ADV_14208_Crook_How_to_improvise_INH_01_Layout 1 28.10.13 13:28 Seite 8 ~@—

Table of Contents

PrETEOUISTIES wavasisanusxnsicrsios 55 w5t svsinons §sas s ks 4 64K 13495 S5 0w S BH0 49 0 068 05 RSO0 o G35 FB v R B D
Preface ... G 53 58 W XA S A E e PSS e 10

INtrodUCION s it s iR e s vz 1

Section |
* PACING wiss. =i asamas. A ) T L ATER) S 17

* SONG MELODY uoiiviinieniimeenn e i s e D e s i R oS i e AP 23
* RHYTHMIC DENSITY o iain s aiitn s G0 imoncansebaniinens ivadh o Basesneon e e soon e snsbio sl oo 0500 o3 29
* TIME FEEL ... T e PR e S B A AT TUE, RO 32
* MELODIC AND RHYTHMIC EMBELLISHMENT ..o i 34

NON-HARMONIC MELODY NOTES ...ttt s st 37

Section Il
+* STRETCHING THE TIME ................ R P P s S TP b oo BT P oo e 61

¥ SCALE PATTERNS . .isuaistasaivimuisvostiinisssssronsinivaitvins iravvenaii o iviasinabiied R R e A S IR R 67
LOWER STRUCTURE TRIADS iiiszaasisnitsiinisbitissmimiassaaviinies vt ias oninsin s SHn v inaas tvaidne oo irifones oviconiasidives 71
CHORD TONE SOLOING ..o ik R S L L N s S an 78

* MOTIF SOLOING ...vivvions o Hisisin: s i e i S R s ISR e s 81

*  MOTIF DEVELOPMENT Gzt ctuiaiso it o i sihviiin i, i Medadu, il RIS . AR, el 86

Section Il
% RHYTHMIC DISPLACEMENT ..ot eee e e et oo eeeeses et sees et eeess e remsenes et 95

** AUGMENTATION/DIMINUTION ...ttt e e 101
* UPPER STRUCTURE TRIADS ...ttt i st b 105
* PENTATONIC SCALES qpuunnnians - ircenioassss reosse soiinss svsmusssssiisnin somssiassasssis s svss ess a5 s ssss ens vossenss 108

CHORD SCALES WITH NON-HARMONIC TONES ...ooviiiiiiriiiiiniiiisniiiisicsinesisssinnssssssseeiene 114
** RHYTHMIC VALUES .. 5355 sscomania s asnsussin - - o555 o s s G 1S s s s S35 MG st o+« 118
* SYNCOPATION L iutisnesioseneivesssreeiveressesusisnesesee s 5858 6553358 54 55500 58 FS0Sa AT HEGHE 3 S S8 o SO S 05 125
** INSTRUMENT REGISTERS iasivusec oo vcaaiimsinine oo iisseiissassussiansssa sessassmoiassssssodsd i bibedsdinsbaascassvatin o oo 128

jite]



ADV_14208_Crook_How_to_improvise_INH_01_Layout 1 28.10.13 13:28 Seite 9 —@~

* Topic can be applied on drums.
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PREREQUISITES

Aworkable knowledge of scales, chords, chord progressions, sight reading, and a familiarity with the musical
vocabulary (i. e. thythms, melodies and harmonies) of early improvisational styles such as bebop, swing,
Dixieland, blues, or rhythm and blues etc., is helpful to derive the maximum benefit from this book, especially
if its study is unsupervised.
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Example 1:66

Example 1:67

Section !

Chord Scale Practice - Exercise #3: “Improvising Over Chord Changes”
Select 2 different chords and assign appropriate but contrasting chord scales, as in the following examples:
1. G7 altered (Ab melodic minor), CA7 lonian (C major scale)
2. G7 altered, C-6 melodic minor
3. D-7 Dorian, G7 altered
4. Dg Locrian, G7 (1/2,1)

Practice improvising on each chord of the 2-chord pattern individually, with unlimited duration, modal-style,
(with and without using a selected rhythm - see below) in order to become familiar with the notes and sound
of each chord scale

Then assign an equal duration to each chord, e.g. 8 beats (2 bars each) or 4 beats (1 bar each) in 4/4 time.
Use repeat signs to indicate indefinite repeat of progression

G7alt. CA7
T T

1
R O | A i — — >’ si—" i— s——) L
- .I { indefinitely

There is little contest to being melodically active and accurate before or after a chord has changed. The real
challenge is to play actively and accurately during a chord change. Therefore, choosing your own melody
notes, use the following rhythms to insure that the improvising will be melodically and rhythmically active
(to varying degrees) while the chords are changing.

