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Introduction

Time and rhythm are king! Number one! We are_constantly made aware of this fact when we are
playing or listening to improvised music. All notes seem to sound good'when they are played with
“good time.” Even melodies that use “wrong” notes or notes that aren’t in the chord seem to sound
good when played with good time. And so it is that “good” notes played with mediocre time sound
only mediocre at best.

When we say that a particular player has a “great feel” we are usually referring to one’s “time
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that is, how that player expresses the time. “Laid back,” “on top,” “swinging,

feel, " “a good
groove,” are all terms that describe the personality of how someone plays the time. It’s difficult to
talk about personality, to say with words why someone has a good time feel. What often packages
or dresses up a good time feel are the rhythms a particular artist chooses to use. This book hope-
fully lends some insight into practicing and playing creative rhythms in a melodic fashion. Often
jazz educators present improvisation techniques by first teaching which notes to play and then
describing how to put these notes to various rhythms. There is a profound difference in taking

rhythms and then applying the notes to those particular rhythms.

Rhythms are inexhaustible. These upcoming chapters hope to expand your rhythmic vocabulary
by presenting various rhythmic devices to practice. Some of these devices are quite simple and
others are more demanding. Each chapter is singular in and of itself and is not based on the preced-
ing one. You can pick any chapter to begin with as they are not necessarily in an order that you
must follow. Although some of the topics might appear to be quite condensed, each idea or concept
is worthy of serious attention.

When working through these chapters keep in mind that the “time feel” that one uses to play a

p p pilay
particular rhythm makes all the difference in the world. Using varied articulations and phrasings
can bring a rhythm to life.




Notes Per Bar !

The intent of this chapter is to explore various rhythmic ideas by limiting the number of notes per
bar that you can play. Begin with Tune 1 (Sleep Walk) and improvise a solo using only three notes
per bar. You can either play the same rhythm in each bar or you can try and vary the rhythm while
adhering to the three-note limit.

ExaMPLE: TUNE 1

3 NOTES PER BAR WITH THE SAME RUYTHM
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Examrre: TUNE 1

3 NOTES PER BAR USING DIFFERENT RIHHYTHMS

- - -

E%

Bb-7 Eb7 AbA

[ YRE
e
I
Lle

BT
e
T
A
AN
il
|

o
\EEN

$T

i
.
Vil

~

Next, repeat this practice exercise using four notes per bar, five notes, six notes, and then seven
notes per bar. Finally, play the exercise again using only two notes and then one note per bar. This
exercise provides good ear training, that is hearing the sound of each of these steps, hearing the
sound of three notes, or hearing the sound of five notes. It helps one to hear a phrase and realize
the context of the line rhvthmically.
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Examrre: TUNE 1
S NOTES PER BAR USING DIFTERENT RHYTIIMS
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Needless to say, using different rhythms in every bar is more sophisticated but it is not necessarily
more cffective. This exercise improves vour awareness of which rhythms vou are using as well as
vour awarencess of where vou are in the bar. More notes per bar is not better than a few, just differ-

ent.



NOTES PER BAR
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rack 3 - slow

Track 4 - fast
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Tune 1 ¢ Sleep Walk (B) Instruments)
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WELODIC RAYINMS

The next step is to try playing a specific number of notes but this time play them independent of
bar lines. In other words, pick a specific number of notes and then play that grouping as many or
. . . . . A .

tew times as you like within a bar, over the bar, or through the bar. The following example uses

three-note groupings within and over the bar lines.

' ExamrLE: ‘.
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Another idea to consider is that your note groupings don’t necessarily have to be connected. In this
following example I am thinking of three note groupings although the listener wouldn’t be able to
tell that because the groupings are overlapped. The point being made here is that practicing in this
way can lead you to new or different rhythmic ideas. How I'm thinking about these groupings of
I notes will effect the articulation of the lines.
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As you can see this exercise can be as exoteric or esoteric as you like depending on your own imag-
ination. It creates rhythms that you might not ordinarily play and it also serves as a useful tool to
begin hearing polyrhythms. For example, take a five-note grouping, they could be played as simply
as this:
l .
l E / A S or A (4 1/ r/ or this A // / / I —
Lot H I 4 1 —}
! J L |
Y L 5 i}
I The five notes can be plaved as 1 beat or 1 1/2 beats, 2 beats, 3 beats, or 4 beats, ctc.
' 14



[l Rhythms

This chapter contains 22 one-bar rhythms as well as a new tune to work with. Try playing each
one-bar rhythm through Tune 2. Play each rhythm and feel it as if you were a rhythm instrument,
feel the rhythm inside your body. Play through each of the 22 rhythms and get a feel for every
one. Of course, add to the list! The chart is limited to primarily quarter notes and eighth notes. Six-

teenth notes and triplets have been purposely omitted at this point.
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MELODIC RUYTHMS

Tune 2 ¢ Wine Tasting (Bl Instruments)

“Track 5 - slow ‘
~ Track 6 - fast |
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20

After playing cach of the one-bar rhythms through Tune 2 the next step is to alter the placement
of cach rhythm. For example, you can play each rhythm one beat carly, or two beats early, or one
beat late, and so on. These following exercises will help you to hear rhythms independent of bar

A}
lines and will help you to develop “phrasing over the bar line.”

Notice that by displacing a rhythm 1/2 of a beat, or 1 1/2 beats, or 2 1/2 beats, you create entirely

different sounding rhythms at times.




LLRNYTHNS

22 Rhythms played one beat early
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22 Rhythms played one beat delayed
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22 Rhythms anticipated by 1 1/2 beats
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MELOBTC REYTHMS

Note that many of the eighth-note downbeats might have been written as guarter notes. In these

preceding pages they were written as eighth notes to keep clear the connection to the original 22
rhythms.

Having played through these various displacements of each rhythm you can now combine two of
the one-bar rhythms. Create a two-bar rhythm and play it through a tune. Combine three one-bar
rhythms and create a three-bar rhythm and play it through a tune. Combine four one-bar rhythms
and create a four-bar rhythm and play it through-a tune. .

This is an example of combi/ning rhythm 1 and 4, to make a two-bar rhythm:

2

™
e

\
N
N
N
N
A

J J J J

to
o




tighth-Note Rhythms

To begin exploring eighth-note rhythms start by playing 4 consecutive eighth notes as a one-bar

rhythm. Next, displace the grouping by starting on eight different placesin the bar.
Use Tunes 1, 2, and 3 to practice the following rhythmic groupings:

1. Starting on one.

O

el / pl / y2 y 2 )
< 7 7 7 7 PY PS

2. Starting on the “and” of beat one.

r ) & / £ / y2 (7] y J
L] i 7 7 7 7 i P
Y
3. Starting on beat two.
AN AN
(* y 2 /£ P /£ p2 y 4
\ 7 %. 7 7 7 7 (\

4. Starting on the “and” of beat two.

r )
A

a2 ' d

5. On this rhythm the last eighth note would sound the next chord.
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MELODIC REYTHMS

For #6,#7, and #8, the harmony can be anticipated. That is, starting on the “and” of three, beat four,
or the “and” of four, you can anticipate the next chord by either approaching notes of the next
chord or by simply sounding the next chord.

