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Forward


By Dave Liebman

Hal and myself go back to the first loft I had on west 19th Street. In fact I remember a session with Bob Moses, Randy and Mike Brecker doing some fusion stuff back in 1969. He is definitely one of the senior citizens of jazz having served his time with greats like Cannonball Adderley and Phil Woods. Hal has recorded some remarkable music, ran his own trio from top to bottom meaning music, bookings, PR et al, for most of the 1990s; authored a book on the touring musician that is a goldmine of information; been one of the prime sources of straight forward talk in the jazz education business and most important, a great pianist to have playing alonsgside you. It has been my pleasure many times to “hit” with Galps.

Hal is from the generation slightly ahead of mine having done his early apprenticeship years in the 60s, when there were few jazz books or courses to take part in. But like myself, Hal thought through a lot through the years about how to articulate his specific musical ideas. The material in this book has been in the works for decades with articles, pamphlets, etc., along the way explaining parts of the philosophy from time to time. I have in my collection Hal’s notes from

the early 80s about forward motion, pentatonics and upper structures. But alongside the desire to explain the music, he also possesses a great gift for writing in such a way that you feel like he is there in front of you giving the lesson. His language is clear, precise and thoughtful with a pervasive sense of humor throughout as well wonderful stories from the real jazz world that underscores his points.

Galps sums it up in his own words at the beginning of Chapter Three: “Improvising is the reordering of the notes of a scale into their strongest melodic possibilities.” “Forward Motion” is chock full of ideas that most improvisers never thought of in such detail in order to achieve this “reordering”, or put simply theme and variations ad infinitum. What Hal concentrates on for the most part is the very subject that is least discussed in texts of any sort, which is the use of rhythm, jazz rhythm to be exact, in order to improvise countless ways on a given line. We are used to books of variations based on pitch changes, harmonic super-impositions, syncopation, etc., all harmonic and melodic ideas that Hal does touch upon also. But with the emphasis on feeling the upbeat and half time as a measure of time along with other concepts Galper is explaining is offering countless ways of manipulating simple at first, and further on in the book, more complex material for unlimited possibilities. The forward motion theory uses

concepts of displacement, sequential reordering, unusual accent points, appogiaturas strategically placed and more.

There are some ingenious ideas throughout. One in particular was very interesting: try using the rhythms only of a complicated head like “Confirmation” but in the context of another tune and chord cycle for freeing up one’s patterned ways of thinking. His comments on King Oliver’s admonishment to Louis Armstrong about the importance of melody before one attempts embellishment and even some insight into Bach’s use of “FM” make for entertaining reading. And the truly innovative aspect of Forward Motion is the interactive part. Students will be able to hear and play along with the written examples. Hal is up on the techno scene for sure!

I am so pleased that someone has addressed these ideas, especially on rhythmic issues in a coherent, unified and practical manner with abundant examples to play. Even glancing at this book will generate new ideas for improvisers at any level.





PREFACE

“The trouble with people who do not know is that they do not know what they do not know.” Gene Lees, Jan. 2001 issue: Jazzletter.

This is the umpteenth time I’ve started to write a jazz instruction book. Each time I’d get depressed and stop at a certain point and put it in the circular file. Four major questions stopped me in my tracks every time.


With so many jazz instruction books now on the market does the world need another one?

For many reasons the answer is yes. The general tendency of jazz education toward a unified pedagogy is not in jazz’s best interests. One would be hard put to argue against a general philosophy that the more ways one looks at a subject, the more one achieves a fuller enhancement of understanding and perspective of it. One of the historically basic tenets of jazz has been the development of each musician’s individual voice.

This tendency toward uniformity has created generations of musicians who sound alike. We teach the same scales, the same chords and the process of combining the two in the same general manner. Students should have the luxury of choice about the way they want to personalize their playing, which a uniform approach stifles. They are faced with a variety of points of view about a single subject. When I was a student we had to learn them all. If we, as educators, have as our goal the development of individual voices, ideally then, there should be as many different voices as there are players. Every student should be exposed to multiple approaches to the theory and practice of playing jazz, making their own choices of what concepts fit their individual ways of playing. The process of learning how to play is rarely that of starting out with a strong, clear conception of how we want to play. It’s a process of self-discovery and trial and error, trying out different musical ideas, theories, and concepts to discover our own individual voices. Quite often it’s a matter of “finding out where we don’t want to be,” through a process of elimination. Forward Motion may not answer the question “how do I want play?” It will, at least, give you another point of view to consider. Take from it what works for you and throw out the rest.



How can naïve and inexperienced jazz students tell the difference between a good and a bad book?

They can’t. Not without buying and reading them and trying out their suggestions. Even then it may be difficult to tell whether the book is worthwhile. The problem is that it’s easy to make up almost any kind of theory, make it sound logical, put it into book form and sell it. Selling music information is a profitable venture, if not for the author, certainly for the publisher.

Publisher Charles Colin once confided in me that young jazz students buy every jazz book published, especially if it’s related to a particular instrument and more so if the author has a reputation. Put out a drum book, every young drummer will buy it. These books are written and published for many reasons: profit, self-promotion, university tenure requirements of publish or perish, protection of individual research by copyright, historical documentation and as educational aids.


What makes a good jazz instruction book?

Two answers: First, if you got one usable idea out of it, it was a good book. If you get two or more usable ideas out of it it’s a great book. Hopefully, the readers of Forward Motion will be able to find at least one good idea in it.

Second: A good jazz instruction book adheres to five to rigid standards that validates its concepts:


	Its concepts can be historically validated by their previous use in the tradition of the music. The chain of how a concept grew and was modified through the passage of time should be clear and unassailable. What worked in Bach’s time in Germany must also work in Armstrong’s time in New Orleans.



2.) It’s concepts are based upon sound scientific principles, i.e., how the mind, body and emotions function in the process of learning and making music.

3.) Valid musical concepts must be applicable in any musical genre irrespective of time and place. They must encompass ideas that are universals.

4.) It has to work. The concepts must be pragmatic.

5.) Concepts must have the “Ring of Truth” for the student. Feelings about practicing and performing that are felt on an intuitive level, when then verbalized, create a sense of recognition. I can’t count the number of times a student has said “Gee Hal, I felt something like that but didn’t know what it meant.” The challenge every educator faces is how to impart these concepts to the student without constricting the development of their individual styles.



Can anyone learn how to play jazz from a book?

No. The only function jazz education can serve, in any of its forms, is to stimulate your mind, to teach you how to teach yourself. Learning how to play jazz is essentially a self-taught process. Always has been and always will be. No one can teach you how to play. You can’t learn how to play jazz by taking a four-year college course. It takes a lifetime of work to accomplish that goal. What jazz education offers is the opportunity to create and organize your own individual self-teaching methodology. The methodology you develop to learn how to play will eventually have a direct influence on your style of playing, your individual voice. If you want to develop your own individual voice you have to develop your own individual way of studying and practicing.

There are however, universals involved in practicing and playing that each student will encounter. These universals could be defined as the “whats” and “hows” of music.

The “whats” of music are factual and genre specific; the various aspects of harmony, melody, and rhythm as applicable to a particular genre or style of music. The “whats” are the smallest amount of musical information one needs to learn. The “hows” of musical ideas are universal in nature and take a lifetime to learn. Seymour Fink in his article “Can You Teach Musicality” (May/June 1997 issue of Piano & Keyboard magazine), defines these two processes as ” conscious factual knowledge (knowing what to do)” and ” procedural knowledge (knowing how to do it).”

The “whats” are intellectual in content. The “hows” are experiential and usually learned through direct and continued playing experience. The only way to learn the “hows,” or how to play what you play, is by performing it. Getting on the bandstand, night after night, with better musicians than you so you’re constantly hearing it being played right, trying to get it right by trial and error.

In Forward Motion I’ve attempted to achieve the goal of keeping the intellectual aspects of learning how to play within the scope and context of the oral tradition and the aforementioned scientific principles. In that way students will be encouraged to focus more on, not only the mere information herein, but the processes involved with learning and applying that information.

Problems playing music can be reduced to difficulties that lay within the realm of mental states of mind such as: perception, conception and attitude. Consequently, this is a theory book only in how it relates to changing those states of mind. It is designed to alter a student’s perception of music. What this book is not, is an exercise book. FM is tailored for the intermediate to advanced level musician, credit is given that the reader has the wherewithal to extrapolate the enclosed musical examples into exercises of their own.






Introduction

“The more upbeats you have in the music the more it swings” Dizzy Gillespie.

My original three articles on Forward Motion were published in Down Beat Magazine in 1980 & 1981. Their purpose was to show how melodies work as well as offering a way of practicing scales more in the manner they are used than in the way they were originally learned. Since that time my understanding of the subject has grown and the way I use FM in my teaching has been modified. Originally, I used FM to correct what I saw as a technical and theoretical problem. Now I see FM exercises as being used to correct what are basically perceptual problems. As most problems with playing music are perceptual in nature, to change the way you play you have to change the way you think.

When the articles were first published, I was sure I had come upon original research that no one else had duplicated. It wasn’t until I read Albert Schweitzer’s biography of Bach (J.S. Bach, Vol. 1 & 2, Dover Books) that I realized that the musical laws inherent in FM were universal. Anyone exploring this subject would come to the same conclusions that Bach and I did. The rules that govern music are universal, not affected by the passage of time, place or genre. There are concrete reasons why some music sounds better than others.

In volume 1, Pg. 312 of the Schweitzer biography is his analysis of Bach’s concept of phrasing. “If we follow the principle indicated by Bach’s manner of writing his phrases, we see that he usually conceives four consecutive notes as grouped in such a way that the first is detached from the others by an imperceptible break, and belongs rather to the previous group than to the one that follows.” Thus not
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but
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He gives the following phrasing example from Bach’s Prelude in A minor (Peters II, No. 8):
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On page 375 of the same volume (referring to Rudolf Westphal’s metrical study of the fugues in Bach’s Well-tempered Clavichord) “…he proves again and again that those who regard the bar-lines in Bach’s music as the borders of the rhythmic factors are bound to play him unrhythmically. In a Bach theme everything surges forward to a principal accent. (Emphasis mine). Till this comes all is restless, chaotic; when it arrives the tension relaxes, and at one stroke all that went before becomes clear, - we understood why the notes had these intervals and these values.” And again, on page 396 of volume 2 “If we do not experience this sense of tension followed by relief, the theme has not been properly played; it has been phrased in the ordinary rhythm of the bars, instead of in its fundamental rhythm.”

Beginning with our earliest childhood education a tacit conditioning occurs. We see “one” of the bar before we see any other beat or note. We count first beat of the bar as “one.” Since “one” is the first number of the number series, years of perceiving music this way has conditioned us

into thinking of “one” as the first beat of the bar. It would then seem logical that melodic phrases begin on the first beat of the bar, or “one.”

However, Tension and Release Theory states that “one” of the bar is the strongest beat of the bar and as such, is the ultimate resolution beat in the bar. “Resolution” means that something has ended, consequently “one” of the bar is not the first beat of the bar; it is the last beat of the bar. It is the beat to which melodic ideas are played toward and at which they end.

FM is based on the laws of the physics of sound and rhythm. These laws are immutable and as applicable in Bach’s time as in ours. FM is also based upon the physiology of how the ear functions, another universal. The mind loves logic and rejects chaos. It has an innate tendency to want to make sense out of chaos. When faced with a problem or something that doesn’t make sense, it automatically tries to make sense out of it by relating it to the familiar.

Such is the case, for example, when looking at a modern abstract painting by Klee. The mind tries to force the eye into making sense out of it by looking for ways to make the painting’s content fall into recognizable representational objects: cars, trains, houses, animals, etc., as one does when looking at clouds. This same tendency is present in the ear as well. The ear tends to reject chaos and has a marked tendency to automatically make sense of the sounds it hears. To the ear, tension is intolerable and needs to be resolved. Have you noticed the problems you have going from one melodic fragment to another? How you have a hard time “hooking up” your ideas from one to the other? That’s probably because you’re starting your melodies on “one” and/or “three” of the bar. “One” is a resolution beat, a point of rest for the ear and stops the line. When starting a melody on a tension beat, the ear wants to resolve the tension by jumping ahead to it’s nearest resolution beat. If you start on the “and” of “two,” your ear will want to hear towards the resolution on the up-coming beat, “three” of the bar.

FM is a practicing technique that takes advantage of this innate tendency to hear an idea in motion toward future rhythmic and harmonic resolution points. This ability can be developed to a highly sophisticated degree.

All art is the projection of an illusion created by the artist. This is no less so for the musician. When listening to a jazz solo, it is perceived in a static fashion. You are being subjected to an illusion. However, the player is hearing their melodic lines differently than the listener, as melodies and rhythms in motion toward future resolution points. Instead of hearing in a static manner, the soloist is hearing ahead of where they are in the music at the moment.

The ear can be trained to hear: two beats, four beats, two bars, eight bars ahead. The great jazz drummer, Billy Hart, once confided to me that he “hears” his whole chorus in approach to “one” of the next chorus. Since this is a natural innate ability, anyone can learn to hear and play in FM.

Forward Motion is divided into ten chapters:

Melody and Embellishment creates a historical context for the following chapters by creating a framework for understanding how the process of jazz improvisation became increasingly more sophisticated from its beginnings in the early 1900’s. It explains the historical connection between how it was done then and how it is still done today, clarifies those aspects of improvising that have changed and those that haven’t and why.

Rhythmic Forward Motion introduces the basic concept of Forward Motion, starting with how my study of it began and how music is almost universally taught “backwards” from the way it really functions. It describes the functions of Tension and Release patterns rhythmically and melodically and how they can be played to create strong melodies that “spell” the changes out. This chapter also includes a discussion of playing in half time and its effect upon a player’s conception of playing in tempo ending with a short treatise on Rhythmic Syncopation.

Scalar Forward Motion applies Forward Motion techniques to scale lines and how “Key Scales” can be transformed into “Chord Scales.” Three categories of scales lines are discussed: scale lines that descend for chords of two beats duration, scale lines that ascend for chords of two beat’s duration, and scale lines that ascend and descend for chords of four or more beats duration. The chapter illustrates the almost infinite ways that chord tones can be synchronized with the strong beats of the bar to clearly “spell” out chord changes. The use of Inner Guide Tone Melodies is also discussed.

Arpeggios and Forward Motion elaborates on how to add pickups and resolutions to arpeggios giving them a feeling of motion demonstrating the difference between themes that are in and out of Forward Motion. It then applies the technique of Melodic Inversion to insure you have explored all the possible ways arpeggios of different lengths can be combined.

Appoggiaturas and Forward Motion shows how chromatic embellishments can be synchronized to spell out chord changes. An abbreviated list of some of the infinite ways chromatic embellishments have been used in the jazz vocabulary is included.

Intervals and Forward Motion adds pickups and resolutions to large intervals (broken arpeggios) to give them a feeling of motion including examples of their use by modern composers and how they might be used in a solo context.

Harmonic Forward Motion details the advanced technique of spelling out chord changes in advance of where they are written and how to make them work within a solo line. It illustrates how current transcriptional analysis leads to misconceptions about how a soloist has spelled out the chord changes.

Forward Motion and Pentatonics and Cells applies Forward Motion techniques to pentatonic scales, arpeggios and “Cell Playing” as well as how to delineate their Inner Guide Tone Melodies.

Superimposition is an advanced technique describing how musical freedom from the predictable elements of music: meter, harmony, melody and form can be achieved. Otherwise known as “being able to play anything anywhere,” it illustrates how the masters used these elements only as guides to made up their own solo content over the predictable elements to create rhythmic and melodic freedom during a solo.

How To Practice Forward Motion debunks mechanical “repetition” as an outmoded practicing process. It offers a step-by-step process for retraining your hearing to hear in Forward Motion.


THE ORAL TRADITION

Jazz’s roots derive from the African oral tradition. Western music is taught in a classroom environment where concepts are broken down to their smallest increments, analyzed to yield their meaning, then reconstituted to recreate the whole concept.

African music is taught in the Master/Student format. The student lives with the master, cleans his house, cooks, does his laundry. The student, through daily contact with the master, absorbs the master’s thought processes. One-on-one individual lessons are the norm. The master plays a musical idea, for an example, a rhythmic pattern like: Dum, Dum, De, Dum, De De Dum, instructing the student to “make it sound like this.” The music is taught by demonstration and copying. Copying not only what the master played but also how the master played it. This defines the crucial difference between the western and African teaching methodology. Western methodology interposes the intellectual process of theory and analysis between the teacher and student. The African methodology involves the student directly in the sound and the feel of the music, bypassing the intellect by the process of copying. The western process is standardized, often stifling the development of one’s original voice. The African process stimulates and encourages this development.

A jazz musician must strive to not only to absorb the traditions of the music but to develop their own individual musical voice as well. Copying, imitation, “make it sound like this,” insures that both goals are achieved simultaneously. For this reason, the process of copying has remained the central process for learning how to play jazz.