G7alt. CA7 G7alt CA7
el MIJTT -
© optional 2 barsrest _ _ _ _'_ _ . . . _ _ . _____ . e
Rhythm of #1 is displaced by 1 full beat; use same chords:
G7alt CA7
el +MJTTI J) 4 | - | a | .
Rhythm of #1 is displaced by 2 full beats; same chords:
G7alt. cA7
e~ «DANSITIS | - - =
Rhythm of #1 is displaced by 3 full beats; same chords:
G7alt. ca7
ek~ ¢ « NJTTIJII - - il
Now reverse the order of the chords and repeat the above rhythms.
ca7 G7alt Ca7 G7alt.
el MITTTI o |- e
optional 2 barsrest . — _ _ _ _ _ _ _ L _ ___ _____ .
59
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Section |

60

Variations:

1. Use simpler, easier rhythms, e.g.:

G7alt CA7

ol J 1 ) ) 0. {

2. Practice without 2-bar rest at end
3. Practice at fast tempos.

4. Change melodic curve each time.
5. End on a different pitch each time.

6. Apply rhythms 1-4 separately or in sequence, e.g. rhythm #1 for X repeats, to rhythm #2 for X repeats,
to rhythm #3, etc.

7. Apply rhythms separately or in sequence to a tune progression, beginning in the 1st or 2nd bar of the
progression. [Note: Progressions where the general chord duration is 4 or 8 beats (1 or 2 bars) are easiest
to work with.]

Example: Daily Practice Schedule - Chord Scales/Melodic Accuracy
1. 40 (20) minutes on scale patterns played mechanically.
2. 20 (10) minutes on improvising with individual scales.

3. 40(20) minutes onimprovising over chord changes using predetermined rhythms (apply to chord patterns
and tune progressions).

U

4. 20 (10) minutes on the spirit and mood of the music.
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Section III

Rhythmic Displacement

The following abbreviations will be used for analyzing musical examples of rhythmic displacement:
OM - Original motif

MD - Motif development

RD - Rhythmic displacerment

DB - Downbeat

UB - Upbeat

R - Rhythm

M - Melody

S - Same

Rhythmic displacement occurs when the rhythm of a previous motif is repeated but starting on a different
beat than the previous motif. For example, if the original motif begins on the 1st downbeat of a measure,
the developmentwould starton the 2nd, 3rd, or 4th downbeat (in 4/4 time) of a measure, and then duplicate
the original motif's rhythmic attack points.

[Note: To create an exaggerated effect of rhythmic displacement in the following examples, repeat each
original motif (OM) 3 times in a row in tempo, then play and compare the rhythmically displaced version.]

Examples ill: 1R

B
Bl
Mty
i
reesere
i

e [
OM (begin on first DB) MD, SR/RD (begin on 3rd DB)
Example llI:2R
A 3
! —= = H— % I 7z f
* 1 I} ‘I‘ !.I ‘I Ia = o~ _'_‘_F 1 s | Q | H
v 1} 1 L ¥l i | = 1 5] ] | 1 L | | | 1l
T | 4 ¥ e | T — .4 —_— |
OM (begin on first DB) MD, SR/RD (begin on 2nd D8)
Example HI:3R
f s T il 1 1)
— ) — Y S—; 1 LTI S — — 3 il
i 1 | 1 i — =~ I | i [ I I¥ - H
Vi il L | | LS LA I — b L 17 | ¥} Lt hJ
P | —— 4 ¥ m— 14 4
OM (begin on first UB) MD, SR/RD (begin on 4th UB)
Displacing the rhythm of a previous motif (with or without changing the melody notes} s sufficient alone to
create motif development, i.e. the rhythm and melody of a previous motif can be exactly the same in the
development, but the development must begin on a different (or new) beat of the measure.
Example II1:4R
D-7 G7alt. C-7 F7 D-7 G7alt. €=/, F7
e e | e e— 5 f
P —0 i i T —1 = P ol i S i |
LAY | §| * S 1 | W) I 1 i 1 | 1 i | i |
.J w Ld w ¥ 1
OM (begin on 2nd DB) MD, SMR/RD (begin on 3rd DB)
95
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Section

There are 2 types of rhythmic displacement:
1. Symmetrical (balanced), and
2. Asymmetrical (less balanced)