6. Starting on the “and” of beat three.

3 @

T ' ]
F £ y 2 LY / /. / 4 LY} F 2 y J A" 2
A PN PN i 7 I4 7 7 I Py PY Py
\ ] i 1 l 1 ] N AY A
7. Starting on beat four.
AN N
re) - r 3 / £ £ /. & -
L £ 7 7 7 7 P
L Al Al L
8. Starting on the “and” of beat four.
+ @
L) - y 2 L?] L. ya pa pa L%l -
AW RS 7 7 I

9.Try playing four consecutive eighth notes on different beats randomly, for example:

1 { 1
R Y 2 B ] [ S [ [ & & L4 S L & | 0§ 2 N R ] . J (Y] / A Vi / LY] |
e A A e e s e e
| _— Y /] - /
10. Next, try the following four-note grouping which will result in the superimposition of one time
signature over another. This is a 3/4 pattern which takes three bars of 4/4 to work out.
AN N\ AW N
re) / / / / y 2 2 2 / 2 y 2 / / /£ / ¥ 2 A 2 / P ¥ 2
\ 3 /7 7 7 /7 Y 7 7 7 4 - 4 7 7 7 Py 7 7 7 rd -
T 1 S \ T I < L | A
( . |
: |
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11. Here's another 3/4 pattern:

!
i
i

!
N
N
N

N
Le
e

N

N

N

N
L,
Lle
e

I\

TN\

12. Here’s a 5/4 pattern over 4/4 and it takes five bars to work out.

07 I/ 1/ A (/ 07 S A 1/ A t/4 ,/ 2 ) -[4 ]/ [/ A [/ 'f 2y / /4 -/4 ‘/ A (/ A 114 v [/ A A ¢/4
| .
Yy gV . |V —_ V|
13. Here is a 7/4 pattern over 4/4.
y 2 LY] 2 R I J / % y 2 { F 2 %
P 7 7 "¢ 7 } 7’ P 'f 7’7 ; 7 'f P 7 l/ 7 7/ j]
/ — — /

— N
& & p2 £ (7] y 2 £ y / £ y 2 L] yi /£ Y] (7] y 2
{ % T 7 7 / % 7 /7 7 7 ‘A T 7 7 7 7 ] \A

After practicing #10-13, try going back to #9 and using some of these various time signature devic-
es. Practicing with these devices opens up a window in the part of the mind that hears bigger spaces
of time and this develops form awareness. It enables you to play creative and adventurous rhythms

and be fully aware of where you are in the tune.



Playing Five (oqsecutive tighth Notes

3

Using Tunes 1,2, and 3, practice playing five consecutive eighth notes beginning on these eight d;
ferent beats within the bar. v

1. Starting on beat 1.

®

D/////M)Tq
C—~ e s s !
L | Y

2. Starting on the “and” of beat one.

N

N

N
ANy

3. Starting on beat two.

q
M
N

N

N
e

@

M

For #5, #6, and #7, the eighth notes before crossing the bar line can either anticipate the next chorc

by sounding the next chord, or they can be approach notes to the next chord, or they can sound the
chord of the moment.

'
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5. Starting on beat three.

®

7 y) 7 7 7

Any

®
I~
oo
N
N
N
N
N
L
"
"

6. Starting on the “and” of beat three.

N 3\ —r
ﬁ r 2 & L] / 2 ] / / Y 2 - !
< < A A— — 7 < 1
o A ‘ |
7. Starting on the four.
¥ y; )
\{3 - & / / A A / / -
8. Starting on the “and” of beat four.
¢ ©
C - ‘g -[4 /- A A /£ A -

9. Next, try mixing up steps 1-8. Start five consecutive eighth notes on different beats randomly,
for example:

AN
AN
N
N
Ny
g 2"
AN
AN
\
N
™
N
e
AN
N
N
AN
AN
i
Lie
™
AN
AN
N
N
|

10. This is a 3/4 pattern over 4/4.
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I'l. Here is another 3/4 pattern over 4/4 which starts on the “and” of beat one.

, . ’ - e — — T
| T
Q Y A 1/ [/ A [/ -[4 J/ = / ‘(/ (/ (/ * St / [{ |/ (/ s J/ ]// /7;/” AA[},
A
12. Here is a 7/4 pattern over 4/4.
s J 7] y— J |
L /I ,/ ,/ (/ l]/ .7 .7 ,/ ,/ /I ,/ ,/ . \s // ,/ E / . ,/ ,I i .7 ya 4 e ,/ 7 ‘A e /”,777%%2,;f
Y / L
!j N ] N 1
p2 LY] L] z /. / £ / ¥ 2 / / / / P2 Y] Y] s / 2 / / ¥ J H
e e e R A e e
Y % o L e
13. Here is a 9/4 pattern over 4/4.
re) y 2 % y; y 2 / LY} [ [7] y J i ] ] ] y
i ya Vi
L9 (// ,I ,/ ,/ ‘// '7 ‘A { .7 ‘// // I/I pa (/ ‘A \A 7 !/ - / J/ 1 { i ‘A 7 (~ - e
y 3 y Z— y J
A A M. S M i o Ay W 2 . S, S T
’1 / < 1 f ¢ —¢— 1 < v f
14. This is a 5/4 pattern over 4/4.
] \
e 7 7 iy ¥ ) Lo f S 4 /Y | e / V) RN 2 y 2 2 Y y2 / [Y] -
\ ]/ 7 ( / ‘A ‘A 4 /7 7 ( Ji J{ 7 4 I \A \A 7 7 E /. 7 Ji
i
i
L Y — / —

”
=

I B E B BN U ) ap B BE B BN B B A BN B B B e
N
N
\\

After practicing #10-14, try going back to #9 and using some of these various time signature devic-
es. Practicing with these devices opens up a window in the part of the mind that hears bigger spaces

of time and this develops form awareness. It enables you to play creative and adventurous rhythms

and be fully aware of where you are in the tune.
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Track 7 - slow |
Track 8 - fast_|

Tune 3 ¢ Together Alone (C Instruments)

N
5

D—69 Eo A759H3 D~69 Eo A7B95]3
—§ 4 y.4 7 7 7 y .. Y4 7 7 7 7 ] ]
= C—L y4 7 7 7 y 4 7 7 Z V.4 7 V4 ! A S f— —
e
D-67 Ao D779°13 G-7
2 y 4 7 7 7 y .4 7 7 e 7 7 7 y4 y.4 R d—
%/ V.4 y 4 7 7 7 7 7 7 7 Va V.4 7 7 7 7 J
B-7 E7 G-7 C7 FA E-7 A7
7 y.4 .4 y 4 — 7 Y4 J e 7 A d—
'\’\;“u 4 V.4 .4 7 [ Z 7 7 g f 7 7 7 g .4 V.4 7  —
o
l. 2.
DA DA
) ] > I 1
.4 7 y 4 1 V4 4 ya rd ] J y4 4 4 | y 4 4 .4 V4 1]
{@ 2 Z V4 Z. { Z Z. 4 2z [l 7z Z 7z Z ‘l Z yd 4 Z. _H
Q Vd
Ag D759H3 G-
N
A .4 7 — y.4 7 y.4 Z y.4 7 y 4 e y.4 7 7
@/ Z 7 V4 —7 Z V.4 7 y.4 7 7 7 7 .4 7 7
°©
Go c7°9°13 FA Fo A7P9P13
T
ﬁ 7 7 y.4 7 7 7 7 7 7 7 7 % 7 7 y 7
D-6% Eo A7P9P13 D-6 Eo A7P9P13
')
D- B7alt. E7alt. A7alt, D- Eo A7P9713
[ i
@ 7" 7 —7 7 7 7 7 7 7~ o 7 7 7 7 J
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Tune 3 0TbgetherAIone(BbInstnunents)

K7 -slow

Sl

g

5 7b9b13

Fo

E_67

B7b9bl3

Fio

;]
£-67

ck 8 - fast

A\3VJ

[

T M W[
N ENL
, 4 J | /1 N m
| o
[ ™~
// o | // // /1 faal
7 L
/ i LI II II
~ 8
N = N N\ N\ g
N N \ N
N
N N N N
N
N N J N
_/_ N < N . < II | N <
< N U] N ~ o < N U]
uEEE (171 \ a1+ ] f
= |\ N\ N N
> i
- ~
SOIN o |\ N N .
// II // ™ II ™
N N
o~ (o))
S} _4 b7 N 107
s [N < I\ \l S N o
! // / / //
M~
N = N N N
N\ N N, N
o ~
b , ) )
AN S IN ~a TN = |\ <
B ™ T B ™
- ant-mm kbl o mm

Fio

E-6”

5779513

Fie

ANAV

g7b9°13

Fio

B7alt.

