm ofclassical music has fostered a divide between the
creative giants—composers —and performers. While thereis plenty ofcreativity
that goesinto either of these roles,it’s the composers who have the exclusive
ability to create and alter forms, shape notes into expression and inspiration,
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and sequence harmonies and melodies to dramatic effect. We players have
largely forfeited that incredible elation, the self-discovery, the flat-out fun of
making our own music, and making our own music with friends. This music—
what Paul Wintercalls “homemade music”—does not needtofit into categories.
Your music may have a total of one global practitioner: you!

This program will not teach you jazz, bluegrass, flamenco, or klezmer, butit
will help you apply the elements of music to your instrument and devise creative
methods to integrate them. In the process, you'll begin to shape the sounds that
convey yourattitude and values. If your headis full ofjazz, bluegrass, flamenco,
or klezmer, you will find your music veering into those realms. If you don’t
like those, you have the opportunityto fill your mind and ear with something
different.

Thereare unique musicalstories in all of us. Despite our shared respect for
the great masterpieces of Western music, we can all make a personal sound,
respond to musical stimuli spontaneously, and have fun without comparing
ourselves unfavorably to Beethoven, Mozart, or Coltrane.

We hope this method can serve as a solid first step towards a fulfilling,
creative approach to music-making.

vii
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INTRODUCTION FOR STUDENTS

Ifyou're considering studying this method,it could be because you've discovered
the funof improvising and you're looking for a methodical path toward further
development.

Or it might be that you've heardalittle voice in you saying, “I am unique. I
have something to offer the world that's different from anything out there. I have
ideas and energy that I'd like to share, and I believe that people could benefit
from them.” You wantto get busy discovering your personal voice and musical
mission.

Or maybe you're looking fora little shift in musical perspective that could
help you hear music in a fresh way, imbue your performances with deeper
feeling, and trigger enhanced communication and creativity in yourrepertoire.

Whatever the reason, you may also have become aware that the musician
you are todayis the culmination of specific musical and life experiences you've
had, and you might see a connection between the work you've done as a player
and where you are today as an individual. This is an exciting insight, because
it follows that you have the ability to design your musical abilities. You get to
decide what kind of musician you wantto be.

Ilove the scene in The Muppet Movie (1979) in which Orson Welles asks his
secretary to “prepare the standard rich-and-famous contract” for Kermit, Miss
Piggy, and the others. And,in fact, some music students have exactly that in
mind: “Spare me the details. I wanna be a star!”

I'would notrule that out, of course, but I suggest that you pay attention to
the people and music you are drawn to and carefully examine the craft and art
they practice. In so doing, you will learn more precisely what it is that you find
beautiful, and how you are inclined to adjustit to your owntastes and values.

There is no “downside” to studying improvisation. If you are a brilliant
bluegrassplayer, you will notfind yourskills or personality tarnished in any way!
If you are an accomplished Bach specialist, you will likewise find yourskills and
specialties unmolested. The techniques and concepts here are not intended to
supplant your skills with something entirely new. Rather, I hope you will engage
them in new ways, build on them and alter them in your own way, and possibly
cometo appreciate them with a fuller awareness oftheir characteristics.

In a way, there's always a risk in learning. Learning does change us. Studies
upon studies report how positively the brain responds to new stimuli. Some of
the material here will make your brain tired. That's a good thing! Lie down for a
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few minutes, or come back toit later, or tomorrow. It gets easier as you hang in
there consistently with new information. You learn how to learn.

Each of us learnsat a different pace. Part of our growth lies in knowing how
we learn, and catering our self-tutoring accordingly. Just like an improvisation,
if you're not enjoying yourself... change it! You're the one driving. Just choose
your destination, then go as quickly or slowly as you like.

Along with specific musical and technical studies, this book will also
encourage yourcreative intuition. There's a word sometimes used by artists to
describe their way of finding a sense of flow that seems to come from a special
source: surrender. Beautiful, serene, and effortless-sounding, surrender requires
belief in your intuition, positive intentions, and consistent practice. Surrender
may be the very soul of music. And it can be achieved by those who seek it.

In improvisation, surrendering means moving from the remembering side
of awarenessto an experiencing side. The player may feel vulnerable atfirst,
especially in public, as the intent and focus one is accustomed to donning is

put aside in orderto sink into the unknown present. But when this happens,it
becomes clear that existing musical abilities, as they are, will serve to make the
performera full participant in that moment.

So, why practice if all one needs is to be able to access this special source?
Music integrates the sound, style, and depth a player is comfortable with. Yes,

sometimes a player will seem to transcend his orherabilities, but it remains all

about those abilities. That reality is the prompt to create a daily workout that
exercises the building blocks essential to truly creative expression, and that is

the subject of this book.
These lessons will take you to a new place. And in the same waythat there’s

no wayto describe the difference in your finger/mind confidence from the first

repetition of a musical passage to the hundredth, it’s difficult to describe how

you will be changed by the perceptions gained through integrating the message

presented here. But some of the most profound changesare the result of what

“feels” like small shifts. This book is designed to offer a series of opportunities

for just that: small, incremental leaps of perception and craft that add up to

enhanced confidence, involvement in whatever you're playing, playing by ear,

concentration, listening, and perhaps most importantly, self-knowledge.

ix
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Classical players today work in a world that is vastly different from the world our
teacherslived in and prepared for. And our students will inhabit a musical world
thatisfar different than our own.

With the growing prevalence of sounds, instruments, and styles from the
world over,the tastes of contemporary listeners change quickly. Our students,
even the mostdiligent, are not immune from the listening habits of their peers
and are themselves deluged by a new world of music through games, radio,
television, and theInternet.

Music that may have inspired us to become musicians—music from the
noble pantheon of Western composers and beyond—is today simply one color
of the dazzling musical palette surrounding us.

While most responsible teachers have never promised even the most hard-
working students a challenge-free musical career,it's even more challenging
today. As the listening habits of audiences become increasingly varied and
continue to shift quickly with contemporary trends, musicians must become
more innovative and creative to expand their repertoires and stylistic abilities.

Even young students know this. They know the excitement they feel when
they hear a song from their favorite movie or video game. This is music that
defines their peer group, music that ushers them into a world of imagination.

This book was born from three core beliefs.First: Integrating the elements
of music through our instruments playfully will lead to a more versatile and
creative musician. Throughoutthis book, the student will be encouraged to
engage and participate with the material in his or her own way. The suggestions
regarding play-alongs can be part of a weekly assignment, or alternatively, can be
demonstrated and enjoyed in a lesson orclass with two or more participants...
including you.

Second: A player’s affection for any music will motivate him or her to
explore, learn, and develop. There is something to learn from any piece of
music, whether itis notated or not. Folk song, pop song, rock classic, video-
game theme—it’s all music, and if a studentlovesit, it’s good music. If you can
engage your students’ curiosity about music through their love for certain songs
or themes, you will be recognizing their tastes as valid, creating a bond and
possibly igniting a creative musical spark.

Thethird belief underlying this bookis that the best, and perhapsthe only
way, to motivate a studentis through modeling our love and curiosity about
music. There is power and importance in the relationship between a teacher
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and a student;the studentis learning far more than you're expressing in words.
Tha teacher's attitude, speech, thought process, mode of dress, and humor are
all being paidattention to in subtle ways. By rolling up your sleeves and working
out the creative challenges and suggestionsin this book with yourstudents, you
are demonstrating the working process of a creative musician. If you can do
so with humor, humility, patience, and respect, you are modeling some of the
virtues that are the marks of greatartists and craftspeople everywhere.

Classical music will never die, nor should it. The musical footprints of the
masters are, and forever will be, treasured and studied by thoughtful listeners
and musicians alike. Likewise, the many etudes and virtuoso pieces from the
classical literature are responsible for the incredible growth of instrumental
facility in the last century, and will be always revered and utilized.

Ashinted above, our role as contemporary players and creative musicians
is to use what we've cultivated to imbue new music and repertoire with

expressive beauty. With the rebirth of improvisation through blues, jazz, rock,

and many emerging world music styles, contemporary players have many more

opportunities to participate creatively. The player who is comfortable in these

settings will have more fun and more playing opportunities, generally, than one

who is not.
Players who dedicate their lives to performing written music will always

serve an important role in musical culture. The world needs and will support

musical specialists in many genres. These musicians can also benefit from the

creative application of the musical elements in this book. All players will notice

enhancements in their ear training, ensemble skills, rhythm, and harmonic

awareness, and will benefit from the increased confidence that comes with it.

xi





CHAPTER1
Your Voice

|

In order to play an orchestral instrument with beauty, we learn to evaluate the
sound we make, and we apply technique to improve or changeit.

When we hear music, we apply what we've learned about composers and
style to providea cultural context to what we're hearing. Memory supplies added
meaningto our listening experience.

When welift our instruments to make a sound, we are not alone. Also in
attendanceare teachers, role models, and audiences we've encountered or
imagined. We might consider these imaginary entities to represent our personal
standards of performance, but they can also be a source of distraction. At worst,
they can inject a kind of mental separation from the music we're playing—and
from ourfeelings. Our constant evaluating and judging can be like internal
chatter that becomes louder than the music we're playing.

This distracting inner monologue may be inevitable, and perhaps even
useful as we perfect our instrumental skills, but the critics need to be sent
offstage when we make music. They will need to learn to respect creativity and
the imperfections that may clotheit.

Some of those innervoices are the disparate characters we've encountered in
our lives—personalities we might associate with certain viewpoints, attitudes, or
moods. As we develop focusin our improvising, the relationships we’ve enjoyed
or endured throughout ourlives become a bank of experiences we can channel
into our musical role-playing. Sometimes bringing to mind the memory of one
of these characters can ignite a unique musical statement. They connect us to

something we feel.

Our sound, our music, is most effective when it grows out of a feeling. In

theater, this concept is known as “motivation,” connecting performanceto the

inner drive that yearns to speak out.



This chapteris about accessing and practicing that connection.

“The artist must summon all his energy, his sincerity, and the greatest modesty
in orderto shatter the old clichés that come so easily to hand while working,

which can suffocate the little flower that does not come, ever, the way one

expects.” —Henri Matisse

As musicians, we are taughtto aspire toward virtuosity. Since virtuosity and

virtue share the same Latin root, let's consider one ofthe virtues for a moment:

sincerity.
It's easy to tell when someone behaves in a way that’s true to their values,

feelings, thoughts, and desires. Sincerity can be described as a kind of freedom: a
freedom from deceit, hypocrisy, grandeur, and a host of other negative qualities.

The great American choreographer Martha Graham said, “Freedom to
a dancer means discipline. That is what technique is for—liberation.” We

musicians might conclude then that freedom—and sincerity—is something that
can be cultivated through practice.

A sound that is sincere can have a greater power of communication than
a sound thatis “correct.” And further, making a sincere sound, an expressive
sound, a sound that is authentic to you, is something that can be developed.
Starting right now.

Freedom also is a word often associated with expression, and this might be
our ultimate goal as musicians: acquiring the ability to use music to express our
emotional reactions to a wide variety of stimuli. For a musician, freedom has two
basic dimensions, both of which are lifelong pursuits:

1. Integrating musical technique, theory, and history, and
2. Directly sourcing the full range of inner emotions.

Musical trainingis full of the former—technique, theory and history—but
the connection to our emotionsis not talked about much. And, really, how can
you teach it? An expressive performance of a written composition can be studied
and imitated, but in improvisation sound, music, and emotional message are
completely connected. In fact, when you improvise, you are the music.

How do you get there?

“Trust yourself. You know morethan you think you do.”
—Benjamin Spock

Our actual voices are a good place to begin. Since we're cultivating our
instruments to be our voices, let's remember that the humanvoiceis the first
instrument.

}

The ways we shape our vowels, the manners in which our language and life
experiences have refined the muscles in our throats, how we hold tension, our
habits of breathing—all these affect the sounds we make when we speak and
sing. We have worked our entire lives on our vocal sounds, and theyreflect our
experiences, memories, confidence, ambition, and focus. The voiceis a sonic
snapshot of who we are, and it is a direct conduit to our emotions.

CHAPTER ¢



—Your Voice

It takes noeffort, practice,
. ;

or planning to express a spontaneous outburst of
Joy or pain, and that electric,
: .

reflexive response is something to notice and value
in eve i irydaylife. Take that impulse and channelit into abstract sound, take that
response and make it into music. Then, take that feeling and tell a story about it.

Theability to convey drama begins with a senseof storytelling in our music,
something you've probably noticed when reading to a child, delivering an oral
report, or addressing an audience. The rise and fall of your voice is directly
related to the ebb and flow of music. The use of dramatic pauses, dynamics,
sound color, pacing, and articulation are all devices of good storytelling and
good music.

You can start “playing” with these powerful musical elements, these musical
art supplies. Make some unaccompanied solo improvisationsin the safety and
privacy ofyour own home.Private practice is where musical voices are born and
developed. Here there is no external pressure, no conductor, no teacher. There
is only an abundance of a musician’s most precious commodity: silence.

In Zen and theArtofArchery, Eugen Herrigel describes beautifully the moment
an archerreleases the arrow. The archer develops strength to maintain tension
on the drawstring, holding the tension while breathing steadily and achieving
focus. When dictated by an inner prompt, the archer releases the arrow. Hitting
the targetis not the aim; the aim is to locate and honorthe impulse to release

the bow.
The master Japanese calligrapher kneels before a parchment on thefloor,

his brush at his side. He contemplates the empty paper before him, visualizing

the image he will create and patiently waiting for the impulse to createit. In one

fluid motion, he takes hold ofthe brush, wets it with ink, and creates the image.

Thecalligraphyis a performance. The image is a record ofthis performance and

of the evolving relationship of the artist to his craft, but is not the point of the

craft. The pointis to become one with the image, to dissolve any separation

between the artist and the art.

Birds seem to express their freedom byflight; the open sky is their parchment.

Dancers express their relationship to gravity by their motion; space is their

parchment.
Silence is

:

with an infinite variety of dynamic inflections and shadings. Our music speaks

and resonates with listeners who feel they are being addressed personally.

At its essence, music is simply vibrating air. We have a wide THige of

instruments that color those vibrations, some that specialize inlow frequencies;

others in high, As we begin to create our own vibrating air patterns, let's explore

visualizing some shapes and responding to an inner prompt.

As we progress to longer improvisations, it won't be necessary to imagine the

ompleted shape of your sound-drawings butratherto focus on breathing, and
c
honing in on one of the myriad musical launching pads inside yourself.

onil

our parchment. We create shapes, textures, and colors on silence
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ACTIVITIES

Here are some simple suggestions for beginning to experience your “voice” in a
new way. These suggestions may help you to redefine your daily practice. What
you might have once considered diversions, or wasting time, you can now think
of as creative study or a kind of sonic journal-keeping, a time in your day when
your emotional response to yourreal life is allowed its say.

Before you begin, though, a few notes:

1. Your musical utterances need not be profound. There is no need to
compare their quality to any music you've known.

2. Your improvisations need not be impressive technically. In fact,at times,
instrumental dexterity can conceal rather than express.

3. Your improvs need not be a certain length, conform to any form,be in a
key, or be in tune.

4. Spontaneity can feel uncontrolled, but that’s okay. Creativity can come
with imperfection. Any mental chatter about “good” or “bad”is irrelevant
to the music you are making. Notice your inclination to evaluate or judge
yourself and re-enter the realm of music repeatedly. This is a major
aspect of yourpractice.

5. Your voice—your actual singing voice—is yourfirst instrument. Singing
is our most direct route to our music and our emotions. The voice is our
very model of expression, and we have muchto learn from it, and from
singers. It is essential that singing be a part ofyour daily creativelife, and
the suggestions below reflect that.

6. The sole criterion forthe success of your improvisation is thatit's yours.
You createdit.

The followingactivities are intended to be recorded. Listening back to your
music is integral to your self-discovery. You will recognize moments, passages,
or entire improvisations that have a quality that feels true to you. Pay attention
to that recognition! You may be encountering your sincere musical presencefor
the first time. You are meeting your inner sound-shaper that knows you better
than you know yourself, and who speaksin the language of music.

My first such encounter was in a hugecathedral, St. John the Divine in New
York. I had the opportunity to record some improvised cello solos in that vast
space. Even now, many yearslater,I recall the sound of my cello rising up into
the vaults. I felt I was listening to it more than playingit.

The value of an acoustically reverberant space in which to improvise,
especially atfirst, is that it helps you to focus on the soundin the room instead
of on your technique.If possible, try to find an inspiring place to improvise—
somewhere outside your usual practice spaces. Find alocation that awakens your
imagination,either in the atmosphere of the place or the acoustics. Churches,
chapels, halls... there are as many possibilities as there are places. Or justlightacandle and send a message to yourself that you're trying something new.



A note for those who may be new to recording: Take somesimple steps to be
sur y ie you're making a pleasant-sounding recording of yourself. Experiment with
the plasament of your microphone or device so that when you listen back, you
can enjoy what you hear,

Suggested activities:
1. Improvise a series of short, unrelated solo voice and instrumental pieces.

Think of them as abstract mobiles in a contemporary artgallery,or pieces
of a mosaic that you'll put togetherlater, or a group of voicemails that

you're leavingfora variety of your acquaintances, or a bunch of opening
lines you'd try at a cocktail party, or sonic Halloween costumes.

Create short vocal and instrumental improvisations responding to

scenarios or specific emotions: a train, breeze through the woods,

foreboding, newborn child or animal, specific color, intimacy, regret,

ambition, arrogance, fire, water, view from a mountaintop, anger,

yearning.
Make a series offive vocal pieces and five instrumental pieces, each

representing a musical element:

a. Melody
b. Rhythm
c. Harmony
d. Sound Color

e. Texture
Create a vocal improvisation leaving long spaces between your phrases.

Then play along with your recording, filling in the spaces, responding to

yourearlier calls by imitating them or answering them.

Experiment with singing along in unison with yourplaying. Blend your

voice and all its instinctive dynamics and phrasing with your instrument.

Use this voice/instrument sound to explore familiar melodies, too, and

continue to develop and utilize your voice in your practice.
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Responding Reflexively

While playing solo is an important way to connect with your sound, phrasing,
and instincts, the art of improvisation is made easier when playing in a group.
In a group setting, just like getting together with friends, your spontaneity is

triggered by immediate and changing stimuli.
Imagine walking through an orchard at harvest time. Everywhere you look,

there is something fresh and appetizing! You wander through and pick delicious
fruit with both hands; you're surrounded by generosity. You can’t help feeling a
sense of wellbeing, of abundance, in such an environment.