Jazz musicians of earlier decades didn’t have available to them the awesome amount of music information that is available to contemporary jazz students. Their instructional resources were limited to the radio, live performances, recordings and the apprenticeship system. In those days the only way the music could be learned was by trying to emulate the music of the masters by copying them. The result was that each new generation learned the tradition of the music but played the tradition, each in their own individual voices. One might argue that it was the very lack of this information that created the strong identifying stylistic characteristics of the early generations of jazz musicians.

Music sounds good because the “rules” of the music were used correctly. Music sounds bad because they weren’t. Consequently, if one copies good sounding musical ideas from the tradition of the music, one is learning the rules of how to play good music on an intuitive, not an intellectual level. Copying gets the student directly into the sound and vocabulary of the music. The history of the jazz vocabulary contains the rules of the music within it. Most of the great masters I had the good fortune to apprentice with throughout my career learned by copying and played by ear. Most, if asked to name what they played, couldn’t. But they could show you how to play by hearing them night after night, playing it right, so you could hear it and through the process of trial and error, eventually emulate their playing. In this manner the history of the tradition was retained through newer generations. Each newer generation found their individual way to play it without altering its basic verities still retaining its true meaning.

As this music is learned by listening and copying then understanding what you are hearing and copying is a crucial element of the learning process. Forward Motion insures that you are hearing the music correctly by copying and practicing it correctly.



“Attitude Is Everything” (Jazz Proverb)

Webster’s Dictionary defines the word “proverb” as “a maxim of wisdom… An allegorical saying of the wise that requires interpretation.” The roots of jazz music are firmly planted in the oral tradition of African music. The oral tradition is the process masters of the music used to efficiently pass musical wisdom down to succeeding generations of musicians. This wisdom is usually experiential and difficult to record in written form. Jazz proverbs are ubiquitous throughout the history of jazz and are very powerful. They function on a conceptual level. The information they contain is experiential in nature, embodying enormous amounts information that, after much reflection by the student and guidance from a master, illuminate the subject. After lengthy consideration, they have the effect of changing a musician’s mental, emotional and physical actions; their mental states, attitudes, conceptions and perceptions, the way musicians think and feel about themselves, the music and their relationships to their instrument, practice, performance and other players. They effect musical behavior achieving global, as opposed to incremental, changes upon their playing.

Over the years, both through research and personal experience apprenticing with the masters, I have concentrated my efforts on collecting, analyzing and explicating these jazz proverbs to unlock the information they contain. All my writings are derived from my investigations into this rapidly vanishing and most valuable resource. It’s the nature of these proverbs that you may not gain a complete understanding of it’s meaning for decades. They are perceived at first as being one-dimensional. They sound logical but the information in them is hidden. Their other dimensions are illuminated only after one has had enough experience and acquired enough knowledge to relate to the proverb personally. Throughout this book, I have used jazz proverbs, quoted both from jazz masters and of my own creation, followed by their explication. The greatest challenge that I, as author, and you as reader face, is my capability to not only explain these proverbs but to impact their meaning to the reader on a gut level, to change the way the you think.





CHAPTER 1 MELODY AND EMBELLISHMENT

“Learn how to play a melody before you do all them fancy embellishments.” Joe “King” Oliver to Louis Armstrong

Joe Oliver’s advice distinguishes between two different types of improvisation; melodic and embellishment. His intuitively founded concept is based upon a fundamental scientific principle about how the ear works, particularly when a musician “plays by ear.” (King Oliver was, it should be noted, an “ear player.”) This being: complexity is based upon a foundation of simplicity. If one can’t hear and execute simple musical ideas then one hasn’t yet established in the ear the foundation required upon which to execute more complex ideas. In his study of the relationship between mental processes and the playing of music (The Art of Piano Playing: A Scientific Approach, Summy-Birchard), George Kochevitsky presented convincing evidence that virtually all music is played “by ear.”

Douglas Hofstadter, in his Pulitzer Prize winning book; “Godel, Escher, Bach,” (Vintage Books) suggests that the ear hears in a linear (horizontal) fashion, from line to line, idea to idea, as opposed to a “stacked” (linear) fashion. As an example, he sites the experience of listening to a Bach four-part fugue. The listener can’t perceive all the parts at once, on the same level. The ear can hear a fugue in either one of two ways: As soon as the ear selects a particular line of the fugue, the others recede into the background. When trying to hear the sum of the four parts at the same time, the ear can only perceive the total as an aural “color.”

This concept that the mind works in a linear fashion is also supported by Robert Jourdian’s book “Music, The Brain, And Ecstasy,” (William Morrow). Jourdain states that the “mind works in stream of”perceptual chunks,” going from ‘chunk to chunk’ in nanoseconds so small that the conscious mind is unaware of their passing.

Similarly, the ear tends to select one of the four chord tones of each chord as the chord changes progress through a tune. Or, the chords are heard as a “color,” such as the “altered” color, or the “Major 7th., #11” color. (Color hearing is an advanced way of hearing that is usually developed after many years of ear training and experience.) A player eventually begins to hear a chord tone not as a “named note,” for example, as a flat 7th. as such, but as the “color” of a flat 7th..

The current standardized pedagogy of teaching jazz improvisation as a process of merely synchronizing scales with their appropriate chord symbols, is only a “short-cut” for learning how to improvise. This approach is based upon principles neither scientifically nor musically sound. Jazz chord changes have four basic chord tones: the root, 3rd., 5th. and 7th.. We are taught to think of these tones as moving through a tune in a vertical manner, as if all the chord tones can be heard separately and together at the same. As the scientific research suggests, this is impossible. The ear can only hear one way at a time, in a linear fashion. To clarify this concept, I’ll define melody and embellishment in specific ways.

In the earlier decades of this century improvised solos were created using the melodies of the songs of the period; “let the melody be your guide” being the operative principle. Most of these songs were written in a “simple” manner so they were singable to the listener (“All The Things You Are,” “Autumn Leaves,” for example). The rhythmic content of these melodies were, for the most part, inactive - composed of mostly whole notes, half notes. and sometimes quarter-notes and constructed using basic chord-tones (roots, 3rds., 5ths., and 7ths.).

“Melodic” ideas can then be defined as being rhythmically inactive and constructed of chord tones. It follows then that “Embellishments” can be defined as being rhythmically active (8th. notes, triplets, and 16th. notes, etc.) and constructed of non-chord-tones (either in the key or “tension” notes outside the key).
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CHAPTER 2 RHYTHMIC FORWARD MOTION

While a student at Berklee School of Music in the mid ’50’s, for some instinctual reason I became preoccupied trying to understand the nature of “one” of the bar. It seemed important to me although at the time I didn’t know why.

During this period I bought the album “Everybody Digs Bill Evans.” The title came from the fact that the album cover was filled with testimonials from great jazz musicians about Bill’s playing. Cannonball’s testimonial hit a nerve. He said: “Bill’s Evans has rare originality and taste and the even rarer ability to make his conception of a number seem the definitive way to play it.” It was the word “definitive” that stuck out to me. If what Cannon said was true, this meant that there were reasons why some tunes sounded better than others, and by extension, reasons why some lines sound better than others. Wanting to play the most definitive melodies myself, I began my research by trying to analyze why some melodic lines sound better than others. I started with a series of questions and their answers.

What defines a definitive line?’

Answer: A line that is strong.

What defines a strong line?

Answer: A line that spells out the chord changes (either basic or superimposed) so clearly you can hear the harmony without a chord being played behind it.

How do melodic lines spell out chord changes?

Using the system of Tension and Release analysis the obvious became clear:

Answer: By synchronizing the strong beats of the bar with the strong tones of a chord and the weak beats of the bar with weak tones.

The Release beats of a bar (“one” & “three” and the “on” beats of every quarter-note) are the strong beats of the bar. The Tension beats of the bar (“two” & “four” and the “ands” of each quarter-note) are the weak beats of the bar. The Release tones of a chord scale are the root, third, fifth & seventh. They are the strong tones of the chord scale. The non-chord tones are the weak tones. (Note: When analyzing chord extensions: 9, b9, #9, 11, #11, b13, etc. the notes that fall on the release beats will be found to be either the root, third & fifth of a superimposed triad. For example: The c# on a c7 can be called a b9. As a superimposed chord it could be called the third of an A triad. More on this subject in the chapter on “Superimposition.”

When synchronized, the “on” beats of the bar and the chord tones have a natural emphasis within them that are enhanced. This emphasis “spells out” the chord tones of the changes. When chord tones (basic or superimposed) are synchronized with the “on” beats of the bar, the chord changes are being “spelled out” by the melodic line. The melodies become so strong that even without a chord being played behind them, you can hear the movement of the chords as they progress through a tune.

For example: Every musician knows that the F major scale is common to the II-V-I of the key of F. Many beginning improvisers use this understanding to improvise scale-wise. They realize that as long as the piano or guitar player is playing the chord changes for G-7- C7-Fmaj., they can just run the scale and sound more or less like they are improvising in the key. However as soon as the accompanying chords are removed from the background, the melodies sound weak because they are unsynchronized.

To understand the difference between rhythms that are in and out of Forward Motion, try this experiment: (T=Tension, R=Release, ).

Counting two bars of 4/4, sing the example below, calling “1” and “3” of the bars “Do” and “2” and “4” of the bars “Wa.” Repeat these two bars, at a medium tempo, without stopping.

Example #1

[image: ]

Stop the tempo and, counting off seven beats outside the bar, call the beats on “4” and “2” “Do” and “1” and “3” of the bars “Wa.”

Example #2

[image: ]

Stop the tempo and switch back to example #1 again. You’ll notice example #2 swings more than #1. Switch back and forth between examples a few times so that the different feeling of each becomes clear to you.

Now try this using 8th notes.

Example #3

[image: ]

Counting off four beats outside the bar at the same tempo as the other examples, calling the on beats “Do” and the off beats “Wa,” repeating the two bars.

Stop the tempo, count off and start again calling the off beats “Do” and the on beats “Wa.” Repeat without stopping.

Example #4

Notice how example #4 swings more than example #3. It has a little hop in it that we are all familiar with. Most beginning improvisers attempt to get this hop in an artificial manner, through articulation, by either playing their eight notes: loud-soft-loud-soft, or long-short-long short, rather than by playing the notes in the right place at the right time.

By this time the difference between playing rhythms in and out of FM should begin to be apparent to your ear.


Playing In Half-Time



“The faster you play, the slower you count.” - Dizzy Gillespie

Forward Motion has global effects upon the mind, body and emotions of the jazz improviser. One of FM’s effects is that playing in Forward Motion requires you to think faster than usual. I use the word “think” with caution, to describe a particular kind of “thinking.”

Mitch Haupers, in his article “The Musician Mind,” (Berklee Today, Summer 1994) quoting from Howard Gardner’s “Creating Minds”(Basic Books 1993), makes a clear distinction between two kinds of thinking; intelligence and creativity. “…intelligence and creativity are not the same. Intelligence is measured in terms of convergent thinking - the ability to give the ‘correct’ answer on an IQ test - while creativity stimulates divergent thinking - the tendency to respond to problems by searching for a wide range of possible interpretations.” It is divergent thinking to which I’m referring.

Many of the childhood musical concepts we were taught were apropos for the time. Learning how to count in quarter-note time and where the notes were on the instrument were our first musical challenges. Learning where “one” of the bar was, and your basic scales usually accomplished these goals. In the process, we acquired a tacit conditioning of how music worked that is not apropos for adult musicians. Unawares, we accepted this conditioning as a truth; that “one” of the bar was the first beat of the bar and the root of a scale was it’s first note. We were all taught backward.

Quarter-note time is what can be termed a “swing” beat. It has a dynamic, propulsive quality that makes it difficult to play by choice and with control. The operative attitude is that one must be exciting not excited. Quarter-note time induces tension and creates over-excitement and compulsive 8th note playing, literally reducing instrumental facility by 50%. 8th notes played with a under-laying quarter-note feeling have a forced, over-articulated quality. These difficulties occur for one reason only: quarter-note tempos occur at a rate of speed too fast to conceive and execute 8th note ideas. Reconditioning your attitude and conception of playing quarter-note time can eliminate this effect.

Use of quarter-note time is a hold over from childhood musical experience. All young music students must develop an internal “clock” and learn how to count tempo in steady quarter-notes. This concept is then mistakenly carried over into adult musical behavior. Although most childhood behavior becomes modified when reaching adulthood, somehow we think this is not true of many of our early musical concepts. Most of us feel our internal tempo “clock” in one of four ways: as steady quarter-notes, on 2 & 4 of the bar, on 1 & 3 of the bar or in a steady stream of syncopated rhythms. Defined as “Swing Beats”, quarter-note time and 2 & 4 of the bar are emotionally charged beats. You snap your fingers on 2 & 4 because those beats swing. They are often used by player’s as a “crutch” for keeping place and imparting a false feeling of swing to their ideas. Those who count using these beats have yet to reach rhythmic maturity. Learning to play in half time is adult rhythmic behavior.

The half-time approach to playing time can be applied to most tempos, except ballads. By altering your subjective perception of playing quarter-note time to playing in half time, you’ll feel the tempo as being half as fast. You’ll therefore be twice as relaxed, have twice as much time to conceive ideas and double your technical facility. In effect, you will be conceiving every tune as a ballad. It’s impossible to become overexcited playing a balled tempo.

Playing in half time synchronizes neatly with FM, allowing the player more time to think and the option of choice. Half time also synchronizes the target beats and target tones with the “on” beats of “one” & “three” of the bar.

You can experience the feeling of playing in half-time by trying the following experiment; tap your foot on beats 1 & 3 of a 4/4 tempo, counting every two beats as one beat of a tempo at half the speed of the 4/4 tempo and counting over two-bar phrases. You are then tapping out quarter-notes of a ballad (half time) tempo.

Play the following example of an 8 note, C Major “Bebop” scale, in the following manner: Begin by tapping your foot on every quarter-note at a medium-up, 4/4 tempo. Repeat the scale ascending and descending without stopping at the top or bottom of the scale.

Example 5

[image: ]

After four or more bars, without stopping, change your foot tapping from each quarter-note to 1 & 3 of the bar, and continue play the scale. You’ll be tapping your foot on every two beats of the two bar phrase.

Example 6

[image: ]

Switch back and forth a few times. Notice the over-articulated quality of the scale while tapping quarter notes and how, when tapping on 1 & 3, it changes to a legato phrasing that is easier to execute. What has occurred is, by tapping on 1 & 3 you are now playing 8th notes that were originally in 4/4 as 16th notes in 2/2 and are, in effect, playing a ballad tempo.

[image: ]

Notice that the tempo marking of 90 in Example 7 is half as fast as the tempo marking 180 in Example 6. The result is that in Example 7 the melody sounds to the listener as 8th notes, but the player is conceiving them at a different rate of speed as 16th notes.

You may have experienced the feeling of playing in half time without realizing it. Have you noticed how easy it is to improvise 8th note ideas while playing a samba or bossa nova? Brazilian music is written and played in 2/2 and is based on the clave beat which is a two bar phrase. Have you noticed how easy it is to improvise double-time, 16th note ideas on a ballad? That’s the half-time feeling at work.

Playing in half time has a particular feeling and quality of sound that many of the masters have achieved. This effect can be most clearly recognized when listening to their recordings of up-tempo tunes. The half time technique is most clearly demonstrated by a stride pianist’s left hand. It is the only way to successfully execute the stride.

As when learning anything new, it will take time and practice to get used to this new and unfamiliar perception of time. You’ll have to retrain years of conditioning of playing in quarter-note time. It will be especially difficult to resist slipping back into quarter-note time while playing with a drums and bass who must play with a quarter-note feeling. From time to time, you may switch back to quarter-note time playing for the sake of rhythmic variety and add extra propulsiveness to a line.

There are two potential hazards of playing in half time. First, don’t switch the time values of the chord changes from 4/4 to half time, making the tune a virtual ballad. Secondly, avoid the tendency to play too far behind the beat.

Review and relearn your repertoire and play all your songs with a ballad concept; i.e., a 12 bar blues becomes a six bar ballad, a 32 bar tune becomes a 16 bar ballad, etc. You can also alter your perception of time by selecting a ballad you know well enough you that don’t have to think about it while playing. After few bars begin to improvise doubletime 16th note melodies. At the end of 16 bars, switch to a blues in another key at twice the tempo. Try to retain the legato, over-the-bar line feeling of the 16th notes in the faster quarter-note tempo. If you lose the feeling, return to the ballad and start again until you can make the switch without reverting back to quarter-note time.

From this point on your goal will be to eliminate feeling tempo in quarter-note time and 8th note playing from your conception of music. Listen to music while counting in half time. All practicing of 8th notes



lines should be mentally translated into 16th note lines in half time.

Most of us have been conditioned into believing that jazz improvising should be hard work and feel that if it becomes easy we are somehow “cheating”. Improvising should be fun. It can’t be fun if it’s not easy to do. Being used to working hard, it will be difficult getting used to playing being easy. When first learning how to play in half time, students often complain that they “don’t feel like they’re doing anything.” That’s the way it’s supposed to feel.