F47alt.

Ci47alt.
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,g:l Tune 3 ¢ Together Alone (Eb Instruments)
“frack 7 - slow |
Tk 8- fat
B-67 Cto Fa7PP13 gg? Cto Fy7°9013
ﬁ 4 J 4 7 4 V4 V4 4 4 y4 y4 4 y4 _I /____I__—‘
N .4 Z. Z. Z. y4 V4 4 2 2z .4 y 4 . Z_ 7. Z Z -
¢
B-67 Fio g7°9013 E-7
%/ 4 y4 . .4 V4 V.4 4 7 y4 y4 J 7 4 y4 7
.4 4 y4 7z 7 .4 7 7z 4 7z 7 4 Z y4 Z 7
Gt-7 c7 E-7 A7 DA Ci7 F47
y .4 V4 7 7 7 y4 y4 V4 7 y.4 4 4 7 % V4 7 p4 .
@ 7 4 yd y 4 7 Z. 4 y4 .4 V4 7. 7. f 7 7 7 yd
)
L 2.
BA BA
0 |
. yd 7 4 4 ] 4 y4 4 y4 y4 y4 y4 Ve JI p.d .4 4 4 H

f N SR W4 P4 V4 VAN
V4 V4 yd V4 7 4

£ .4 .4 7 L 7

II Il II I, II I[

I, II I, /I I, /I




|
Playing Six Consecutive Fighth Notes

N
s

Using Tunes 1, 2, 3 and 4, practice playing six consecutive cighth notes starting on different places
within the bar. ) ‘.

L. Starting on beat one.

4. Starting on the “and” of beat two.

2 (»)
CX—v 7y —r

s

L
‘N I N N N B O aE B B AN BN BN S BN B B O Ee .
_UJ
v
o
=
=,
5
a5
<
=
o
w
=
~t
g
3
=
-
[¢3
,.;—‘
@
e,
@,
=
=3
5
=4
T
[+
]
o,
o,
&=
oo
T
w
-t
5
(4]
=
o
<
o
(8]
=
<
o,

T




PLAYING O CONSECHIEVE EIGHTR NOTES .

When starting on beats 3, 3 “and,” 4, or 4 “and,” these cighth notes can anticipate the next chord, l

or they can be approach notes to the next chord, or they can sound the chord of the moment.

5. Starting on beat three. l
&) ¥ 2 y 4 / / 2 y2 2 / ) =
| am—- p§ 7 7 7 7 7 p§
AY N [ AN
[N
6. Starting on the “and” of beat three.
3 ()
F &) y 2 ) [Y] P2 y Z / p2 / (Y] -
AW Y PN I 7 4 4 7 7 7 7
AY Y i {]
7. Starting on beat four.
{* [ i / / 2 / 7/ ) -
€ &~ 7~ ¢
8. Starting on the “and” of beat four.
B L
{2 - ) L] / y2 / / P2 Y] y 2
A \A { 7 /7 7 Ji ‘A

% %

9. Try starting six consecutive eighth notes form different beats randomly, for example:

F 2 PR '4//////‘4)’1/// ¥ Y 7 77 & ma !
‘A /[//(I I((,,,,/ée[(‘/,,(,A]/((]/,([ I
i i
! ! [T i
— ‘ " - \ _
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10. Here is 7/4 pattern over 4/4.

Atter practicing #10-14 £o back and trv #

9 again using some of these time signature devices.



PLAVING & CONSECUTIVE ETGHTH KOTES

“Track 9 - slow

Tune 4 ¢+ It’s No One But You (C Instruments)

Track 10 - fast.
c7 FA D79
II 2. II II II Il II
S
G-7 c7 FA c-7 F7
II /I II II II /I II
Bb_7 Eb7 AbA Db7
_‘f} T
% I/ I, 1/ I/ Il II ]: II II
)
CA A7 D-7 G7 C A7 D7
0
{@ I’ II Il ][ II jl II I,
)
G-7 c7 FA D7>9
O T
PY)
G-7 c7 c-7 F7
4
@ V.4 I, II II II ll II II
BbA Bb—7 Eb7 A7 Ab-7 Db7
%I ,I II II I, II II 1/
)
G-7 c7 FA A7 D7
g .4 4 J yd 4 4 7
Z 4 y.4 . Z_ Z Z.

31
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fack 9 < dlow |

| Track 10 - fast |

Tune 4 ¢ It’s No One But You (Bb Instruments)

GA E7°9
[ | ]
? II /I lg l, ‘II /__— 7z |
GA D-7 G7
V4 ”7¥}v 7 /Niﬁ]
7 /, /I¥;I 4 7 ‘{
BbA Eb7
|
7~ y s P e e A— j
D B-7 E7
4 P4 4 4 V4 4
Z Z 27 .4 Z. 7.
I A-7 D7 GA £7°9
:MA 4 y4 J[ ] I 4 7 7
l A-7 D7 D-7 G7
0 : —
V4 y4 7 ] 7 V4 f 4 4 ][ y4 7 .4 V4
. 7 7 % 4 7z Il Z 7z J[ 4 V4 Z 7
c-7 F7 B-7 Bb-7 Eb7
D7 Ga B_7 E7
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6 CONSECUTIVE

PLAYING

- e e e . e e e e e e e e e T e e e . .

N N
v
N\ N N I~
h S N N > N N N BN = |\
\ “
N N N // N N\ N N
2 o
_ Py \ 7 7_ I_'W 7_ = [ ™~ ™~
" o N < N\ = N = N BN o N\ W TN = N
s w N
= L Hias
o N
E N N N
£ \ \ N\ N N N \,
o
® N\ \ N
E \ \ A AN AN N N
& N w .
- N AN N N N N N
3 < N N
o M~
> A 1IN = IN <IN N <IN LN st N <
> a \ =) \ < \ fa) N < N o N a I\
n i S i
@ ] \
N N N N N
o P N N \ \ N \ N\
<) N
M \ N N DTN
" \
~ AN A\ AN
—
[ M~
< < / @) // R_, /
* L i
< /I
=
- II II I/
N
N
M~
N\ AN & N
-~ N\
BN f | \ N
“ o, }
® S " i <
-
< x w O N < II
=2 8 -~
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Playing Seven (onsec\utive Lighth Notes

Using Tunes 1, 2, 3 and 4, practice pl

aying seven consecutive eighth notes starting on different
LA ’
places within the bar.