In a group offriends or musical colleagues lies an abundance of wit,irony,
sarcasm,stories, and insight that makes shared time pass quickly and prompts
memories, stories, observations, and responses from you that may be surprising.
Such gatherings are important, first, because they're fun. But they also help us
to learn more about our friends and to integrate our own life experiencesin the
process.

Similarly, in a musical setting, your responses to unexpected offerings from
fellow players maysurprise you, but they will be consistent with the experiences
in music you've had. For example, if a sax player rips a blazing bebop lick at
you, your response will differ according to who you are as a musician. If you're
a classical player, you might just stare at him with outrage! Or perhapslet fly a
devilish passage from Paganini. Or maybe you'll improvise an abstract equivalent
of a primal scream on your instrument, a double fortissimo glissando followed
bythe loudest staccato notes you've ever played.

If you're fortunate enough to be playing with someone with whom you
have some shared musical history, you maystill be surprised by an audacious
opening salvo, but you may find that you have a shared vocabulary that allows
you to respond in the same musical language.

The musical language we speak has everything to do with who we are, what
we listen to, and, of course, how we practice. This is an obvious point, butit
has some wonderful ramifications that will be repeated throughoutthis book,
namely: We get to choose whatkind of musicians we are. And we get to choose
whatkind of musicians we will become.
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Another dimensionto this discussion, one often mentioned in the context
of philosophy or spirituality,is the quality of presence you bring to your music

making. This was hinted atin the previous chapter when describing the kind of

mental chatter that can distract us with judgmental thoughts. But as we begin to

let go ofthis critical mindset,there can be fascinating and fruitful levels of self-

consciousness to explore.
The great jazz pianist and teacher Kenny Werner refers to playing from his

best source as playing from “the zone.” He says he would ratherplay from the

zone than play welll That is a comment that reflects true respect for the music

inside, and instantly quells a multitude of critics with a simple and profound

truth: This music is my story. This is my life. This is who I am.

4ife is like music; it must be composed by ear, feeling, and instinct, not by rule.”
—Samuel Butler

As you go deeperinto the source of your music, the connection is not always

completely unfettered. There are
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racticed certain breathing techniques can tell you that simply counting your
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attaching a wealth of associations to something you hear, listen for the newness

ofit, with the realization thatit could branch into mystery at any moment. There

could be an importantclue in each musical scene you encounter, no matter how

familiar.
This also can be practiced away from instruments and music. When you

find yourself alone—walking, jogging, waiting in line—practice listening. It is

practicing being in the moment, and the momentis where miracles happen.

“Value judgments are destructive to our proper business, which is curiosity
and awareness.”
—John Cage, quoted in Richard Kostelanetz's Conversing with Cage (1988)

The exercises forthis chapter include responding to environmental sound
triggers. Some of these triggers might be reflexive. You'll find yourself responding
as if a circuit was suddenly completed. That's what we're going for.

Again, record everything. Ideally, you can create loops of yourfavorite sound
triggers and record your musical responses.

You could also justsit and wait, like the master calligrapher, for the impulse
to play.

Or you could respond to the sounds of your immediate environment: the
breeze, the hum of your refrigerator, the drips from a leaky faucet,a car going by,
mice, ants... Every sound means something to you. Listen, respond, and listen
to your response.

Environmental sound triggers in recorded form can be found from a number
of sources, or created yourself. To start you off, on the CD, you'll hear a cello/
piano piece that was a free improvisation with pianist Paul Halley, transcribed
and re-recorded with pianist Tim Ray (track 1), plus we've provided three
“environments” you can play and sing along with (tracks 2 to 4).

CHAPTER |
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RECORD EVERYTHING |

If possible, record everything. You never know when you'll improvise

something you'll want to capture. When you do, notate it and file it

in a journal that you keep just for this purpose. This journal will be a
record of your discoveries. It also will send a message to your inner
musician that you value what it has to say, and that you are there to

nourish it and pay attention to it.

The personal recorderis an invaluable tool for creative musicians. |

out a mirror! Even though we can hear

ourselves as we play, listening to our recordings yields a completely

different perspective, and brings a host of details to awareness. Even

more effective is waiting a day or longer to listen; “getting some

distance” will gain you a certain remove from the improv, helping you

to hearit more clearly for what it is-
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CHAPTER 3

Rhythmic Accomp

Thus far, we've been emphasizingthe intuitive side of playing: finding “the zone.”
We will be returningto that consistently, but now it’s time to begin looking at
some elements of musical craft and applying them creatively.

Children love art supplies. When they are first introduced to wonderful
things like watercolors, clay, brushes, glitter, markers, and finger paints, they
explore them with all their senses. Of course, they are stimulated by the colors,
but just as much by the touch, smell, and even taste of them! It is nothing less
than a full-body experience—a total immersion into the multi-sensory realm of
art. Children’s art is not necessarily confined to the paper in front of them. It
becomes part of their clothing and their environment (on the walls!), and,if you
dare to come close, theirartistic creation will be all over you, too!

As you play with the elements of music as presented in this book, you will
always be invited and expectedto discover the sensation of each element in your
own way. I will suggest somestarting points, but there is no single correct way to
integrate this learning. Your way will be the best.

Any suggestion regarding the linear sequence of thingsis just that: a
suggestion. In the important work of cultivating creativity, the natural affection
and allure youfeel toward something—or the smallest aspect of something—is
far more significant than following a step-by-step manual. Yoursincere curiosity
will ultimately be your passport to becoming a creative and one-of-a-kind
musician.

I've beentalking primarily about your solo “voice,” but playing solos is
only one part of the universe of music-making. Mostof the time, you will be
accompanying, and thereis great pleasure to be found in that.

Forthe purposesof developing personal creative practice time, it will be great
fun and great learning to make your own play-along recordings. Let’s consider a
few options andtips regarding accompanying, or “comping.”

In the world of accompanying, there are enormous variations, but the
characteristic that is of interest in this context, generally, is the single-line
comping approach. Theidea is to look for ways to play several musical roles
simultaneously and simply.

anying
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Let’t's look at a few generic examples:

Fig. 3.1. Root to 5th

Here we have the classic bass move, the rootof the chord to the 5th of the

chord. The chord is a D chord; you can’t tell if it's major or minor from this part
since there’s no 3rd. This move has lasted centuries because of its simplicity

and effectiveness. It does two things perfectly: establishes the tonal center and

defines the meter and tempo. Bass parts likethis are the very heart of much

music of the classical period, as well as polka, bluegrass, pop, and a wide range

of other genresof great music. (For an introduction to chords, see chapter 8.)

| SUGGESTION:
|

|
| PRACTICING ROOT-TO-5TH MOTION

| Select a meter at random (2/4, 3/4, 414, 6/8, 9/8, 5/8, 11/8) and define

| it with a root-to-5th motion. The body tends to feel the root on the

downbeatof the bar, so use the 5th to vary the tonal center and act

| as an upbeat. You can play the same root-to-5th over and over—call

it minimalism! Or, you can move it up by a half step or any other
|

interval, keeping the root-to-5th motion.
|

—1

go down a 4th from the root, and thatis the 5th of the
Remember, you can

chord,too (a 4th plus a 5th = one octave), so use different octaves for contrast.

Fig. 3.2. Root-to-5th in Different Octaves

onythmic pattern and meter you like, find a tune in a

Once you have a
and follow the chord symbols using just the root and

, a
gbook or fake boO keeping the notated chord durationsa 1, Don't worry about

5th of each chor!
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(harmonic rhythm) accurate at first; just get used to thinking like a good, honest,

utility bass player. If you like the chord progression or the tune as a whole, you

can then work on reflecting the form of the tune including proper harmonic

rhythm. Here's a tune in E minor,for instance:

Falling Leaves

AT D7
. GMa? CMaj7

F#-7bs B7 E-

Fig. 3.3. “Falling Leaves”

When making your root-to-5th bass line for the F~755, remember that its 5th
is flatted to remain in the key.

If, in the process of studying the tune, you find one chord change that speaks
to you, play with that. Isolate the passage that you like,try transposing it to a key
that feels great to you,alternate the two keys, and try it with four bars on each
chord so you can really get inside each chord.

Here are some root-to-5th examples in a few different meters. You'll notice
some variation in rhythm. By altering the rhythm in the second barofa pattern,
a 2-bar phrase is created. You tend to hear a longer pattern, a great way to add
listenability and a sense of expansiveness. You can also place an alteration after
four barsto further help the listener keep track of the 4-,8-, and 16-bar divisions.

Fig. 3.4. Rootto 5th in Different Meters

Byall means, discard these as soon as possible in favor of your own designs,
or use them as templates to personalize to your own tastes and inclinations.
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Let's look ;at some other single-line accompanying ideas.

ALBERTI BASS
Thisisaleft-h :

Mozart relieooea patternwidelyused in music from theclassical period.

parts. Here
eavily On it in his keyboard music and in other accompaniment

- Here's a typical example from a piano sonata by Clementi:TTTeBy a — —
Fig. 3.5. Alberti Bass, Muzio Clementi Sonatina Op. 36, No. 3, Movement 2, “Un poco Adagio”

As you can see,this pattern also plays several roles: It defines the tempo/
rhythmic feel and the harmony. In this example, thefirst and second bars outline

a G major triad, bar 3 moves to a D chord using somenice voice leading, and goes

back to G majorin bar 4. While the Alberti bassis defined by a specific contour—

low, high, middle, high—there are countless ways to alterit harmonically and

rhythmically. Here are a few examples:

p/Fk

Fig. 3.6. Variations of Alberti Bass

REPEATED NOTES

This is another comping devicel associate with music of the classical era—simply
is i ) )

ting the bass note as eighth notes throughout the measure. While a very
repeat]

i evice, this very effec
icl= e this technique with some syncopated rhythmic accents and rests,

you combin
your music add excitement, participate harmonically, and apply

f styles, tempos, and feels.

tively adds a sense of momentum,even urgency. If

you can propel
it to a limitless variety ©

= >

Fig. 3.7. Repeated-Note Comping
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Asteady stream of repeated notes can also be very effective, playing the eighth

or sixteenth notes of each pulse, but radically inflecting the dynamic to accent

or de-accentuate (“ghost”) certain notes. This technique emulates a quality of

guitar strumming andis a very effective wayto really integrate your instrument's
involvement in the rhythm, while adding color, groove, and variation to the
pulse.

> > > > > > > > > > > > > > > >
Fig. 3.8. “Strumming”

ARPEGGIATING

We're all taught to value the arpeggio as a technical exercise. Applying arpeggios
to music creatively is a lot of fun and a very useful way to gain intimacy with
chords and chord progressions.

For the purposes of accompanying,it is effective to break up the arpeggios,
changing the orderofthe chord tones, using inversions, and adding rests. But
please do not forget: A good accompaniment always serves the melody and the
soloist. Simplify whenever possible.

Effective arpeggiated accompaniments can be created for non-tonal settings,
too, and these can set the stage for colorful, interesting, surprising, and liberating
improvised melodies. Selectpitches at random, placing them with a free-flowing
sense of rhythm, and add somerests for phrasing.

J=60

b

Fig. 3.9. Random Arpeggiating Ideas
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You maynotice the %

your accompaniments ag Of rests in the preceding examples. Adding space 10
Often. the best way to support a melody or soloist. As webegin to im :Provise accompany;Paniments with other players, the rests become evenmore important as a .Way of sharing the space (and we'll study this in detail when

we explore hocketin; :

x

g later in this book). While this ji

discussion on the subject oftaste on ps this issue could easily spark a lively

simplicity,
it can safely be said that subtlety,

and invention are en i i

Perhaps it's helpful to os erally the ideals of an effective accompaniment.
a ;

STE fo ’

gine your accompaniments as stage sets, outdoor

ME oe oo clothing. A visual image may spark your creativity: bees
s g firewood, dolphinsarcing thr i i

3 oughi g gh the air, New York City at

Imagine your favorite place in the woods. Think of the different leaves, rocks,

plants. Do you hear water flowing? You can take one tiny detail—a texture,
shape, or color—and explore it, or you can make your accompaniment like a
walk through the woods, a continually evolving sensory experience.

“Music and rhythm find their way into the secret places of the soul.”
—Plato

When thinking about applying rhythm to accompaniments, one can’t help

but consider the drum set as a model. Drums and percussion instruments are

pitched in various registers to fill in the sonic spectrum as needed with whatever

instrumentation they're supporting. The bass drum can reinforce, or even

substitute for, a bass line; the toms can be tuned to a variety of mid-register

pitches; the snare is usually pitched in the mid-treble clef; and the cymbals

activate very high harmonics.

When we simulate the drum seton

is to articulate. A clear attack to the note removes

in the rhythm.
Second, keep in mind that drums don’t sustain. In fact, drum notes decay

immediately, though not uniformly. You will want to mimic this effect to some

our instruments, the first order of business

any ambiguity as to its place

degree.
A third consideration: To avoi

his is a guiding principle of orchestration and

melody, seek a distinct register. TI

important consideration for composers, arrangers, and
oint, and an 1

eaunielp
alike. Keep t the parts out of each others’ way.

improvisers i
; :

Keeping these three considerations

the percussive sounds thatcan be mize
d that doesn’t harm your instrumen

:

ntrolled? Is it a pleasin
ntly with short notes throughout your

nbe combined flues

Lu will be creating an original and creative approach to

d pitching your notes in the same rangeas the

he motion of
in mind, explore your instrument to find

d to keep a groove. Use your imagination.

t—orthe person next to youl—

g or interesting sound? If the

or
Bartok pizzicato, tapping on the

chnigques including “the chop”

and a wide range of rhythmic bow te



are colorful ways to emulate percussion. But thanks to contemporary classical

music, a wealth of new instrumental techniques, textures, and colors have been
explored and introduced in the past hundred orso years for mostall symphonic
instruments. And, of course, much can be learned from the pioneering efforts
of the great bluegrass, Celtic, and jazz players, various renegadecellists, online
tutorials, instructional DVDs... thelist is seemingly endless.

As you begin to conceive of your instrument as a rhythmic tool, you can
regard all the rhythmic music you've ever enjoyed as possible starting points
for your further exploration. Over the years, you've mostlikely been exposed
to huge doses of popular music over the radio, in restaurants and clubs, and in
public places. Much of that music has been made by producers, writers, and
players who have been influenced by music that is propelled by an enormous
variety of rhythmic influences from around the planet—jazz, blues, Afro-Cuban,
Brazilian,folk....

Perhaps the music you've studied the most has rhythmic influences drawn
primarily from European folk traditions. Nevertheless, growing up on Earth,
you've heard a lot of rock and pop no matter where you live. Whetheror not
you've loved all the music you've been exposed to, it's still a part of you. And
perhaps you've been drawn to a great groove but didn’t totally resonate with the
piece or the musical message of the piece. Now it’s time to take what you love
from the world of rhythm and makeit into something that worksfor you.

The next time you encounter a piece of recorded music that makes youwant to move (dance/wiggle/tap your foot), see ifyou can distill the groove to a
rhythm you can emulate with yourvoice. You don’t have to be a beatboxer to use
a variety of consonants and guttural noises to good rhythmic effect. Once you've
got it, see if you can analyze where the accents happen,notateif necessary, then
see how close you can get with your instrument.

Remember, you don’t necessarily need to be playing the song that inspiredthe rhythm, you're just finding the groove on your instrument. There is no limit
to the possibilities of creating new adaptations of great rhythmic drive from the
big world of music.

The notion of distilling the rhythmic personality of a piece to a kind of single-line entity is similar to the idea of clave from African-influenced music. Clave,
translated as “key,” has been compared to an architectural keystone, sinceitholds the rhythmic aspect of a piece together. There are different claves for
different rhythmic feels, and they're all well-worth studying on our instruments.
Below are two that may serve as templates to get your rhythmic imagination
kick-started.

Here's the son clave, the key rhythm of the Cuban musical style son.

Three-Side Two-Side

Fig. 3.10. Son Clave
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art ;Bemye balanced by the strong beatsatthe end,a great balance of

:

clear pulse. But if you find yourself having to tap your foottomake your intention clear to yourself or your musical partners, it may not be the
perfect opening rhythmic invitation to an improvisation.

Here's another wonderful thythm that is sometimesreferred to as clave. It's
probably more accurately described as a “bell pattern,”sinceit's often played by
a two-toned bell-like Brazilian percussion instrument called the agogo.

17
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Fig. 3.11. Standard Bell Pattern

If you can internalize the above rhythms, you will find a world of internal

swing and accents evolving in your body, instrument, and imagination. They

are mentioned only briefly here. However, each could be the subject of a book

unto themselves.

| KEEPING A STEADY BEAT

saying that being able to keep a steady beat is

essential. If your sense of rhythm is weak, however, take note: Good

rhythm is a trait that can be developed and strengthened, no matter

what your level of proficiency. You decide what kind of musician you

wantto be. Your passion and commitment will take you where you

want to go.

It goes without
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It's obvious that one mark of a good musician is solid rhythm. To improve

your rhythmic skill and awareness in a general way, it’s helpful to synchronize

your sense ofthe pulse with an outside source: a metronome, drum loop, ticking
clock.... Practice playing eighth and sixteenth notes with it in short phrases
separated by a bar of rest.

>
Fig. 3.12. Metronome Practice |

In figure 3.12,the accent is on the offbeats. If that’s too difficult, you might try
accenting the first of each sixteenth group. If the offbeat is too easy, try accenting
the second or fourth sixteenth of each beat. The bar of restis there to help you
practice starting a steady stream ofsixteenths from a stop.

A goal could beto playfifteen to twenty revolutions ofthis exercise without
fatigue corrupting the flow of sixteenths. To keep challenging yourself, increase
the number of bars of rhythm before the bar ofrest, and continue to raise the
metronome marking.

This exercise is a great way to practice the “strumming” idea presented earlier.
De-emphasize the non-accented notes to simply keep the internal “clock” of the
music.

Carrey
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Here are some fur itherideas for Practicing with a metronome.

Fig. 3.13. Metronome Practice 2

Once you're comfortable playing the above on a repeated pitch,try playing

scales or melodies using these rhythms.
ould be enjoyable to listen to even without a melody

An accompaniment sh
laying along with your accompaniment, and

or soloist. But next, you will be p

there, its true worth will become apparent.



20 |

| CHAPTER 4

Melodic Play:

By now, you've improvised a few different solos, created some accompaniments,
and recorded yourself improvising along with them.

When listening back to your solos, have you experienced the feeling of
wanting to make an adjustment to your performance, wanting to change a note,
or had an entirely different idea? These are yourcreative urges, and they deserve
your attention and respect. Give them full rein whenever possible!