Rhythmic Syncopation



“I fill my head with rhythm” Dizzy Gillespie.

The most pervasive difficulty western jazz student’s face is the lack of a true understanding of rhythmic syncopation. According to Dizzy Gillespie, in Mike Longo’s interview with the master, this difficulty stems from the difference between the African and western concepts of rhythm. “…the African concept of rhythm is polyrhythmic and we are monorhythmic.” Mr. Longo clarifies Dizzy’s statement: “Poly-rhythm is a combination of several independent rhythmic melodies that agree vertically as well as horizontally. That is to say that even though these are horizontally independent melodies, they also mesh with each other from a vertical point of view, in what would seem like a form of rhythmic harmony.”

In western society we are taught to learn time as being executed as a series of quarter-notes. However quarter-note time is unsophisticated and mechanical, what Dizzy calls “clock time.” Rhythmic syncopation is sophisticated and complex, what Dizzy defines as “human time.”

It was the African invention of syncopation that transformed western music into jazz. It was a rhythmic innovation. Yet, rhythmic syncopation, the musical element that makes jazz, jazz, is the least understood aspect of jazz. Syncopation is the life-blood of the music. It has magical qualities. Of all the inventions of the human mind none can be found comparable. Syncopation is a unique construct that allows individuals to be part of a group experience while at the same time retaining each participant’s individuality. In most group endeavors it is usually either one or the other, being either part of a group with a consequent loss or individuality or the opposite, where one retains their individuality to the detriment of the total group experience. Only in jazz music, through the concept of rhythmic syncopation, do both successfully coexist.

I learned syncopation at the feet of the masters, by playing with them, hearing how it should go night after night, by trying my best to emulate it. Unfortunately, the masters I learned it from are dead and, because of the demise of the apprenticeship system, their disciples are not in a position to pass it on to them through the oral tradition. But there is hope.

I had the good fortune to spend a week with Dizzy when he was a guest artist with the Phil Woods Quintet in the 80’s. I was never the same after that week. All Dizzy talked about for that week was rhythm, rhythm, and more rhythm. When the inventor of the music puts so much emphasis on one particular aspect of jazz, I got the point, that jazz is, at root, a rhythmic invention. If you don’t understand the rhythm you don’t understand the music.



“First, learn how to hear everything and play everything you hear, then hear everything and play as little of it as possible.” (HG)

The development of “patterned hearing” was mentioned as one of an improviser’s goals. The exercises in this book will mostly be continuous 8th note lines. Once you’ve learned how to hear and play a steady 8th note line you’ll need a process to change the way you hear those lines. That process is syncopation. The following technique can only be implemented when you have acquired the ability to hear and execute a continuous 8th note line. Try the following suggestions before you have arrived at this level of expertise and it will not work as well.

The first stage of the process a jazz musician goes through is to develop a strong brain-to-hand signal that intuitively responds to what you hear. We spend the first half of our career learning how to hear all the different components of jazz improvising until we can play them as they occur in our ears. One of our goals is to be able to internalize the ability to hear a steady 8th note line and then the ability to play it without thinking. At this stage of development one usually becomes a “notey” player, lacking phrasing and space in one’s solos. It takes a lot of time and work to acquire this ability. Being human, seeking rewards for our labors is understandable, especially after working hard to achieve this level of hearing. We don’t want to give it up, continuing to play everything we hear. However, to achieve the more sophisticated rewards of playing on a more advanced level the improviser must deny themselves this low-level reward. As long as you settle for less you can’t get more.

The next stage of development, the application of natural phrasing, syncopation and the use of space, requires a lifetime to achieve. Space is an illusion created by the performer. There is no such thing as space, only the illusion of it created by the performer not playing everything that is going on inside their head.

It is commonly thought that achieving this stage of playing is reached by a process of “editing” your melodic lines by leaving notes out. This is impossible as the lines are moving too fast to say “I think I’ll leave these notes out of my line.” By the time you’ve thought of it the line has long passed. The only way to achieve a more sophisticated level of improvising is to change the way you hear. This is achieved by substituting rhythmically syncopated hearing by letting the rhythms select which notes you want to play. To understand this process, try the following experiment.

Many students have learned the melodies of bebop heads melody first without having focused on their rhythmic aspect. When asked to sing the rhythms to the Charlie Parker tune “Confirmation”, as if playing the rhythm of the tune on hollow log, they have difficulty doing so without singing the melody line along with the rhythms illustrating the fact that they really don’t know the rhythmic basis of the tune.

Select a complex rhythmic bebop melody that you know really well, such as Confirmation. Sing the tune in a monotone (You may find this difficult if you haven’t learned the tune from its rhythmic as well as melodic aspect), as if you were playing it on a drum. Do not sing any tones. Next, take the rhythm of Confirmation and apply it to soloing on another tune you know really well such as “Autumn Leaves” or “All The Things You Are.” Don’t think melodically. Let the rhythms of Confirmation select the notes you’re going to play. After trying this a few times you’ll be able to perceive this process in action.

The key to this advanced process is in the following statement by Dizzy: “You construct from a point of the rhythm. Melody conforms with what you have in your mind. How you want the rhythm to go. Then you put your notes to that. I think of rhythm first.” (from a Dizzy interview with Mike Longo). The rhythms he’s referring to are not the western mono-rhythms (i.e. quarter-note beats) but the African poly-rhythms.

In other words the key to playing syncopated phrases is to think rhythmically instead of melodically. If you think of the rhythm first, the rhythm will automatically select the proper notes out of the continuous 8th note line that is running through your ears. This requires trust in the fact that, without thinking about it, the continuous 8th note line is still operating in your ears.

Referring to the Dizzy quote at the beginning of the section, he fills his head with rhythm as in the clave beat as shown in example 7 or a syncopated flow of rhythms.

The next is an example of a 6/8 clave beat.

While the quarter-note beat in the bottom stave is going on you’re thinking the 6/8 rhythm in your head. The syncopations in the top stave will “select” the proper notes from the continuous 8th note line that is going on in your head at the same time.

The next example bears some explanation.

It is generally considered that the articulation of 8th notes is played with a 12/8 inflection. However, if we’re playing in half time, then every two bars of 12/8 translates into four bars of 6/8. The rhythmic inflections of 12/8 and 6/8 do not have the same feeling. You can try this out by imagining a 12/8 rhythm in your head while playing an 8th note line over it. Then try the same experiment with a 6/8 rhythm. You’ll notice that the placement of your line within the flow of time differs with each experiment. The 6/8 “lays” better.

Play example 9 and try to find the quarter-note pulse.

Example 9 (Courtesy of Mike Longo)

[image: ]

Example 10 shows where the quarter-note pulse is.



Example 10 (Courtesy of Mike Longo)

[image: ]

The quarter-note pulse is written in the second stave. Although written as 8th’s with a quarter rest they are actually dotted quarters. Try playing an improvised line while keeping the rhythms in example 10 in your mind. Do not try to think melodically. See if the rhythm selects the notes for you. Dizzy’s lesson is, when soloing, always think rhythm first.
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CHAPTER 3 SCALAR FORWARD MOTION


Strong and Weak Melodies

Scales are the raw material from which melodic ideas are drawn. Improvising is the reordering of the notes of a scale into their strongest melodic possibilities.

In the chapter on Rhythmic Forward Motion, tension and release patterns were used to define the strong and weak beats of the bar. When analyzing chord scales in terms of tension (weak) and release (strong) tones, the strong tones are the root, 3rd., 5th. and 7th., the weak tones being the non-chord tones: 9, 11, 13 and any added half-steps.

A chord is spelled out by synchronizing the strong beats of the bar (the “on” beats) with the strong tones (chord tones) of a chord scale and the weak beats (the “off” beats) with the weak tones (non-chord tones).



“On” Beats = Release; “Off” Beats = Tension Chord Tones = Release; Non-Chord-Tones = Tension

The strong beats are easier to hear than the weak ones. The strong tones are easier to hear than the weak ones. When synchronized they reinforce each other, further strengthening the soloists ability to “hear toward” basic chord tones (predictable) as well as “1” and “3” (predictable) of the bar from farther and farther in advance.

If a melodic line sounds weak, the reason will always be that the rhythmic and melodic tension-and-release patterns are “out of sync.”

Scale lines with Forward Motion fall into three distinct categories, each with a slightly different set of rules. (The term “rules” is used in a relative sense: all rules are optional, depending on what’s happening at the moment. They are operational while they are applicable. When they are not, other rules apply).

Category 1: Scale lines that descend for chords that last two beats each,

Category 2: Scale lines that ascend for chords that last two beats each,

Category 3: Scales lines that ascend and descend for chords that last four beats each, or longer.






  
  
  ch008.xhtml
  
  




Descending Scale Lines That Last For Chords Two Beats Each.

In example #1, the scale of C7, which is common to G-7, C7, Fmaj. in the key of ” F,” has been reordered into seven, descending four-note scale groups.

[image: ]

These groupings have been selected and reordered by synchronizing the each grouping’s last notes to fall on 1 & 3 of the bar spelling out each chord as in Examples #2 – 2B.

Example 2:

[image: ]

Example 2A:

[image: ]

Example 2B:

[image: ]

In Examples 3 – 3B the same process has been applied to the II-V-I in the relative minor key of D-: E-7b5, A7#9, D-.

Example 3

[image: ]


Example 3A

[image: ]



Example 3B

[image: ]

In Examples #4 – 4C, the four groupings selected from Example #2 that end on the roots, 3rds, 5ths, and 7ths. of G-7 (G, Bb, D, F), C7 (C, E, G, Bb), and Fmaj (F, A, C, E), become reordered once again, back into consecutive scales, but rearranged to spell out the changes II-V-I in the key of Fmaj. The same can be done with the relative minor II-V-I as well.

Example 4

[image: ]

Example 4A

[image: ]

Example 4B

[image: ]

Example 4C

[image: ]

As the chord-tones progress in a predictable manner (all roots, all 3rds., all 5ths., all 7ths.), the soloist begins to acquire the “sense” of the logic inherent in the progression of changes and their chord-tones to the degree that one can hear where they are going over longer and longer distances.

Once this ability has been established, the chord-tones you wish to approach can be mixed in almost any manner, as in Example #5.

[image: ]

The following is a list of some the combinations of chord-tones that are possible on II-V-I’s in any key.

1-1-1/1-1-3/1-1-5/1-1-7/1-3-1/1-5-1/1-7-1/3-1-1/3-3-1/3-5-1/3-7- 1/5-1-1/5-3-1/7-3-1/7-1-1/7-3-1/7-5-1/1-3-3/1-3-5/1-3-7/1-5-3/1-5- 5/1-5-7/1-7-1/1-7-3/1-7-5/1-7-7/3-3-3/5-5-5/7-7-7/3-3 1/3-3-5/3-3- 7/5-5-1/5-3-1/5-7-1/7-7-1/7-5-1/7-3-1-/ etc., etc.

Not including octave adjustment, there are over 75 possible combinations of 1/3/5/7 on a II-V-I progression. Although all of the possibilities don’t sound good, the number of ways in which virtually any sequence of chords can be spelled out using these four- note groups are almost infinite, clearly demonstrating that discipline and freedom are not inconsistent concepts.

Example #6 shows descending four-note groups going to all thirds on a cycle of Dom 7ths. and how they can be octave adjusted to create even more melodic possibilities. Note that they become common bebop scale lines.

Example 6

[image: ]

In the case of ascending scale lines, the soloist may not be able to approach the chord tones of each chord without adding half-steps to synchronize the line. However, any scale line, ascending or descending, of any length, over a II-V or II-V-I, will sound strong if the last note of the line is a basic chord-tone of the last chord (the approached chord) of a sequence. For example:

Example 7

[image: ]

As in the above example, the ability to hear toward tension tones of a scale may be developed, creating a richer scale sound.

There is a difference between practicing and performance and the goals of each are different. When practicing these exercises, the goal is to achieve a planned result; to train your ear to hear towards certain points in the future. When in a playing context the goal is the opposite; to achieve the unplanned result of be able to start on any note and any beat and hear where your line is resolving to. The following Forward Motion exercises are multi-purpose.

This is an interesting way for beginners to practice learning their scales. They sound more like how they sound in performance. Because you’re using your ear to practice, rather than the intellect, they are easier to learn.

For more advanced students, who know their scales, these exercises function to re-train the way you have previously heard scales into hearing with FM. They are only to be used as a starting point. As soon as you have begun to change your hearing, go to the following exercises to learn how to synchronize them to spell out chord scales. Your goal is to gain the ability to start a line on any beat of the bar and hear it going to it’s up-coming resolution point, the target note and beat.

The next subject discusses one particular use of the added half-step, the one that keeps scale tension and release patterns in synch with the rhythmic tension and release patterns of the bar.
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Ascending Scale Lines For Chords That Last Two Beats Each

The Target Notes in ascending lines are treated differently as they move in cycles of 5ths.

This section is an introduction to what may be termed the ” Added Optional Corrective Half-step.” It is not intended as a complete discussion of the subject of Forward Motion and Chromatics as discussed in Chapter Five. Depending where in a scale or bar you begin your scale line, it may be necessary to add a half-step to correct a line when you sense that a scale melody will be going “out of synch,” reaching a target note too soon to too late. It is optional because it used only when needed. However, you won’t know whether to add the half-step unless you are hearing your target notes in advance.

The added half-step keeps scale tension and release patterns in synch with the rhythmic tension and release patterns of the bar. The added half-step is also applied to the second and third categories of scale lines: scale lines that ascend for two beats for chord changes that last for two beats each and, ascending and descending scale lines that last for four beats per change and longer.

The chromatic is a much-abused interval. The old adage that “if the note you played is wrong, the right one is either a half-step above or below” is an often misused improvisational device that creates weak melodies. This section offers certain “rules” for practicing adding a halfstep in the “right” place to keep scale lines “in synch.” One can’t really improvise using rules.


Rule 1:

A half-step may be added at any point in a scale where the interval a whole-tone exists. All seven-note scales have five whole-step intervals to which a half-step may be added to correct a melodic line, depending on which note and beat you start your line on.



Rule 2:

When approaching basic chord tones, scale-wise from below, a halfstep may be added so that the Target Notes of the four-note groups end on the root, 3rd., 5th., and 7th. of the chord being spelled out on “1” and “3” of the bar.



Rule 3:

Any basic chord tone may be approached from below by an added half-step. Where a half-step approach already exists below a chord tone, a half-step may be added in the whole-step interval just below it.

In Examples #9-11, the four note groups that spell out the Roots, 3rds., 5ths. and 7ths. of G-7, C7 and, Fmaj.7 have been selected and the half-steps added according to the above rules.

[image: ]

Example 10

[image: ]

[image: ]

Examples #12-15 show these groups reordered into ascending scale lines with all the Roots, 3rds., 5ths. and 7ths. Synchronized to spell out II-V-I.



Example 12 All Roots

[image: ]



Example 13 All Thirds

[image: ]



Example 14 All Fifths

[image: ]



Example 15 All Sevenths

[image: ]

Apply the added half-step process to the II-V-1’s in the relative minor keys as well.

As an experiment, try adding the half-step into any other of the whole-step intervals and you’ll notice the stark difference between lines that are in and out of synch. How to add half-steps to the other wholestep intervals in a scale will be demonstrated later in this chapter.

Create more interesting lines by applying octave adjustments and the almost infinite possible choices of Target Note combinations, such as in Examples #16-17.



Example 16

[image: ]

[image: ]

Example #18 shows how ascending and descending scale lines may be mixed on a common set of chord changes.

Example 18

Example #19 is on the changes to the first four bars of one of the most played standards in American music.

Example 19

Example #21 shows Example #19. with the inner guide-tone melody isolated from the 8th. note line. You’ll see that scale lines that last for chord changes that are four beats per change now contain two basic chord-tones of each chord within a bar. This is the third category of scale lines in action.

Example 21

[image: ]

At this point the soloist transcends the mere playing of “Key Scales” into playing “Chord Scales;” i.e., scales that are common to their diatonic chords, that when reordered and the half-step added where needed, can spell out these chords.
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Ascending and Descending Scale Lines For Chords That Last Four or More Beats Each.

Scalar rhythmic tension and release patterns occur in pairs. Chord Scale tension and release patterns also occur in a duple manner, except at one point in every seven-note scale where two chord tones are neighbors (a whole-step apart.) At this point the duple scale tension and release patterns reverse, becoming “out of synch” with the duple rhythmic tension and release patterns. A half-step maybe added between these two chord tones to keep the rhythmic and melodic tension and release patterns “in synch.”

Rule 4:

A half-step may be added between the 5th. and the 6th. tones of the scale on all major and minor 6th. (Maj. 7th.) chord scales (the “one” chord of a major or minor key); In general, the added half-step will be on an “off” the beat.


Rule 5:

A half-step may be added between the flat 7th. and the Root on all chord scales with a flat 7th. (Dom7th., Min7th. Min7th.b5),. Examples #22- 28 show the seven diatonic scales in the key of “C” with the added half-steps between the neighbor chord tones.