Symmetrical displacement (in 4/4 time) means repeating the rhythm of a previous motif but starting it two
full beats away from its original starting point in the measure. This produces a displaced yet somewhat
balanced rhythmic effect
Examples Ili:5
fal
T2
e

el ' ' r
OM (begin on first DB)

Example I11:6

fi
] Y 1
r i y [T}
) v ! I - 7 o T
A8 AJ 1 I I 1 I I T b o I I | I —1 |
o Y—1 o I -~ L4 T —— T —

OM (begin on 2nd UB) MD, SR/RD (begin on 4th UB)

Example 1i1:7

= - T

e ErE s i - |
— f ¥ P I

OM (begin on 4th DB) MD, SR/RD (begin on 2nd DB}

Asymmetrical displacement (in 4/4 time) means repeating the rhythm of a previous motif but starting it one
or three full beats away from its original starting point in the measure. This produces a more displaced and
less balanced rhythmic effect (compared to symmetrical displacement) and is normally more difficult to

execute.
Examples lII:8
f —
e e e e —==—=——
° f I T e | f A —
OM (begin on first DB) MD, SR/RD (begin on 2nd DB)
Example l11:9
' ﬂ Il [l I |
; Ay = —F—¢ A= |
— — = %
OM (begin on first DB) MD, SR/RD (begin on 4th DB)
Example I1:10
fi [
o [ | I 1 A
e vrr Fr - p Err L |
°) r— =] f - i — T ]
OM (begin on 2nd UB}) MD, SR/RD (begin on 3rd UB)
Example It1:11
) (rest i apional
— e - T e = |t
S ., 1 o - | e
AN LS | | | | I ] | 1 | 1 I | ] I I ]
!j ¥ | w—n ] — T — I ——
OM (begin on 2nd UB) MD, SR/RD (begin on 1st UB)

Displacing a rhythm by 1/2, 1-1/2, 2-1/2 beats, etc., is rather impractical for improvising (except with very
short, simple rhythms) due to the difficulties of accurate execution. in addition, rhythms displaced by half-
beats do not always sound related to the original rhythm and therefore do not make effective motif
developments unless the melody or curve remains the same.
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Example Ili:12

0 -
e
!J F

f
i
ﬂ

|
i — 1 1 1 —
OM (begin on first UB) MD, SR/RD (begin on 2nd DB}
Example [ll:13
fn - —
ﬁmf—l‘_,_ e e = ;-f_ p‘*p_r—'p_q:f ﬂ
¥} | 1 L i ! | L] i | = . — V _.'.
o b Y . 1 — L
OM (begin on 1st DB) MD, SR/RD (begin on 1st UB)
Example lll: 14
0 i T 1
: ! et 1 s i e b i — fi—
: < T | 1 ] I T I I I hS I o — | — 1 A 7
@ e — I —_ f I Y — ! y— r
M (begin on 2nd DB) MD, SR/RD (begin on 3rd UB)

Before applying rhythmic displacement as a technique of motif development in a playing context, it is
important to acquire the ability to begin motifs in specific places within the measure by “feel”, versus by
(mentally) counting the beats. This can be learned with the help of the following exercises.
Preparing for Rhythmic Displacement - Exercises #1 and 2
1. Using the play/rest approach, improvise in tempo with a single pitch (note) only, playing short contrasting
rhythmic motifs. Throughout the solo, begin each idea on:
a) the 1st downbeat of a measure

Example HI:15

4 I T T T
:;#EZEIZZPZZFZZQZZP - 1 L. 1 F::::FZZ?:ZF:ZP:ZF:q:qIZZZF:ZF:ZP:ZP y 3 1 - 1 P F]
J ! I T i } P T T ]
L\ =} W I T U i —T1—7 S P— A I T T 1
.‘} = ¥ | 4 F ) | L — — } i i
;g T ] I I I ]
-y = I = ot e et sy it = o e e I = I
iV I —] | | 1 | | I I I [ [ | 1 1 ]
) 1 | . ; ; - t

ml

TR | w

3
%\jﬂ r—m 7
1 1 1 —1
W I | ]
I | |

Example IIl:16

[#]
|
1
T

j
[l
3

b) the 2nd downbeat of a measure
¢) the 3rd downbeat of a measure

d) the 4th downbeat of a measure
e) the 1st upbeat of a measure

f) the 2nd upbeat of a measure

| | | i | 1
4 1 r 1 F r J r i F
9
4 I T p
Y
| o X0 & F!?P FF—F'- ol ﬁ H!}
.9 ¥ P | I}I-;IJ"I[ }é -;U].I U,"_Iill_l_l _‘I | ”Ij‘f-[i ”IJ"I[ U-‘ O
Fi T o ¥ ¥ s— ¥ r I r ]
etc.
97



ADV_14208_Crook_How_to_improvise_INH_02_Layout 1 28.10.13 13:30 Seite 98 —@—

Section Il

g) the 3rd upbeat of a measure
h) the 4th upbeat of a measure

The objective is to acquire a “feel” for starting ideas in specific places within the measure, e.g. the 2nd
downbeat, the 4th upbeat, etc,

Continue each of the above exercises (starting different ideas in the same place within a measure) for several
minutes at a time.