One ofthetell-tale marks of a new improviseris the tendency to overplay, to
play constantly. A solo or melody needs to acknowledgeits surroundings, needs
to breathe. Coming on too strong can be alienating for the listener and for your
bandmates, particularly if you have limited tools with which to develop yourmusical statement. Holding the spotlight with nowhere to go? This is not where
you want to be.

Pacing is key, and effective pacing involves two essential components.Mindfulness about the accompanimentis essential so that you can phrase
your improvised commentary in a way that can integrate whatis being playedaround you. Second, innovation will help you develop new ways to relate to 4-,
8-, 16-bar—or longer—phrases and/or sections of the piece you're playing.

The first elementis obvious, and you may have already noticed it in yourimprovised responsesto your self-created accompaniments. Playing the roles
of accompanist and soloist is a great way to value both. There are elements tothe accompaniment that are well worth taking note of: tempo, rhythm, and
harmony, obviously, but within those, there will be changing elements—accents,
chord extensions or alterations, melodic snippets—that you can respond to
spontaneously and integrate into your solo. This process can be called “organic”because the solo will feel connected to the organism of the music, and theensemble as a whole.

Let's return to the analogy of the storyteller. You begin your story, your solo,by introducing your character. Your characteris at homein its environment, ormaybeit's visiting an interesting destination,or it’s in a dangeroussituation.

PacingandPolyrhythm
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++» Wait. Experiment with waiting for
arrow. Remember, it's not about you, it’s the
to get fully aligned with it.Breathe.

I'll say that again: Breathe.
Performance can feel like a joyoussharing, and sometimesit can feel like ahigh-stresssituation. It’s counter-intuitive yet true that,in dealing with stress, wetend to hold our breath.Just when we need complete,

finest abilities,
unfettered access to our

our system shuts down its intake of oxygen. When this happens,
the flow of blood to our brain is slowed, and a million (or so) flashingred lights
go crazy in the central nervous system, up and down the spine. This anxiety, this
internal hyper-alert, jeopardizes our connection to anything but the fight-or-
flight adrenaline rush left over from our tribal forebears. Thisfeeling has its place
in music, but is not necessarily where you want all your music to emanate from.

Breathing is the antidote to anxiety. One yoga teacher said, “Anxiety is

excitement, but without the breathing.” Whether you want to exude calm or
excitement, breathing is essential.

So, go ahead and experiment with taking full breaths, adding substantial

pauses in your solos. You'll probably be amazed, listening back, at how natural

this soundsto the listener.
The space around your melodic play is essential to defining the shape and

content ofyour statement. The spaceis just as important as the playitself. As

your solo progresses, you may find that the spaces become compressed. They

sappear as you build toward a climax. Even byits absence, space is
dimay even red like all other musical

a powerful contributor to music and should be maste:

elements.
The second dimension of pacin,

i ofthe phrase. ) .in te cone hear musicin blocks of2-4 8-,12-, or 16-bar sections, depending
e ten i To keep the listener's attention,it’s

i ture of the piece.
on the harmonic struc

mfortable in placing your melodic contributions in various parts
useful to be comio

mole, yought notice that your solos always begin on the

Beppe EE opi to playina kind of “sing-song” phrasing cadence.
or that you

use, but it’s useful to expand your awareness of phrasing
That's not wrong, of Course

ions.
ide range of option: . gisngldi templates. AS with everything else in this book, use

Here are SOME pP i i
ing

your own. You ¢

s suggestions Of starting points ora vl annam & metronome, bUtyol gygdosm Mt pay along with
. withapractice these

gis varying the placement ofyour improvising

downbeat,

21
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i achine—one of your own accompaniments: a drum loop, a CD, your washing m:

whatever you find enjoyable.
In these examples, the slashes indicate where to play and how long to play.

The rests are, well, rests. These are 4-bar phrases. Get enlottabls with them
oneat a time, then combine them to make longer phrases. This will allow you to

vary your melodic pacing over the course of a long section.
Eventually, you will create spontaneous versions of your own as you explore

how to adorn a phrase melodically and rhythmically.

Fig. 4.1. Pacing Examples

You can also think about your solos as a way of participating with andcontributing to the groove of the piece. Forthis, focusing on the “feel” of the
groove will help you determine whether to play long notes or note lengths thatyouhear around you using elements ofpacing that have already been mentioned.Try playing eighth-note, quarter-note, and half-note triplets using the pacingtemplates above. These are polyrhythms, and now you're ready to look more atthe treasures that the world of polyrhythm holds.

CHAPTER
|

’



Melodic play: Pacing and Polyrhythm

POLYRHYTHMS

niey the great fund ofinternal accents they provide can be
companist,soloist, and listener alike. Polyrhythm can be

defined as a simultaneous occurrence of multiple rhythms. Triplets are one
REAIDIE, but subdividing the pulse in multiple ways will bring a host of other

prvslbiiidee; Thestudy of polyrhythm will offer a new menu of accenting options
into your improvising, bringing fresh, unpredictable accents, rhythmic tension
and release, and enhanced comfort in relating to a pulse.

A great example of polyrhythm can be found in dividing the eighth notes in
abar of 3/4. Everyone knows that 3x2 = 2x3 right?p= p—SEE a> VIN

Fig. 4.2. Bars of 3: 3x2 = 2x3

Here, we've taken the samesix notes and, with our accent, divided them two

ways: bar 1 is three groups of two notes; bar 2 is two groups of three notes. If

other musical voices—bass, drums, etc.—are stressing the quarter-note motion

of 3/4, then playing the grouping in bar2 stresses the dotted-quarter motion.

Another way to think ofthis is as playing 6/8 against 3/4—the same eighth

note, just divided differently. The result ofthis simultaneous juxtaposition of

meters is polyrhythm, and there is tremendous energy to be found in exploring

the kind of rhythmic tension and propulsion it creates.

To gain comfort with the example above, essentially playing two against

three, practice the following exercise with a metronome until it feels natural.

_ _ a _ > = > > =
1

=a = =
> > a > STN 7N= = Eerie= Sere
es Ee Ee Ea

Fig. 4.3. Two-against-Three Exercise
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Figure 4.3 is in Aeolian mode, natural minor, but the last measure arpeggiates
a dominant chord to modulate. Using this template, you can continue this
exercise through twelve keys.

Tofurther explore the concept of polyrhythm using two against three,it’s
important to note that there are two other options for placing the accents
against the quarter-note motion of the 3/4. We can also begin the pattern of
3-note grouping on the second eighth of the bar, or on beat 2.

Let’s alter the previous example slightly to shift the accents over one
eighth note.

~ iE.
Fig. 4.4. Two against Three: “First Inversion”

And then shift it over one more eighth forthe third variation.

EN EaLEoon =

Fig. 4.5. Two against Three: “Second Inversion”

amraacon USUI0

etc.

etc.
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Welodic Play: Pacing and Polyrhythm

Here'sa little exercise to further integrate these concepts:

= =>

Fig. 4.6. Two-against-Three Exercise

We like beginni i i i alkin,J ginning with 3/4 time since we're talking aboutsix notes, but of

on wo
can use two against three in any meter, either within the bar or over

e bar line. Here's an exercise to i i

practice changing meters while playi

against three:
poet?

> >

Fig. 4.7. Two against Three in 4/4 and 3/4

Again, thefifth bar modulates up a fourth, so you can continue this pattern

through all keys, changing octaves when you like.

FOUR AGAINST THREE

per,let's also examine four against three.
Going a bit dee

4 time, a bar containing three quarter notes.
We'll again examine a bar of 3/

Each quarter note is made up of four sixteenths, so the bar contains twelve

sixteenth notes—three grou

incredibly fertile rhythmically, since

feature two groups of six sixteenth notes,

note value), four groups of three, or six groups of two. Each group can start in

different parts of the measure.

To demonstrate, let’s look at my favorite of these: four groups of three

sixteenth notes. I call these
into groups of three.

ps of four sixteenth notes. The number twelve is

it's divisible by 2, 3, 4, and 6. You could

three groups offour sixteenths (quarter-

«threes.” They're not triplets, but subdivisions of the

sixteenth notes
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i he dominant
Here's a bar ofsixteenth notes in 3/4 time. The beams show tl

S.
— three groups offoursixteenth notes—and the accents show the three:

rtant and satisfying to feel the threes in the context of the quarter-note
mete
It’s impo!

pulse.

> oe = =
Fig. 4.8. Sixteenths in 3/4

One simple wayto integratethisis to play a 3-note descending scale pattern
and repeat it four times in each bar starting on the downbeat. Using a metronome
or loop in 3/4 time, play a measure, then rest a measure:

Fig. 4.9. Three-Note Patterns

The accented notes are spaced evenly throughout the bar and create a
secondary pulse. (You might feel it like a kind of 12/16, a beat made up of four
groups of threes.)

You'll notice that the downbeatof the bar is shared by the threes and the
quarter note.It's the only quarter beat that the pattern of threes begins on.

Looking a bit closer, we notice a couple of other details. The four groups of
three each begin on a differentsixteenth: thefirst group on the first sixteenth,
the second group on the fourth, the third group on the third, and the fourth
group on the second. Each sixteenth note of the quarter- note pulse is featured:
1—4—3—2.

Within this, there is a secondary pattern: The first and third groupsfall onstrong beats; thefirst accented note is right on the beat, and the third is on the“and.” The alternating groups are syncopated, falling on weak beats. Play it a fewtimes with this in mind. You can imagine it in any of the many, many polarities:strong/weak, male/female, sun/moon, light/dark, down/up, whatever. Justmake it your own with mindful repetition.
If you sustain the accented notes, thefirst note

looks like this:

4 -—

FC
——

Fig. 4.10. 4 against 3

of each group, the notation

og)——
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ic play: Pacing and Polyrhythm

quarter-note beat of
sixteenths, are cachoe see that this new pulse, the four groups ofthree

0a i

dotted eighth).
dotted eighth note (three sixteenths equals a

Ifyou consider this to be beautiful and satisfyingit. It's really effective to ipractice this wi

ing,
with a clock (my

take some time to integrate

diving with winded :
Riifihemd of some kind, ords wipers, listening to a steady drip—any

ation to try out your threes.a you've gained comfort with the basic four against three, you can
appreciate thefact that the groupsof three don’t have to begin on the downbeat.
You can begin the threes on the second or the third sixteenth of the bar and
continue the pattern across bar lines:

> => > >
Fig. 4.11. 4 against 3, Starting on Second Sixteenth

While thefirst pattern we looked at began on the downbeat and shared that

accent with the quarter pulse, this inversion, beginning on the second sixteenth,

shares the second quarter beat. Now the secondary pattern, alternating strong

and syncopated accents, begins with a syncopated or “weak” accent.

If you sustain this inversion ofthe 4 against 3, it lookslike this:

> = >

Fig. 4.12. 4 against 3, Second Sixteenth

ne other inversion of the four against three in 3/4 time, beginning
first beat, the third sixteenth. ThisThere's 0

enthlater on the “and” of the
third quarter beat:one sixte

inversion shares an accent with the

=
d Sixteenth

Ed

Fig. 4.13.4 against 3, Thir

ke this:
u sustain it, it looks 1i

And if yo

= >= ad =
= =>

=

Fig. 4.14. 4 against 3, Third sixteenth Sustained

ig. 4.14.

27
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Here's a simple way to try out your growing comfort with fot against three.

Take a familiar tune in a duple meter (2 or 4) that movesin eighths or quarters,

and try itin 3/4:

Fig. 4.15. “Twinkie, Twinkle Little Star”

Okay, that’s silly. But you can hearthat the rhythmic tension between the
melody moving in dotted eighths and the groove moving in quarters give some
new energy to the tune.

Here's “Veni, Veni Emanuel,” a Gregorian chant, butin a polyrhythmic,four
against three setting:

Fig. 4.16. “Veni, Veni Emanuel”

Using threes is not confined to 3/4, of course. Any meter will work and theresults will differ accordingly. There are some common applications we can lookat in duple meters. Here again is the son clave we looked at in chapter 3:

Three-Side Two-Side

Fig. 4.17. Son Clave



[~~ odic Play: Pacing and Polyrhythm[pet Pr oc0Fl i:

In this fam
createsasi

ous clave, thefirst bar containsthe threes while the second bar
52 simpler subdivision to ground the rhythmic tension of thefirst.Here’ j

R

! oi a rhythm in 4/4 using threes that’s so ubiquitous in rock and pop
music, It's practically a pop clave:

> >
Fig. 4.18. Pop Cliché

In this example, the orbit ofthe dotted eighth note continues through three
beats, a perfect fouragainst three,then the fourth beatis grounded by two even
eighths that serve as a pickup to the downbeat.

Using threes in 4/4 timeis fun when you continue the threes across the bar
line.If you do so, each bar has different accents until you reach bar 4 when the
pattern will begin again,a 3-bar pattern of threes.

> = > > => > => => => => = > => => > =
Fig. 4.19. A 3-Bar Pattern of Threes in 4/4

Butit’s useful to think in smaller patterns. Let's look at a pattern of threes in

1- and 2-bar phrases in 4/4.

== =>

Fig. 4.20. Threes in 1-Bar Phrases in 4/4
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Fig. 4.21. Threes in 2-Bar Phrases in 4/4

All these examples can serve as rhythmic templates, patterns into which

you can plug a variety of melodic shapes and articulations. For example, here

is a melodic treatmentfor the three options of four against three in 3/4 time as

discussed earlier.

Fig. 4.22. “Three” Etude Extended

You could take this idea and practice it modally:

=> > > > >
“Three” Etude Extended in Phrygian Mode, Ascending and Descending

>Fig. 4.23.

These ideas can help your melodies dance, Becomin;
accenting options, and using them melodicall
lot of enjoymentand enhanced rhythmic com;

g really aware ofmultiple
ly in your practice, will open up a
fort.



CHAPTER 5

 Diatonics: Exploring
the Major Scale

Some three hundred years ago, a method of tuning keyboard instruments was
adopted that allowed musicians to transpose and modulate their music freely
from one key to the next.

The specific tunings of pitches can be quite controversial. Some players
of orchestral instruments prefer a more organic scale related to the overtone

series because their instruments sound better when tuned this way. Some even

regard the piano as a collection of disastrous compromises from the standpoint

of tuning, since fifths have been narrowed across the (key)board to produce

reasonable-sounding thirds.

But for most working musicians today, unless you never do studio work or

play with a keyboard, the piano defines what good pitch is. You have to be able

to play “in tune” with a piano or MIDI instrument.

Andof course, one mark of a well-trained musician is comfort in all twelve

keys.
Key signatures, relative minors,

orful and precise expression.
le and exploreit by improvising with a drone.

and scales not only are essential tools in our

kit, they are pathwaysto col

Let's begin with a major sca

a note or interval thatis sustained continually for a period of
A drone is simply )CD (Cello Drones is very good
time. There are many drone options: drones on

[Navarro River Music, 2006]), or a variety of sruti boxes—originally, a simple

reed device operated by bello
Or,of course,

ining a note on your instrument. Five or six
. board, or sustaining

down a note on a key!

e about long enough.
“looper” of some kind—an electronic pedal-

ws, but in its electronic incarnation, it can play

ie or interval you can record your own drone by holding
any note 0 )

minutes should b

eates a repeating ostinato from what you record

ne improv on the CD included with this book plus

can import and loopforplaying along with (CD

activated
it. There's a cello/drointo

ones you
twelve short practice dr

tracks 5 and 6-17)

31



32 CSoO Improvising with a drone is a great way to explore intervals and to create

melodies that relate to a tonal center. By all means, play any notes you want.

Tr You mayreally enjoy sustaining a dissonant note against the drone;in fact, this

can feelvery therapeutic! Buttry to limit your note choices as a way to begin to

organize soundsinternally. This will help you to learn what sounds you favor, and

generally begin to associate emotional meaning to the sounds you're creating.

The obvious starting pointis to consider the drone note to be the tonic, or

root,of the key in which you're playing. You might begin by matching that note

and varying your dynamic and vibrato. See how your sound grows out of the

drone—how it emergesinto an interval, a phrase, a melody. Explore the unique

relationship of each note you play with the drone. Explore the feeling ofit.
Explore moving from dissonant notes into more harmonious notes, and name
those intervals. You are discovering the major scale creatively! But please take

your time. This is an essential process of internalizing the values inherent in

each interval.
Using a collection of twelve drones, you could choose a different one each

day.In less than two weeks, this will give you a new understanding of the keys.
Oryou could go through all twelve every day, spending a total of about an hour

per day. This is important learning for any musician regardless of style or goals.
This is not about “accomplishing.” This is about internalizing. It takes time,
curiosity, and of course, love for music!

“A jug fills drop by drop.” —Buddha

Each scale has a recognizable series of intervals that define it. The major
scale beginning on the root, or tonic, of the key has half steps between the third
and fourth scale degrees, and between the seventh and eighth, or tonic. This
scale is often referred to as the major scale, sinceit has a majorthird,sixth, and
seventh, but to differentiate it from other scales that have major thirds (but
minor sevenths, for example), let's call it by its other name,the Ionian mode.

Thinking in the key of C (though applicable to all keys), you can play and/or
sing a one-octave scale beginning on any note in the key. Each has a distinctive
series of half and whole steps. Play a scale beginning on the note D, but using the
key signature of C major, and you play a distinctive scale thatis characterized by
its minor third, major sixth, and minor seventh. Begin yourscale on the note E,

and you have a mysteriously beautiful scale known by its minor second, minor
third, minor sixth, and minor seventh. Each diatonic note, each note in the key,
produces a unique scale, each having a modal name.
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Continuing with th,e drone, let”» 1et's now move from major mode to minor usingthe same drone. N ow, the key changesas you change modes. For now, staywithin the confin0 Gomes jo of your chosen mode, For example, moving from C major to

is
’ move from no sharps/flats to three flats. You are moving from

C Ionian mode to C Aeolian mode: natural minor.

C Ionian C Aeolian

Fig. 5.1. C lonian/Aeolian

As you move between these two modes,it may be useful to just run C major
and C natural minor scales, getting these two under your fingers, but the point
of this endeavoris to paint the colors of these two contrasting modes vividly
in your imagination. Take some deep breaths, and allow each mode to affect

you in its own way. Atfirst, play and sing several phrases in each mode. The

change to minor or back to major will seem dramatic, and you may find yourself

emphasizing the change by coloring it a bit differently with your dynamic or

articulation.
If you can't think of something to play, that’s fine. Go ahead and listen to

the intervals within each mode, move from the tonic to the second, thento the

seventh. Sometimes just hearing an interval can invite a third note, a fourth, a

phrase, a melody. Just listen and enjoy. Sometimes, a note will tell you where

it wants to go. Whenthis happens, allow that note or phrase to follow its own

compass.
Next, try playing single phrases in each mode—a kind of question and

answer, perhaps, or a conversation between two very different points of view.