1. Starting on beat one.

2. Starting on the “and” of beat one.

e

—

3. Starting on beat two.

@
et —— = e
T s

4. Starting on the “and” of beat two.
2 (»)

W

5. Starting on beat three.




PUATING 7 CONSECUTIVE EIGHTH H0TTS

6. Starting on the “and” of beat three.

O,

N N . i -
Le \3 \g ‘[4 // /I // /7 /1 // / B ¥77tf
2.
7. Starting on beat four.
]
ra) = Y 4 7 / 7 p2 p2 / 7 [¥] )
7 P4 A d—r 4 7 7 7 i Py
T D R
8. Starting on the “and” of beat four.
4 (¥
y 2 y
_e - {k 021 i ,/ ,1 / / \A

)

9. Try starting seven consecutive eighth notes from different beats randomly, for example:

AN 3 AN
r)
/ 2 / Y A— ,/ ,/ l;r \3 {{ 07 / ,/ A / 2 ,/ £ ‘3 A / / / / ,/ ] t/4 ‘A'
—— /
/. ya p2 2 z / (Y] ) ) / = = /2 ya L] ) L] ) ]
Z Z P2 / 7 / 7z y Z
7 7 7 7 / e P 7 7 4 4 1 Py I 4 7 7 7 /7 Py 1
| I | Al AS f |I | Al / f ; 1 Al I
10. This is a 7/4 pattern over 4/4.
]
/ £ 2 ] / £ /& | & 2 / / /. 2 2 / £ / ] / / i (Y] L] / / ya A /£
7 77 [/ 7 i I 17 77 777 P ]/ A A AN 4 l, i 7 7 7 I/ 7
! | i
r — I ¥ [ P 2 f }
E 2 Y i pa pa ya Z pd T
! £ 4 7 ,/ // // 7 ,/ i ' ,/ # - /1 /I // // £ // // // // /j 7/ // L 7] !]{ // : ,/ ,/ // ,I /I // € 1
L. I Al : ! i 1 I T H ! N H { | ‘( N | T T ; ! I i ; T , I i ! A i
i ] T H ; ! : 1 ] i 1 1
C R T F T IR .
45
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I [1. This is a 5/4 pattern over 4/4.

ﬁﬁﬁ?&‘% ‘f‘?ﬁ?%*::j; S

After practicing #10-14 go back and try #9 again using some of these time signature devices.



aying Three Consecutive Eighth Notes

Using Tunes 1, 2, and 3, practice playing groupings of three consecutive eighth notes starting on
different places within the bar.

1. Starting on beat one.

O

N N N
re) Y — y 3 1l
C—F a f—& Py i

i
7 I/ 7
|

2. Starting on the “and” of beat one.

RO,

e [Y] 2 / / y 2 y 3
C—F—~—~——F—X s
AY hY
3. Starting on beat two.

AN AN

& / / & ¥ 2
Cc—¢ 7 A——X

AN hY

4. Starting on the “and” of beat two.

A
AN
Lie
AN
N
N
In

5. Starting on beat three.

G

F &) F 2 P 2 ] z A Y]
© Py - 7 7 7 i
€ € i T
i i
—————

~1
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6. Starting on the “and” of beat three.

7. Starting on beat four.

8. Starting on the “and” of beat four.

¢ @

9. Try starting three consecutive eighth notes from different be

ats randomly.



PLAYING 3 CONSECUTIVE TIGHTH NOTES

The following exercises, 10-13, are written out in varying time signatures but should be played
superimposed over 4/4. Practicing these rhythms will also help you to gain familiarity with pl

ay-
ing in these odd meters. .
.

10. Play this 3/4 pattern over 4/4.

)]

) /£ / / LY] Y 4
4 7 I P

l_l AY

11. Play this 3/4 pattern over 4/4.

Lie
N
N
N

Ay

12. Play this 5/4 pattern over 4/4.

-

N
N
N
AN

|
|

13. Play this 7/4 pattern over 4/4.

~ N N
{ VDRI ] DIV IRV y 2
7 7 [ & 7 / & Py
X | I Al I Al Al

14. Try playing exercise #9 again using the additional rhythmic devices.

Nl



-_—

Playing Two (onsecuﬁive Lighth Notes

\

At this point having worked on tl

e preceding chapters and gotten the gist of this exercise, try and
play random

groupings of two eighth notes starting at various places within the bar. He

re are some
rhythms to consider:

1.This is a 3/4 rhythmic pattern using two consecutive eighth notes.

3. This is a 7/4 rhytl

\mic pattern using two consecutive eighth notes.

Try playing random two’s on Tunes 1, 2 and 3.




]- | I [ G | I
p p g “
\ I
Using Tune 5 (It Happened), practice the following triplet rhythms. Each one consists of two |
groupings of eighth-note triplets, but only four of the six notes are sounded.
re) y 7 R J & % l
l A // // // 7 / Ji \A \A }
! -
3 e I
AN
2. e 1 ¢ ¢ I
I —— < <
| I 33— t—_—3— I
2 re) Y & £. s pa ¥ y 2
2. \ W] 7 7 7 P PY I
L 3— 3
4 rel ¥ 2 / / / YRR T i
AW ‘A 7 7 7 Ji ] ‘A I
3 3
5 re) y 2 LY] 2 S SO ST R ]
A \A 7 7 7 7 7 Ji \A
N
re)
6 e \3 -[4 !7 (l / / ]/ g l
L—3— 3 I
AN AN
7 C \3 \3 /I // /I /I .7 .[4 I
3 —3—
8 (> y 2 < [Y] / £ / PN Y}
e e e e e
b3 — b 3 —
9. C ‘3 ‘g L R— B

/ ———
T } 3 I
i I
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_
®
W

| A
A
\\
X
N
-\\
e

To get used to playing exercise #13, try playing the same four-note melody starting on the differ-
ent beats, for example:

—3— 3 — 3

LYY R K Y2 I ‘

~—

3 L—3

Now try to play the four-note melody wherever it appears in the bar with the same articulation,

14. Try this 5/4 triplet rhythm oyer 4/4.

Seee o aea=

15. Try this 7/4 triplet rhythm over 4/4.

= %
S EEEE==

3 K‘S_.*J 1‘3__! — 3 \‘_j ) ")’

16, Pracrice plaving these preceding triplet groupings randomlv.

T'




TRIPEET GRODPINGS

Tune 5 ¢ It Happened (C Instruments)

Track 11 < slow |
| Track 12 - fast |
EbA Eo7 F_7 F407
. : . S _‘
e
EbA/G Eb7 AbA Go c7b9°13
)
.4 7 4 7 4 7 y4 y4 yd 4 4 V.4 p4 y.4 y4 V.4 4 1l
@ 7z 7 Z 7z 2. 7 Z V4 7 yd .4 7. V.4 Z 4 Z
e
F7 Db741] EbA Do G7b9
4
.4 7 4 p.4 p4 7 7 P4 7 y4 4 4 7 V4 4 y4 P AR
'\ﬂ\u Z. 7 7 i 7 7. 4 4 7 4 7. 7. 7 7 Z 4 —
Y
c-7 F7 F_7 Bb7
0 1
'\T’m\} II /I II II II II II /I E II II /I /I /, II /I II
)
EbA Eo7 F_7 F407
b
ﬁ /I II /I /I II I, /I /I /I II /I II /[ /I /, II
®

Eb7 AbA Go c7°913

s
N
N
\
R
N
\
\
N
N
N
\
4_;*
\
\
N

F7 Db7411 EbA c7°9
i i *
f;# 7 7 7 Jf 7 7 7 y ]I 7= 7 7 7 ]f g 7 7 7
e
F-7 Bb7 Eb C7 F-7 Bb7
ﬁ 4 4 A 4 4 4 4 j > 4 4 4 7 ] g4 4 iy 4 4 ]{
(Y

) I



l Tune 5 v It Happened (B) Instruments)

ack 11 - Slow |
Track 12 - fast

e
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GROUP N

PRIPLET
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Track 11 - slow |

Track 12 - fast

t ]

Dgo7

Cgo7

CA

I
_/f

_
\

|
|

EA\SV

A7b%13

Eg

FA

Cc7

CA/E

[oN

TN
N~
L

B

CA

Bb7E11

G7

D7

[ fanY

Dgo7

Cgo7

CA

A779013

Ew

FA

c7

CA

Bh7 411

G7

A7

G7




Hive Consecutive Eiqhth—Note [riplets

Using Tune 5 (It Happened), practice the following triplet rhythms. Each consists of two or three
eighth-note triplet groupings but only five of the notes are sounded.

