Introduction

Good phrasing is essential o communicating musically. The excrcises in this book teach the
techniques behind phrasing and are designed 10 help you make the leap from plaving notes 1w
phaving masic.

This book is divided inio sections on harmony, rhythm, and melody. Learing about these
fundamental elements of music is just like leaming a new language. At first vou learn words—
heww thes're spelled and pronounced. Nest come simple phrases and sentences, providing you
with 2 basic understanding of the new words and how 1o use them. Eventually, vou move into
thinking and communicating in the new language.

The key 1o good phirasing is knowing when 1o play and when nod 1o play. I's importait o
become vour own editor. There's a famous story about Miles Davis and John Colirane, During
the Kind of Blue period in the late ffties, when they were playing modal compesitions, Coltrane
wits having o hard tme ending his solos becavse of the lack of a closing cadence. Davis wanted
Colrne to cut down on the length of his solos, and "Trane replied that he didn't know how to
get out of them, Miles” response was, “Just tike the hom ou of vour mouth.”

One important quality that all great musicians share s flexibilitg both in sound (2 large waal
palate} and meter (the ability to play behind the beat, in front of the beat, ete.), so they don’t
sound like machines. Versatility in these two areas will lead to pood phrasing, the ability o
express yoursell, and originality of snle.

How to Use This Book

For a long time, 1 was reluctant 1o practice patterns. Tihought it would make my playing more
mcchanical and predictable. But when | did stan working with pstterns, | disoovered that just
the opposite was trec. My ear improved tremendously, allowing me to be more crestive and
expressive in my playing. Some of the patterns in this book are technique builders, and you will
wanl 1o incorporate these into your daily practice regime. (ihers are for playing over specific
chords, and you can use the companion 0 1o bear how they work together. (You can remove
the trumpet from the track by panning the bakance knob all the way 1o the lefi.)

In working with these patterns, try to awvoid writing them out. This will help develop vour eir
immensurzbly. If the pattern is oo bong w remember, break it down inte smaller segments.
Waork woward being able o sing the phrases through the transpasitions—in other words, think
in terms of phrases rather than thinking of every note and its reltionship to the chord. If
something in the pattern sparks in vou 2 song or another pattern, go with il You can always
return to the original panern. I0s all pan of being fexible and reacting to vour musical
environment, By improving the connection between vour car and vour fingers, yvou will develop
the eonfidence and e ability to play whatever vou hear,

On the éudes that have CD accompaniment, the wrilten solos are just a starting peint. Once
vou're familiar with the written version, trv vour hand at writing your own renditions,
incorporating certain ideas that you like from what's in the book. Then pan out the trumpet and
play your written solos with the rinthm irack. Finally, take your own improvised solos.

Hawe fun and enjoy the book,
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HARMONY

Bebop Mixolydian
ldea #

Ome of the scales that came out of the bebop era of the forties was the bebop Mixolydian—an
cight-note scale that features an added half step between the root and the lowered sevenih.,
Many of the fast phrases in bebop featured a scalar approach, and the additional note makes
the scale symmetrical and Facilitates plaving in bebop's quick tempos,

The bebop Mivolydian scale can be used on dominant seventh chords or on an entire 11-¥
progression, Play all these patterns with track 2 on the CD,
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RHYTHM

Three Against Four
ldea #

In this book 1 focus much attention on developing and expanding the vocabulary of harmony and
melody. In addition 1o good note chinices, a pood improsviser must be able to shift in and oot of
meter, creating rhythmic ambiguity. The musicians in Miles Davis’ quintet of the sisties (Herbie
Hancock on piano, Tony Willkms on droms, Ron Canter on bass, and cither George Colenan or
Wayne Shorier on sax) were masters of riythmie innovation. The band was able 1o make the
music sound fresh through their uwse of pobyehythms and phrasing over the bar line.

Examples A and B use a simple scale passage. You create metric displacement by shifiing the
accents, thereby changing the perception of where the downbeat occurs. The first step in doing
this is knowing where you are in the measuee ot all times. Pul the metronome on beats 2 and 4
at a slow tempo, Accent every third beat. In these examples, the socents fall on beat 3 in the fir
mezsure, beat 2 in the second measure, and beats 1 and 4 in the third mexsure. Then the ccle
begins again. Flay in different kevs and try your own patierns, Technique is not the emphasis
here. Ins the feeling of playing three against four.
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Examphe C uses @ different kind of accem, called a durational accent, Note that the duration of
the long notes on beats 2 and 4 ereate a shift in the pulse away from the downbeas, creating
the illusion of playing three against four. In Example D, three againsd four is created by using 2
repeted three-note pattern. Example E is much like Examples A and B, accenting every third
et (his me heginning on beat 2.
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Melodic

Embellishment Wlog i

In section A of the music below, you'll find 2 melody written in the ste typical of 2 fake book
or lead sheet, I an easy-to-read basic sketch of the song, usually written in simple fhvihms to
accommadate all kevels of musicianship, 10 wp (o the player to inerpret te melody, Here are a
few common devices,

Anticipation (duf, ):
Delayed attack (0.4, ):
Augmentation (Aug )

Diminigition (D ):

anticipating the melody note by hall 2 beat.
dekiying the avack of the melody note by half a bea,
cnlarging 2 melodic phrase by using auxiliary pitches.

shortening a melodic phrase,

In sections B and C we interpret the same melody using these melodic embellishment
techniques. (I've idemified the different techniques underneath the melody) Play this plece as
written along with track 14. Then try creating vour oan melodic embellishments.

TRACK 14
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