Finally, move between the two modesin a single phrase, exploring how each

others—how each relates with the drone.

breathe, sing, and listen. These modes are imprintingnote relates to the

Take your time,
themselves on you.

The sloweryou go, the more effi
i

this “the theory of opposites.” Thefaster you wantto learn something,the slower

you need to practice. If you want your finger to come down differently,lift it up
ible applications.

i ng a host of other possi
differently, among

h of the seven modes ofthe major scale. Each
‘e are the names of eac

’ ; iHere ar
qualities As you getto know each one, you'll begin to associate

que ¢

and attributes to it.

ciently that will happen. Oneteachercalled

mode has uni

colors, meanings,
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2. Dorian

6. Aeolian
5. Mixolydian

7. Locrian 16

Fig. 5.2. Seven Modes of the C Major Scale

I like practicing them one by one. Sometimes, I'll let my drone CD play
throughall twelve keysas I focus on Dorian mode for that day. Other times, I'll
use the method described above, noting the difference between two or more
modes.

As you hear each mode on your instrument, allow it to instruct you regarding
its unique qualities.

In the chart above, you see that each mode starts on a consecutive note of
the majorscale. It can be useful to associate the scale number with each mode:

Ionian
Dorian
Phrygian
Lydian
Mixolydian
Aeolian

3

joni

ope

Locrian

Fig. 5.3. A Dorian Scale with an Accidental = A Scale in the Key of G
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B

= 1
To constr i

.
uct an A Phrygian scale,think of A as the third note of the major

scale. That takes you to the key of F major.

Fig. 5.4. A Phrygian with an Accidental = A Scale in the Key of F

And so on.
As in ourfirst example, moving from C Ionian mode to C Aeolian,it can be

helpful atfirst to be mindful of how the key signature changes when you change
modes. Eventually, you will know the contours, feel, color, and quality of each

mode, and key signatures—rather than first and foremostin your mind—will

become simply one aspect of your understanding.
Forfacility in integrating these scales into your playing, here are two other

ways ofpracticing them. Thefirst is what I call the “Modal Scale Workout”:

Ionian Dorian Phrygian

Lydian Mixolydian Aeolian

Locrian Jonian

Fig. 5.5. Modal Scale Workout in C

Build up speed with the Modal Scale Workout using a variety of articulations.

in with staccato, legato, two slurred, and two separate, then go on
You can beg . ) .

from there. You will be playing the Ionian up, Dorian down, Phrygian up, Lydian

di Mixolydian up: Aeolian down, Locrian up, then Ionian down two octaves
own, )

i f the mo
to finish. Say the names 0

integrate the name with the sound and pattern of intervals.

" s:
in C, and move ontoa new key every week. You can practice the Modal

tart in C, a

Scale Workout with a drone,

can think of to make it enjoyable

des out loud before you play them until you

a metronome, Or drum loop, or anything else you

and/or challenging.
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PRACTICE MODES DAILY |

Make the Modal Scale Workout a daily exercise. Your overall tech- |

nique will improve quickly as you master the obstacles to playing this |

workout with facility in all twelve keys. If and when you encounter |

technical difficulties, consult with a teacher. Sometimes, small things
can impede your progress—a shift, a string crossing, an awkward
fingering.

When you've gotten the modal scale workout under your fingers reasonably
well, try beginning with a descent from the Locrian mode. It’s just inverted, so
wepractice all the modes ascending and descending:

Fig. 5.6. Modal Scale Workout Inverted

Another very useful wayof practicing the modesis from a common root. Try
playing them in this order, ingeniously arranged so that only one note at a time
is altered as you move through all seven: Lydian, Ionian, Mixolydian, Dorian,
Aeolian, Phrygian, Locrian—known byits acronym, LIMDAPL (“limdapple”).

Lydian Ionian Mixolydian Dorian

Aeolian Phrygian Locrian

Fig. 5.7. LIMDAPL on C
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LIMDAPL is very useful becauseit i ntegrates the sound and relationship ofeach modeto the others, and it builds familiarity quickly. As you getfacile with
LIMDAPLfrom different tona] centers—starting on different notes—you also
integrate scale options of that note.

For example, you'll notice that thefirst three scales (Lydian, Ionian, and
Mixolydian) are major scales; they each contain a major third. When you are
playing a scale over a major chord, you can consider each of these modal scales
as options for that chord. This also works with the four minor scales, Dorian,
Aeolian, Phrygian, and Locrian.

37
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TRACK 18

Q
TRACK 19

CHAPTER 6

Playing Diatonically

Playing diatonically meansthat you are playing within the confines of a key,
mode, and/or scale. In this book we use the word diatonic as synonymous with
heptatonic, seven-note scales.

The world is full of beautiful and meaningful music that doesn't stray far
from a single key/tonal center. And even Arnold Schonberg, the “father” of
twelve-tone music, said there werestill thousands of beautiful pieces in C major
yet to be written.

Let's do some diatonic improvising as a way of appreciating the melodic
instincts and abilities you already possess. You can find some diatonic
accompaniments to improvise with on the included CD (tracks 19 to 30), plus
a track with a cello solo as an example (track 18). Each is labeled by key and/or
mode. Import one or more into your recording device, paste it in as many times
as you like, and record yourself playing along with it.

Each of these tracks moves through different chords, but always remains
within the key. Just play along using the suggested scale, and enjoy making
melodies, exploring intervals, interacting rhythmically, and just spending time
in the key. For now, you don't need to know any more than whatyoureartells
you, the essence of each note.

Readyto analyze what you're doing? Let's take, for example, track 19 in C
major. This track contains the following progression:

CMaj7 FMaj7 G7 A-7 D-7 FMaj7 D-7 G7

When you look at each chord in relation to the scale, you see that the scale
contains both chord tones and non-chord tones. And you may have noticed
when playing over this progression that some notes you landed on wanted to
resolve up or down to settle more comfortably into the harmony.
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Fig. 6.1. C Major Progression and Scale

Since the scale has seven distinct pitches and each chord contains four, there
are three non-chord tones in the scale for each chord. These non-chord tones
can be called tensions, since they may yearn to resolve to a chord tone. You
can also think of them as passing tones or approach notes, the notes that lead
melodically from chord tone to chord tone. Some would also consider these to
be extensions since, if you continue to addthirds to your seventh chord, you will

includeall the notes ofthe scale.
To summarize briefly: By knowing the mode orscale of the chord and/orthe

key you're playing in, you're confining your note choices to those thatare closest

to the sound of the chord. By knowing the scale, you're identifying seven notes

out of the chromatic scale as the closestto the sound of the chord.

TWELVE DIATONIC PROGRESSIONS

On the CD, you'll find examples in each key, so you can practice playing

diatonically in every key.
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Key of C Major
C

TRACK 18

Key of F MajorQ y
E

’
BbMaj7 c7 D-7

TRACK 20

Key of Bb MajorOo Bb EbMaj7 F7 G-7
TRACK 21

c-7 Eb-7 C7 -err7Key of Eb Major
Eb AbMaj7 Bb7

TRACK 22
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Key of AP
Major0 Al DbMaj7 dr i,mEBb-7 Dh . _Gre7i ]

Key of Db Major0 Db ny .WK

Q Key of Ff Majori BMaj7 [7] phTHK 25
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Key of E Major choO E AMaj? Bl

TRA27

Fi-7 AT Fi7 B7

Key of A MajoroO A DMaj7 E7 Fig
TRAK 28

Oo Key of D Major
D

TRACK 28

AT cg

Fig. 6.2. Chord Chartsfor Twelve Diatonic Progressions
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oO When you're ready,let's begin changing modes within a section of music.
HACKS

Here’s a progression that moves between four chords, with two different tonal
31-32 centers.

D-7 G7 D-7 G7 D-7

F-7 Bb7 F-7 Bb7 F-7 Bb7 F-7 Bb7

Fig. 6.3. D and F Dorian Progression

Thefirst eight bars toggle between D7 and G7 chords. The practiced eye
recognizes those chords as being a two/five (II V) progression in C: seventh
chords built on the second scale degree (D) and thefifth scale degree (G). One
option is to play in the D Dorian mode (key signature of C, but tonal gravity to D).

The next eight bars toggle between an F~7 and B7, the same relationship as
D- to G7, but up a minor third. You can still play Dorian mode overthis, but F
Dorian (key signature of Bb). Here are the two scales you'll useforthis play-along:

D Dorian F Dorian

Fig. 6.4. D and F Dorian Scales

When playing this, you'll begin to feel where the modal change will happen
and can prepareforit. Try sustaining a common tone over the bar line:

Fig. 6.5. Common Tones of D and F Dorian

Oryou can approach a new modal note by step:
G7 F-7 G7 F-7 G7 F-7 G7 F-7

Fig. 6.6. Approaching F Dorian by Step

Practice approaching by skip:

G7 F-7 G7 F-7 G7 F-7 G7 F-7

Fig. 6.7. Approaching F Dorian by Skip
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Dorian to F Dorian from adulation from D
Take a look at the sudden mo!

:

voice-leading perspective, how the notes of the two scales most gracefully shift.

The following example illustrates how the notes of these two Dorian scales move

up by step—or in the case of common tones, remain the same—as they move
y step

from D to F and back.

F Dorian D Dorian F Dorian
D Dorian F Dorian D Dorian

D Dorian F Dorian D Dorian F Dorian D Dorian F Dorian D Dorian F Dorian

Fig. 6.8. Voice-Leading D Dorian/F Dorian

QO There are six versions of this tune on tracks 32 to 37 ofthe enclosed CD, so
TRACKS you can playit using all twelve Dorian scales.
32-31

CREATE YOUR OWN SOLUTIONS
|

|

The examples in this book are included to introduce ideas and
suggestions. Create your own solutions, solutions you really like.
Make a note of your favorites and enter them in your creative music
journal. With each entry, you are expanding your menu of options. |

Next, let's look closely at the Phrygian play-along.
With the major scale, there's a recognizable pattern of major and minorchords that occur from the tonic upward. Likewise, each mode has its ownpattern of seventh chords. Here’s how the Phyrgian mode looks using E as thetonal center:

LE-7 11: FMaj7 Ir: G7 IV: A-7 V: B-7b5 VI: CMaj7 VIL: D-7

Fig. 6.9. Phrygian Seventh Chords



Creative Modal Play: Playing Diatonically 45

0 The play-along, track 38 on the CD, uses two Phrygian scales, E and G.
TRACK 38

E Phrygian G Phrygian

Fig. 6.10. E Phrygian and G Phrygian

Until you've internalized the sound—and intervals—of the Phrygian mode,
it might be helpful to remember that Phrygian is the third mode—that is, a scale
built on the major third of a major scale. So E Phrygian uses the key signature of
C major, while G Phrygian uses the key signature of E> major.

As with the previous example, let's look at the common tones of the two
scales:

Fig. 6.11. Common Tones of E and G Phrygian

Playing the common tones through the modal shift is effective. You can
sustain it through the change or hammerit out rhythmically, or keep referring
to it even as you play other modal options.

E Phrygian G Phrygian E Phrygian

G Phrygian E Phrygian G Phrygian

Fig. 6.12. Common Tone Usage, E Phrygian to G Phrygian

All the above are examples of how exploring these modes can lead you
to greater understanding, musical sensitivity, and enjoyment. The goal is to
presentthese possibilities as ways to ignite your creative curiosity. By working
slowly, holding each sound or modulation in your attention, these sounds and
relationships are working their way into your personal musical vocabulary.

These are subtle lessons, and the perceptions gained carry overto other
applications as well.

As you explore the relationships between different modes, you may very well
find that you are creating a musical setting or melody that you find worthy of
notating and entering into your journal. These sketches could be the foundation
for a new composition or starting points for improvisations with other musicians.



frastructure of diatonic melodic play, it's helpful
To further build the in

to create and explore some melodic formulas. These formulas are not to be

the traditional sense of the word. These are not phrases that
“memorized” in ;

n. Rather, they serve to nourish
are recalled in the midst of an improvisatio

:

facility and log some melodic “quality time” in each key. We are beading the

colors of the scale together in variousorders,
combination. In the process, we are uniting

of motions in our fingers, our muscle memory.

You can move through a scale by step or byskip,
dizzying array of melodic contours. You can start with a few familiar patterns,

then some that may seem new to you. You can create many, many more. The

internalizing the effect of each new

those sensations with the patterns

up or down. There exists a

more unique your practice regimen, the more unique a player you will be.

All the following examplesare in C Ionian. Take one,get it under your fingers

slowly,play it in all keys, melodic and harmonic minor, andtry it in other modes.

Play these with different rhythms and meters, start the patterns on the pickup,

orthe second or third eighth of the measure. Try the suggested slurs, but again,

mix these up. Try different approaches, ornaments, embellishments—anything

you can to explore and discover the sounds, snippets, and seeds that attract you.
|

OCTAVE TRANSPOSITION PRACTICE
One of the realities of creative music-making is that if and when you
encounter sheet music, it will often be in treble clef and at concert |

pitch. For bass clef instruments, it's great practice to transpose down
an octave (or two when necessary or desired). For transposing
instruments it will be a mark of your professionalism to be able to

|

transpose at sight.
|

|

CHAPTER g
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Fig. 6.13. A Few Melodic Patterns
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Hocketing: Sharing
theRhythm Role |

Hocketing is a centuries-old musical concept.In early notated vocal music from
Europe, hocketing wasthe techniqueof dividing a melody between two or more
voices. Using rests in the parts, the prominent melodic voice would shift from
part to part. (The word “hocket” comes from the French word hoquet, which
means hiccup!)

The handbell choir is a good example of hocketing in action. Each player
is responsible for two notes—one bell in each hand—played in service to a
composed line.

While its origin in classical music is melodic, and the name comes from
13th century French vocal music, hocketing has been in use far longer as a
rhythmic device in Africa and Indonesia. Hocketing provides an exciting model
for interactive rhythmic play, and it is used widely by contemporary composers
and arrangers. It can be used in improvising, too, to create energy and a
conversational quality within an accompaniment.

Here’s what you might call a perfect hocket. The two parts are rhythmically
identical, except they begin at different placesin the bar.

Fig. 7.1. “Perfect” Hocket
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Both parts feature rests (hiccups), but put them together and a flowing

stream—or ostinato—of eighth notes is created. This simple technique is brilliant

for at least two reasons:

1. The sound color ofthe resulting ostinato is always shifting. Even if the

playersare playing the same instrument and the same note,there will be

differences in color and articulation.
2. All musicians will differ orfalter slightly in relation to a pulse. Forplayers

to lock in to a hocket, intense listening and engagement is required,

resulting in palpable energy.

Here’s another example of a perfect hocket:

> > >

Fig. 7.2. Four-against-Three “Perfect” Hocket

This one features some additional interest and energy dueto the polyrhythm.
It's a three-sixteenth (dotted eighth) pattern—note, note, rest—that flows
through the bar ofthree quarter notes.If you accent thefirst note ofthe pattern,
you hear moredistinctly the four against three: four dotted eighths against three
quarter beats.

The pattern creates internal accents that change throughoutthe bar, and
that's just the top part! Adding the second part removes the hiccup from the
ostinato and adds yet more internal, polyrhythmic accents.

You could add a third part to the above, starting the pattern on the third
sixteenth of the measure.

Much of what I know about part writing is informed by hocketing. It’s
fascinating to construct these propulsive entities. And it’s great fun to reflect the
values of hocketing when improvising in a group.

It's enjoyable and instructive to improvise duets that are only about rhythm
and hocketing. When setting up an improvised interactive rhythm, the challenge
is to leave space while still conveying the beat and/or meter unambiguously.
Since you want to project your rhythmic intention with your instrument—not
by tapping your foot or counting out loud—you might want to avoid a lot of
syncopation in your initial “offer.”

It can be helpful to makethisinitial offer a consistently repeating pattern$0 your partner can get a clear pictureof your intention. Once you're locked in
together, you can start to vary it by adding new coloristic ortextural elements, orchanging yourinitial rhythmic template whilestill leaving space.
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HOCKETING PRACTICE
The “perfect” hocketis only aguiding principle when improvising. Once
you understand the concept, use it to create energetic exchangesand interlocking rhythms with your partners without regard to their
“perfection.”If concepts don't yield positive results for you, abandonthem in favor of what does. You can always return later to explorethem further.

Since the pointis hocketing, not harmony, don’t concern yourself with keys
or modesatfirst. You can use one note effectively, or random notes, or even
non-pitched sounds until you get the flow going. Later, you can suggest tonal
centers or modes,or simply let yourear lead you.

Here are some effective starting offers to an interactive rhythm game,Q included here only for example. You can practice respondingto these with theLg CD (tracks 39-43).
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Fig. 7.3. Five Ideas for Hocketing Practice

The challenge for you as the responder is to notice where the spaces in the
offer are, and to use those to design your part. When responding, match the

general color and texture ofthe first part. You might think of the two parts as one
thing, one identity—a kind ofdynamic conversation between two matchedvoices.
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i cises:
Here are some possible responses to the preceding exer:

Fig. 7.4. Hocketing Responses: Two Staves

Assuming the second player ascertains the meter and feel of the offer
accurately, he or sheis thenfree to use a bit more syncopation. But keep in mind
that the value to strive for is general equality in the parts.

Adding more playersto the mix makes it even more colorful and exciting,
though each additional player will have to leave more space and show more
cunning in designing parts.
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Chords, Guide Tones,
and Vs

Chord symbols are common ways of referring to various groupings of tones.
A chord generallyis crafted by piling thirds atop each other. C E G—a root, a
third, and a fifth played simultaneously— equals a chord.

C

Fig. 8.1. C Major: 1, 3,5

This chord features a major third (two whole steps) between the root and the
third, making it a major chord or #riad (three notes). Let's document the most
common triads, using C as an example.

A majortriad, as in the example above, features the root C, which identifies
the chord as a “C” chord; a major third E (two whole steps above C, the third
noteof the C major scale), and a fifth G (fifth note of the C majorscale). Chord

symbol: C.

Minor triad: root, a minorthird (one and a half steps above the root), and a

fifth. Chord symbol: C-.
Ce

Fig. 8.2. C Minor Triad

Diminished triad: root, minorthird, diminished fifth (three whole tones—

tritone—above the root). Chord symbol: C* or Cdim.
co

Fig. 8.3.C"
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Augmentedtriad: root, majorthird, augmented fifth (four whole tones above

the root). Chord symbol: C+.
C+

EE

Fig. 8.4. C+

be familiar with playing these triads as multi-octave arpeggios.
It’s useful to

but also bring certain
Doingso will internalize the sound andfeel of these chords,

technical issuesto your attention. So much of music is scales and arpeggios! The

quickest way forward is to deal with them directly.