—

N
N
\\
N
e

M~
g

3 L3
l AN AN ]
2 a LY] 2 Z / / PR 4 Y 2
[__3_1 3
3 re) [YREK Y] L4 7 y2 L& o ¥ !
i I 7 7 ( 8 L I ‘A
I‘j___l 3 I_3“_J
AN
re / / pi / /& ¥
el
- 3 Tl T3l ” -

w»
’i
N
8
N
AN
AN
Any
L

b3 3
|
6 F 2 LY LY A Y ) YR
Ry I [ 7 7 77 7 / JA|
Al | I I I I ]
) S
L—3— 3 L__3___!

-
[
b




TRIPLLT

GROUPINGS

AN AN
el < ¥ 2 [ / 2
8. P& $ —r
I I I | [
1
L3 3
— (%] ) L] L4 S
ya
9. i —— [ A A .
3 3 3
. ya) y J y 2
10. € 2 'f k4 4 A R
N Y
—
L__jg 3
AN AN
11 re) pa / 2 J y 2 (Y] 2 y2
. A W] 777 "¢ P 77
—
3 33—
12 {° YRRy (Y] ) LYY 2
. \ 7] 7 7 /7 7 ! I \A i 7
3 If3_l L_3_.l
N
13{3,,/,,-4.4.4,/,, AR B R Y Y Y Y 1
. T 77777 117 7 7 i TR A AN AR AR AR
K IR i U o i SR 3 Lo 3oendo L3 3
14. Try playing this 7/4 rhythm over 4/4.
!
{ y Z p) / / & &y / y2 Y 2 (Y] yl / ] 2 y2 (Y]
l—’i 7 7 7 7 7 1 7 7 7 7 4 1 / [/ ( [/ 7 7 Ji I
3 3 3 3 L 3 3 L3

15. Practice plaving five consecutive eighth-note triplets randomly.



Six Consecutive [iqh;h—Note [riplets

Using Tune 5 (It Happened), practice the following triplet rhythms.

N N 1
A // 7 ~ / // 3 .{ jI:II
I ] } ] ] A Ay I
L L
3 3
2 IE .7 7 / 7~ // // I *f 3 :ﬂ
l { ] | — 1
| Y
Lﬁ;_J 3 L‘j_J
’_3 YY) VAR YR L L £
. I [ 77777 I Py
/ [ I A
—3— 3 —_—3
, o
4. / P /7 7 7 P
AS [ | ] } Al
L |
-3 3 T
5 ) 4 A L L L S Iy &
| ———Sas===
v
L_3_._l 3 I‘j,‘l
1}
6 re) i L LY Y Y D Y Y Y i
| e Ssssea=s
1
y L
— 3 3 !_.3~_l
7.




TRIPLET GROUPINGS

5 [ A
S. C / -71 w[l 5 .f ey R R ]
v, \
1*3__] ;3_._J 3
¢,
9 ° VAR TR 3 & & ya L L L
. AW 7 7 ] \A i 77 7 7 7
— /
3 b3 3
N
10. C A i — ‘3 \3 P 2N R’
3 3
AN
1. Ye&——F—r— /A4 g 7
/ ——
3 L—_3 b 3 —J
1') re) P R Y ] ; & & ya
<. ¥ 77 7 I/ [ e / L7
3 3 b3 —
13 {3 / I/ ]/ ,/ / I{/ -;/ !/4 I/ ,/ Y2 ,/ [/ -?‘ t/4 / I// I/ (/ 07 114
3073 3003 L3y N
14. Try this 7/4 rhythm over 4/4.
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15. Practice playing six consecutive eighth-note triplets randomly.



Seven (onsecutive tighth-Note Triplets

Using Tune 5 (It Happened), practice the following triplet rhythms.

—_

T
N
N
N
N
AS
N
N
@]
[-ie

M

ro
"
Y
N\
\\
\
AN
™
SN
-
e
Any

L—3— 3 —3—

|
2 re) L] Y / / / VY 2 |
2 \ 9] 1 I/ 77 l/ ‘/ 7 P 1
3 3 3
»
3 -3 . 3 -
T

o
on
ANk
e

N
N
N
N
N
\

-

;‘;__J I__3_J

(@)
-»
M
e
e

B N Il N IR BN BN N I BN B B B BE B B e
H~
o
'™~
N
N
N
N
\\
N
N
e
e

1_



TREPLET GROUPINGS

15. Practice playing seven consecutive eighth-note triplets randomly.
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[hree Consecutive tighth-Note Triplets

Using Tune 5 (It Happened), practice the following triplet rhythms.
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IRIPLET GROUPINGS
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12.

13.
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14. Try this 5/4 rhythm over 4/4.
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15. Practice playing three consecutive cighth-note triplets randomly.

16. Try playing two consecutive eighth-note triplets.

[7. Try plaving two consecutive eighth-note triplets randomly.
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Mixing Up Different Groups of
Consecutive Eighth Notes

REVIEW OF CHAPTERS 3-8 ® CONSECUTIVE EIGHTH NOTES

To review material presented in Chapters 3-8, practice playing broken eighth-note solos using
varying groupings of eighth notes as in the following example.

WnipLE: TUNE 5 - [t Happened

~
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Who's counting? The seasoned improviser is not counting the number of eighth notes as he or she
plays. But practicing in this way and playing these exercises does give the improviser a new aware-
ness of what it is he or she is playing.

Review oF CHAPTERS 9-13 ® CONSECUTIVE TRIPLETS

To review the material pertaining to consecutive triplets in Chapters 9-13, try playing broken trip-
let solos on Tune 5 using a variety of triplet groupings as in the following example.
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To practice playing consecutive sixteenth notes take the material presented in Chapters 3-8 on
consecutive eighth notes and convert them to sixteenth-note exercises by doubling up. For exam-

ple, (the first thythm of Chapter 3) four consecutive eighth notes and two quarter-note rests,

onsecutive [6th Notes

bEC()IﬂCS fOUf consecutive sixteenth-notes and one quarter-note rest.

becomes
AN AN AN
o) /Z /£ 7 4 y 2 Z / 7 ¥ i
C— = i — <

The exercises are then all in 2/4 time so you can repeat the 2/4 phrase twice to make a 4/4 bar.

EXAMPLE:

< _\\

ExAMPLE: 4 CONSECUTIVE NOTES

EXAMPLE: 5 CONSECUTIVE NOTES

ExaMprLE: 6 CONSECUTIVE NOTES

This way of practicing sixteenth notes is very valuable for double-time plaving. It helps the impro-
viser to actually create when playing sixteenth notes rather than being limited to a few pet phrases.
Playing consecutive groups of five, six, or seven sixteenth notes is very close to playing long

double-time lines. Broken sixteenth-note lines are also verv effective. All of these rhvthms depend

a great deal on the tempo of the tune.
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RHYTHM

Hemiolas

This chapter presents 3/4 rhythms to be played over 4/4 tunes. Practicing this rhythmic technique
helps the improviser to become independent of bar lines and makes one’s playing more horizontal.
Playing 3/4 rhythms over 4/4 tunes insures that the player is beginning phrases from various
beats within the bar and not starting every line on only beat one. Practicing this technique opens a
window in the mind that hears bigger spaces of time, like four-bar phrases or eight-bar phrases, or
sixteen bars. It also effects the improviser’s melodic choices because you are sometimes anticipat-
ing the next chord.

Once you've practiced these rhythms you will notice a greater sense of form control even when
youaren't playing them. Try to practice these rhythms with a play along and also without a play
along while your right foot taps beat one and your left foor taps beat 3. Also, try singing the

rhythms to coordinate where beat one is in relation to the rhythm.