2. Selectaharmonic setting, tempo and mode of accompaniment. Improvise with melody and rhythm using
the play rest approach. Throughout the solo, begin each idea on:

a) the 1st downbeat of a measure

b) the 2nd downbeat of a measure
¢) the 3rd downbeat of a measure

d) the 4th downbeat of a measure
e) the 1st upbeat of a measure

f) the 2nd upbeat of a measure

g) the 3rd upbeat of a measure

h) the 4th upbeat of a measure

Symmetrical Rhythmic Displacement, Exercises #1-9

{Note: The following exercises should first be practiced using a single pitch (note) and rhythm only, i.e. no
melody or harmonic setting, with metronome accompaniment.]

Select a harmonic setting, tempo and mode of accompaniment. Using the play/rest approach, improvise
throughout the solo as follows;

1. a) play a short (thythmically simple) motif starting on the 1st downbeat of a measure,
b) rest (4-8 beats);

¢) play a development by repeating the rhythm of the previous motif but starting on the 3rd downbeat
of a measure (melody may repeat or change);

d) rest;

e) repeat a-d (above) throughout the solo using a different original motif each time.

Example HI:17R
CA7 AT D-7 G7 CA7 A7 D-7 G7

e ey
ot el e —aea —foefeag : .'
[ S s | ' L ] L_g-l

CA7 A7 D-7 G7 CA7 A7 D-7 G7
‘n & ™ _ ~ 2

¥ - | == | 1 Y | | oy T i i 1Y |y I I - P | | | - - | 1|
% | f ] | |- 1 || | | wm i 1 uﬂ_Jl‘I_.l g_i -_béj_.}l__':’l JI '1 5 - J| 1 _,I_f | _C:J_ “
EEEJ e e ESiSaE SESrinas

CA7 A7 D-7 G7 CA7 A7 D-7 G7

:;‘.
TTH
-
|
':JI
T

[Note: The form of exercise #1 applies to exercises #2-9 also. Continue each exercise for several minutes
at a time.]

98
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Section I

Start a motif on the 2nd downbeat of a measure, repeat its rhythm starting on the 4th downbeat of a
measure. Continue throughout solo.

L

Start a motif on the 3rd downbeat of a measure, repeat its rhythm starting on the 1st downbeat of a
measure. Continue throughout solo.

i

4. Start a motif on the 4th downbeat of a measure, repeat its rhythm starting on the 2nd downbeat of a
measure. Continue throughout solo

vl

- 8. Repeat exercises #1-4 (above) replacing downbeat starts with upbeat starts.

9. Starta motif on any downbeat or upbeat within a measure, Repeatits rhythm starting two full beats away
from the original motif's starting place. (For example, if an original motif begins on the 3rd upbeat of a
measure, the development must begin on the 1st upbeat of a measure.

Example [I1:18R
Cca7 A7
o _ F‘N‘ .
e+ - —=
¥ | | 1 -y
™
D-7 G7 CA7 A7 D-7 G7 CA7
" P = |
S Esr e e
111 ST = Q’{ H:‘F'=‘ .|”|'=' |___'\__"r N i | L] P |
' ¢ | ¢ 1 — =
A7 D-7 G7 CA7 A7 D-7
14 '—ﬁ [
= e e P T P B B |
D pEEESSTE ESvETSSSSS SSISRESSSSSss===-
e
G7 CA7 A7 D-7 G7

L] | &
=
R
|
L 1N
||
Y
T
o !l
et ||
Y'“
T
e
|
]
=12
":7’
LW
3
1
[ YRR
|
R
[
i)
L N5
i)

Example: Daily Practice Schedule - Symmetrical Rhythmic Displacement

Z 1. 30 minutes on preparing for rhythmic displacement, exercises #1 and 2.

2 2. 20 minutes on symmetrical rhythmic displacement using a single pitch and rhythm onily, choose from
7 exercises #1-8,

2 3. 40 minutes on symmetrical displacement using melody and rhythm (in harmonic settings), choose from
exercises #1-8.