Example 22

[image: ]



Example 23



Example 24



Example 25



Example 28



Example 29

The rhythmic and melodic tension and release patterns of these diatonic scales can now be synchronized to create Forward Motion exercises.



Example 30



Example 31a
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Example 32

[image: ]



Example 33

[image: ]



Example 34

[image: ]
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Notice how the chord tones are synchronized with the “on” beats of the bars.

The above exercises show the groupings going to alternating Roots and 5ths. They may also be practiced going to target notes of alternating 3rds. and 7ths. (or 6ths.). Transpose these exercises into all twelve keys.

Every possibility of every concept can’t be practiced. There isn’t enough time in life to do so and it’s not necessary anyway. When do you stop practicing Forward Motion? When you’ve practiced it enough to get it in your ears so that everything you play is in FM. When is enough? Your ears will tell you. Graduate to practicing transcribed solos of your favorite players. Make sure you’re copying using FM Notation as well. Circle the notes on “1” and “3” of the bars, isolate the inner guide tone melodies and practice those before you try to play the complete melodic line. Always use this process when practicing anything.



Adding Additional Half-steps To a Scale

Examination of common usage reveals that half-steps are often added not only between the whole tone interval between flat 7th and 1 of a 7th chord and the 5th and 6th of a major or minor 6th chord but any other whole-step interval in a scale as well. Every seven-note scale contains five whole-step intervals where a half-step may be added. To maintain the concept of “spelling” out chord changes, i.e., synchronizing the chord tones with “on” beats, any additional half-steps should be placed on “off” beats as in the following examples. However, adding additional half-steps may throw a scale line “out of synch” at a later place in the scale line and might need to be corrected by adding one or more additional half-steps. Where you add these half-steps depends on what note and beat of the bar you begin your scale line on and which beat and note you plan to end upon.



Descending Scale Lines With Added Half-steps

Example 37

Example 38

[image: ]

[image: ]

[image: ]

[image: ]



Example 41

[image: ]



Example 42

[image: ]



Example 43

[image: ]



Example 44

[image: ]

Examples 43 and 44 are examples of “Superimposed” scales. If we read the notes that fall on the first and third beats of the bars as chord tones the 2nd bar spells out C7 and the first half of the 3rd bar spells out G-7. Superimposition will be discussed in greater detail in Chapter 9.

Example 45

[image: ]



Ascending Scale Lines With Added Half-steps

[image: ]

Example 47

[image: ]

Example 48

[image: ]

[image: ]

Example 50

[image: ]

Create exercises adding notes to the relative II-V’s in a minor key as well.

Create exercises combining various ascending and descending scale lines.

When and where to add the additional half-steps varies according to when and where you start and intend to resolve your line. It can’t be done by rules. These additions can be successfully accomplished only if you’re hearing ahead towards your last note and sense that you’re going to arrive at your target note and beat either to early or late. Start ascending and descending scale lines on any off beat, on any added halfstep to test if you can hear where the added notes need to be placed to keep your line in sync.



CHAPTER 4



ARPEGGIOS & FORWARD MOTION

Most students feel a strong gravitational pull toward arpeggios since they spell out chord changes when aligned with a chord’s basic chord tones. The synchronization of arpeggiated chord tones with resolution beats is easier to accomplish than with scalar lines. Scale lines tend to inherently have more potential for resolution than arpeggios. Consequently, applying FM to arpeggios may require alteration by placing them differently in the bar or adding pick-ups and/or resolutions tones to them.


Unresolved and Resolved Arpeggios

Arpeggios come in two types; Unresolved and Resolved. Both types are in common usage in the history of jazz vocabulary.



Melodic Inversions

An integral component of practicing any melodic theme, scales, chromatics, intervals and arpeggios, is Melodic Inversion. Applying Melodic inversion to any exercise insures you have practiced all the possible ways themes can be used to create “shapes,” or rapid and interesting changes in direction.

When practicing themes always play every inversion. Not so much for theme memorization but to internalize the process of Melodic Inversion. Write out, in one key, all four inversions of the theme you’re working on and do the 12-key work transposing from the written example. Once you become familiar with the process you won’t need the paper any more. At that point you will have the process internalized and you’ll be able to intuitively apply the process to your improvisations.

There are four inversions of every exercise:

The notes within the groupings ascend and the groupings ascend: Example 1

[image: ]

The notes within the groupings descend and the groupings ascend.

Example 2

[image: ]

The notes within the groupings ascend and the groupings descend.

[image: ]

The notes within the groupings descend and the groupings descend.

Example 4

[image: ]

“Shape-making” occurs when you mix the various inversions. The following mixed inversions are alternating but can be mixed in any manner.

Example 5

[image: ]

[image: ]

[image: ]

Example 8

[image: ]

Arpeggios in thirds can be played and combined in groups of 2s, 3s, 4s, 5s, 6s, and 7s (Example 9) in all inversions. As this book is not meant to be a discussion of the theory of improvisation in thirds, experimentation combining various size arpeggios and melodic inversions are left up to the student’s imagination.

Example 9

[image: ]

Example 9a

[image: ]

Example 9b

[image: ]

Example 9c

[image: ]

Example 9d

[image: ]



Unresolved Arpeggios

The preceding examples of arpeggios in thirds have no resolution nor do they sound like pick-ups as they stand. To create Forward Motion for unresolved arpeggios, they need to be adjusted in relation to the bar lines. For example:

[image: ]

Example 11

[image: ]

Example 11A

[image: ]



Example 11B

[image: ]

Example 12

[image: ]

You should begin to notice the appearance of one of the most important aspects of FM processes; when FM is applied to a theme, it becomes transformed into another melody. This is the true melody. Examples of this will appear with greater frequency as you develop your ability to translate exercises into FM. Until we arrived at example # 10, the preceding examples were only exercises and not true melodic content. They were “static” and had no motion.

The following is a tetra chord mixed inversions exercise (Example #9, second line) that segues into the subject of arpeggios with pick-ups and resolutions. You’ll notice its transformation into a different melody immediately.

First, the example without the application of FM:

Example 13

[image: ]

The exercise with FM applied.

[image: ]

The notes proceed in the same order but now the exercise is transformed into a completely different sounding melodic theme. What at first was ascending groups of four-note stacks of thirds is now three note triads with added ascending scale step resolutions on “1” & “3” of the bars.

The Inner Guide-Tone Melody in this case is:



Example 15

[image: ]



Resolving Arpeggios and Creating Pick-ups

Create resolved arpeggios by adding an ascending or descending scale step at its end. The resolution note should be on “1” and/or “3’ of the bar.

Create pick-ups by adding a scale or half-step approach, from either above or below, to the first note of the arpeggio. The added pick-up should be on an off-beat, an “and.” Examples 12 and 14 show how this can some times be achieved without adding any pick-ups and resolutions, by just changing the beat on which the theme begins. This is not always the case. Some exercises require the addition of a note to create FM.

The following is a commonly found melodic fragment in the jazz vocabulary:

Example 16

[image: ]

The example is not notated in FM and may give a false impression of the true melodic line. It may be given two interpretations when translated into FM notation.

Example 17

[image: ]

Or:

Example 18

[image: ]

Each example demonstrates two slightly different ways the line may be heard internally. The examples begin with an added half-step pick up from below, to the root of the G-7, then a descending scale step resolution from the flat 7th of the G-7, ending with another scale step resolution moving down to the 5th of the F major chord.

Here’s another example of resolutions and pick-ups commonly found the jazz vocabulary.



Example 19 (Without FM notation)

[image: ]



Example 20

Or

[image: ]

Example 21

[image: ]

The example starts with an ascending half-step scale pick up to the 3rd of the G-7. The 9th of the G-7 then resolves downward to the flat 13th of the C7 with the flat 7th resolving down to the 3rd of the F major chord.

Another commonly used technique to create FM with an arpeggio is to consider the last two notes as a double, scale-wise appoggiatura from above and below, bracketing the 1st note of a scale line. (More on appoggiaturas in the next chapter).

Example 22

[image: ]

Example 23

[image: ]

Or

Example 23a

[image: ]

Internally each version is heard differently. This is one of the goals of FM, to gain the ability to switch they way you hear a line internally at will. When each version begins to sounds differently in the ear, each version will then be phrased differently. How you perceive a played or written phrase internally affects the way it is articulated externally.

Scale and arpeggiated lines can be combined. Applying FM to these combinations have been hinted at in some of the preceding examples. However, a few more examples will suffice in clarifying the issue.

_Example 24

[image: ]

Example 24a

[image: ]

Example 26

[image: ]

The examples in this chapter demonstrate only a few of the possible ways arpeggios may be played. Experiment breaking up and combining the arpeggios into different shapes. Arpeggios and scales can be combined in limitless ways. Experiment using them in different combinations. By this time you should be familiar enough with the concept of FM to be able to hear whether you’re applying the concept it or not.
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CHAPTER 5 FORWARD MOTION AND APPOGGIATURAS

Appoggiaturas spell out chord changes because they embellish chord tones. Called “filigrees” in the jazz vernacular, along with arpeggiation, they were one of the most commonly used devices of early jazz improvisation. Jazz improvisers have historically tended to show a desire to play outside of the key. Chromatic appoggiaturas fulfilled this desire.

They can occur on any beat of the bar but often show up being played on the “on” or release beats. Even though they might start on the beat, because of their generally chromatic nature, they have a tendency to make release beats and chord tones more tense, giving them a feeling of Forward Motion.

When I was a student at Berklee School of Music (as it was called when I attended), the list of appoggiaturas we were given were endless. Each had its own rather complex name. For clarity’s sake, they are avoided here. As this book is not intended to be a theory or exercise book per se, only an abbreviated list will be included and will be restricted to the most commonly used versions. Once you get the idea of how appoggiaturas are constructed, you should be able to add to the list with a little experimentation.

Appoggiaturas can be simple or complex. Each has its “mirror” versions. The more complex, the more mirror versions there are. As always, it’s best to start with the simple and move toward the complex. FM will be applied to all examples. The C triad will be used throughout. The student is left to their own devices in applying them to other chord qualities such minor, diminished, and whole tone triads and 7th chords.

Example 1, 1/2 step below (the chord tone) to the chord tone:

[image: ]

Example 1a shows the Dizzy’s composition “The Champ” with appoggiaturas being used with the non-chord tones of a Bb diminished chord “on” the beat. This tends to make the “on” beats tense or give them a swing impetus.

Example 1a

[image: ]

Example 2, 1/2 step above to the chord tone:

[image: ]

Example 3, 1 whole-step below to the chord tone:

[image: ]

Example 4, 1 whole-step above to the chord tone:

[image: ]

Example 5, 1 whole-step below to 1/2 step below to the chord tone:

[image: ]

Example 6, 1 whole-step above to 1/2 step above to the chord tone:

[image: ]

Example 7, 1/2 step below to 1/2 step above to the chord tone:

[image: ]

Example 8, 1/2 step above to 1/2 step below to the chord tone:

[image: ]

Example 9, 1 whole-step below to 1 whole-step above to the chord tone:

[image: ]

Example 10, 1 whole-step above to 1 whole-step below to the chord tone:

[image: ]

Example 11, 1/2 step below to 1 whole-step above to a 1/2 step above to the chord tone:

Example 12, 1/2 step above to 1 whole-step below to a 1/2 step below to the chord tone:

Example 13, 1 Whole-step below to 1/2 step below to 1 whole-step above to 1/2 step above to the chord tone: Because of limitations of space the following examples are for ascending appoggiatura groups only. At this point you should have the idea of how to construct the descending groups on your own.

Example 14, 1 Whole-step above to 1/2 step above to 1 whole-step below to 1/2 step below to the chord tone:

[image: ]

The following examples start on the chord tone, on the beat.

Example 15, chord tone, to 1/2 step above to the chord tone.

[image: ]

Example 16, chord tone, to 1/2 step below to the chord tone.

[image: ]

The approaches from above and below can be applied to whole-step approaches as well.

Example 17, chord tone to 1/2 step above, to 1/2 step below, to chord tone.

[image: ]

Example 18, its mirror version: chord tone to 1/2 step below, to 1/2 step above, to chord tone.

[image: ]

The approaches from above and below can be applied to whole and/or 1/2 step approaches and their mirror versions.

Example 19, Chord tone, to 1/2 step above to chord tone to 1/2 step below, to chord tone. Triplitising the “on” beats gives the “on” beats a feeling of tension or swing.

[image: ]

You should have a firm idea of how various appoggiaturas are constructed. Test yourself by finding the mirror versions of examples from some of the preceding eamples.

An often used appoggiatura in the jazz vocabulary is the triple chromatic from above and the triple chromatic from below. Example 20,

[image: ]

Example 21,

[image: ]

The list goes on and on from here. Experiment with various combinations and study their usage in the jazz vocabulary. Many musicians can be identified by the appoggiaturas they’ve selected as part of their vocabulary.
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CHAPTER 6 INTERVALS AND FORWARD MOTION

Intervals larger than a third require the same adjustments as arpeggios as in themselves they have no resolution. Large intervals can start on or off the beat. Melodic intervals are usually what are termed “broken arpeggios” created by skipping notes in an arpeggio. Skipping alternating notes as in the C7 chord below we come up with the following intervals notated as pick ups. As in previous chapters, for the sake of thouroughness, the examples are written in exercise format. In performance selected intervals are used as components of melodic lines.

Example 1

[image: ]

[image: ]

Example 2a

[image: ]

Skipping two notes in the arpeggio gives the following intervals:

Example 3

[image: ]

Example 3a

[image: ]

Skipping every other note results in the following intervals of a Bbmaj. 7th chord looks like this:

Example 5

[image: ]

Example 5a

[image: ]

Skipping every two notes:

Example 6

[image: ]

Intervals may be used in an unresolved manner but tend to become super melodic when combined with scale step pick-ups and resolutions from above and/or below the first and/or last notes. Tin Pan Alley tune-smiths frequently used intervals in many of the classic American standard songs. For example:

Branislaw Kaper’s “Invitation”

Example 7

[image: ]

Victor Young’s “Be My Love”

[image: ]

Cole Porter’s “I Love You”

Example 9

[image: ]

In every case, where used, the pick-ups create FM and the resolutions create a resolution where none existed in the interval itself.

Examples of intervalic FM are frequently found in jazz compositions such as in Charlie Parker’s “Milestones” and Monk’s “Mysterioso.”

Example 10

[image: ]

Example 11

[image: ]

Large intervals are common in the jazz improvisers vocabulary. The following are a few Db diminished chord or C7b9 intervalic exercises I remember practicing in my youth.

[image: ]

Example 12a (using FM notation)

[image: ]


Example 13

[image: ]

Example 14

[image: ]



Example 15

[image: ]

Can you mentally translate examples 14 and 15 into FM notation? This ability will develop as you practice more exercises with FM.

The following examples demonstrate how intervals, pick-ups and resolution notes might be used in a solo.

Example 16

[image: ]

One more example of common intervalic usage:

Example 17

[image: ]

In the example above we have in the second bar a double chromatic approach (appoggiatura) from below going up to the 3rd of the C7 then an interval up to what appears to be the 9th of the C7. In FM Analysis however, the descending scale line would be considered a Harmonic FM scale line spelling out the FM7 a beat and a half before the chord arrives on “one” of the last bar. Harmonic FM will be discussed in greater detail in Chapter 7.



CHAPTER 7



HARMONIC FORWARD MOTION

The most sophisticated form of FM is Harmonic Forward Motion wherein chord changes are spelled out ahead of where they are written on the paper. Becoming a lost art, HFM can only be implemented after having played your own vocabulary for many years. Allegedly, Bird could spell out changes two bars in advance of where they were written. He used to turn piano players around. They’d think he’d dropped a couple of bars, and like any good accompanist, would go with him. Bird would tell them, “Don’t come with me. Stay where you are. When you hit the chord change, it will resolve the tension created by my spelling the change ahead of time.”

HMF techniques can usually only be applied until the improviser has developed complete familiarity and control of their vocabulary. Two present day players that have a firm grasp of HFM are James Moody and Jerry Bergonzi.

In an effort to introduce students to the concept, I’ve included beatand-a-half HFM in most of the exercises in this book. Perhaps a schematic will explain better than words can.

When most students see a set of chord changes, such as a II-V-I they assume that the melodic lines (the brackets) are played within the bar, where the chord symbols are written.


Example 1

[image: ]

However, these FM exercises spell out the changes one beat and a half ahead of where the chord symbols are written.

Example 2

[image: ]

Mistakes in transcrpitional analysis often occur because lines are analyzed in terms of the chord symbol as opposed to the more accurate method of analyzing in terms of what the line itself is spelling out by the placement of it’s notes on”1” and “3” of the bar or on every quarternote.

For example, in Chapter 3 (Scalar Forward Motion), example 3 demonstrated the use of mixed Target Notes.