In the following chart the 3/4 rhythm is shown and then written out over a 4/4 time signature. [t
takes four bars of 3/4 to equal three bars of 4/4. The 3/4 rhythm starts again on the first beat after
it has been played through three bars of 4/4.

Try playing these rhythms on Tune 6 (Into Somewhere).

WRITTEN OVER 4/4
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ELODIC RHYTHNS

Lack 13 - slow |
'aé_"k_l“; fast |

Tune 6 ¢ Into Somewhere (C Instruments)




BEHIOLAS
Tune 6 ¥ Into Somewhere (B) Instruments) I
Track 13 - slow |
| Track 14 - fast | I
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Tune 6 ¢ Into Somewhere (Eb Instruments)

14 - ansg i
EA

13 - slow |

OB IC RUYTHNS

1

1

]IJ -w _
m m -
N N\ N N N N, \\ \
A
N N N N\ N N N SN
Jml \
N \ N N \ N N \
[0 o —
N ™ ; < ~ N “ﬂ_w/ ~
i SN \ 5N 5 I\ 5 1IN 5N N
N\ N \ N \ \ N
N N \ N N N AN
// N\ N \ \ \ \
N N N N N \ N
N N N N N
\ \ N \ \ AN N
\ 1 1 7 Y h 7
- ® 1N N TN o N SN =N 2 IN
\ |
N N N N N N N
o . o
N 2 2
ﬁll q /I // I/ II Nw // .D/u //
\\ |
N N N N \ \
N :
N ] 8
BN i i i T |
J N\ AN N 7
| | _ _r
N AN N J,, N
|
I N N J__ N
_ ﬁ * | ~ ol
i 7 ™~ < P ‘ N
O B O e




HOMEDLAS

After trying these rhythms on Tune 6 go back and try playing them through Tunes 1-5. When you
have become comfortable using these rhythms exclusively without stopping try combining any

two of them to make a 6/4 rhythm. Here is an example:

AN
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Try combining four of them to create a line with 3/4 phrasing over 4/4 that is less obvious, for

example:

@ @ ® @

A 3
/Z /. / 2 ¥ / / 7/ / z ¥ 2 £ / ] 2 2 y2
A W 7 7 7 7 < 4 7 7 7 7 Py 7 [/ 7 7
‘ AY A L N B
!

_
Needless to say this becomes inexhaustible. You might try using different combinations cvery day. I
Once you have gone through the exercises in this chapter try just playing random 3/4 over 4/4
using one 3/4 rhythm, then another and another without any program in mind. This really gets it I
into your unconscious mind. You could also try composing some 3/4 rhythms and making them

your own.




Rhythms Over 4/4

l In the same fashion that you played 3/4 over 4/4 (Chapter 16) try 5/4 over 4/4 .4t takes five bars of
4/4 to equal four bars of 5/4. To check yourself out when practicing these rhythms the pattern
l should hit one on the sixth bar.
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S/ RUYTHNS OVER L/

Here is that first 5/4 rhythm written out over 4/4. Try writing the rhythms out like this if it helps.
Be patient with yourself as it can take years to work this material out!
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[/4 Rhythms Over 4/1

As with the 3/4 and 5/4 rhythms try these 7/4 rhythms over 4/4. When playing a 7/4 rhythm it
takes seven bars to work out so that on the eighth bar you are starting on beat one again.
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PALRAYTHMS DVER 474

By starting the same rhythm on beat 2 “and” that was started on beat 1, you get a 5/4 mirror

rhythm. By starting the same rhythm on beat 3 “and” as beat 1, you get a 7/4 mirror rhyvthm.
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ODTC RUYTHMS

RETROGRATE MIRROR RHYTHMS
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/4 Rhythms Over 3/4

Take any of the 22 one-bar rhythms in Chapter 2 and play them over this.3/4 tune. Next, try com-
bining two of those 4/4 rhythms and play them over this tune.
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0DIC RUYTHMS

Tune 7 ¢+ Come and Gone (B) Instruments)
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WL RBYTHMS OVER 3/4

Tune 7 ¢ Come and Gone (Eb Instruments)
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}'VVTrack 16 - fast
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In the Pocket

One way to improve your feel or placement of eighth notes is to notice how yo{ﬁr cighth notes fit
with the rhythm section which is often playing off of the triplet. In jazz playing, feeling the triplet
can help you to feel the groove of the rhythm section and help you to place your eighth notes “in
the pocket.” This doesn’t mean that your eighth notes should be played as triplets like in this
example, but rather that your eighth notes should be able to coexist with the triplet feel behind

them. Sometimes this means laying back on the eighth notes or putting some type of lob on the
notes,

Practicing playing triplets is one way to get more connected to the rhythm section groove and so it
can help to improve your placement of cighth notes. Try playing these triplet rhythms on Tune 8
(One Heart) and then play eighth notes to see if you feel a different pocket.
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INCTHE POCKET
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12. Try this 7/4 rhythm over a 4/4 tune.
~ 1
Y S T Y Y R R R Y Ay R R Y R B R R Y Y|
L’i A AR AN AN 4 ] | A AR AN AN AR 4 A Y S A SN AN A 71 }
— ] / /
t—3— 31 3 3 3 — 3



WOIC RUYTHMS

Tune 8 ¢+ One Heart (C Instruments)
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Tune 8 + One Heart (Eb Instruments)
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Half-Time Quarter-Note Triplet Feel

Practicing these following rhythms has the same intent as the preceding chapter, the difference

?

being that these rhythms are twice as long as the ones in Chapter 20.

(R

|
{2 / / I
\ 4 {
L___3__J I_gj.__l
I
re) ¥ 2 2 / z / ¥ 2 I
AW P 7 7 7 7 PN |
‘ A
L 3 | L 3 f
re) b 2 £ ¥ 2 ) /
T Py 7 PN 7
- I AY I
\___3___1 ;_3_____1
e— /
l_~3ﬁl ;..3—J
3\ N
re) ¥ 2 / y2 y 2
T & A 7 py - -
hY AN
L_.-_3~__J_ l_34_l
ye y y J y 2
€ £ A A 4 y2 2 A 4 A <
AY AY Y
L 3 J L 3 J L 3 3 J
N 1 |
£ 2 / /. ¥ 2 2 [~ / y 2 AN I
AW 7 7 Py I 7 7 Py N |
[ T A 1 | I Al [ I
| | o
—3 ! 3 J ' 3 —_3—

N




POREYTHMS

— I

|

L —3 —

- 7 3 y 2 & y 2 7 f
/
PN PN 4 P P 7
— N Y J Ay A ;
L 33— |1~3*h*|

il
!
]

/. y 2 ) ¥ 2 / / z Vi p2
7 Py P P i 7 7
AY Y ) 1
3 J L. 3 | 3 J
2 73 £ 7 / /Z 7 ?
7 P P 7 7 Py
AY hY N




lime Lones (Polyrhythms

One way to approach varying time zones is to talk about the different gears that might fit into the
tempo at large. In this chapter we will consider five different time zones or gears to play in. It’s

something like driving a five-speed car.
e The quarter-note triplet gear
¢ The eighth-note gear
* The triplet gear
e The sixteenth-note gear
* The sextuplet gear (sixteenth-note triplets)

The aim of this chapter is to expand your vocabulary by adapting lines to these varying time zones
or gears. Here is a common I1-7 - V7 line:

G-7 Cc7

!

2

e |

9T

y
j

H

In this line there are eight notes per measure or 16 notes in all. To make this line feel comfortable
in triplet gear you need to leave off the first four or the last four notes. In this case we’ll leave off
the last four. Set your metronome between 50 and 60 for the half note and play the line in its origi-

nal form. While playing the line as eighth notes take notice of your articulations and accents. Next
play it in triplets, leaving.off the last four notes.  _
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Continue repeating the line until you are in the groove of triplets and phrasing them as if they
were eighth notes.