By adding additional thirds, you create seventh chords, ninth chords,

elevenths, thirteenths, and on and on. Since seventh chords are so common in

jazz and popular music,let's begin there.
A good way to understand the variety of seventh chordsis to look at them in

the context of the major scale. When you play seventh chords on each successive

note of the majorscale, you find the same sequence of chord qualities:

CMaj7: C Major Seven D-7: D Minor Seven E-7: E Minor Seven

FMaj7: F Major Seven G7: G Seven, or G Dominant

A-7: A Minor Seven B-7b5: B MinorSeven Flat Five, or Half-Diminished

Fig. 8.5. Diatonic Seventh Chords

You'll notice that there are four distinctive seventh chord qualities in every
keg two major seven chords featuring majorthirds and major sevenths, three
minor seven chords featuring minor thirds and minor sevenths, one dominant
seven chord featuring a majorthird and minor seventh, and one minor seven
flat-five chord (also called a half-diminished chord) featuring a minor third, a
flatted (or “diminished” fifth, and a minor seventh.

al tems chords share the attribute of being made up of thirds piled on
diatonically. There are no accidentals required to notate them when fi appearin their home ke We can integr: i

11y. grate this by pla ing

and singi
-

h
! ying and singing these chords as
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chords, Guide Tones, and V I's

Fig. 8.6. Diatonically Occurring Seventh Chord Exercises

Now,let's change the order of the chord tones, creating some melodic play.
Make up your own combinations of intervals, taking into consideration what
feels comfortable on your instrument and whatyou like to hear.
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Here are two examples:

Ho FMaj7
CMaj7 D-7

B-7b5G7 AT

Fig. 8.7. Melodic Seventh Chord Arpeggios

The arpeggios above, and the melodic seventh arpeggios of example 8.6, can
be practiced with a dronein all twelve keys. When approached consistently, a
few minutes a day will yield great familiarity and freedom with these.

INVENTING YOUR OWN EXERCISES |

Invent your own exercises and melodic solutionsto the various ideas |

presented in this book and sing as much as possible. This is the pathof the creative musician.

1

The chords you have been practicing haveroots, thirds,fifths, and sevenths.You've probably noticed that the thirds and sevenths are the notes that reallydefine the chord, and these tend to be strong melodic notes. For example,ifyou play the note B along with a sustained C, the E—the major third above the

of chords.
By practicing the guide tones of a chord progression,integrate a sense of how the harmony moves. Thisis also aan awareness of chords,

a playercan quickly
great way to integrate



chords, Guide Tones, and V I's

mma
eneAe 57

GUIDE TONES
Guide tones = the thirds and sevenths of chords.

Fig. 8.8. Thirds of Diatonic Seventh Chords in C

CMaj7 D-7 E-7 FMaj7 G7 A-7 B-7b5

Fig. 8.9. Sevenths of Diatonic Seventh Chords in C

Now look at “Falling Leaves” again:

Falling Leaves

2.| 7 E-7Fibs B7 E
A

Fig. 8.10. “Falling Leaves”

You see that the melody features the thirds and sevenths considerably. The
first sustained C is the third of the A minor chord; then, that C becomes the
seventh of the D7,etc.

Go through any tunes you like, and play the thirds, then the sevenths, then
both. When you're ready, add a metronome or backing track, always at a tempo
that makes you feel comfortable.



CHAPTER

SLOW IT DOWN
If you find your brain freezing up, that's fine—just practice x slower.

You're creating important new synaptic circuits in your brain (called
learning), and you don’t need to associate tension or fear with the
material. Find your own pace. Stay comfortable, and breathe. Take
note of the difficulty or ease with which you approach the exercise,
but avoid drawing any conclusions regarding your abilities or the

| pace of your progress.

When you're ready, try connecting the thirds and sevenths of chords with
scales. Approach each guide tone with ascending or descending scale motion.
In figure 8.11, you see that the scales used remain in the Aeolian mode, natural
minorin E, except for the B7 bar: harmonic minorto include the Di, the raised
third of the dominant chord.

A-7 D7 GMaj7 CMaj7

1.Fi-7bs5 B7 E-7 x~
Fig. 8.11. Connecting Guide Tones with Scales

As we noticed in “Falling Leaves,” the seventhsoften resolve downward to
thethird of the next chord. The rules of good voice leading includethis attractive
motion; the seventh of a dominant chord resolving to thethird of the tonic chordis the most common example.

G7 C

Fig. 8.12. Seventh of Dominant Chord Resolving to Third of Tonic Chord
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To express this in a melodic line, here is a simple arpeggiated figure that
captures this sound very well. Arpeggiate the seventh chord from the rootto the
seventh,then resolve downward tothe third ofthe next chord, continuing down
to the fifth of that chord.

G7 Cc—_ A

TE
— z

Fig. 8.13. Seventhto Third, Melodically

Continuethis pattern throughall twelve keys. If you continue this dominant-
to-tonic relationship, and break up the melodic pattern a bit for musical phrasing,
you might end up with somethinglike:

c7 F F7 Bb Bb7 Eb Eb7 Ab
b

Fig. 8.14. Seventh to Third Exercise

The otherstrong voice leading motion in this progression is the third of the
dominant chord resolving upward to the root of the tonic chord.

G7 Cc

Fig. 8.15. Third to Tonic
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vious example to reflect this sound in a melodic way:Let's adapt the pre

Bb Bb7 Eb Eb7 Ab
C7 F F7

Ab? pb Db7 Gb F#7 B B7 E

Fig. 8.16. Third to Tonic Exercise

SAY CHORD NAMES ALOUD
Say the nameof the chord you're outlining outloud: “Bb7, Eb; Eb7, Ab,”
etc. Repeat consistently: You're ingraining the sound, the fingering,
and the name of each chord.
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i progression, also called a five-one cadence(VD), is probably the most commoni i

each tonic to a dominant and resolving it down a
through all twelve keys. This circle is representcalled thecircle offourths (or fifths, if G is in the 1

fifth—you will be modulating
ed by the following diagram,
:00 position):

Fig. 8.17. The Circle of Fourths (Fifths)

You'llnotice thatas you progress from C, one flatisadded to each key signature
until changing to sharps, then one sharp is reduced, key by key, returning to C.

Interesting! Beautifully symmetrical. The study ofthis circle will have the effect
of demystifying whatI call “the dark corners ofthe circle of fourths,” those keys
with multiple sharps and flats. The engineers of keyboard tuning made HECRS to
these keys practical, and we can each explore them, keep them polished in our
tool kits, and enjoy their fascinating tonal relationships.

(Note: One often seesthis graphic in mirror image, ascending byfifths instead
of by fourths as above. This author favors the depintsd sequence to sghlact the
work integrating the dominantto tonic relationship introduced here, rightly
called the circle of fourths to differentiate between the two.)

It may be useful to simply arpeggiate the above to further integrate the

sequence of keys and relationships. We'll also add the major seventh to the I

chord.
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c7 FMaj7
CMaj7

Eb7 AbMaj7 Ab7

Fig. 8.18. V I's in Major

Once you are familiar with this pattern, dominant to tonic—arpeggiating
from the root of each chord—then try starting on the 3rd, the 5th, and the 7th.
Notice the internal motion and resolution of the guide tones as you modulate
through the keys.
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From the 3rd:

From the 5th:
G7 CMaj7

Fromthe 7th:
G7 CMaj7 C7

Fig. 8.19. V | from 3rd, 5th, and 7th

Try inventing some melodies that capture the dominant to tonic relationship
in a single line. Here are a few examples in C and in F. You can continue each of
these throughthecircle, then make up your own practice examples using any
meters and styles you choose:

1 G7 CMaj7 c7 FMaj7

Fig. 8.20. Melodic I's



64

Al

CHAPTER

b/c G/B

CREATE YOUR OWN MELODIES
dies you will be mindful of what

feels right on your instrument and under yourfingers. That's fine: It's

only right that you should develop an ample vocabulary of melodic

alternatives that feel good to you. At some point, there may be a
n hear in your mind and

When you create your own melo!

musical phrase orinterval that you sing or ca
A

just haveto figure out a way to play on your instrument. Obviously,

that's healthy, too. Part of the beauty and importance of practicing

creatively lies in consistently extending your comfort zone.

Create your own melodic solutions based on your tastes, values, and
technique. Using published materials can have the potentialof stifling

your creativity. Please don’t allow that to happen! For the challenges
presented in this book, or any other book,strive to understand the
“problem” and invent solutions to suit yourself, your instrument, and
your technique.

You can see how easy itis to modulate by changing the major-seven chord
into a dominant chord. You will often encounter dominant chords outside
the key of the piece you're playing. Known in classical parlance as “secondary
dominants,” these dominant chords smooth the way to a new tonal center,often
without a change in key signature. Recognizing a dominant chord in relation to
its key can be a good way to identify a mode (scale) change that’s required to
keep your melodic improvising grounded to the harmony.

C/E F F7/Eb Bb/D Bb7 Bb

r

c-/Bb A-7 D7susd(b9) D7 GTsus4 G7

Eb7/Db

&

pe dé

———
Fig. 8.21, Modulating Hymn
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E7(b9)

In the previous little tune,the appearance of each dominant chord signals the
change toits tonic key. In other words, if you change the scale to the home keyof each dominant chord, your melodies and scales will best reflect the passing
harmonies.

Let's explore this cadence in minor now. In a minorkey, the diatonically
occurring seventh chord built on the fifth scale degree is minor. However, the
dominant-to-tonic relationship is so strong that it tends to be utilized in minor
keys as well, even though the dominant chord must be artificially altered to do
so. The third mustbe raised to create a dominant chord, requiring the use of an
accidental.

To differentiate a dominant chord in minor from a dominant chord in major,
an additional chord tone is sometimes used. Adding a diatonic third above the
seventh of the chord brings us to a ninth, called a flat nine (*9) because ofits
relationship to the root ofthe chord.In the key of A minor, the dominant chord
is B7(9):

E7(b9) A-

Fig. 8.22. E7("9) to A-7

Let's arpeggiate this cadence around thecircle of fourths.

AT A7(b9) D-7

Fig. 8.23. V I's in Minor

etc.
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d to the fifth of the tonic.
i ar

The flat nine creates tension that resolves downw:

Let's make up some melodies that reflect that:

A7(9) D-7
L  g1b9) AT i.

2. E109) AT A7(b9) D-7

3. E19) AT A7(b9) D-7

4. E109) AT A709) D-7

Fig. 8.24. Melodic V I's in Minor

Now create some of your own melodic solutions to a V7(*9) 17 progression.
Write down your favorites, and move them around to somedifferent keys.
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HarmonicMinor

In exploring modal scales, we have discussed four minor modes: Dorian,
Phrygian, Aeolian, and Locrian. The Aeolian mode is the natural-minor scale: If
you play a scale from rootto root using the keysignature ofa relative minor key,
that’s the Aeolian mode.

Let's look now at two other colorful minorscales and their beautiful modes.

HARMONIC MINOR

The harmonic minorscale has a raised seventh scale degree, raised to reflect the
dominant chord of the key.

A Harmonic Minor E7(b9)

Fig. 9.1. A Harmonic Minor Scale with E7(v9)

You'll notice the resulting augmented second between the sixth and seventh
scale degrees. This is a very striking sound—an important and interesting sound
reminiscent of Middle Bastern music. The augmented secondis probably the reason
that harmonic minoris not widely used as a scale. (Instead, harmonic minors serve

more as a way of generating new chords and modes, as we'll see later.)

As with any scale,this scale can be explored modally. In Arabic music, scales

are referred to in groups of four note tetrachords, “magams.” The modes outlined

here, and many more, can be found in the study of maqam, where microtonal

tunings and inflections make these modes all the more expressive. Anotherrich
sourcefor the application of modes, including the use of augmented seconds, is in

Klezmer music where specific modesare tied to lessons, stories, songs, and dance.
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f specific modes has great significance

this book,these modes are presented

ultural curiosity as tools for creative

may be tied

It should be mentioned that the use 0!

in the histories of people and places. In

in the spirit of musical inquiry and free ir use
discovery. Please be aware, though, that in some SO

to specific rites, celebrations, holidays, and stories.

e names of these modes have not been standardized. We
In Western music th

referto them here asaltered versions of familiar modes.

1. A Harmonic Minor

2. Locrian #6

3. Ionian #5

4. Dorian $4

5. Phrygian Dominant

6. Lydian #2

7. Mixolydian #1

Fig. 9.2. Modes of A Harmonic Minor
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It’s enjnjoyable to use the modal scale workoutusingthis and any otherscale.

Fig. 9.3. Modal Scale Workout: A Harmonic Minor

In building diatonically occurring seventh chords ofthis scale (in other
words, using the seven pitches ofthe scale), some interesting chords and chord
relationships result.

c-#7) D-7bs EbMaj7#5

k= a7 AbMaj7 Bdim7

Fig. 9.4. Diatonic Seventh Chords of C Harmonic Minor

Now take these chords, and put them in an orderthat pleases you. Consider
what meter, tempo, and rhythmic feeling seems right to you. Perhapsthere will

be a section in which you'll change the chords, faster orslower, altering the

harmonic rhythm of the progression. Record the progression of chords and start

playing some melodies overit.

|

USE GUIDE TONES IN PLAY-ALONG TRACKS

When making play-alongs, take time to consider the movement of

guide tones from chord to chord. The awareness of voice leading will

inform your melodic play as well. |I|
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Here's an example using C as the root.

D-7b5/C c-Ee Bdim?

AbMaj7 D-7b5 G7(b9) Eb+(add9)  AbMaj7aj -lreexI b

F- G7(boyF Gsus4,6 G7(b9) Csus4 Cc-

F b

eye tJ i)
ra —o-

— 4|d
yy

Fig. 9.5. C Harmonic Minor Tune

Of course, you can use any note of the harmonic minor scale as your tonalroot, and someinteresting music will result. Here's a piece using the C harmonicminorscale in its fifth mode. In other words, G is ourtonal center, but our scaleis C harmonic minor. You can play this melody with the play-along on track 44

Begin by trying the C harmonic minorscale to improvise on this, but youcan take note of other pitches that you enjoy. Of course, You can make your ownplay-along at your own tempo, in your own preferred style, and in anykey.
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TRACK 44

G7 AbMaj7

F-7 EbMaj7#s D-7bs

C-(Maj7)
Bdim7ye

EbMaj78s AbMaj7 D-7b5
D.C. al Fine

Fig. 9.6. C Harmonic Minor Etude in G

This is an example of how to use the mode of an interesting scale to create
somelovely, surprising, and mysterious music. When you create your own music,
there is no limit to how you can mix and match the scales, modes, and keys.

MELODIC MINOR

The melodic minor scale is a minorscale that features two notes raised a half

step, requiring the use of accidentals: the sixth and seventh scale degrees.

Fig. 9.7. A Melodic Minor Scale

As was discussed, the sharpened 7th is the third of the dominant chord in

that key. The sharpened 6th scale degree has traditionally been used to smooth

thescale approach to the raised 7th, the leading tone, and 3rd of the dominant

chord. The raised 6th, then,is the difference between the harmonic and the

melodic minor scale. The melodic minor does not have that large step, the

augmented second—the Arabic-sounding interval between the 7th and 6th.
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ic mi "4 i ways. When referred to as aThe term “melodic minor scale” is used in two way:

“classical” (or “traditional”) melodic minor, the 6th and 7th scale degrees are

but played as natural minor, Aeolian mode, in theraised in the ascending scale,
:

“real”) melodic minor features the raised 6thdescending scale. The “jazz” (or sh :

and 7th in both ascending and descending scales. We will be using jazz melodic

minor, here.

Classical Melodic Minor

f Hg > be tr%
5 > - » * ? ° * . > —~

Jazz Melodic Minor

%
fa—Fpe — >v= > -> ” i = > > =

Fig. 9.8. Classical vs. Jazz Melodic Minor

As you practice this scale, you will discover your own way of understanding
it. I see it as a minor scale on the bottom (lower fetrachord—four notes) and a
major scale on top (upper tetrachord).

lo a: ~

SINGING SCALES

|

|

Use your voice to further integrate these colorful scales. Learn the
|

feel of the intervals vocally, and sing along with a drone to ground |

your intonation and to integrate the sound of each note as an interval |

to the root.|
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Let's look at the modes of the melodic minor scaler

1. A Melodic Minor

2. Dorian b2

>
3. Lydian #5

4. Lydian Dominant

5. Mixolydian b6

6. Aeolian bs

7. “Altered” Scale (Locrian ba)

Fig. 9.9. Modes of the Melodic Minor Scale

As we did with the harmonic minor, let’s examine the diatonically occurring

seventh chords of the melodic minor scale.

BbMaj7#s
A-T7

E-7b5 F-7bs

73

Fi
:

59.9.10, Diatonic Seventh Chords of Melodic Minor
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oO Here's a little tune using one of the modes of the melodic minorscale as our

root. You can play this along with the accompaniment on the CD (track 45).
TRACK 45

C9
D7

£ — = +5 fa——2
BbMaj7hs G—(Maj7) D/A BbMajrts

Fig. 9.11. Mode of Melodic Minor Melody

To continue with this modal concept, let's now take an unusual scale and
give it the same treatment.

The harmonic major scale contains the same augmented second between
the 6th and 7th scale degree as the harmonic minor.

>
Fig. 9.12. Harmonic Major

The double harmonic major scale,similar to the Arabic Magam Sikah Baladi,
has an additional augmented second between the 2nd and 3rd scale degrees,
creating two symmetrical tetrachords:

>
Fig. 9.13. Double Harmonic Major
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Here are the modesof the double harmonic major scale.y Ci

Fig. 9.14. Modes of Harmonic Major

And here are the diatonically occurring seventh chords of the double

harmonic majorscale.

CMaj7 DbMaj7
E-(bb7)

Bdim7(bb3)AbMaj785
b.Fe .Mz7) abs

Fi
;9-915. Diatonic Chords of Double Harmonic Major
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Here's a tune in F using the fourth modeofthe C double harmonic major

Q scale. Playit with the recording:
TRACK 46

J=60 E-(bb7) Fe

G7bs(b9) AbMaj7#s DbMaj7

1.