Example 3

[image: ]

Normal transcriptional analysis would define the Ab in the second bar as the flat 13th of the C7 chord. Analyzed using HMF would define this note as the flat 7th of the Bb 7th being spelled out three beats and a half in advance of the Bb7 change in the next bar.

Barry Harris once related to me one of the techniques used to apply HFM. He said: “Oh Hal, in bebop we don’t play the II-7 chord,” as in the second descending scale line in example 3 which plays the Bb7 scale while the F-7 chord is being played. Playing the V 7 while the II-7 change is occurring spells out the V7 ahead of time.

In examples 4 – 7 the same melodic line is moved increasingly farther ahead of the upcoming changes.

[image: ]

Example 5

[image: ]

Example 6

[image: ]

Example 7

[image: ]

How good example 7 would sound depends on how the line was resolved as in example 7a.

Example 7a

[image: ]

The same melodic line can also be delayed, starting at later points in the bar yet still be in FM

Example 7b

[image: ]

Example 7c

[image: ]

The line still sounds good but needs to be resolved to the FM7 on the last beat in the last bar as in the next example.

Example 7d

[image: ]

Another HFM technique is to use common notes between the change you’re playing and the change you’re going to as in example 8.

Example 8

[image: ]

In this case the last grouping of each bar has common tones with the upcoming change. The following example demonstrates mixed usage of common tones.

Example 9

[image: ]

Example 10 shows how changes can be anticipated a bar in advance.

Example 10

Example 11 is an excerpt from a Coltrane middle period solo where he spells out descending II-V’s ahead of the changes.

Example 11

[image: ]

An improviser’s ultimate goal is to achieve rhythmic, melodic and harmonic freedom to place any melodic line anywhere, at any point in a bar, and still have it sound good.
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CHAPTER 8 PENTATONICS & CELLS WITH FORWARD MOTION

In this chapter Pentatonic and Cell improvising are discussed only in terms of how Forward Motion affects these concepts. Because of the limitations of space and a commitment to stay focussed on the discussion at hand a more complete theory of both best be left to a later book on these subjects.


Pentatonic Scales With FM

All the examples in this chapter will, for demonstration purposes, use the most basic pentatonic scale: 1, 2, 3, 5, 6, of the major scale, with the understanding that FM concepts can be applied to the other thirtyseven pentatonic scales as well.

Example 1 is the demonstration scale.

There are five modes to each pentatonic scale that can be organized into five consecutive four-note scale groups. Examples 2-5 shows them, without FM, in all four Melodic Inversions.

Example 2

[image: ]

Example 3

[image: ]

Example 4

[image: ]

Example 4a

[image: ]

The following examples demonstrate examples 2 - 4 in FM.

[image: ]

Example 6

[image: ]

Although no two musicians hear the same way, it sounds like the three groupings in the preceding examples that begin with a scale step pick-up have more FM than the two groupings that begin with scale 3rd pick-ups. You will observe that, as we progress through the chapter, this can change depending upon which pick ups you’re using at the moment and whether the grouping(s) descend or ascend.

Example 7

Every melodic fragment has its Inner Guide Tone melody. In this case:

Example 7a

[image: ]

Defining Inner Guide Tone Melodies may be applied universally to any melody. Look for them in every exercise. Although it will be discussed again in the chapter on How To Practice FM, it is worth reiterating.

Example 8

[image: ]

Example 9: an example of mixed Melodic Inversions.

Example 9

[image: ]

In FM:

Example 10

[image: ]

The Inner Guide Tone Melody:

Example 11

[image: ]

Examples 12-12c demonstrate the previous groupings with a beat pick-up.

[image: ]

Example 12a

[image: ]

Example 12b

[image: ]

Example 12c

[image: ]

As above, apply Melodic Inversions to every example then define its Inner Guide Tone.

Examples 13 - 13c illustrates example 12 with alternating Melodic Inversions.

[image: ]

Example 13a

[image: ]

Example 13b

[image: ]

Example 13c

[image: ]

Define the Inner Guide Tone Melody for these examples.

Examples 14-17 demonstrate the same groupings with a half-beat pick-up.

Example 14

[image: ]

Example 15

[image: ]

[image: ]

Apply alternating Melodic Inversions to the preceding examples.

Pentatonic melodic fragments can be connected together in infinite ways. One of the most common being Intervalic Root Motion for example; groups can ascend in half-steps as first mode does in example 18.

Example 18

[image: ]

Most exercise books print their exercises in the manner above, without FM. One of the ways to convert them into FM is to leave out the first note and beat and start the exercise on the second note, second beat as in example 19 and mentally translate it into FM notation.

Example 19

As you can see, the pattern when translated into FM, takes on a different shape. The pick-ups move toward the last note of each fournote fragment. The exercise although beginning within the bar, has more FM to it. A more intense feeling of FM can be created by moving the exercise back to start on the “&” of beat three in the preceding bar.

Example 20

[image: ]

The Inner Guide Tone Melody ascends in half-steps.

Example 21

[image: ]

More interesting “shapes” are created when you apply alternating Melodic Inversions to example 18.

Example 22

[image: ]

Begin the exercise on the second beat and note and you get the following.

Moving the exercise back to begin on the “&” of three in the preceding bar results in the following.

Example 24

[image: ]

The Inner Guide Tone Melody is now:

Example 25

[image: ]

Apply alternating Melodic Inversions to the above exercises and translate them into FM.

To create longer lines the modes may be “stacked” together as in the following examples.

[image: ]

Taking this exercise through the same steps as the preceding exercises results in the following.

Example 27

[image: ]



Spelling Chord Changes With Pentatonics

“If you can’t spell out changes with pentatonic groups you haven’t gained complete control over them.” Woody Shaw

It was mentioned in an earlier chapter that strong melodies “spell out” chord changes. Applying FM to spell out changes using pentatonic groupings uses the same process as in the chapter on Scalar FM. It is the nature of pentatonics that they are weaker than the seven and eight note scales as they contain less basic chord tones. This weakness is also an advantage. Although they tend to spell out the chords with a little less accuracy than 7 and 8-note scales, they can be superimposed over the changes with much more freedom.

Pentatonics tend to be used mostly in modal playing but can be applied to change playing as well. Mr. Shaw’s advice suggests that there are two categories of pentatonic lines: those that spell out changes, “Basic” pentatonic lines, and the more free floating lines such as are played in modal, ” Superimposed” melodic lines. Superimposition will be discussed at greater length chapter 9.

The chord tones 3rd, flat 3rd, and the flat 7th spell out the character and color of changes with the greatest clarity. Every grouping may not contain both of these basic chord tones but will contain at least one of them. If the chord tone(s) is aligned with ’1” and/or “3” of the bar it will not so much spell out the change as “suggest” it.

Of the 38 pentatonic scales, a number of them can be used to spell out basic changes.

Example 28 Spells out Cmaj6 and A-7.

[image: ]

Example 29 Spells out C7

[image: ]

Example 30 the 5th mode of the Eb pentatonic scale spells out C-7.

[image: ]

Example 31 the 3rd mode of the Ab7th pentatonic scale spells out C-7b5.

[image: ]

Example 32 Spells out C7b9 or Db Diminished.

[image: ]

Example 33 Spells out C7 Altered.

[image: ]

Pentatonic scales spell out very chord quality common to the jazz harmonic vocabulary but we’ll confine this discussion to applying pentatonics to II-V’s and II-V-Is.

All five modes of each scale can be used on it’s designated chord quality but some modes contain more basic chord tones than others. Example 34 shows the five modes of the G-7 scale. Three of the groups have three of the G-7 chord tones and the remaining two have only two. The more chord tones in a grouping there are the more it spells out a change.

[image: ]

The C7 pentatonic scale has three groupings with three chord tones in them, one grouping with four chord tones and one grouping with two:

Example 35

The FM6 pentatonic has three groupings with three chord tones one grouping with four chord tones and one grouping with 2 chord tones in them:

Example 36

[image: ]

Selecting the strongest groupings to spell out II-Vs results in the following.

As in all other examples, number 37 can be translated into FM. Of the three possible pick-ups, in this case, the pick-up on “four’ of the preceding bar sounds good. Which pick-up can be used varies on a caseby- case basis according to which of the five modes you’ve selected.

Example 38

[image: ]

The Inner Guide Tone Melody in example 38 is alternating 5ths and 3rds.

Example 39

[image: ]

Example 40 now has a beat and a half pick-up. The Inner Guide Tone Melody has changed to alternating flat 7ths and 3rds.

Example 40

Example 41 uses the same groupings but in alternating Melodic Inversions.

Example 41

[image: ]

The above example in FM now becomes:

Example 42

[image: ]

Or:

Example 43

Also:

Example 44 bears examining in terms of how the Inner Guide Tone Melody falls on the 1st and 3rd beats of the bar. Even though the 1st grouping of each pair is from the minor 7th chord, it sounds like the dominant all the way through each pair. That’s because the root of the dominant is on the 1st beat and the 3rd of the dominant on the 3rd beat, emphasizing the dominant sound. This is another example of Harmonic FM.

The preceding examples were all on chord changes that lasted for two beats each. The following ones are for chords that last for a bar each and use two groupings from each pentatonic scale.

Example 45

Example 47

[image: ]

Example 48

This same process can be applied to all chord qualities. Experiment with the various groupings and Melodic Inversions. Always define the Inner Chord Tone Guide Melody before attempting to practice the complete line.

The following example illustrates of how the process of FM works in modal situation.

[image: ]

Pentatonic arpeggios are treated in the same manner as are the arpeggios in chapter four. They are arrived at by skipping every other note, can be broken into two to five note arpeggios, and combined in any manner.

Except for double, triple and quadruple chromatic approaches from above, appoggiaturas of the kind in chapter five are rarely used in pentatonic playing. One of the dominant stylistic aspects of pentatonic improvisation is its almost complete lack of chromaticism. For that reason chromatics are not discussed in this chapter.



Cell Improvising & Forward Motion

Cell Improvising is a recent development that offers an alternate and simplified approach toward improvising. The concept was derived from pentatonic improvising. Evidence of this concept exists before the advent of pentatonic improvising most notably in Coltrane’s “middle period” before he began his explorations into pentatonic playing. Additional evidence of Cell Improvising’s beginnings can also be found in the solos of Freddy Hubbard and Junior Cook. One of the foremost practitioners of this concept is Jerry Bergonzi.

The concept is founded on the principle that the strongest four-note groups are those that contain three chord tones and one non-chord tone. The only stronger four-note-group is the arpeggio containing the four basic chord tones root, 3rd, 5th, and 7th. However, one can’t improvise using solely arpeggios. The strength of these groupings allows the improviser to spell out changes, both basic and superimposed, using a minimal amount of improvisational information: the triad with an added note and a four-note consecutive scale group.

There are four types of triads: major, minor, diminished and whole tone in their root, 2nd, and 3rd inversions

Example 50 The major triad

Example 51 The minor triad

[image: Figure 51 (auto crop from source PDF page 138; original image missing in conversion)]

Example 52 The diminished triad:

Example 53 The whole tone triad:

An added whole or half-step may inserted before the first note, between the first and second note, between the second and third note and after the third note. The following examples are shown only using scale step additions. Extrapolate the concept to the other triads. Try them with an added chromatic as well. The possibilities are almost limitless.

Example 54 The major triad

Example 55 The minor triad

[image: ]

Example 56 The diminished triad

[image: ]

Example 57 The whole tone triad

[image: ]

This results in the following four note groups.

Example 58 Root Inversion

[image: ]

Example 59 2nd Inversion

[image: ]



Example 60 3rd Inversion

[image: ]

These added notes were inserted in the first Melodic Inversion. Apply the process to the other three Melodic Inversions.

Cell playing for scale groups introduces an alternate way to perceive four note scale groupings than was discussed in the chapter on Scalar Forward Motion. To simplify the concept we’ll analyze these groups looking for those with three chord tones and one non-chord tone. They’re usually flat 7th chords of one kind or another.

Example 61

[image: ]

Analyzing each cell individually illustrates that each has three chord tones and one non-chord tone.

Example 62 The three chord tones in the group are flat 7th, root and flat 3rd of D-7.

[image: ]

[image: ]

Example 63 has two interpretations: flat 7, root and flat 3rd of an E-7 (shown) or 5th, flat 7 and root of a G7 (can you see it?). It makes no difference how you name it as it still has three chord tones and one nonchord tone.

Example 64 has the 5th, flat 7th, and root of an A-7 chord.

[image: ]

Example 65 has the flat 7th, root, and flat 3rd of a G-7.

[image: ]

Example 66 has either the flat 7th, root, and flat 3rd of an A-7 (shown) or the 5th, flat 7th, and root of a C7.

[image: ]

Example 67 has the 5th, flat 7th, and root of a D-7.

[image: ]

[image: ]

Example 68 has the flat 7th, root, and 3rd of a C7.

[image: ]

The following is a partial list of cells that start on each scale tone of a C7 scale.

Example 69

[image: ]

At this point you should have a firm enough sense of how FM works to apply the process to cells. They will all not start on the same beat. Some

sound fine starting on the beat others sound better starting the “&” of beat four, or beat four or the “&” of beat three. Experiment with various starting points to see which beats are appropriate for each cell. There also may be more than one particular starting point that would sound good on a cell.

Rather than demonstrate the various FM applications for each cell, example 70 illustrates how they might be used in a chorus of blues changes followed by an edited version. Pay particular attention to the phrase markings. The way you hear the phrases internally will come out externally in your playing. If you hear them as separate four-note groups they will come out sounding that way. Note that the phrase marks start ahead of the bar line crossing over the bar line to end in the middle of the next bar. Not only do the notes have to be in FM but the phrasing as well.

Example 70

Note that the edited version has no changes written above the staff. The cell groups are so strong, they spell out the basic changes so clearly, that their passage can be heard without any chords being played behind in the background. We will return to the subject of Cell Improvising again in the next chapter on Superimposition.

Cells come in infinite forms, however, our focus here is only on how FM affects cell playing. For a more complete discussion on cell playing read Thesaurus of Intervallic Melodies Inside Improvisation, Vol. 5, by Jerry Bergonzi, (http://www.advancemusic.com).
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CHAPTER 9 SUPERIMPOSITION

Premier bebop drummer Philly Joe Jones was once asked if he played “Free Music.” “I’ve always played free,” he responded. I can personally attest to his statement as I had the good fortune to have played with him a number of times.

What is the difference between “Free Music” and playing “Freely?” What Philly’s questioner had in mind was the genre of jazz played by the likes of Ornette Coleman, Albert Ayler, their contemporaries and followers. What Philly had in mind was that one must be able to play “freely” in any musical genre. A somewhat surprising concept, that one can be “free” in such a reputedly conservative genre of jazz as bebop. The difference between the two concepts is that, in “Free Music” the organizing factors are less stringent than those of bebop. These organizing factors could be only a scale, or a melodic fragment, no set meter or just a single tone, almost anything. One could play more freely because of these minimalist organizing factors.

During my apprenticeship with Sam Rivers we’d often play tunes based on one root note. We’d play a tune on “E Anything.” When thinking of what to play next the question was often “Okay, what note do you want to play on next?” The answer was often something like “let’s play on F anything now.”

In bebop, to be authentic to the genre, the rhythmic, harmonic, and melodic organizing factors require being adhered to in a much more rigid fashion than “Free Music.” This is not to suggest that playing “Free Music” is easier to play because there are less “rules” involved. Playing “Free Music” takes as much control and discipline as any other genre, just a different kind of discipline.

From my experience playing with Sam Rivers I learned that any music can be played freely, no matter the genre. Playing freely within a genre is often defined by those who can do it as “being able to play anything anywhere at any time and still make it sound good.” To have internalized the predictable organizing factors, the “rules” if you will, to such degree that they need be used only as guides to keep your place in the tune. Dave Liebman wrote an excellent book on the subject of being able to “play anything anywhere” titled: A Chromatic Approach To Jazz Harmony and Melody (Caris Music Services, www.upbeat.com/caris).

When I joined Cannonball Adderley’s Quintet I was taken aside by their drummer and bassist and advised that I would have trouble being between the rhythm section and Cannonball because he “made up his own changes” whenever he felt like it. He had what I called “the courage of his line.” If he felt or heard a melodic line going out of the tempo or outside the chord changes, he just went there. Luckily, because of my experience playing with Sam Rivers, I had no problem with this.


The crux of Superimposition is that most of the great masters I I’ve played with made up their own changes over the original set.

As long as your solo is confined to the original changes and tempo you’re not free. Phil Woods has described it as “the tyranny of the tritone.” The only way to achieve such freedom is through the use of superimposition.

The three components of music, rhythm, harmony and melody, can be superimposed of the original given set of rhythm, harmony and melody that make up a tune. The secret is how to do it and make it sound good. The reason anything sounds good is because the “rules’ of music were applied properly. One aspect of musical rules is that they are operational until they’re not. Then another set of rules becomes operational. There are always rules of one kind or another at work to make the music sound good.