Next try playing the line as quarter-note triplets. Again repeat the line over and over until you feel
that groove.
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Play it as sixteenth notes using the whole line.
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Try playing this line moving from one gear to anotl
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TIME TONES

To become very fluid at this try changing from one gear to another in the middle of the line, for

exumple: .
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Rather than practicing this in a programmed fashion try using this technique randomly and spon-

taneously. [n other words, don’t predetermine where or how you are going to change gears but do

use the same line. This practice will improve your ability to change gears using different lines.

Here is another 1I-7 - V7 line to practice:
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The above line in five gears:
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For triplets try leaving off the first four notes.
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Try composing your own lines and adapting them to varying time zones. These lines do not have to
be over particular chords or scales. You can practice this with any melody that you like the sound of

without harmonic implications.

A\J . . . .
Next, take any cighth-note scale sequences or intervallic sequences that you play and practice

them as triplets. Here are some examples:

LE SEQUENCE:
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IIME TONES

Compose many other scale and intervallic sequences to really get the hang of it. Practice playing
some of these time zones on Tune 9 (Twinkle Twinkle). First go through the whole play-along track
and try sticking to one time zone. Master that one and then go through and master the next, etc.

Then try varying the zones moving from one gear to another.

B
__i“_ Tune 9 ¢ Twinkle Twinkle (C Instruments) .
{Track 19 - slow
| Track 20 - fast
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Tune 9 ¢ Twinkle Twinkle (B} Instruments)
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Track 20 - fast
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2 More Time Zones

This chapter is basically an extension of Chapter 22 as it considers some more advanced time gears
based on 5, 7, and 9 notes per bar. Let’s take the same melody we've been using and adapt it to the
following time zones. Here’s the melody:
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VE NOTES PER BAR

v

Play this line or a line of your choice over and over again until you can feel the 5 against 4. Try
using ditterent articulations to enhance the sound of the line.
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EIGHTII NOTES (EI(‘,HT NOTLES PER Bu\R‘)
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Add one note to each bar of cighth notes or simply add two notes at the end of the original line to

make nine notes per bar.

“JINE NOTES PER BAR

9 9
A ‘ 1 T I l
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Subtract six notes from the original line to make the ten notes.
QUINTUPLETS (TEN NOTES PER BAR)
1 > 5
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p/ e = | = %
[ (an WO it ] P
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Subtract four notes from the original line.
TRIPLETS (12 NOTES PER BAR)
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Subtract two notes from the original line.

SEVEN NOTES PER TWO BEATS (14 NOTES PER BAR)

B O EE B g mE Ee
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NOTES FOR EVERY BEAT (ZO NOTES PER BAR)

E NOTES PER TWO BEATS (18 NOTES PER BAR)

PLETS (24 NOTES PER BAR)
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To continue getting into the polyrhythm mode try composing several other lines and adapting
them with the above 12 gears. Also, try playing the line in repeat mode while slowing down or
speeding up and keeping the original tempo in your mind. If nothing more these exercises will help

to make your time more elastic and fluid and will give playing cighth notes a different perspective,

Another way to achieve similar results is to try playing scale sequences in 5,7, or 9. Here are some

examples.

This is a four-notes scale sequence played in 5/2:
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Here are some five-note sequences
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ompose some other tive-note sequences.

(

Here are four-note sequences played in 7/2.
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HORE TIME TONTS
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Nine-note sequences (played over four beats or two beats depending on the tempo).
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Compose your own sequences and get inside the polyrhythmic gears. Once you get the feel of a
particular gear try to improvise on or against tunes. Sometimes it can definitely feel as if you are
playing against the tune if the rhythm section is already playing other cross rhythms or poly-
rhythms. Practicing all of these lines and sequences is meant to help develop rhythmic ear training

as opposed to adding melodic vocabulary.
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ELODIC RHYTHHS

Another way to practice thythmic ear training is to try playing the modes in different groupings.
Here are the modes written out in quintuplets, play each one twice. Note that as you play through
the modes you are changing one note every time you change modes. Go th rough all of the modes

changing one note until you finally change the root and then start all over again!

')[)ES IN QUINTUPLETS
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MODES IN SEPTUPLETS

Next try the modes in septuplets.
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Mobpegs IN TRIPLETS

Becoming adept at playing all of these polyrhythms isn’t a weekly pursuit but rather a long range

endeavour!
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Broken Quintuplets\, Septuplets, and Nonuplets

Using any of the preceding tunes next practice some varying time zones and see if you can incor-

. ..
porate some broken quintuplets, septuplets, or nonuplets.
Examples of broken quintuplets: Try these over 4/4.
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Compose some other broken quintuplet rhythms and play them on a tune. Also, these rhythms
could be 5 over 4, or 5 over 3.
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BROKIN S5, 75 AND 9y
Examples of broken septuplets:
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As with the quintuplers, compose some other broken septuplet rhvthms und practice them over

tunes. You can trv those septuplet rhvthms over four beats, three beats, or two beats,
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Examples of broken nonuplets:
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Compose other broken nonuplets and play them over two, three, or four beats.
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Switching Gears

The intent of the excrcises presented in this chapter is again rhythmic car training. Practicing
“switching gears” is meant to develop the ability to change from one polyrhythm to another in an
etfortless way. One could write an entire book on each one of these chapters. The exercises present-
ed here and throughout this book are just a few suggestions of the many possibilities that can be

used. By all means compose more exercises and make them vour own!
Try playing these next exercises first using any notes, then maybe just notes from one chord, and

then finally over the tunes. Each rhythm is written out in a repeat format so you can get used to

changing back and forth between the different time zones.
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It vou need another challenge try moving all of the exercises over and starting them one beat ear-
lv, or try one beat late, so that the polyrhythm goes over the 4/4 bar line. Try randomly changing
l from one gear to another. To achieve a natural and fluid feeling while playing these changing gears
can take vears of practice. Just trving it however gives vou another perspective on time.
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/£, Contraction and Expansion

Take a group of notes and try playing them over two beats. For example try this five-note grouping:
2.

n
an ]
ARV [ r et
), I
s 5

Expand and try playing these five notes over three beats, and then over four beats. Next try playing

s

the same five notes over 1 1/2 beats by contracting them.

Try taking a three-note melody like,

and play it in one beat, then two beats, three beats, and four beats. Try playing the notes in 1 1/2

beats, or play these notes three times in two beats like so:

This concept of expansion or contraction is another way to perceive odd groupings of notes. Try
this technique on any of the tunes.
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Downbeat - Upbeat
(Quarter-Note Playing)

Here is another conceptual approach to consider. Try playing just downbeats. Play many in succes-
sion as broken downbeats. Playing this way really states a commitment as to where the soloist is
perceiving the time. Next try to play just upbeats. Play an entire solo using only upbeats. Listen to
vour favorite players and notice the way in which they play quarter notes as downbeats and up-

beats.

Mix up downbeats and upbeats on this next tunc.

I Tune 10 ¢ There Is Another You (C Instruments)
I Track 21 - slow |

| Track 22 - fast |
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Tune 10 ¢ There Is Another You (Bb Instruments)
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Tune 10 ¢ There Is Another You (Eb Instruments)

| Track 22 - fast |
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The Half Note, Quarter Note, and Dotted Quarter B
:

Very often, less is more. Playing less notes at times allows the music to breath more. It also gives
the rhythm section space for a little interaction and dialogue. Try playing solos on any of the tunes
using only half notes, quarter notes, and dotted quarters. How rigidly you interpret this is entirely

up to you. Sometimes a little limitation can be a great teacher.