CMaj7 : Bdim7(bb3) = —_—% =r »
: gw # oo—_—

2.
Cc Bdim7(bb3) c9 F-

Fig. 9.16. Double Harmonic Major Melody

You can see that dividing the octave into seven pitches yields an enormous
range and variety of scales and chords. Many contain within them the flavors of
distincttraditions and regions. Explore them with a craftsman’s curiosity and
affection. Each one will introduce new colors to your music. Also, you will begin
to recognize these influences in music that might have seemed “foreign” when
you first heard it.

Many of the modes described above are used and associated with specific
regions and cultures of the world. Sometimes a mere half step in a scale can
summon an entire world of associations. The thoughtful player will be curious
about how these modesare employed in their “native tongue,” and will summon
their colors and meanings with care,taste, and respect.
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CHAPTER 10

Pentatonics
|

Breaking the octaveinto five notes instead of seven (diatonic scale) or twelve
(chromatic scale) creates a melodic scale that can be applied creatively in a
variety of harmonic contexts.

The traditional way ofcreating a pentatonic scale goeslike this: Beginning
with a root note,rise up by successivefifths until you havefive notes.

-
vv

Fig. 10.1. Rising Fifths

If you place these pitches sequentially within an octave, you have:

> - =
Fig. 10.2. G Major Pentatonic

We now have a scale—G major pentatonic,in this case—which includes

the following tones:a root, major second, major third, perfect fifth, major sixth,

octave. This is a pleasing scale that has created a world of lovely melodies,

including, for example, “Amazing Grace”:

Fig. 10.3. “Amazing Grace” in G
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Of course, you can playthis in any key. The melody begins with a pickup on

the 5th of the key. Your ear can take it from there.

Just as in major scales and keys, the minor mo

pentatonic scale—is made by playing the same notes but beginning on the 6th
deof this scale—the minor

scale degree.

Fig. 10.4. E Minor Pentatonic Scale

This scale contains a root, minor 3rd,4th, 5th, minor 7th, and octave.

Just looking at this pentatonic scale, we notice there are no half steps, just

whole steps and minor thirds. This is one sturdylittle scale, and because of its

“open” sound andintervallic integrity, it has an internal logic and gravity that

makesit work as a melodic toolin tonal centers that are far removed from it. But

it is also extremely handy in conveying the tonality of some common chords,

both major and minor.
We discussed earlier how the Ionian mode (major) and the Aeolian mode

(minor) are made ofthe same diatonic pitches. The major and minor pentatonic

scales share the sametrait: They are both modes of the same five notes.

In order to work fluently with these colors, let's play these scales all over

our instruments. To start, choose a drone and, starting with that root, play and

sing the scale up and down a couple of times before you begin improvising. You

mightalso play the modes of each pentatonic scale. Here are the modes of the E

minor pentatonic scale, as an example:

CHAPTER 19
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Atfirst, take one drSirs he per day, and explore its minor and major pentatonici elodies, trying intervals from octave to octave, gettinamili e kind of contented quality of the pentatonic scale.
i :

ne xyou play on the minor pentatonic scale, you'll notice that the predominant
sound ofthi ithis scale (when played with its root as a drone) is a minor seventh
chord. And looking at the scale, it's practically a minor seventh io

with

the addition of the 4th as a passing tone between the 3rd and 5th —— a
.

scale to express a minor seventh chord is effective.
So uemg ie

Using the major pentatonicscale to convey a major chord melodically is
also effective. As you may have noticed in figure 10.5, the second mode ofhe
E minor pentatonic scale,is the major pentatonic scale: G A B D E. In practicing
with a drone, you might toggle between the major and minor pentatonic scale
of each drone:

E Minor/G Major Pentatonic E Major/CH Minor Pentatonic
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Fig. 10.6. E Minor/G Major Pentatonic; E Major/C# Minor Pentatonic

Doing this will greatly help you in learning the distinctive sounds of these

scales.
Next, make a play-along track thatyou can use to explore the minor pentatonic

scale. Your track can be just a bassline (root to 5th), keeping a beat of some kind.

Make it medium-tempo in either common time or three, changing the harmony

every four bars. Using the circle of fourths (described in chapter 8), go through

all twelve keys. As you play along with your track, you may find it useful at first

timesto get used to matching the pitch of the bass note
just to play the root a few

play the minor 3rd of each, the 5th,
on your play-along, but when you're ready,

the 7th, until you can play each scale over the changin;

Use the same play-along to practice the major versions too. Then combine!

0 make yourself alead sheet so youreye can identify the
You may be tempted t

scale and sound as you approach it. That's not “wrong” by any means, but if you

can get used to your ear—instead of your eye—taking the lead, you ultimately

will be well served. The goal is tO listen and make a musical contribution. That

starts in the practice room.

To gain further fluency with pentatonic mi
;

practice some melodic patterns. These patterns can be useful when looking to

mprovisations. Further, they will integrate the

Here are a handful of melodic patterns in

will sound major when played

D minor/F major, G minor/

g harmonies.

elodic play,it can be helpful to

add sweep and motion to your i

pentatonic shapes into your playing.

minor, though, of course, these same patterns

with the root of the relative major (A minor/ C major,

Bb major,etc.).



BERET CHAPTER 19

Fig. 10.7. Pentatonic Melodic Patterns
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Play these in all twelve keys, and extend them t> :hlane multiple octaves to cover

As mentionedearlier, there are many creativea ications of pentatonics.:
s

U

y i
pplicati pentatoniAs we explore the melodic possibilities within eachscale, let's now shift they

harmonic context to hearthese scales in a slightly different way. To do that, let'son :take a look at a minor seventh chord and hold some pentatonic scales next to it
for comparison.

D-7 D Minor Pentatonic A Minor Pentatonic A Minor Pentatonic from D

Fig. 10.8. D7 with Two Pentatonic Scales

Lookingat the A minor pentatonic scale, you see thatit has four notes in
common with the D minor pentatonic and only one note that’s different: the
note E instead of F. In the context of a D minor seventh chord, the E of the A

minor pentatonic scale features the 9th—a pleasing coloration of the D minor
chord. When you use the A minor pentatonic scale in this context, you may still

feature the note D as a kind of home melodic note. In other words, your ear may
still respectthe tonality of D even though you are thinking A minor pentatonic,
but you are featuringa little different coloration of the chord.

In the fourth bar of figure 10.8, you see the A minor pentatonic scale, but

| beginning on the note D.

If you play a minor pentatonic scale on the 5th of your minor seventh chord,

you create a pentatonic scale that features the 5th, 7th, root, 9th, and 4th of the

chord.
Let's practice that!

Using your drone, you now have three pentatonic scales with which to

improvise: minor pentatonic scale of the root, major pentatonic of the root, and

now the minor pentatonic scale on the 5th.

Using yourplay-along, improvise using the minor pentatonic scale of the

5th,or toggle between the scale ofthe root,either major or minor, and the scale

of the 5th.
D MajorPentatonic A Minor Pentatonic

D MajorPentatonic A Minor Pentatonic

: s
x

jor Pentatonic
D Major Pentatonic A Minor Pentatonic D Major

~~
Fi i

i

19.10.9, Melody Using D Major Pentatonic and A Minor Pentatonic



82 eethe minor pentatonic scale. If
Let's look at another common application of

¢

r 9th) of the minor seventh
you build a minor pentatonic scale on the 2nd (0

chord,you get this:

E Minor Pentatonic E Minor Pentatonic from D (fifth mode)

Fig. 10.10. D-7 with E Minor Pentatonic

This scale features the ninth of the D-7 chord—the note E—but also contains

the note B,a raised 6th scale degree (the key of D minor has one flat, BY). You

mayrecall from studying the modes that a minor scale with a raised sixth scale

degreeis the Dorian mode. In the context of the D-7 chord,then, the B natural of

the E minor pentatonic scale gives your melodic play a distinctly Dorian sound.

The “formula” for finding this sound is building a minor pentatonic scale a

major second above the root of a minor 7 (or 9) chord.

Time to integrate this scale into your drone and play-along improvising. As

you go through your play-along, first play the root of the chord: That note is the

seventh of the minor pentatonic scale that creates the Dorian sound, as noted

above.

Fig. 10.11. G Root with A Minor Pentatonic

PRACTICE WITH OTHER MUSICIANS

|

|

Find a musical friend to practice with. You can start coming up with
|

your own music by discovering ways to practice anything. Sometimes
just a single note will spawn an idea for a tune, a jam, or a symphony.
And the energy you get from playing with someone with whom you
feel a musical rapport can take you to new places creatively. You can
practice accompanying as well as soloing, and it will feel more like
making music than practicing.

3 : iSo far we've mentioned three minor pentatonic scales to use with a minor
seventh chord: on the root, thefifth, and the second.
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workout:

I A- Pentatonic E~ Pentatonic
A~ Pentatonic

A- Pentatonic E~ Pentatonic - .B- Pentatonic A- Pentatonic

Fig. 10.12. Workout in Three Minor Pentatonics

The same formula can be applied to major 7 chords. By creating major
pentatonic scales on the root, the 5th,or the 9th, we create different colorations
of the chord.

CMaj7 C Major Pentatonic G MajorPentatonic D Major Pentatonic

Fig. 10.13, CMaj7 with C, G, and D Major Pentatonic Scales

In figure 10.13, we see that the C major pentatonic scale includes the 9th
and the 6th of the major chord, open-sounding additions to the C major 7. The
G major pentatonic scale features the major 7 and the 9, also quite consonant in

sound. The D major pentatonic scale adds the note Ff to the mix. In the context
of a CMaj7, that Ff is a note associated with the Lydian mode,a raised fourth
scale degree, and italters the sound of the chord significantly.
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Here's the workout from figure 10.12, but in major:
IT MajorPentatonic

1 Major Pentatonic V Major Pentatonic

Fig. 10.14. Workout in Three Major Pentatonics

Before we explore a bit more how these scales sound with major 7 chords
and dominant chords, let's add more harmonic detail to your play-along. At this
point, you have a play-along that moves through all twelve keys, featuring a root
to 5th bass move and four measuresin each key. In orderto convey the sound of
specific chords, you'll want to add some additional chord tones. By adding only
the guide tones of each chord you will be able to signal the quality of each chord,
and you'll hear your play-along modulate through all keys in a new way:
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i7 Bb7BMY EbMaj7

DMaj7 D7

~— ©- ©c~—— SS~—
Fig. 10.15. Guide Tonesfor Play-Along

Remember, this should be added to your existing root-to-5th motion play-

along through twelve keys, four measures each,to line up with the guide tones

as notated above. You can sustain these guide tones on a keyboard, or play them

rhythmically as off-beats or some otherpattern. Simpleis best. You don’t need a

distracting accompaniment, just something clear to practice with.

As you play over these chords pentatonically, start by playing the major

pentatonic scale of each root. You'll be playing each major pentatonic scale for

four bars. Since the major pentatonic scale does not include the 7th of the chord,

the scale still will sound fine when the 7th changes from major to dominant.

Once you're comfortable with that, try maintaining the major pentatonic

scale as you modulate from dominantto major 7. Look at the C major pentatonic

scale in relation to the C7 and the FMaj7.

& C Major Pentatonic FMaj7

Fig Fig. )9 719-10.16. C MajorPentatonic with C7 and FMaj7

our
e C major pentatonic scale includes the 3rd of

The otherpitches are common

ales: C, D, and G.

Over the FMaj7 chord, thi

FMaj7 (the note A) and the major 7th (the note E)

tonesto both the C major and F major pentatonic sc
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still be using each major pentatonic
lay-along to explore that. You'll

:Ee 5
he dominant chord and playing

scale for four bars, but beginning now on t

through the next major 7 chord.

In terms of voice leading,if you

melody, you'll be resolving that up a half-step whe

dominant chord.

‘re enjoying the sound of the major 7 in your
n the harmony changesto the

C MajorPentatonic  F Major Pentatonic

es of 5

Fig. 10.17. FMaj7 to F7: Voice Leading C Major Pentatonic to F Major Pentatonic

The creative application of pentatonic scales to harmony and the creation

ofalternate pentatonic scales makesthis topic nearly infinite. I hope that this

introduction will give access to immediate melodic play and serve to stimulate

further inquiry into pentatonics.
Remember,too, that you can use any pentatonic scale modally. That is, by

taking any note of the scale and making that your root, you will be relating to

that root in a unique way.

Fig. 10.18. Different Possible Roots in a Pentatonic Scale

Playing along with a drone is a great wayto explorealtering your pentatonic
melodic options.

al bs Bb/G-

=
1 — t ;ar 5 = = = e = +

3 be—F

Eb/C- .
Fig. 10.19. Different Possible Pentatonic Scales with a Common Root



Before we move on,here are examplesof two alternate pentatonic scales that
you mightfind inspiring and/or fun to explore with other musicians.

>
Fig. 10.20. “Koto” Scale

>
Fig. 10.21. “African” Pentatonic
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CHAPTER 11

Transcription

One of the issues that keeps great players from improvising is the question
of style. I've heard thingslike, “If I improvise, does that mean I need to play
bluegrass music, because I don’t like bluegrass music!” Or, “I like the idea of
improvising, but I've never loved jazz enough to devote my practice time toit.”
Or, “I can play anything byear, but I still sound all classical.”

Manygifted and intelligent players choose not to improvise because they are
aware that doing so reveals a great deal abouttheir personal musical values and
experiences. That is correct, of course. Thereis a certain sense of vulnerability
one feels when playing something new, especially something personal. Playing
music by certifiable musical geniusesin a style one has absorbed over the course
of years feels much, much “safer” by comparison. In fact, there are a great many
improvising musicians who feel the same way and respond the same way—staying
on a path blazed by thegifted and courageous pioneers who preceded them.

One might define a trained musician as one who has gained mastery in
emulating and embodying styles, performers, and repertoire from the past.
Obviously, to play any music at a high level a performer invests personality,
commitment, and some degree ofinterpretive innovation to a performance.

The most successful, however, rarely or neverstray far from the path of a
specific tradition, perhaps assuming that doing so might imperil the context—
the form and the “message” of the medium they have worked so hard to
master. There are players in every genre fitting this definition, from early music
performers to bebop.



Transcription

IMPROVISATION ENHANCES CREATIVITY!
This book is decidedly not about playing any certain style. The aimis to expand a player's awareness about the elements of musicand encourage a creative and participatory curiosity about music, | |

believe that doing so will improve performances of any music, and |

| will lead inevitably to enhanced creativity. |

Performers of classical music undergo strenuous training, including many
years oflistening to great performers and becoming familiar with an enormous
library of repertoire and associated playing styles. Good players in every genre
of music do this no matter what instrument or style. A good rock guitarist knows
specific solos from hundreds of notable recordings, while an Irish piper has
literally grown up with that sound—the inflections, ornaments, and repertoire,
all accumulated piece by piece over time.

Forclassically trained players who are not drawn to altering their style of
playing, here are some suggestions. First, there exists a lot of “non-classical”
music—music that allows and benefits from improvising—that lendsitself very
well to a classical approach. Tango, Brazilian choro music, bossa nova, flamenco,
polka, much of Eastern European folk music (Gypsy, Bulgarian, Greek), Chinese
and Japanese folk songs, and, in fact, folk music from nearly anywhere can be
effectively played with a classical sensibility.

Secondly, creating original melodies in imaginative settings—your music—

goes beyond the question of style entirely. A musician who plays with conviction,
sincerity, and imagination will always be worth listeningto, and the world is in

constant need ofthis kind of positive musical stimulus.
Butfor players who are inspired by specific styles, todayis the day to begin

learningto play thosestyles. If you're drawn to a certain style, you've obviously

heard some great performances or recordings in that genre. You can’t listen too

much;the style will work its way into you with consistent repetition. Listening
is thefirst thousand lessons and the first step. And part of that phase is to dance

and sing.
)

Get your body in sync with the music you love. Move any way you like;

there’s no correct way to get this going. As you listen, keep the beat with your

feet, clapping, drumming, tapping the steering wheel, playing a single note or

any sound on your instrument.
Sing along with recordings. When you're awayfrom a recording, get thefeel

of your favorite tune in your head, choose a group of syllables that feel good

in your mouth, and vocalize the articulations and phrasing you hear. You can
i } d soundmime playing yourinstrument as you do this. There's no need for goo

89
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ion i
inhibi rsonal

or intonation, just a complete immersion into a totally uninhibited pe

rendition. :

This approach will get you started. But a big leap forward will occur by

ibing.Gha two kinds of transcribing: written and aural. Either method is

effective,each has its challenges, and each method gets easier with consistent

practice.
I've come to believe that transcribing with your instrument is the superior

approach for most classical musicians. The fastest way to internalize a Be
you love, I believe,is by going to 2 good stylistic source (such as a recording

that embodies that style), playing along, and matching its articulation, swing,

dynamics, vibrato, embellishments, and phrasing.

A bonus: Given our natural tendency as classically trained players toward

reading music, learning by ear is a great way to nurture playing by ear.

Start with a snippet—nota Hercules-sized blazing solo over complex changes,

but an interlude, a verse, or even a particular phrase that catches your ear.

SINGING ALONG
Singing the solo or passage you're learning will help you memorize

and “musicalize”it.

If you just can’t get started with the aural method, by all means write it down

first and then learn it from the notation. The written approach will teach you a

lot about the variety of musical devices that comprise a style. Pacing, rhythm,

glissandos, ties, triplets, syncopation—notating the music will bring many
details into awareness.

Your written transcription does not need to be precisely accurate to be
effective. One of my students made an astounding transcription of a Dizzy

Gillespie solo that she didn’t want to show me. When I persisted, she did show

me: it was all solfége—in Korean! She had notated the pitches in her most
comfortable language and memorized key elements like rhythms and phrasing.

Likewise, it’s fine to simply write note heads and bar lines and let your
memory do the rest.

Either transcription method may be slow, atfirst. Recognizing intervals and
identifying the notes in a fast passage may require some trial and error. There
are technical aids you can use to slow down a recording without altering the
pitch, kind of like examining it under a microscope. It’s not at all “wrong” or
cheating to use these. Anything you can do to get at the inner workings of the
style you wantto absorb is fair game.

CHAPTER 11



And you may have to work it out note by note, stopping your player constantlyand rewinding until you getit. Be assured that this is perfectly normal andperfectly okay! It will get easier and faster the more you doit.
START WITH THE BLUES

In this day and age, we can all claim a certain ownership to some stylesthat are
globally ubiquitous, and blues is the obvious example. (For a more thorough
exploration of the blues, see chapter 12.) Wherever you live, wherever you will
perform, the blues has been there already. By that I mean thatas a citizen of
planet Earth, you've probably heard blues and blues-inflected music from anynumber of sources. Integrating aspects of blues into your performance will give
a quality of vocality and familiarity to your improvising that may makeit more
effective.