Most of the preceding generations of masters learned the rules of jazz playing through the process of copying the music. It was not a requirement for these musicians to have taken a theory course in order to make their music sound good. The vocabulary taught it to them. The point being, you don’t have to “know” the rules on an intellectual basis if you have learned them intuitively. There is a difference between being able to play anything anywhere and making mistakes. Making mistakes sounds bad because the rules that were in operation at the time were violated. Playing anything anywhere sounds good because the rules were observed.

Superimposition is different from the process known in jazz as “Substitution.” Substitution changes the predetermined rhythmic, harmonic and melodic organizing factors of a tune. A G-7/C7 will be substituted, at a particular point in a tune by a Db-7/Gb7 and be played that way every time that part of the tune arrives.

Superimposition leaves the original set of organizing factors unchanged playing the superimposed ideas over or against them. A Db-7/ Gb7 could be superimposed over the G-7/C7 at any time the soloist feels like. A 4/4 tempo can be superimposed over a 3/4 tempo at any time the soloist feels like. The basic organizing factors of the tune’s rhythm, harmony and melody content are used only as a reference point from which to depart and return and keep your place within the music.

The concept of Superimposition is based on an old, well-known compositional rule: Any two musical ideas can go against each other as long as each of them has musical integrity. In other words, as long as both ideas are strong ideas.

Forward Motion’s focus is how to play musical ideas in the strongest possible ways. Superimposition is the path to musical freedom and the precepts of FM can be applied to all superimposed musical ideas.


Rhythmic Superimposition

Rhythmic sophistication is achieved by developing the ability to subdivide the beat into its smallest rhythmic increments with complete accuracy. Sonny Rollins is a master of rhythmic, harmonic and melodic superimposition. He can play anything anywhere.

Dizzy Gillespie was a guest with the Phil Woods Quintet for a week. At one point in every evening’s performance I had to play a duo tune with Dizzy, his composition “Con Alma.” As an accompanist it was a hairraising experience. You could never predict where he was going to go next and he was a master superimposer. He could go anywhere at any time and make it work. One day we were checking out of a hotel. We were both standing at the counter and I brought up the subject of rhythmic exercises. He mentioned a couple that he used to do when he was younger and I was amazed that we had created similar rhythmic exercises. For example:

In the following bar of 4/4 played with a 12/8 feeling:

[image: ]

Trying to attack a note on any one of the above accented notes: the 2nd note of the first triplet, the 3rd note of the 2nd triplet or the 2nd note of the fourth triplet. The goal was to be able to repeatedly attack, with accuracy and control, singly or in any combination, any note of any of the triplets.

Superimposing a faster or slower tempo over the original tempo is another exercise that leads to rhythmic freedom. This is achieved by creating rhythm pyramids that subdivided the bar into even increments and playing the subdivision as another superimposed 4/4 tempo. Example 2 shows how a bar can be evenly subdivided into increasingly smaller rhythmic increments.

[image: ]

At any level of the pyramid a triplet may be introduced. In example 3 each quarter-note is divided into 8th note triplets. The triplets are then phrased in 4-note groups. This creates a slightly fast 4/4 tempo over the basic quarter-note tempo. These are called compound rhythms. The second stave is the quarter-note tempo.

Example 3

[image: ]

Then add 4-note group bebop lines to the 8th note triplets, phrased in 4-note groups (see phrase marks). The resulting compound rhythm is 8th notes line played at a slightly faster 4/4 tempo superimposed over the basic 4/4 tempo.

Example 4

[image: ]

The same process can be applied to 3/4 time as well.

Example 5

[image: ]

At any level within the pyramid a duple rhythm may be divided by a triplet. At any level in the pyramid a triplet may be divided by a duple rhythm. Any of the compound rhythms in 3/4 can also be superimposed over any rhythmic levels of the duple pyramid creating more incrementally divided compound rhythms. Rhythm pyramids can be created in almost limitless configurations. Every time a cross rhythm is introduced into a pyramid the succeeding levels will be altered.

For the sake of clarity, and because of the limitations of notation programs, a compound rhythm will be created form the 4th level of the 3/4 pyramid by grouping the 8th notes into 4-note phrases.

Example 6

[image: ]

Example 7 illustrates the previous example with notes and FM phrasing added.

Example 7

[image: ]

Compound tempos take conditioning to get comfortable with. This process can be applied to any rhythmic subdivision either metrical or “forced.” (A “Forced” rhythm is one that is not evenly sub dividable but stays constant within the tempo.)

Sam Rivers once quipped that “everything is in”C” and in 4/4.” I didn’t get it until I started working on these rhythmic exercises but what he meant was any odd meter can be played with a 4/4 phrasing. You just overlay your superimposed 4/4 rhythm over the tempo and correct the notes to fit the changes as they need be. This technique is often used to

avoid playing everything in six-note phrases when soloing in 3/4. For example:

Example 8

[image: ]

Compound tempos take practice. A shortcut for playing 4/4 phrasing on 3/4 is to tap 3/4 with one foot and tap every two beats with the right. The duple phrasing keeps turning over until it resolves on “one” of an upcoming bar. Then overlay 4/4, 8th note phrases over the 3/4 tempo. The point being superimposed rhythms and phrases have to be converted into Forward Motion phrasing.

At this point the general concept of superimposition is hopefully clearer to the reader. The concept can also be applied to melodic improvising as well.



Melodic/Harmonic Superimposition

The term Melodic/Harmonic denotes that groups that are in FM are in actuality Melodic/Harmonic groupings that can stand alone from the chord changes they are played over.

Superimposition differs from ordinary change playing in that, in the accepted sense, extensions of a chord (the 9th, #9th, flat 9th, 11th, #11th, flat 5th and sharp 5th) are named in terms of their distance from the root of a chord. This is a very cumbersome way of thinking. It is, for lack of a better word, “root-bound.” Superimposition frees you from being “rootbound” considering these groupings as being independent of the basic changes forming strong melodic/harmonic themes within themselves, that have the ability to “float” over the basic changes, spelling out superimposed changes. The degree to which the player can tolerate the tension induced by this technique varies according to individual tastes. Example 8a illustrates this point.

Example 8a

(The example sounds more consonant if the left hand voicing is played in an open 10th voicing: Root, 5th, 3rd.)

Example 8a is an F#-7 bebop scale superimposed over a C major triad. The #11’s (the F#, a common tone to both scales) of the C major scale are synchronized to fall on the first beat of each bar. However there is no “C” within the scale. A C# is synchronized with the 3rd beats of each bar. This being the case, the scale can’t be termed a C scale of any kind or type. It can only be described as an F#-7 played over a C maj. Describing superimposed scales in this manner is awkward. Naming conventions become difficult when trying to find a term for a superimposed musical idea. Whether the scale sounds “in” or “out” to you, it sounds “in” to me. As pianist Richie Beirach once said to me “Hal, it all sounds”in” to me.” He had developed his hearing to the point where dissonances sounded consonant to him. In the above case the superimposed scale is independent of the chord symbol.

To build the case for superimposed melodies as being independent of the changes a short digression is in order.

There is a convention jazz improviser’s use, to minimize the amount of scale and chord information they need to learn by reducing scales to their simplest form. Jazz pianist and educator Barry Harris reduces every scale to being one form or another of either a major or minor 6th scale. A more modern version that, for the lack of a better term, might be called “Scale Equivalents,” is when all scales are reduced into one form or another of the four dominant 7th scales: (Dom 7th, Dom 7th #11, Dom 7th b9 (which also includes the diminished scale), and the Dom 7th augmented scale.

For example:

The notes of the C7#11 scale also fit the notes to a D7b13, E-9b5, F#7 Alt., G-Maj.7, A7b9,#9,b13, and Bb Maj.7, Aug 5.

Example 9

[image: ]

When played from root name to root name, with the appropriately named chord behind them, they each sound like the named scale, not a C7#11. When the root names are changed so are the chord tones of each Scale Equivalent. The chord tones of the D7b13, for example, will be still remain D, F#, A and C. When the four dominants are transposed into all twelve keys each chord type that exists in modern jazz nomenclature is listed once. Create a chart of these equivalents in all 12 keys and you’ll notice that E-9b5 and A7 altered are the two dominant 7th #11 scales C7#11 (example 9) and Eb7#11 (example 10).

This results in now having two Dom 7th #11 scales that spell out E-9b5 and A7 Alt.

Taking an example of cell improvising from the preceding chapter we have the following cell pattern occurring on both scale equivalents.

Example 11

[image: ]

Example 12

Any group on one scale can go to any group on the following scale.

Example 13

[image: ]

Again, naming conventions fall short of making accurate descriptions of the groupings in terms of the changes they are played over. The only way they can be successfully conceived is as groupings independent of the named chord change.

Returning to the concept of superimposed bebop scales as illustrated in example 8a, each of the scales in examples 9 & 10 can be played as bebop scales and superimposed of any of the scale’s equivalents. Examples 14 – 19 are all on the C7#11 scale equivalent.

Example 14 C7#11

Example 15 D7b13

Example 16 E-9b5

Example 17 F#7Alt.

As with every rule there are exceptions. Some of the chord tones in the diatonic bebop Dom.#11 scales are “out of synch” with the “on” beats. In example 17, the added half-step could alternately be added between the “Bb” and the “C.”

Example 18 G-Maj.7

Example 19 A7b9#9

In example 19 there is no third. If desired, the “C” natural can be substituted by a C#.

Example 20 BbMaj.7+5

In this example the added half-step was added between the “D” and the “E.” It could also be added between the “E” and the “F#.”

Applying the same process as in example 13, any bebop scale of a Dom7#11 can go to any scale of the next one.

Example 21

[image: ]

Explore the possible combinations of the groupings as in example 23 as well as those in example 21.

Superimposition is an advanced concept and as such, will be difficult to implement until you have achieved firm control over all basic tempos, scales and chord changes to the degree that you don’t have to think about them. Only then can you apply superimposition to free yourself from the basics, achieving musical freedom.
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CHAPTER 10 HOW TO PRACTICE FORWARD MOTION

“Everything is a pick-up”

Miles Davis

The process you use to practice Forward Motion exercises is crucial to changing the way you hear. It’s not only is what you practice that is important, it’s how you practice, because, as a performance tool, you bring to the bandstand the process itself, not the musical ideas you practiced.




	Practicing
	Trained Inner
	Performance





	→
	Processes
	→



	External Behavior
	Internal Behavior
	External Behavior



	→
	→
	Behavior






Inner Processes

Practicing is external behavior that affects internal processes that in turn affect external behavior, i.e. performance. The three functions interact.

Taking this idea to it’s logical extreme, playing a musical instrument is, fundamentally, a process of “mind over matter.”

“The imagination can manipulate ivory, felt, steel and spruce to sublime ends. Evans called it putting emotion into the piano and he proved that it can be done…” from BILL EVANS (Yale): How My Heart Sings By Peter Pettinger.

Most students give primary consideration the external, technical and mechanical aspects of study: notation, theory, the instrument, mechanical technique, all those aspects of playing music that are visible to the naked eye. Your instrument, which ever one it may be, IS NOT THE INSTRUMENT. It just looks that way. The external aspects are an illusion.

In his article “Can You Teach Musicality,” (May/June 1997 issue of Piano & Keyboard magazine) Seymour Fink states ” By restricting our instruction to the teaching the mechanical (getting around and pushing the right levers) and teaching notation (lines, spaces, rhythmic subdivisions and the like), we ignore - or worse, might even obstruct the true musical development of a student.” He further suggests that “the essence of music making… Is found in inner hearing with its linkage to the body, and in a deeper grasp of musical values and their relationship to performance.” “… Along with teaching notation, we must also teach it’s limitations, namely that it is an approximate, pictorially

inadequate representation of those live and vital sound that started in the composers head. That music exists only in live sound, not on the page, is too quickly forgotten.”

The musical realities are internal processes. The conclusion that follows may be difficult for the student to at first grasp: YOU ARE THE INSTRUMENT. A musical instrument is merely a machine. It is an input and output device. The mind, the body and emotions are the basic tools of any artistic endeavor. They can be trained to do the improviser’s bidding.

The goals of practicing are to develop one’s internal processes. The goal of playing is to use these processes as performance tools. An instrument, like the keyboard of a computer, is an input device used to train internal processes. When performing, an instrument acts like a computer’s printer. It is the output device. The internal processes can be compared to software code that you’re constantly writing and rewriting.

The internal life of an artist takes precedence over the external life. It is within this internal life that the richness of creative and controlled musical experience can be discovered, developed and enhanced. Being somewhat ephemeral in nature and initially difficult to grasp, this inner life is often ignored in favor of the external life. All practicing is dedicated to the development and control of inner processes.

What Miles is suggesting is that every melodic line is a pick-up, is in motion towards the next melodic line. All the examples in FM start as a pick-up, outside the first bar line.

There are only three pickups. Most scale lines are combinations of three-note pick-ups, two-note pick-ups, and one-note pick-ups. (See examples # 4a, 4b, and 4c below). Improvisers mix these pick-ups to create interesting phrasing. Each of the pick-ups is heard differently in the ear. (Note the phrasing marks).

Example 1: (starts on beats “and” of three, “and” of one)

[image: ]

Example 2: (starts on beats four and two)

[image: ]

Example #3: (starts on beats “and” of four, “and” of two).

[image: ]

Note that this pick-up creates a duple feeling.

The notes on “one” and “three” of the bar are Target Notes. Before approaching a Target Note you must be able to hear it in advance. Playing the target note first gives your ear the right information, a place for your ear to hear toward. You also need to give the ear something logical to work with.



Vivid Imagination and Focused Concentration

Students don’t often have a clear understanding of the difference between practicing and performance and how the two interact. There is a practicing attitude and a playing attitude. Each attitude is different.



The Practicing Attitude

The main contributor to confusion between these two attitudes is that students spend more time practicing as compared to the amount of time spent playing. Without realizing it, they are developing a practicing attitude. Mistakenly, they try to apply this practicing attitude to a playing situation, becoming frustrated when it doesn’t work. The main challenge most students face in developing a playing attitude is having the opportunity to gain enough playing experience with musicians of a high enough calibre to develop a playing attitude.



The Playing Attitude

The playing attitude employs a process yet to be codified in western music education, “Faking It.” Although the name has a slightly disreputable connotation, as if Faking It were somehow “cheating,” it is a highly sophisticated process that can only be self-taught.

When studying music as a child, most of us share the common experience, (especially those with exceptional capacities for hearing), of our teachers discouraging us from memorizing and playing music by ear. Our early teachers implanted within us guilty feelings when we played by ear, as if it was wrong to do so.

Kochevitsky proved (see below) that all music is played by ear. That you can’t play anything until you can hear it first. In scientific terms, developing a strong brain-to-hand signal. He also proved that if the signal from the brain is strong enough, the hands will do anything to get the sound out.

The process of Faking It is implemented by bringing these highly developed internal processes to the bandstand and just “going for it” without worrying about making a mistake. During a recent study by neurological researchers at the University of Tubingen, Germany, Dr. Gabriela Scheler, a former violinist with the Nuremberg Philharmonic Orchestra, said “the findings suggest that professionals have ‘liberated’ their minds from worrying about hitting the right notes. As a result, they are able to listen, judge and control their play…”

Learning how to Fake It can’t be learned in the classroom and practice room. It can only be learned on the bandstand, doing it over and over, performance by performance, until you get it right. It’s a process of experimentation and trial and error. The player is constantly trying to train and use these inner processes through the direct experience of using them.

My first experience with Faking It was during my early student years. I’d take commercial music gigs to make the rent, playing weddings, dances, Bar Mitzvah’s. The tunes we played for these occasions were the classic standard songs. I didn’t know enough of them to play them all by memory so I’d bring my fake books with me to the gigs. Unfortunately, the tunes segued from one to the next and the bandleaders never gave me enough time to look the tunes up. They’d usually say “Fake it kid, fake it. You’ll learn it in a couple of choruses.” By listening hard to the bass player, or if you were lucky, a guitar player, you’d eventually learn the tunes by ear.

Practicing is work directed toward developing internal processes. Playing is learned through direct experience, applying these internal processes until they work for you on the bandstand.



INTERNAL PROCESSES

Historically, the practicing attitude is linear, intellectual, goal oriented and mechanical. The playing attitude is just the opposite. It is holistic, process oriented, and intuitive/emotional in nature.

Two of the internal processes that one must develop are a “vivid” aural imagination andthe ability to concentrate in a highly focused and uninterrupted manner.



AURAL IMAGINATION

“First, learn how to hear everything and play everything you hear, then hear everything and play as little of it as possible” (HG)

When I ask my class to raise their hands if they ’re having trouble playing what they hear in their ears, for the most part, they all raise their hands. The truth is that they hear what they want to play but the don’t hear it vividly, in an intense manner. They hear it pale as: Do-bedo-be-bop, instead of: DO-BE-DO-BE-BOP.

A TV documentary showed Dizzy backstage after a high school concert talking to some budding high school musicians. Trying to make his point about the degree to which vivid hearing must be developed, he sang the above scat syllables first softly (Do-be-do-be-bop) then very loudly, shouting (DO-BE-DO-BE-BOP.)