Accents

Very often players ask: “How do I connect with the rhythm section?” I can remember hearing a
really swinging trombone player and when I asked him about his approach his answer was, “1 play
accents and the fills around them.”

Try taking any tune and playing just accents as if you were the saxophone or trumpet section in a
big band. After playing through several choruses, slowly fill in around the accents.

teeling the Musicin [, Z, or &

To enhance your flexibility with the time it is great practice to play tunes with different time feel-
ings in mind. Play a tune first thinking and fecling the tune in four, feel and think four beats to the
measure. Next play that tune in two, feeling and thinking of the tune in half time (feeling beats
one and three). Notice that your ideas seem to take a different shape and that your feeling of the
tune can be more relaxed.

Fast tempo tunes are easier to play when you are feeling the tune in two. Sometimes to get a more
lyrical feel on a tune, or even a ballad feel you can think in one, one beat per measure. If the tune is
around 400, of course thinking in one is easier.

Players often seem to feel more free when playing ballads. They are able to play slow, or tast, play
across the time or change time zones. This is more ditficult to do when the tune is medium or
medium up and the band is walking in four. Sometimes the soloist secems to be trapped in playing
all cighth notes. (All eighth notes isn't necessarily bad, the right plaver makes it sound like the
right thing to do.) But if you want to get out of that zone for contrast trv feeling the music in two

or one. Try even perceiving a fast tune as a ballad.



The Metronome

Some people say that it is best to practice with a metronome and others are dead against it. [ feel
that the metronome is a useful tool in that it can keep you honest. The metronome doesn’t lie. On
the other hand, it can also make you dependent on an outside click rather than on your own inter-
nalized time. It's good to be able to play with or without one. Timc is not metronomic so one needs
to learn to be flexible.

Try playing in back of the time or on top of the time. Try using the metronome on 2 and 4, or 1 and

3, or just 3, or just 4, or on the and of 2 and 4:

Y

S

RN

Also, practice without using a metronome. Internalize the rhythm section. Try to meditate on a
tempo. Pick a tempo and try to just hear quarter notes, then add triplets or whatever the appropri-
ate rhythms are that you want to hear. Notice that when you become tranquil inside you then have
a better perception of the time. Relax, above all, relax!

pp st




Rhythmizing Scale Sequences '
' |

Below are several scale or modal sequences to work with.Some are repeated but written as descend- I

ing rather than ascending. You can usc these or any of your own tor thénext exercises.

SCALE SEQUENCES l
r\ etc.
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ODIC RAYTHMS

N N N .

APLE

P
<

(AMPLE

IPLE

First play the pattern starting from every degree of the scale (in other words modally transposing
it). In the example below all of the notes are played over a dominant sus 4 chord. This allows you to

hear the sound of the key without having to deal with any avoid notes.

G7sus etc.

r |
pa— - B — - ; -
}v e R — c— , o 2 ——

(You can also play the pattern backwards.)

etc.
9 etc. P—
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Next leave out some of the notes within the pattern.
1¢ etc
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Leaving out one note in two groups of four creates groups of seven.
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Leaving out three notes results in groups of five.
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RICTHMIZING SCALT SEQUENCES

Leave out some notes and add rests.

EXAMPLE
etc.
o
— — ~p~j' [' }
fan i — [
\ — ] ] 1
o r
As you can sce, this approach leads to a very expansive way of hearing sequences.
Ascend or descend within the sequence.
EXAMPLE
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Skip up or down to any note in the scale to start the sequence.
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Try applying polyrhythmic approaches to the sequence.
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Llf( RHYTINS

It becomes clear that this approach has infinite possibilities. When practicing thesc exercises start
ott with familiarizing yourself with the sequence and then work your way through the possibil-
ities taking as many liberties as you'd like. Try composing 12 modal sequences and then playing

| s

cach of them on one or more of the play along tracks.

Here is an example of rhythmizing a sequence. The sequence is:
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Conceptual Practice and Rhythmic Grammar

Most of the material presented in the last few chapters is of a conceptual nature. These approaches
can alter your playing profoundly. Here are some other conceptual ideag to consider which can also
greatly impact your playing.

e Never start on beat one.

* Never end on beat one.

Play predominantly eighth notes.

* Play without using eighth notes.

Anticipate chords by 1/2 beat, by 1 beat, by 1 1/2 beats, by 2 beats, by 2 1/2 beats, by 3 beats.

Resolve late by 1 beat, 2 beats, 3 beats, or 4 beats.

Learning to pace one’s self and to tell a story takes experience. Sometimes players make the mis-
take of trying to play everything that they have ever learned in one solo. The next solo sounds like

a repeat of their last. It takes experience and patience to tell a story and to develop a few ideas.

Leave periods at the ends of sentences and paragraphs. Know when to end your solo. Listen to the
rests. The listener will invite your next idea.

In exploring the concepts of this book you can enter the consciousness of discovery where we are
all eternal students.
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“Inside Improvisation” is g series of books and audio/video recording

successful,

Vol. 1 “Melodic Structures” (E)

ORDER NO. 14220 (96 pacGes w/co)

ORDER NO. 14210 (vus VIDEO PAL, 62MIN.
ORDER NO. 14211 (VHS Vibeo NTSC, 62MInN

mony, inside the changes.
Chord changes are included for C Concert, Bb and E» instruments.

In addition the book includes tfransposed examples for all instruments

The accompanying CD has been designed for use in conjunction with e
you to play along with, each played at a slow and then medium tempo
and Alan Dawson on drums, plus 12 demonstration tracks performed b

Vol. 1 “Les Structures Mélodiques” (F)

COMMANDE 14250 (LIVRE/CD)

VOL. 2 «PENTATONICS » Vol. 1 “Melodische Strukturen” (D)

BESTELL-NR. 14252 (BucH/co)

Vol. 2 “Pentatonics” (E)

ORDER NO. 14256 (125 Paces w/co)

creative approach to assimilating pentatonics into your melodic musica

The accompanying CD contains 18 tunes for you to play along with, feat

Vol. 2 “Les Pentatoniques” (F)

COMMANDE 14258 (LIVRE/CD)

Vol. 2 “Pentatonik” (D)

BESTELL-NR. 14257 (BucH/co)

Vol. 3 “Jazz Line” (E)

ORDER NO. 14260 (109 pPaGES w/cp)

Line Playing Voice-Leading » Chromaticism Bebop Scales

B gy

trates variets exercises and approaches on tenor saxophone.

Chord changes are included for ¢ concert, Bb and b instruments.

Vol. 4 “Melodic Rhythms” (E)

ORDER NO. 14261 (120 PacGeES w/cp)

Time and rhythm are king! Number one! We are constantly awa
music. All notes seem to sound good when they are played with “good ti
good when played with good time. What often packages a good time fee
A This book hopefully lends some insight into practicing and playing creati

The CD contains 10 standard chord progressions, each played in two different tempos. Jerr

and exercises on tenor sax, Chord changes are included for C, Bb, and Eb

ANDY JaFrFe

' Jazz Harmony (E)

ORDER NO. 11210 (200 PAGES)

e ‘ Intervals, Chords, Inversions, Modes; Diatonic And Modal Chord Progress
| Melodic Variations; Secondary Dominant Chords; Substitute Dominant Se

| Modal Interchange and Minor Blues: Common Chord Progressions and Vo
Symmetric Scales: Blues Variations; Rhythm Changes: Coltr,

The first edition was one of the most widely used books on jazz harmony.
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» , 7
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The system presented in this volume offers a tangible pathway to inside the

and Adam Nussbaum on drums, plus eight demonstration tracks performed by the auth

A clear and practical step-by-step approach to chromaticism, line playing and voice |
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