Listen to and studythe styles ofthe greatblues artists. You may absorb small
details of each artist's style, or you may find an artist whose style you wantto
emulate completely. By transcribing, you can follow your curiosity and affection
into imitation.

“Imitation is the highest form of flattery, but clones kind of get it wrong
because we are promoting individuality and being proud of being ourselves.”

—Brian Molko, Placebo

If jazz is the language you wantto learn, you mightstart transcribing solos by
Paul Desmond, Chet Baker (check out the album She Was Too Goodto Me), and
Miles Davis (the tune “So What” from Kind ofBlue). These are examples of great
jazz in a melodic style that lendsitself well to first-time transcribers.

Memorizing great solos and stylistic details can lead you to a new sound
and attitude—a new vocabulary of embellishments and articulations. Imitating
the successes of others is useful if it reveals a new facet of yourself. But the

importance of accessing your deep musical currents remains, no matter what

style you can play.
The pointis, your improvising will reflect the listening you have done and,

for classically trained players, it will reflectthe conscious efforts taken to adopt

the style you most admire.
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CHAPTER 12

Blues

The blues may be the most widespread and influential musical form in the

world. So much great music has been made in blues form, and so much great
music has been born by innovations on the blues: jazz, gospel, rhythm and

blues, hip-hop—the list goes on and on. And,of course, the blues has influenced

countless vocal and instrumental artists in the genres of rock, pop, world, new

age, and even classicalstyles.
Blues has a directness and intensity of communication thatis astonishing.

And while bluesis arguably America’s most significant musical contribution to
the world, it’s now as international as sonata form, or the wheel!

With no pretense of being a blues authority myself, I do feel it's important
to include some basic information about the blues, since every improvising
musician will encounter some kind of blues jam sooner orlater.

The first thousand lessons for those who want to play the blues effectively
are to listen. W.C. Handy, Robert Johnson, Bessie Smith, Billie Holiday, Muddy
Waters, John Lee Hooker, B.B. King, Professor Longhair—just a very abbreviated
shortlist of my favorite blues artists, each of whom represents a fresh and
personal perspective on the genre.

While listening, hone in on the groove. Keep the beat with your body,tap
your foot, dance, walk around with it. Relating to the pulseis so incredibly vital
to playing the bluesthat it’s got to befirst on your blues to-do list. Play along
with recordings. Any note will do; just make your part tuck into the groove.
Invest yourphysicality in the bluesas totally as you can.

Feel the dynamics of the performance. It’s the same twelve-bar structure
repeated over and over, but the music is growing and swirling around you. Let
yourself be caught upin it. Take your note up an octave, double the rhythm.

“Bluesis easy to play, but hard to feel.”
—Jimi Hendrix
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As most often played,the blues has a distinctive swin,
: i 8, generally four bthe bar, but with an internal fee] of triplets, or 12/8 tim,

ly four beats to
€—anearly un-notatable

haveeverythingto do with your effectiveness in playing blues.
Sing along! Oh yeah,sing along! Lock your door,turn off the phone,

- and let
loose. The musical dynamics are inside you already;

;
just let them out through

your voice. This is not about good sound, intonation, or anything but pure
energy and flow. Get down!

The great thing about jam sessions with friends is that you can let your hair
down and get wild in a “safe”setting. “What happensin Vegas, stays in Vegas.”

Two other things you'll notice about the bluesare its simple melodies and
unique 12-bar phrase structure, comprised ofthree 4-bar phrases. Most of the
world’s music falls into groups of two phrases. Most commonare two 4-bar
phrases—a kind ofcall and response, you might say. The blues repeats the call

0 part of that: eight bars, plus a 4-bar response. Even in well-disguised alterations,
the phrase structure is unmistakable. In its basic form it goeslike this:

TRACK 47

F7 Bb7 F7

7 v7 7

v7 v7 Ki

Fig. 12.1. Basic Blues in F

. ; . h
Just three chords, but aworld of expressionresides therein. This apple “)

; : :
the chord symbols, as well as the Roman numerals. It's a good idea. ay
these chords as “one” chords, “four” chords and “five chords,” since tha

a part of musicians’ vernacular. —’
Assuming you're getting comfortable with the swing wt= nlee5 ood idea

i i hrase structure feels. It's 2 &

to makefriends with how the p aebl s when learning about the blues, because there the phrase Saues son; d

i i So often, you will hear the samelyric repeated in the se
is very clear. i



as thefirst. The third phraseis often very similar melodically, and hasthe effect

ofsetting thefirst two in a different context:

1st phrase: My bestfriend left me, and he took my Cadillac.

2nd phrase: My bestfriend left me, and he took my Cadillac.

3rd phrase: Just ‘cause I burned his house down, well, he ain’t comin’

back.

Like I said, listen to some great blues songs and singers, and you'll get it. Just

remember: Keeping in mind thetraditional phrase structure will help you make

clear phrases and keep yourplace in the 12-bar form.

But notice also how the repeated phrases never get boring or sound repetitive.

The performeris constantly imbuing the words with “soul”: personality, variation,

dynamics, passion, storytelling.
As you listen to the great blues performers, you might notice some melodic

phrasesthat catch your ear. Please take note of these—literally. Transcribe them

either by notating them into your journal or by learning to play them by ear.
Know what key they relate to, and then play them in different keys—all twelve,

for example!
Something you'll notice as you survey the traditional playersis the fairly

narrow use of register. You will hear very effective blues solos that don’t move

away from a small range of notes. These are great solos to transcribe because they
teach thestyle, the melodic pacing, the embellishments, the slides, inflections,
and swing that combine to make the blues sound like blues.

There are examples of great blues players on many different instruments
(though the list is fairly small for some classical instruments like viola, cello,
bassoon, oboe, tuba, or tympani). But all of us can learn from and adapt blues
style and vocabulary from any source. Here are some of my personal favorites
(in addition to theartists already mentioned in this chapter), mentioned here to
serve as a starting pointfor listening by instrument and player. While notall the
playerslisted below are mainly bluesplayers, they have all been influenced by
blues and have made important recordings playing blues.

Guitar: Robert Johnson, Wes Montgomery, George Benson, Pat Martino
Violin: Joe Venuti, Eddie South, Stuff Smith, Stephane Grapelli, Papa

John Creach, Don “Sugarcane” Harris
Trumpet: Louis Armstrong, Harry James, Miles Davis
Clarinet: Johnny Dodds, Artie Shaw, Jimmy Dorsey, Sydney Bechet, Ted

Lewis
Cello: Fred Katz, Oscar Pettiford

There are a world of resources for listening and learning blues. We've
mentioned a few to spark your curiosity and to initiate your search. Assuming
you've done some significant listening, let's play some blues now.

CHAPTER12



Here's a jazzier version of the 12-bar blues:

Bb7 =F7

Bb7 Bdim7 F/C ah

Fig. 12.2. Jazz Blues in F

You see a lot more chords here, but the blues was a vocal medium first and,
while it’s not unusual to hear virtuosic, mind-blowing instrumental soloing over
the blues, it’s also fine to play simply, especially atfirst.

In fact, thefirst step in playing blues might be to simply play pentatonically.
You will find that one pentatonic scale will work overall the chords.

Forablues inF, use the F minor pentatonic scale, adding one more chromatic
approach note between the fourth and fifth. Here's an adjusted minor pentatonic
scale, the bluesscale.

Fig. 12.3. F Blues Scale

The notes that make this a bluesy sounding scale are the minor 3rd, the

flatted 5th, and the minor 7th. These are the blue notes, notes outside the strict

confines of major chords that characterize the polymodal sound ofthe blues.

Learn this scale in all twelve keys, and you will have an immediate solution for

entering any blues jam.
Forfirst-time improvisers, the tritone (flatted 5th) holds a powerful lure,

and it's easy—very easy—to use it too much. As in learning other primarily

aural traditions, it's bestto listen, listen, listen to how this music is performed

bythe bestartists. Gradually, your sense of taste will evolve to reflect the best

performers’ styles, and you can build on that with your own distinct background,

values, technique, and instincts.
Theblues scale will work throughout the blues

key pitches of the main chords and always points to the tonic. So use that, he
your growing sense of blues vocabulary, to play a blues as an unaccompanied solo.

Begin with a basic blues progression (figure 12.1), for pranple and see iyo2
convey the 12-bar phrase structure and harmonic motioni a bluesy sae i ;

To begin with, be sure you're playing a melodicline with a rhythmic wl
that gets across the pulse and meter you are feeling. Count and feel a couple 0

form. It contains within it some
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internally before you begin playing. Keeping inmind whatwe know about breathing

and pacing—elements that have value even when playing unaccompanied—start

off by rooting your melody to the home key. Hitthe root of your 1 chord on the

downbeat, and play something simple thatsets the key and the pulse.

Bar 2 tips its hatto the IV chord. While the F blues scale will work melodically

overthis and all chords in this blues, play a low Bb on the downbeat of bar 2 to

signal this move.
Bar 3 returns to the home key so, for now, again feature the root (F) on the

downbeat, and continue your phrase to complete thefirst four bars.

The downbeat of bar 5, the beginning of the second 4-bar phrase, moves

back up to the IV chord. For now, hit that new bass note squarely on beat 1 to set

the new harmony, and move again into melody, perhaps referring to what you

playedin thefirst four bars.
Bar 7 is a return to the first chord, 17, so play that root in a low register to

signal the return, and improvise for two more bars.

Bar 9 requires the root of the V7 chord,bar 10 the root of the IV7, 11 the tonic

again, and 12 the root of the V7 to return to the top of the form. These last four

bars can introduce some new melodic ideas or not, but will require—at least
at first—playing bass notes on downbeats, plus melodic material. Since these

harmonies change with each bar, you might want to spend some time practicing

these slowly as a group, as you discover how to convey the chord changes and

play melodically with fluency.
Here's an example of a single-line blues:

F7 3 Bb7 F7

Fig. 12.4. “Blues Riff" in a Single-Line Blues

So much more can be said about the blues, but analyzing the blues is not

our goal; that has been done exhaustively by many great academic minds. It’s

not the point, anyway. Blues is best learned by listening and imitating. As you
listen to the range of great blues players and singers, your own senseof taste will

emerge, and you'll be motivated to learn the style and techniquesof performers
youtruly love. The blues may become“your” music,orit may be for you asit is

for countless numbers of contemporary musicians, an indispensable influence

on your sound and style.
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Transposing

We've mentioned the importance of being able to read lead sheetsin treble clef,
and for some players, that’s enough of an initial challenge. This chapter is about
a differentfacet of transposing: transposing by ear as a pathwayto enhanced
playing by ear.

Transposing is a great way, and ultimately a quick path, to integrate the
intervals and melodies you hear into your fingers.

Take a tune or phrase you know, and playit in all keys. Start with a simple
tune that doesn’t modulate or require the use of accidentals. I've included ten in
this chapter, but you can go on to find the tunesthat you know from childhood.
Hymns, children’s songs, folk songs, Beatles tunes—anything you know well is

suitable.
Atfirst, you may find that it requires some painful trial and errorto find the

note on your instrumentthat you hearin your mind. You may wantto take note

of certain intervals. It might even be helpful to consult a notation ofthe tune so

that you can match its contour of intervals. When you can, though,take your eye

from the notation, and let your ear guide you.
Thegoal is to hear the melody accurately enough toallow your intuition to

realize it through your instrument. For many, that requires an initial period of

intense confusion,so just laugh as much as possible! It's a transitional period,

and you mightas well enjoyit. But strive to work through it: The more consistently

you place yourself in this state, the shorterit will be.

then, is not an act, but a habit. 2
“ ily do. Excellence,We are what we repeatedly

__Avistotle

stick with a tuneforseveral days until it gets easier and more

but be willing to experience the baffling sense of

e. I heard someonerefer
It’s also fine to

familiar. Find your own pace,
“at sea,” because that’s what learning can feel lik

;

11-lit rooms. In one well-lit room

nything by ear in

being
to thisstate as the dark hallway between two We

you're reading the notation, and in the next, you're playing ai

any key. But between those two rooms...
If you're not playing a wind instrument,

Gs
yourvoice will be nearly magical in its effect on your transp

sing along. Sometimes, integrating
ing. If you are

97
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playing a wind instrument,orif singing along is impossible for any reason, sing

it before you playit in each key, and sing it again to regain your footing if and

when you loseit.
Onceyou notice thatyou’re gaining some facility and ease transposing simple,

familiar things,go to more complex familiar things. Some common jazz tunes to

transpose include “Billie’s Bounce,” “Bluesfor Alice,” and “Straight No Chaser.”

I've suggested some additional possibilities below to activate your imagination,
but you may enjoy your own choices morefully, and that’s important.

This is a short chapter, but a crucial one. Please rememberthis (it’s a hint
and a clue):Ifyou're looking for a fast path to a “good ear,” transpose something
every day.

TUNES FOR TRANSPOSITION PRACTICE

Amazing Grace
Spiritual

Fig. 13.1. “Amazing Grace”

The Happy Farmer

Robert Schumann

Fig. 13.2. “The Happy Farmer”
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The Water Is Wide

Traditional

Fig. 13.3. “The WaterIs Wide”

Arkansas Traveler

Colonel Sanford C. Faulkner

Fig. 13.4. “Arkansas Traveler”

Simple Gifts
Joseph Brackett, Jr.

Fig. 13.5, “Simple Gifts”
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When Irish Eyes Are Smiling
Ernest R. Bal

Fig. 13.6. “When Irish Eyes Are Smiling”

Londonderry Air
(Danny Boy)

Traditional

Fig. 13.7. “Londonderry Air’
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Eine Kleine Nachtmusik

Fig. 13.8. Eine Kleine Nachtmusik (Mozart)

The Entertainer
Scott Joplin

Fi
“913.9. “The Entertainer’ (Joplin)

Sheep May Safely Graze
J.S. Bach

Fig.q113.10. «0 “Sheep May Safely Graze” (Bach)
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J.S. Bach

— ~~EFT
Fig. 13.11. “Air on a G String,” from Orchestral Suite No. 3 in D Major (Bach)

Limehouse Blues
Phillip Braham

D7(9) Db7

AbMaj7 DbMaj7 G-7 C1 F-7(9)

Ab7 F7 Bb_7

Bb-7b5 Eb7 Ab7

Fig. 13.12. “Limehouse Blues”
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Avalon

Jolson-Rose

G1 C1 Eb-7 F7

Fig. 13.13. “Avalon” (Jolson and Rose)

Le ITRANSPOSITION PRACTICE TIP
El

|

Take the first sixteen bars of any tune and transpose it to all twelve

keys.
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Approach Notes,
Neighbor Tones, and
Embellishments

An approach note is a non-chord tone that resolves stepwise to a chord tone.

Many common embellishments and ornaments can be considered variations

on approach notes. The variety of approach notes can be broken down into

several categories.

1. Passing Tones: connecting chord tone to chord tone by diatonic step.

PP PP
Fig. 14.1. Passing Tones in Bach Sonata No. 2 for Unaccompanied Violin,

“Allegro”

2. Auxiliary Tones: a half or whole step above or below a chord tone, used

as an embellishment, moving away and returning to the same pitch.

A A A A

Fig. 14.2. Auxiliary Tones in J.S. Bach, “Prelude in G," from Suite for Unaccompanied Cello No. 1
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3. Neighbor Tones: a half step below the chord tone and a diatonic scale
step above the chord tone (sometimes a half step, sometimes a whole
step).

N N NN N NN N

14.3. Neighbor Tones in C Major and C Minor
Fig. 14:

Here are some neighbor tones at work, drawn from the opening of Mozart's
String Quartet No. 18 in A Minor:

Fig. 14.4. Neighbor Tones in Mozart's String Quartet No. 18 in A Minor

4, Chromatic Approach Notes: a half step below or above a chord tone.

ee ccC CE ce cc cc cc ccC

Fig. 14.5. Chromatic Approach Notes in C Major and C Minor

Mozart loved these chromatic approach notes and passing tones, and they

must have sounded excitingly edgy and avant garde when he introduced them.

Here's the opening violin melody from his String Quartet No. 14 in G.

7 ATTN tr

7 P Sf 4
Fig,

)8.14.6. Chromatic Passing Tones in Mozart's String Quartet #14 in G

And,just to look at another example through the lens of approach notes,

here's the infamous opening of the Toccata and Fugue in D MinorbyJ.S. Bach:

Adagio
m
av mn

Av

Fig. 14.7. Approach Tonesin Bach's Toccata and Fugue in D Minor

played, the opening mordant uses an auxiliary tone one stepAs commonly
passing tones and

lower. That'sfollowed by a scale,or to look at it differently,

chord tones of D minor down to Cf,the lower neighbortone of D.
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Neighbor tones and chromatic approach notes can be unprepared—thatis,
preceded by a leap or a rest, whereas passing tones and auxiliary tones are by

definition preceded by stepwise motion.

These are the definitions and a few examples of approach
nts so they become part

notes, but the main

ideais to explore these sounds in our ears and instrume!

of our expressive vocabulary.
Since we've used passing tones when improvising diatonically, and we'll be

referring to auxiliary tones when we work on embellishments, we will now focus

on neighbor tones and chromatic approach notes. These serve to bring some

tension into your melodies—sounds that were pioneered and brought to high

artistic fruition in the eras of Baroque and Classical music, but widely used ever

since by improvisers and composersalike across the gamut of musical style.

First, let's explore these sounds using a drone. With the C drone humming
around you,refer back to the neighbortones in C major/minor.

CHAPTER14

N N N N N N N N NN N N N N

Fig. 14.8. Neighbor Tones in C Major and C Minor

Now,create some melodic motion integrating these non-chord tones. Here's
a suggested melody, just to get you going. As always, you are encouraged to
create your own.

Fig. 14.9. Neighbor Tone Melodies in C Major and C Minor

The melody in figure 14.9 uses neighbor tones to approach chord tones
thatare on the strong beats, but neighbortones also can be used on the strong
beats. An approach note on a strong beatis a sound associated with the term
appoggiatura,” from the Italian appoggiare, “to lean upon.” An appoggiatura

occurs on a strong beat and when leaned on—stressed with a tenuto or
rinforzando (rfz.)—has a lilting and emotional effect. It's a non-chord tone
resolving to a chord tone.

N N
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CMaj7

14.10. Appoggiaturas in Moz:
g. 14

or Tones, and Embellishments
{ahb!

: !

Neigh — =r BESSSe 2

art's String Quartet No. 10

Looking at the Mozart example again, in bar 2, the violin moves chromatically
upward, landing on a D upper-neighbor tone (appoggiatura) resolving to C, the
minorthird of the A minor chord. Bar 3 features a trill (auxiliary tones) followed
by a stream of quick appoggiaturas, and completing the scale in bar 4, where
the line jumps up an octave then descends chromatically from the root of the D

chord to the minor seventh, C natural, and then to a radical sound: the lower-
neighbortone to the major third, essentially the minor third resolving to the
major.