This brings up another concept that bears much contemplation to understand: What’s going on in your head comes out on your instrument on a direct one-to-one basis. There’s no hiding. Everybody plays exactly the way they hear. If you want to change the way you play you have to change the way your hear. You can’t have an action without a thought that proceeds it. Conversely, all actions can bread backwards to understand a person’s thought processes. To change one’s actions, one must first change one’s thought processes.

Kochevitsky’s point about hearing was further confirmed by a later experience.

While touring with the Phil Woods band, I was in my motel room very early one morning, packing and getting ready to get into the van for a drive to our next gig. The TV was on to the morning kids show Mr. Rogers. The great classical pianist Andre Watts was his guest. As I was on my way out the motel room door with suitcase in hand, I heard Mr. Rogers ask Andre ” Well Andre, how do you play music?” I thought this a very interesting question and paused at the door to hear his response. He said ” it all depends on the vividness of your imagination and how intensely you can concentrate.” I was stunned as his answer was exactly the same as Kochevitsky’s conclusions only stated in humanistic rather than scientific terms. What he means by imagination is “Aural” imagination. It depends on how intense the aural signal is in the ear.

I had the good fortune to have studied piano technique with Madame Chaloff (jazz baritone saxophonist Serge Chaloff’s mother) while living in Boston in the late 50’s, early 60’s. She used tell me “Hal, technique is in the brain, not in the hands.” “Yeah, sure,” I’d respond sarcastically, ” then why are my hands so slow?” It wasn’t until many years later, after my research on how the mind and nervous system work together that I finally became convinced of her argument. To prove her point to myself, I tried an experiment: Someone had sent me a bootleg Italian recording of air-checks that Art Tatum had made when he was in his early 20’s. Tatum, being young and showing off, was playing the fastest piano I’d ever heard. I put the record on and listened to it for three hours straight. Immediately afterward I went to the piano and started playing. For about a half-hour I was playing as fast as Tatum. As I continued on for another half-hour my playing got slower and slower until I was back to my own technical level. What had happened was that by listening so long to Tatum playing fast, I had put the sound of playing fast in my ears. It was at that point that Madame Chaloff’s point became a revelation; Tatum didn’t have faster hands, he had faster ears. How fast you can play depends on how fast you can hear. Everyone has an upper limit of hearing speed that they work on extending over the years.

In another perfect example of the power of musical imagination, Oliver Sacks, in his article “Prodigies” (The New Yorker Magazine, Jan. 1995) sites the well-documented case of Blind Tom, a slave child born on a southern plantation in the mid 1800’s. “Tom would listen intensely to the colonel’s daughters practicing their sonatas and minuets on the piano.” At four years old, when sat the piano he’d repeat what they played note for note, at speed. Realizing this unique talent, he was subsequently sold to a promoter who took the child on tour. “At eleven, he played before President Buchanan at the White House. A panel of musicians who thought that he had tricked the President, tested his memory the following day, playing two entirely new compositions to him, thirteen and twenty pages in length; he reproduced them perfectly, and without the least apparent effort.” The point here is how could he do that without any musical training? It is too easy to dismiss this as only another case of an idiot-savant. If we accept Kochevitsky’s premise that all music is played by ear, then the only conclusion one can come to is that the child’s aural imagination was extremely highly developed. This kind of hearing is commonplace among the great musicians.

The ears (hearing) have their own independent way of working. They have their own dynamics and tendencies that can be used and manipulated to your advantage. Practicing and playing without understanding how the most basic tool of your art works is inefficient and largely nonproductive.

There is only one way you can play a musical idea…because you have to. The idea lives so intensely, so “vividly” in your aural (ears/hearing) imagination that you’re compelled to play it. Your hands have no choice. They are compelled to respond to the intense brain signal. It is compulsive behavior in its finest form.

When practicing music ideas we tend think that it is the idea itself that we are trying to learn when in actuality the idea functions more as a tool to develop the more sophisticated process of vivid aural imagination. It’s not the idea itself that is important, it is the effect that practicing the idea has on the process of hearing vividly. It is not the practiced idea you take to the bandstand with you, it is the process of vivid aural imagination you take to the bandstand as a performing tool. You don’t want to improvise using only practiced ideas anyway. You’ll find it extremely boring and mechanical. Your goal is get on the bandstand make up ideas you never practiced before and hear them so intensely you are compelled to play them.

Man’s imagination is the most powerful tool in the universe. It is the source of all civilization. For example:

Someone, sometime in the far past, decided they were tired of sitting on cold, hard rocks and wondered if there was a better alternative they could come up with. The concept of the chair was invented. The inventor tried to first imagine what a chair would look like and imagined a twolegged chair. After getting black and blue from falling off the thing, the inventor imagined that adding another leg to it might make it more stable, and it did. Seeking increased stability, the inventor further imagined adding a fourth and then a fifth leg, through trial and error concluding that four legs did the job. At each stage, from conception to realization, an overall goal was imagined followed by imagining the incremental steps to achieve it.

Nothing created by mankind exists without it being first imagined. Some eastern religions even go so far as to postulate that the observable universe is actually a product of our imaginations. No matter the art form, harnessing the power of your imagination and concentration are what being an artist is all about.



CONCENTRATION

Without realizing it, people switch mental states thousands of times a day. One minute you’ll be aware of everything going on around you, the next minute you’ll switch to an introspective, self-absorbed state. Sometimes you have to concentrate on more than one thing at a time, as a juggler would have to do. Mental states can be eventually controlled and mastered as tools of your art. Concentration is a mental state and is hard work.

“Work,” in the human organism, is measured by the amount of calories burned during a task. A scientific study compared the amount of calories burned by someone digging a ditch for eight hours to that of a classical cellist playing a three-hour concert. They both burned the same amount of calories yet all the cellist was doing was sitting and moving a bow back and forth. The ditch digger’s work was physical. The cellist’s was concentration. Concentration is the “work” we do as performers. You’ve had the experience of having practiced very intensely for and hour or two and finding yourself exhausted afterward. There’s no denying it. It’s work.

Unawares, we are developing concentration when we practice. Not only does a practiced idea shape one’s hearing, it also improves your ability to concentrate. This ability, like vivid imagining, may take years to develop. Concentration comes in many forms: narrow, wide, divided, and distracted. Exercising control over these types of concentration and using them as tools is another of your goals. One in particular is narrow concentration. Narrow concentration focuses on a narrow point, as in meditation. How many times, while playing, has your mind drifted off to think about what your old lady said to you earlier that day? Or what your dog did that afternoon? Your flow of concentration is interrupted. You can concentrate, but only in spurts. What remains to be developed is the ability to concentrate in a continuos uninterrupted flow.

When practicing a particular musical idea, we are focused narrowly on the idea, focusing in a manner excludes all extraneous thoughts. Our general awareness of things around us recedes until the idea is the only thing we are aware of, becoming almost all consuming. In that way we are, without realizing it, practicing narrow concentration.

This refers again to the subject of “work” and what kind of “work” we do as performers. The reader may never have been told this: playing music is supposed to be easy. Most of us think it’s supposed to be hard to play, but truthfully, you can’t play music well if it’s hard to do. If you can’t do it easily you can’t have fun and project that feeling of fun to your band-mates and listeners. Anything you can do to make the music easier to play is okay. It’s not, as often believed, cheating to make it easier.

Most students physically over-work when they play. I have, in my private teaching, quite effectively turned these students on to distracted concentration by having a conversation with them while playing together.

I discovered distracted concentration one evening when I was playing a steady solo piano gig at a restaurant in a Boston suburb.

There was no bandstand and the piano was on the same level as the restaurant’s tables, which, unfortunately, made it easier for customers to come to the piano to make requests. One evening a blue-haired old lady came up to the piano and started talking to me while I was in the middle of a solo portion of some tune. I didn’t stop soloing while we talked. As the discussion progressed I started to notice that I was improvising ideas I had never played before. I was knocked out. I kept saying to myself “Gee, I didn’t know I knew that lick,” or “Wow, I didn’t know I could play this.” It was all new stuff to me and it was coming out so easy, without trying. By taking my mental focus off my playing, I allowed my intuition and subconscious to take over the soloing, accessing a more creative inner resource.



CORRECTING OUTMODED PRACTICE HABITS

Most musicians started playing music during childhood. Learning, at this stage, is achieved through the process of unremitting repetition, an appropriate process for that stage of musical development. The goals of childhood and adult practicing differ. Consequently, the processes involved in achieving these goals should differ as well.

As a child we have no choice as to how and what to practice. Our early teachers were authoritarian. They told us what to do. Adults have the ability to chose, to make their own decisions, thereby exerting control over their practicing habits. There are a number of tacit conditioning habits created during childhood that, unawares, is carried over into adult practicing. One of them is repetition and it’s attendant problems. Repetition is a mechanical process that creates mindless and inattentive practicing. Improvisation is a creative process. Using a mechanical process to learn a creative process is non-productive. Mechanicalism doesn’t develop the ability to concentrate in a focused manner. It also doesn’t promote “Vivid Imagination.”

As a creative musician you must have wondered, at one time or another, at how musical ideas are imparted with “meaning.” How a musical idea is brought forward from the inner depths of a person’s mind, through the machine we call a musical instrument out from that machine, through the air to affect a listener emotionally. It is through the process called “Vivid Imagining” and Focused Concentration. These are the basic tools of any creative artist no matter the artistic medium and are the tools you need to develop.

Correcting this old habit will be a constant battle until you reestablish adult practicing habits to the point they become as automatic as your tendency to mindlessly repeat. Your goal is to practice everything with “meaning” so you can play “meaningful” music. Practicing using Vivid Imagining and Focused Concentration is the way to reach this goal. Focused Concentration is built in to the Vivid Imagining technique.

Musical ideas are played because they exist so intense in your musical imagination that you have no choice but to play them. Practicing using Vivid Imagining involves a step by step processes that eventually increases the intensity of everything you hear. It is very similar to programming your thinking and is comprised of two stages: Preparation and Execution. Use this technique for everything you practice.



PREPARATION


	Always practice with a tape recorder on. When I’m teaching this technique in a one-to-one private lesson I can tell by the way the musical idea was played whether it was vividly imagined by the amount of feeling (not volume) given to the idea. Vividly played ideas have a singable quality. Because of this the note’s tone projects, taking on the aspect of a singing tone. It may take a while to learn the difference between an idea played with feeling and one that is not. The difference may seem subtle to you but it makes all the difference in the world to the listener.


	Put your hands on your instrument and keep them there. Don’t let too much time to pass between preparing to play the idea and its execution. You could lose the immediate affect of the programming. If you play a wind instrument keep the mouthpiece in your mouth. If a pianist or guitarist, keep your hands on the keyboard or fret board. Put your finger(s) over what would be the first note of your exercise. Soundlessly pre-rehearse the excercise’s fingerings.


	In your mind, YELL the inner guide-tone melody as loud as you can, at the tempo you want to play it (the top speed at which can play an idea will be your upper limit to hearing fast. Over time that upper limit will increase), nailing the intonation. Yell it so loud that you’re aware of nothing else but the sound of the idea in your head. If it’s a long musical idea you may want to break the idea into smaller segments, incrementally adding the segments together. Play each segment separately, then join two segments together to see if you can hear the duration of both ideas. Add the third segment. When adding segments always start from the first idea. The goal is to extend and sustain vivid imagination over longer and longer periods.






EXECUTION

Immediately after preparing the idea, offhandedly “toss” the idea off without trying. Just let it happen. If your ear is properly programmed it will do the work for you. Not trying will probably be the most difficult aspect of the process. We are all brought up having been conditioned to “try” when working to achieve a goal. This is good and proper education for every-day goal orientation. However, there is a kind of “trying” artist’s employ that is not like the every-day type. It is a trying without trying. More of a “letting” than a trying. Watch a painter working with a brush. Their hands will hold the brush very lightly so that the strokes look almost undirected. They’re letting their training do the work. It’s kind of Zen a thing in that you’re not going to get it until you stop trying to get it. The harder you try the further away you get from it. You have to build trust in your training and instincts. Most lack this trust and to compensate, using every-day trying.


	If you make a mistake, return to step number one again. Your immediate impulse will be to repeat the idea again without going through the process. Resist that impulse.


	The steps between Preparation and Execution should follow each other as quickly as possible. If too much time lapses between steps your ear could lose the previous programming.




In the next example (#4), notice that the Target Notes (on 1 & 3) are, in themselves, consecutive ascending and descending scale tones. The Target Notes move in a manner you are familiar with, in a logical progression. You get a clear and logical idea of where your scale’s going (your series of Target Notes) since each succeeding last note is a scale step higher or lower than the preceding one. Always play the target notes first and in tempo. Every melody has a target note. Before mindlessly repeating a musical idea, define its Inner Guide Tone Melody. Practice this first.

Play the series of target notes (the ascending scale line) to place them in your ear, then try to approach each Target Note from one scale tone above. The Target Notes themselves are the Inner Guide Tone Melody. Your ear may “run out” of hearing in FM half way through the exercises. If so, start simpler. Play the first Target Note, at the same time singing it in your head (not out loud.), then approach it from one scale tone above. Do the same for each succeeding scale tone. Once you can do this, play the Target Note Melody, while singing it your head, then see if you can play all the approaches and their target notes in tempo, without stopping or pausing.

If you make a mistake in any of these exercises, don’t repeat the phrase thoughtlessly. The exercise itself is important but the process of playing the last note first, giving your ear a place to go toward, is the most important aspect of all. Putting the target note in your ear will let your ear work for you. Without thinking about it, the ear will carry the approach to it. Play these exercises in strict tempo.

Confirm you’re are hearing ahead by taping yourself while practicing. One of the tests that will tell you you’re not playing in FM yet is a tendency to still accent the first note of an Approach, even if it is on an up beat. This is habit is learned from always starting melodies on the first beat of the bar which has a natural built-in emphasis. This tendency to emphasize first notes can carry over into your FM practicing. If you’re still accenting the first note, you’re not hearing ahead. The last note, on 1 & 3, should have the emphasis. If you’re still emphasizing the first note try putting the emphasis on the target note. It will then have a tendency to loom in the future as a target point. Once you’ve corrected the first note emphasis, play the groupings smoothly, totally devoid of accents, so they sound like one long line rather than separate groupings strung together.

Another habit that shows you’re not hearing ahead is pausing before you hit the Target Note. That shows that the Target Note is not in your ear as a place to go toward.

Don’t play these exercises using your intellectual memory. Play them by ear, using your auditory memory. Select your exercise and play it without looking at the paper. This forces you to use your ear.

Example 4 A half a beat ahead

[image: ]

Example 5 a whole beat ahead

[image: ]

Example 6 a beat and a half ahead

[image: ]

Adjust the octaves when range becomes a problem.

If, as in the example above, you have difficulty in hearing the interval between the Target Note and the first note of the next approach, it’s because the sound of the interval is not in your ear. This interval is the “Connector” interval, the distance between the last note of one idea and the first note of the next is often hard to hear. Overcome this difficulty (or any other) by making a separate exercise out of the pairs of last and first notes (the connector intervals in Example 6) as they ascend or descend the scale.

For example:

[image: ]

Notice that the intervals are scale fifths and root-5th of the diatonic 7th. chords in the key of C. Play this exercise until you can hear their melodic content then go back to the original exercise to see if you can play it without pausing.

Example #8 (two beats ahead)

[image: ]

At this point the exercises become longer. You should have the idea by now and be able to play the exercises with descending target notes, as in the preceding examples.

Example #9: Two and a half beats ahead.

[image: ]

Examine the following exercises closely. You’ll notice that they are now combinations of the preceding ones. As the scale exercises lengthen, each phrase will contain two target notes forming an Inner Guide Tone Melody that will guide you through the exercise.

Example 10

[image: ]



Example 11 three beats ahead

Example 12 three & a half beats ahead

[image: ]

In Example 12 you’re now playing the complete scale for a full octave. Practice these exercises in all twelve keys. The other keys will be easier to play because of the work you have done with the previous exercises.

Experiment combining various Melodic Inversions approaching different target notes from above and below.

Try starting at any note in a scale, and any beat in the bar, to see if you can hear your line approaching and resolving on “1” and/or “3” of the bars.

If you’d like to see how the great improvisers use Forward Motion in their playing, take any transcribed solo and circle the notes that fall on “1” & “3” of the bar. For an even more accurate analysis, circle the notes at the beginning of each quarter-note.

All practicing is ear training of one sort or another. The question is then, are you training your ears to work properly? Is your practice time being used in its most efficient manner?

Music publications commonly write their scale exercises without Forward Motion. They start on “one” of the bar and on the root of a scale, which, is the strongest note in the scale and is, therefore, according to FM Theory, the last note of the scale, not the first. Because it’s the strongest beat of the bar, it’s the safest, most secure beat of the bar to start ideas on. Getting used to starting melodies on off beats will feel insecure at first. However, when the ear is fed the information it requires to function naturally, the ear does the work for you and carries your line to its resolution.

Musical ideas, if they don’t make sense to the ear, if they’re not being played logically, are harder to learn. The ear gravitates toward logical (strong) musical ideas, retains them quicker and tends to reject ideas that are weak (chaotic).

The ear has it’s own dynamic. Once practicing FM has begun you can’t go back to your earlier way of hearing because the ear wants to hear this way. Music won’t sound the same way to you as it did before, especially your own playing. Until you’ve changed your playing around to FM it will sound worse to you than it did before because now you’ll be hearing in a natural manner.

Most students become depressed when first learning how to play in FM. Their playing sounds worse to them. This is not, however, an unhappy occasion, it is positive. It means that you are now hearing mistakes in your playing you’d never heard before. Your hearing has become more sophisticated. You’ll also notice that you’re hearing other’s playing differently as well. Jazz is a music that is based on learning by listening to the music 28 hours a day. If you’re not hearing it correctly, you’re not learning it correctly.



ORGANIZING YOUR PRACTICING

One of the perennial questions students ask me is how to organize their practicing when coping with huge amounts of new information. When I was a new student a Berklee School of Music in the mid 1950’s, I was inundated with massive amounts of new information. So much so my head was spinning. I was eventually forced into developing my own methodology for organizing this. Comparing my system to others I found that each musician had developed their own practicing methodology. From this comparison it became clear to me that there were as many ways of organizing ones practicing as there were persons organizing it. In other words, in the end, each musician has to develop their own individual methodology according the way their mind works. The way you organize your practicing will have a direct influence on your future style of playing. Borrowing another musician’s practicing regimen may initially help you get your practicing organized but in the end we are all left up to our own devices to figure out our own way to absorb new information. The sooner one develops their individual practicing regimen the better, as it will be a process you’ll use for the rest of your life. The goals of organizing your practice are efficiency, logic, and thoroughness.

The theories in Forward Motion are presented in a way that was shaped by my individually developed methodology. Take the information herein and find your own way to develop it.



To download and print free music paper click on the button below

[image: ]

Since Forward Motion’s music example files reside on the Internet, not in the PDF bookfile itself, the music files have the potential to be dynamic. I’ll be able to access them and adjust, add and upgrade them as time progresses.To enhance your learning experience, I’ll be adding tips on different ways to learn and use them, references and links to musical quotes and whatever else comes up that I think you’ll find interesting. Click on the Tipsheet link below for access.

Tipsheet




EPUB/media/file8.jpg
SYSY





EPUB/media/file192.jpg





EPUB/media/file90.jpg
EE-Cos:






EPUB/media/file184.jpg
Gm7 c7

et

—

(






EPUB/media/file229.jpg





EPUB/media/file89.jpg
FM7

Gm7






EPUB/media/file148.jpg
T,

41

o ®

~T]
[






EPUB/media/file105.jpg
05—7 Jg hih" g






EPUB/media/file58.jpg
Gm7

et

= o 8 Vo e

ohe ke






EPUB/media/file202.jpg
b

CT CT





EPUB/media/file11.jpg
=

Dasegno
— —

* chete,

—)

.

, ete ¢

o
2
R

—

160

= #7&11‘_‘

-

5

< x

5

©x

5

N

&

K

&
T

4
R

&
T

3
R

&
T

&
T

1
R





EPUB/media/file97.jpg
v

T~
[






EPUB/media/file15.jpg
Da Segno 38 Al Coda

[ — =

(RER R Easet s
%S EESES SESFE = =R
e e i e






EPUB/media/file109.jpg
'#‘}*i*' e






EPUB/media/file54.jpg
c7

c7

h?k?—'
V

®
——

s
i

=

¢






EPUB/media/file70.jpg





EPUB/media/file206.jpg
X

XXX X

3

X

3

X






EPUB/media/file156.jpg





EPUB/media/file113.jpg
-
&
A a

25

~
#






EPUB/media/file23.jpg





EPUB/media/file66.jpg
—

\/\

T






EPUB/media/file46.jpg





EPUB/media/file210.jpg





EPUB/media/file199.jpg





EPUB/media/file1.jpg





EPUB/media/file222.jpg
.
—

—

SE=

I

=
|

-
R

—
.

.

—
e o

-
e ® .

===

sl






EPUB/media/file168.jpg
4 = —

fe

o he e

—_—
Tiete T e





EPUB/media/file141.jpg
/ﬂﬂ

'#L' P






EPUB/media/file125.jpg





EPUB/media/file82.jpg
FM7

c7

Gm7






EPUB/media/file172.jpg
—
® o e Ve VO

=

e

a e

-

=





EPUB/media/file188.jpg
c7

Gm7

L A
SESSESS

)
=

T e
~

.
—

=3

Bb7






EPUB/media/file145.jpg
Fm7
&b 3r et
® —

Blb1\7b‘|3 -

i —

Ebm?7, Ab7b13

pESTETIEEE S





EPUB/media/file110.jpg





EPUB/media/file102.jpg
|
e e

N
L4






EPUB/media/file86.jpg
C7b9b

FM7

e

)

1






EPUB/media/file26.jpg
7th

® o h—'?g-
—





EPUB/media/file217.jpg
»=140 Em9bS ¢ Eb7#11
p— o |
%773‘ i et t Y (R
4 )
DaE ==
p4 - o
Dm9b5 Db7#11
3 ) ﬂ =
i A P e i






EPUB/media/file51.jpg
Gm7

i

"‘.-9






EPUB/media/file153.jpg
=

o

-
PR A,

N
Y
.

2

A0

o






EPUB/media/file128.jpg





EPUB/media/file209.jpg





EPUB/media/file34.jpg
FM7

Cc79

Gm9

¢

.o
)
—

e

,_g'_,o"#'

04:30 .

F






EPUB/media/file35.jpg
FM7

c“—#;'

Gm9

. obe

P

¥






EPUB/media/file136.jpg
Gm7

b






EPUB/media/file179.jpg





EPUB/media/file77.jpg
D

N~

\/\
o

N
i






EPUB/media/file18.jpg
{ ol
el EYPRE SRR
Root 3rd 5th 7th






EPUB/media/file94.jpg
o
i






EPUB/media/file196.jpg





EPUB/media/file164.jpg
¢

= —
e
.

EE=

o *

e
.

™~

PR

Jq ‘r. Jt Jj j‘j’

¢

6






EPUB/media/file121.jpg
o

hinj






EPUB/media/file62.jpg
/O

AI.‘

4‘

4‘

O





EPUB/media/backfill-51-9000.png
%o

2 loed






EPUB/media/file181.jpg
bo






EPUB/media/file117.jpg
N~

SIER

~
>






EPUB/media/file4.jpg
£ "‘*Ln,






EPUB/media/file30.jpg
4 LN \’ o Jeo 8 Y
! o' o

4 e fat e oher T
Root 3rd 5th 7th






EPUB/media/file43.jpg
N o N

% .

%—4 S TAE L S e
Root S5th Root 5th Root





EPUB/media/file213.jpg
BbM7

A7

FM7

.

S e
—— £
—

&

ol
QI m
fog/ —,o
if Lw
il i
5.2

Gm7

D7b9

~

o
P

e

R

—

f—






EPUB/media/file226.jpg
—
T

S

!

S e

——

—
5,

N
i)
o

Nt

o

K)

et
O'JJ

v

¢

—
=

]

[}

i

.'P‘

-

-1“.
—






EPUB/media/file69.jpg
_,'Cﬁ,'ﬂ*' ,ﬁ,jj

P






EPUB/media/file39.jpg
Em7b5 A7b9 Cm7
4
p '
§ 1
e #°
5th Root Root  3rd Sth Root  Root  3rd






EPUB/media/file191.jpg





EPUB/media/file167.jpg
aal

)

—

R

.;Ju

'N‘Jﬁ p f\ﬁj\v






EPUB/media/file221.jpg
N
-

e ——
o)

="

-

Yoo N

o ®

e

Yy o

ye ®

T .






EPUB/media/file12.jpg
%' ~ DaSegnu%

4 - —— s S J > =~ ]

%—4 " J P——— et o, ;
One Two Three Four





EPUB/media/file55.jpg
Gm7 Cz
—
45— g J ‘1 be Fe
h— N be be
=

) H #‘. ,#, o






EPUB/media/file7.jpg
Cm7

Cm7

Cm7

Cm7

oy






EPUB/media/file98.jpg
Ny
Y

Ea

—
babe

Y






EPUB/media/file157.jpg
TR

=

am

O |
Sl

-~

.

=
.

5

-

(-—
=g

—
e _*

¢

41






EPUB/media/file203.jpg
b

CT CT





EPUB/media/file114.jpg
.

N~ OSS
o

-

-

-

e e SN






EPUB/media/file49.jpg
RN






EPUB/media/file71.jpg
he

L -
be #
f—

=t
.t

==
%&f’w






EPUB/media/file139.jpg
-~

®
L
*

—

674
Fieve P4
|

&
b






EPUB/media/file173.jpg





EPUB/media/file130.jpg
Gm7b5 C7b13 FM7 D7b9 Gm7 c7 FM7
% T B B e — dh 5
e e e e 7 LLT = ¥






EPUB/media/file83.jpg
Gm7

A

ENe

Lo






EPUB/media/file59.jpg
Gm7






EPUB/media/file40.jpg
M7

30






EPUB/media/file108.jpg





EPUB/media/file16.jpg
hiig






EPUB/media/file218.jpg





EPUB/media/file22.jpg





EPUB/media/file185.jpg
Am7 D7

Gm7

Ebm7 Ab7

-~

S






EPUB/media/file124.jpg
WSS






EPUB/media/file142.jpg
ST






EPUB/media/file65.jpg





EPUB/media/file27.jpg
Gm7 c7 P— Fm7 Bb7
\
Z b .) o4 2 == N7 3
o b o "
3rd 3rd Root Root






EPUB/media/file3.jpg
cm7 F7 BbM7
4
o
A a
EbM7 Am7bS D7b9 Gmé
D)
Gmé cm7 F7 BoM?7
— e 'P
g G
EbM7 Am7b5 D7b9 Gm7
b =






EPUB/media/file225.jpg
S






EPUB/media/file93.jpg





EPUB/media/file195.jpg
T =T =Tl ]

xXGe





EPUB/media/file50.jpg
Gm7

Gm7

e,

‘#'htx—ﬂk”a

;






EPUB/media/file76.jpg
=
o ®
~—

.
)
ol
5
4

8
s

'p
Yo~

° bl
~






EPUB/media/file33.jpg
FM7

Cc79

Gm9

Sa

mE.N






EPUB/media/file152.jpg





EPUB/media/file219.jpg





EPUB/media/file178.jpg





EPUB/media/file118.jpg
-
-

-
5 i

elg

-
[
'






EPUB/media/file135.jpg
Gm7

fie
——

S —

z






EPUB/media/file214.jpg
cr#n D7b13 E-9bS FHTAIL. G-Maj.7 A7#9b9b13  BOM745

— © © #D o < e





EPUB/media/file180.jpg





EPUB/media/file44.jpg
2

Am7 l)
o be )
e ,Q';LZ#’V-.LFf‘-.‘J”A
= Root Sth Root Sth Root





EPUB/media/file87.jpg
FM7

c7

-

f%ff"'

Gm7

=

,.r'i‘

=

¢






EPUB/media/file163.jpg





EPUB/media/file38.jpg
c7 F7 Bb7 Eb7
|
4 K n s
4 e e e gt
- gy
3rd 3rd Root Root






EPUB/media/file103.jpg
e

o

—~
#’0‘)

N
-

Y
s

-
L=

T~
b

K

~
#’a"






EPUB/media/file61.jpg





EPUB/media/file208.jpg
g






EPUB/media/file129.jpg





EPUB/media/file189.jpg
G7sus4 G7sus4

b=t m TNt

.
Gysus4 G7sus4

[
—_y T p—
%//"d'o"i‘;o’,‘v,\7g






EPUB/media/file120.jpg





EPUB/media/file146.jpg
.

.
O‘d‘

ey






EPUB/media/file56.jpg
c7

P






EPUB/media/file204.jpg
CT

CT






EPUB/media/file115.jpg
.\F,J\.n

A EnPnlN






EPUB/media/file13.jpg
% DaSerm%
= \== "L
Frry #%ﬁw.aﬂ.“. 3

On Two Three Four

@





EPUB/media/file158.jpg





EPUB/media/file99.jpg
o

'r‘r o e

-

§o






EPUB/media/file64.jpg





EPUB/media/file48.jpg
Gm7

- . .
¥e R T





EPUB/media/file166.jpg
b b= D
@2 ===i=-_r= g TS e ==






EPUB/media/file21.jpg
A7b9#9

4 ® 0 - Lo,

R — °

"4 v . = . — 5 —_— E— bk g
Root #9 Sth 7th






EPUB/media/file72.jpg
-.L,
.





EPUB/media/file123.jpg
fsAhJ j)

By






EPUB/media/file212.jpg
)
3

e J

=
.

_
e
J

s

e,
o
e > L L e






EPUB/media/file182.jpg
—T]

L

e

P

- ®
3 Chd. Tns.

o ®
2 Chd. Tns.

4 Chd. Tns.

3 Chd. Tns.

3 Chd. Tns.






EPUB/media/file220.jpg





EPUB/media/file174.jpg
.
e e






EPUB/media/file131.jpg
FM7






EPUB/media/file80.jpg
4
4






EPUB/nav.xhtml

Galper

		Forward Motion		A Note To The Reader

		© 2003 by Hal Galper

		ACKNOWLEDGEMENTS

		TABLE OF CONTENTS





		Forward		By Dave Liebman





		PREFACE		With so many jazz instruction books now on the market does the world need another one?

		How can naïve and inexperienced jazz students tell the difference between a good and a bad book?		What makes a good jazz instruction book?

		Can anyone learn how to play jazz from a book?









		Introduction		THE ORAL TRADITION

		“Attitude Is Everything” (Jazz Proverb)





		CHAPTER 1 MELODY AND EMBELLISHMENT		Example 1:

		Scale vs. Chord-Tone Improvising

		Analysis of Inner Target Note Melody:





		CHAPTER 2 RHYTHMIC FORWARD MOTION		Playing In Half-Time

		“The faster you play, the slower you count.” - Dizzy Gillespie

		lines should be mentally translated into 16th note lines in half time.		Rhythmic Syncopation

		“I fill my head with rhythm” Dizzy Gillespie.

		“First, learn how to hear everything and play everything you hear, then hear everything and play as little of it as possible.” (HG)

		Example 10 (Courtesy of Mike Longo)









		CHAPTER 3 SCALAR FORWARD MOTION		Strong and Weak Melodies

		“On” Beats = Release; “Off” Beats = Tension Chord Tones = Release; Non-Chord-Tones = Tension





		Descending Scale Lines That Last For Chords Two Beats Each.		Example 3A

		Example 3B





		Ascending Scale Lines For Chords That Last Two Beats Each		Rule 1:

		Rule 2:

		Rule 3:

		Example 12 All Roots

		Example 13 All Thirds

		Example 14 All Fifths

		Example 15 All Sevenths

		Example 16





		Ascending and Descending Scale Lines For Chords That Last Four or More Beats Each.		Rule 5:

		Example 22

		Example 23

		Example 24

		Example 25

		Example 28

		Example 29

		Example 30

		Example 31a

		Example 32

		Example 33

		Example 34

		Adding Additional Half-steps To a Scale

		Descending Scale Lines With Added Half-steps

		Example 41

		Example 42

		Example 43

		Example 44

		Ascending Scale Lines With Added Half-steps

		CHAPTER 4

		ARPEGGIOS & FORWARD MOTION		Unresolved and Resolved Arpeggios

		Melodic Inversions

		Unresolved Arpeggios

		Example 11B

		Example 15

		Resolving Arpeggios and Creating Pick-ups

		Example 19 (Without FM notation)

		Example 20









		CHAPTER 5 FORWARD MOTION AND APPOGGIATURAS

		CHAPTER 6 INTERVALS AND FORWARD MOTION		Example 13

		Example 15

		CHAPTER 7

		HARMONIC FORWARD MOTION		Example 1









		CHAPTER 8 PENTATONICS & CELLS WITH FORWARD MOTION		Pentatonic Scales With FM

		Spelling Chord Changes With Pentatonics

		Cell Improvising & Forward Motion

		Example 60 3rd Inversion





		CHAPTER 9 SUPERIMPOSITION		The crux of Superimposition is that most of the great masters I I’ve played with made up their own changes over the original set.		Rhythmic Superimposition

		Melodic/Harmonic Superimposition









		CHAPTER 10 HOW TO PRACTICE FORWARD MOTION		Inner Processes

		Vivid Imagination and Focused Concentration

		The Practicing Attitude

		The Playing Attitude

		INTERNAL PROCESSES

		AURAL IMAGINATION

		CONCENTRATION

		CORRECTING OUTMODED PRACTICE HABITS

		PREPARATION

		EXECUTION

		Example 11 three beats ahead

		ORGANIZING YOUR PRACTICING

		To download and print free music paper click on the button below
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