But note the careful spelling of this:it's an A%, not a BY; it’s the lower neighbor
tone ofthe B.

This use of an approach note is very expressive, preceding an approach
note either by step or leap, but stressing the non-chord tone so it reveals its
dissonance in living color.

Using the drone, play these tensions with conviction and allow them to
resolve upward or downward.

Isuggest you go through the twelve keys with a drone, improvising in different

modes and using approach notes and appoggiaturas. Since the drone is neutral
in regard to major or minor, you can selecteither, or change back and forth,if
you wish.

Onceyou are enchanted with the new colors, the tension and release these

notes bring to your melodic play, you will be ready to start changing chords

diatonically and focusfirst on appoggiaturas.
Here's a melody featuring appoggiaturas using a progression you'll remember

from chapter6 (figure 6.1, and play-along track 19 from the CD). You can play

this in all keys.

FMaj7 G7 AT

See

ae
cee peFig,9-14.11. Appoggiatura Melody in C

SpE SNE
¥
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108 aNow, let's use the same play-alongs to practice neighbor tones in twelve keys.
ow,let's

1. Lower NT to Triad
; G os

C

In- v n-

2. Upper or to Triad
’ o N

I- v I v

3. Lowerto Upper
C F G "er

1I- v IL v

4. Upperto Lower
© F

I- Iv =
Fig. 14.12. Neighbor Tone Exercise
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PRACTICE IN TWELVE KEYS
Practice this in all twelve keys, and take your time in each key.Remember, there is no rush to integrate this into your playing. It'ssimply part of your daily practice, curiosity, playfulness, and imagina-tion. You might return to this over the course of months and years asyou continually evolve and develop your ear.

|

|

You may already have noted the difference between neighbor tones and
chromatic approach notes. The upper-neighbor tone can sometimes be a whole
step above the chord tone, but using the chromatic approach it will always be,
well, chromatic—a half step.

The chromatic approach is a sound closely associated with jazz—bebop in
particular. The myriad applications of chromatics in jazz exceed the scope of
this book, but here are a dozen basic chromatic approaches you can try to get
this soundin your ear and under your fingers.

In jazz the most common chromatic approachesare from below the target
note. And as you see below, chromatic approaches can be resolved directly to
the target note, or indirectly from above or below.

id © FF fo ©
Fig,9-14.13. Twelve Chromatic Approaches
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Here are a few more basic examples of chromatic approach notesietwelve
These can be used with the progressions on the CD andtransposed to

keys.

Approach Note Riff over Chords from Figure 6.1 fa
CMaj7 FMaj7 G7

Approach Note Riffs on C
1. 2 3s

Fig. 14.14. Chromatic Approach Phrases

Try using chromatic approaches to some familiar arpeggios:

Fig. 14.15. Chromatic Approaches to Arpeggios
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Finally, here are some simple embellishments you can us

freedom to your melodic play. You may want to adjust these o ead a sense of

ofyour instrument, technique, ortaste. Feel free! Try these in alla the demands

octaves with different tempos and timefeels, swing, anticipati
eys, two or three

And be aware that differentstyles of music haveAisos syncopations.

and trademarkto that style. Keep your ears open to these det:os that & unique

and adopt and adapt them to yourtaste and preferences
s when listening,

Use chromatic or diatonic approaches from below.
it

I. Chromatic:

Diatonic:

Fig. 1
:

14, i16. Simple Embellishments
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Second to V I cadences, the II V I cadence is the most commonly occurring
progression in music. This cadence features the same satisfying circular
motion of descending fifths practiced in chapter 6 and precedes it with another
descending fifth/ascending fourth move.

7 v7 17

D7 G7 CMaj7

Fig. 15.1. 11 V | in Major

This progression not only firmly establishes the tonality of a phrase or a
piece, butit is a common tool for modulating to a new tonality. By identifying
these three chordsas a single entity, we can apply some common voice-leading
attributes in our melodic play, plus recognize and approach modulations with
confidence.
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Perhapsthefirst thing to point out is the diatonic nature ofel

f you know what key you're in, you'll know what scale willre;If yo

: qernese three chords. To integrate this,

this progression,
flect the tonality

get the soundofthis progression underfingers by arpeggiating from the root. Here's a Pattern that moves through
your
all twelve keys in two groupsofsix. The pattern modulates down by whole step,after these six keys you can go upa half step and begin the pattern anew.
so

G7 CMaj7

EMaj7Fa B7

Fig. 15.2, Exercise: 11 V I's in Major
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Figure 15.2 highlights one possible voice-leading move: root-3, root-3, root:

D-7 G7 CMaj7

Root 3rd Root 3rd Root

Fig. 15.3. R-3,R-3, R

This is a solid motion to help integrate this cadence, though melodically a bit

weak. Sinceit features the root so strongly,it’s more effective as a bass part. By

practicing inversions of the above exercise, you'll be featuring other ascending
voice leading, and more melodically pleasing options. If you begin on the 3rd:

3-5,3-5,3.

bz G7 CMaj7

Fig. 15.4. 3-5, 35,3
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If you begin on the 5th: 5-7, 5-7, 5.

G7

Fig.155.5.7,5.7, 5
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Let's take a look at some other voice-leading options to aid us in creating

11 VI melodies.

D-7 G7 CMaj7

ka

Fig. 15.6. Voice Leading: D-7 G7 CMaj7

Looking at the guide tones—3rds and 7ths—wediscover that 3rds become
7ths and 7ths resolve downward to 3rds. Here are some cadential phrases that
reflect this voice leading—a few examplesto spur your imagination as you create
your own.

Fig. 15.7. 11 V | Voice-Leading Melodies in C

0 Createfive or ten of these that feel good on your instrument, and play in all
TH twelve keys using the play-along.
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F7 BbMaj7

BT Eb7 AbMaj7

ot ch FéMaj7

Bb7

Fig. .915.8. 11 V | in Major, Twelve Keys
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TRACK 48

B-7b5

CHAPTER 15

The corresponding cadence in minor is a beautiful and poignant progression:

11-755 V7(9) I-7.

Again, aside from the raised 3rd of the dominant chord, the other chord

tones occur diatonically. Or you could utilize the harmonic minorscale of your

tonic key in orderto include the raised 3rd of the dominant chord. Here is the

cadence in A minor.

B-7b5 E7 AT

Fig. 15.9. B-7%5 E7(+9) A~7

There are many ways to arpeggiate this. Please feel free to invent your own.
Here's one, for example, that uses the harmonic minor sound with the dominant
chord. Try it with the CD.

17b5 v7 5
E7(b9) AT

DH-7bs G#1(b9) chs

ch-bs F7(b9) 5
Fig. 15.10. Descending from Root
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Again, we are modulating down by whole step. By changing ourtonic chord,
a minor7 chord, into a minor 75 chord, we modulate down through six keys
before moving up a half step and repeating the pattern.

B-7bs E7(b9) AT

ka =
Fig. 15.11. Voice Leading Il V | in A Minor

Because this progression is largely diatonic, you can create melodies by
using the key signature of the tonic key. Even ifyou play diatonically through the
dominant chord, playing G natural against the G¢ of the E7(*9) chord as above, for
example,it can be heard as a kind of bluesy approach. Obviously, it's important
to strive to reflect each chord accurately in your melodies, but for now,it’s more
importantto stress the value of identifying the key and scale of the progression.

In chapter 8, we touched briefly on the use of dominant chords to shift the

tonality of a piece or a passage. The appearance of a dominant chord outside
of its tonic key can be the signal for a key change. Likewise, the appearance of

a minor 755 chord (aka half-diminished) is an excellent clue as to an imminent
modulation.

The half-diminished chord, minor 7%5, is a diatonically occurring seventh
chord on the second scale degree of a minorkey. For example, if you see a D-745,

you're already in C minor, and the C Aeolian scale will guide you through. This

approachyields a9 overthe dominant chord of the cadence, G7(9) in this case,

so add the 3rd ofthat chord, B, when you like, or play C harmonic minor over the
dominant chord. When you see an A-7+5, think G minor; C-75, think BY minor;
and so on.

i) D-7b5 G7(b9) C109) c-7bs F1(b9)

}

|

»> o be
fr LI r

|

<4
— 2 ba = —

Br Abs DIY) B-7b5 E7(b9)
|

be—F = »
— = 3 — Ty —

go
LH

Fi9.15.12, Modulating in Minor
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As in the major version, to more accurately reflect the quality of the

progression melodically, let’s invent some melodies. Here are two examples

using the motion of the guide tones, including the flat 9 that gives the sound of

harmonic minor, but please make your own and play in all keys.

E7(b9) A-

Fig. 15.13. Melodic Il V I's in Minor

0 You can practice these and your own melodic cadences in minor with the
recording.

TRACK 49

D-7b5 G7(b9)
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A7(9) D-7

Ab7(b9) Db-7

FH7(b9) B-7

E7(b9) AT

E-7bs Bb7(b9) Eb—7

Fig. 15.14. 11v | in Minor, Twelve Keys
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Rootless
Melodic Formulas

Unless you are improvising completely unaccompanied, you will most often be
playing with an instrument responsible for outlining the harmonies and chords
of the piece. Since we know that the guide tones contain much ofthe expressive
powerof a given chord, and since we assume our accompanist is covering at
least the roots of the chord, let's practice some melodic formulas that feature the
guide tones and exclude the root of the chord. These are referred to as rootless
voicings, or triads.

Hereare some rootless melodic formulas for major 7 chords in C.

Fig. 16.1. Rootless Melodic Formula 3, 5, 7, 9



16.2. Rootless Melodic Formula 2, 3, 6, 7
Fig. 19-4

Fig. 16.13. Rootless Melodic Formula 3, 5, 7, #11
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Diminished
Chordsand Scales

There's a tremendous bank of expressive potential in diminished scales and

harmonies. These sounds date back to the 17th century, but are also used by

modern composers as diverse as Olivier Messiaen and Antonio Carlos Jobim, as

well as legions of jazz players and composers.
The diminished triad resides diatonically as a VII chord in a major key, or a II

chord in a minorkey. The diminished 7 chord resides diatonically as a VII chord
in harmonic minor:

GHdim7

Fig. 17.1. VII Chord in A Harmonic Minor

This chord serves as akind of dominant chord,sinceit often resolves upward
to the tonic. In fact, if you add the 5th scale degreeofthe tonic, the note E to the
diminished 7 pictured above, you have the more common dominant chord in
minor, a dominant 7(¢"9) (V7[9]) chord.

E7(b9)

Fig. 17.2. E7bg

But the diminished 7th chord is much more often used as a chromatic chord;
thatis, accidentals of different sorts will be used to notate ji

scales necessary to convey the sound of it,
1tand to notate the

root, since the internal intervals are equal. For example, th€, the notes of the Cdiminished 7 are the same notes as in B°7, F7, a Mi»
F#°7, and A°7,
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cdi? (commonly spelled) Ebdim7 Fidim7 Adim7

wd 3. CEPFEA Diminished 7 chords
ig. 10+

Consequently, there are only three distinctly different diminished 7 chords:

Ebdim7 Fdim7 Adim?
I. cdim?

2 chain? Edim? Gdim?7 Bbdim?7

3, Ddim7 Fdim7 Abdim7 Bdim7

Fig. 17.4. Three Groups of Four Diminished 7 Chords

For string players, the diminished 7 arpeggio has an unusual feel under

the hands. There are no perfectfifths, so playing these across the fingerboard

feels kind of spidery. The good news is that each inversion is actually a separate

diminished 7 arpeggio, so learn three in multiple octaves and you've got twelve

underyour fingers.
It's the same with the diminished scale which, likewise, is created from

perfectly symmetrical steps: whole/half, whole/half, etc. Just like the chords, the

C diminished scale has the same notes as the E’, F¢, and A diminished scales.

Fi9:17.5.C, EB, Fi, A Diminished Scales
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Thesescales, in any inversion, convey perfectly the sound of a diminished 7

chord, no matter its harmonic function. This scale is known also as a whole/half

scale. And here are the other two sets:

Fig. 17.6. D", E, G, B®

Fig.17.7.D,F, G4, B

Diminished scales also are very effective for use over dominant chords—
especially, but not limited to, altered dominant chords that feature flatted
9ths and raised 9ths. These scales are slightly different, however, in that the
symmetrical pattern begins with a half step instead of a whole step: half/whole,
half/whole, etc. I've heard these half/whole diminished scales referred to as
dominant diminished, because they color dominant chords so effectively.

Let's take a look at how the notes of the dominant-diminished scale work |

with a dominant chord.

7 Root bo to 3 #1 5 13(6) 7

Fig. 17.8. C7 Chord and C Dominant-Diminished Scale

The dominant-diminished scale adds a b9, #9, $11, and #13 to a dominant
chord—some exquisite and exotic colors, when applied correctly
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And again, due to the; perfectct symmetry of the dominant-di~diminished sc:ale,

there are only three disti iistinct pitch sets. Each one will work for fo ur dominant
chords:

1.

9. Db7,E7,G7,BP7: Db
i

, B*7:

Db dominant diminished in any
i

y inversion

3. D7,F7,A"7, BT: i

: D dominant diminished in any iinversion

C7, B7,F7,A7:C i

:Cdominant diminished in any
iinversion

Here are each of the domi; qsnant-diminished scales with a suggested practice

pattern:

cb, iA Dominant-Diminished Scales

ct G,Bb Do - caless minant-Diminished S

DE,\F Ab>»BDomiminant-Diminished Scalales

Fig, -17.99. Pragticicing the Three Dominant-Diminished Scales
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Here are a few patterns to use in creating melodies over dominant and

diminished chords. Each pattern fits four diminished seventh chords and four

dominant chords. By transposing these up a half step, then anotherhalf step,

you will be practicing patterns forall dominant and diminished seventh chords.

As you explore these, you will find others that fit your instrument and your

preferences.
(C7, Eb7, F#7, AT, c#dim7, Edim7, Gdim7, Bbdim7)

Fig. 17.10. Diminished Patterns



Afterword

The world of music is never-ending: never-ending possible combinations of
notes, chords, textures, colors, meters, and rhythms. Every culture on earth has
musical soundsit uses to celebrate, grieve, inspire, soothe, dance, and worship.
Music is an essential aspect of ourlives on this planet, and the role of the
musician will always be an important one.

The sparkle of personality from a performer is what makes a performance
cometo life. And a musician who uses the building blocks of music in a way that
seems to capture the spirit of ourtimeis a gift to us all.

What makes musicians unique from each other? It is part nature and part
nurture, of course. In this book, we have encouraged both aspects, searching for

sounds that express who we are, and finding a creative practice that gives our

uniqueness the musical tools it needs for precise communication.
But we see all musicians as modeling to the world how disciplined and

loving curiosity can create beauty and connection. As we serve our audiences

and students, we espouse and embody new possibilities, greater ease, expanded

awareness, and increased pleasurein the playful application of all we've learned

and absorbed.
The book you are holding can be one you return to again and again. We hope

you may find something new in it each time you do.
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WUSIC: IMPROVISATION

Learn the creative mindset and aquire the technical tools necessary for

improvisation. These concepts and exercises will help you to discover

a deeper source of music making,a greater quality of authenticity, and

a discernable change in sound and phrasing that will enhance yout
performances of written music. You will learn to play by ear, apply

musical theory to your instrument, and engage creatively with the

elements of music, giving you a long menu of musical options. The

accompanying recording includes demonstration and play-along tracks.

You will learn:

« to connect melodic imagination to your instrument, with an
enhanced sense of physicality

« how to use scales, chords, modes, progressions, and other structures
in your improvisation

* abroad rhythm vocabulary

« improvisation techniquesfor standard progressions, such as blues

and IT V's
« to create richerlines by using approach notes, neighbortones, and

embellishments into an improvised melodic line

Eugene Friesen [$aCtiv
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performed widely with the Delos String Quartet, the multiple Grammy-
winning Paul Winter Consort, Trio Globo (Friesen, Howard Levy, and
Glen Velez), and as a soloist and clinician. He is a professor at Berklee
College of Music in Boston.

“So many of us classically trained musicians are intimidated—even
terrified—at the idea of making music withouta score. Eugene Friesen,
master cellist, improviser, and pedagogue, demystifies the tools ina well-
structured, empathetic guide that not only opens the doorsto greater
personal creativity and collaboration, making music in the moment, but
also opensthe ears to adeeperinsightinto the interpretation of a centuries-
old tradition. Without losing the sense of wonder and transcendence that
music can achieve, Eugene Friesen breaks down and simplifies the basic

components of improvisation. This invaluable resource is an important
contribution to the evolving curriculum ofclassical music education in
the 21st century.”

—Matt Haimovitz, Grammy-nominated cellist, professor of cello at
the Schulich School of Music at McGill University

“One of the great joys of being an improvising violinist, beyond tile

obvious immediate gratification garnered onstage, is the chanceto share

your craft with the many string-players whoplayso beautifullyin the

Europeanclassical tradition yet relish the chance toget off the page. Given

how hard it is to put into-words, much less the printed page, it is natural

to yearn for materials that can be of use. Inthis regard, I feel this book
is destined to be a classic in the field, becauseit so elegantly pinpoints
the essential elements necessary for undertaking such a challenging
journey without being trapped in any one stylistic framework.”

—David Balakrishnan, founding violinist with the
Grammy-award winning Turtle Island String Quartet

“Gene bringsall the traits that make him a great musician, composer,
and teacherto this method! of teaching the art of improvisation. It is

precise, humane/humorous, organized, and diverse, opening the mind

and laying out techniques for improvising in whateverstyle the player

chooses to explore.I think this is an invaluable and timeless work that
will inspireclassical musicians for generations to come.

—Howard Levy, multiple Grammy-award winning
composer, pianist, and harmonica player;
memberof the Flecktones and Trio Globo

“Mare dps Horfiess
but few canasoit sth thovglits and proccsses that being tein tine

playing to life. Eugene Friesen has both the musical instincts and the

affection for the musical process, combined with the ability to articulate
it in a straightforward and compassionate manner. He writes in a way
that brings him right into the room with me, offering encouragement,
support, critical fundamentals, and practical exercises and playing tools.

This bookis a great resource and guide for aspiring improvisers of all

ages. I highly recommendit to my fellow musicians, and I know I will
revisit it many times myself.”

lans can play

—Jeremy Cohen, multiple Grammy-nominated violinist, composer,
arranger (Quartet San Francisco and Violinjazz)
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