4. 15 minutes on symmetrical displacement using a single pitch and rhythm only, exercise #9,

7 5 15 minutes on symmetrical displacement using melody and rhythm (in harmonic settings), exercise #9.

g9
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Section IV
Expanding Chord Duration
Expanding chord duration means the soloist extends (lengthens) the duration of a selected chord in a
progression by 1 {or more) beats into the next chord of the progression, thereby delaying the change to the
next chord
Example IV:12

Rhythm section plays the original harmonic rhythm:
G7 G7 CA7 CA7

VAP AV VA A A VA A Ve VYA Ve

while soloist plays: /,__._f— ——_\

G7 G7 G7 CA7
DAV AV VA AV A D A AV IV A A A

G7 is extended by 4 beats. CA7 is delayed by 4 beats.

Normally, after an extension is played the (improvised) melody resolves immediately to the next chord,
creating the desired effect of tension/release.

Example IV:13R

G7alt, (extends G7 delays CA7) (G 7 alt *CA7
f - | l" o gl | o
< (Bt froabs . fam
Soloist :ﬁ;ﬁﬂlﬁiﬁl i S
G7alt. CA7
n original harmonic rhythm
Rhythm |
Segtl:ion :@‘ O ——f——F———F————F—

5

o - Melody resolves to next chord immediately after extension is played

Example IV:14R

(FA7) (F§o7) (G-7) €7
FA7 Ffo7 G-7 c7 A-7 D-7
—G—vip—p—ﬁ_,- e ——— Ne——r——
(Db7) ()] (2107) (G-7)
Ab-7 Db7 G-7 c7 FA7 Ffo7 -
‘0 | | — | gl k
e, BT o e e e
A=SES ::'ri’ft—'—#. ETES=sSE== = e ===
(G-7) (o)) (D-7) -7 (-7 (F7)
C7 A-7 D-7 c-7 F7
“n ~ I R P (= LN oT———
—H ol — Nt 1= p:ﬁl_i_d_}_r.—f | q l —
e e b e e = e e e e
o) u__L_J —_— e P! T LJ i
IMPORTANT!

During the extension of a chord, the (improvised) melody must clearly and obviously outline its chord sound.
Arpeggiating the chord tones of the extended chord may accomplish this well, otherwise use available
tensions (9ths, 11ths, 13ths). The proper result is achieved by featuring those notes which are foreign (or
non-harmonic) to the original chord or chord scale. Often a triad arpeggio or pentatonic scale is effective.
See previous examples: [V: 13, IV:14.
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Section IV

[Note: Sometimes an extension can continue for one or more measures, effectively cancelling out a chord
(or chords) from the original progression. This is okay to do after you have first demonstrated an ability to play
accurately and musically on the original chord progression}

Example IV:15 .
— T i T
(GA7) v ( Eba7) ~
A BA7 D7 GA7 Bb7  Eba7 A-7 D7 GA7 Bb7 EbAT F§7  BA7 F§7
7 I T T T T —_—T— I e
G777z rr 7777 7777 7 sz A s s
- =gt ] e
Expanding Chord Duration, Exercises #1-4
1. Using the play/rest approach and a comping tape, improvise in tempo on any (2 or) 4-chord pattern while
extending the 1st and 3rd chord by 2 beats or so (i.e. delaying the 2nd and 4th chord). Example (4-chord
pattern):
Example V:16 D-7 - (D-7) G7alt. CA7 - (CA7) ATl
Soloist . / L/ L/ S\ S S S S S S S S S S S
Repeat
indefinitely
D-7 G7alt. CA7 A7alt.
Rhythm ||.
stion || /L L SN S S S SN S S S S S S S S
[Note: To make these exercises easier, play 2 bars then rest 2 bars throughout the solo. Reverse: Rest 2
bars then play 2 bars, etc.]
2. Repeat #1 above but extending the 2nd and 4th chord by 2 beats or so (i.e., delaying the 1st and 3rd
chord).
Example IV:17
(A7alt) D-7 G7alt. » (G7alt) CaA7 A7alt. -
soloist \& / S/ S S| S LSS ////\////
|
.’I l"f':eé')eef?r;itely
D-7 G7alt. CA7 A7alt.
Rhythm ||.
ssmlf 77277\ rr7\ s s s s
3. Using the play/rest approach and a comping tape, improvise in tempo on a tune progression while
expanding chord duration of pre-selected chords. Add chord symbols of extended chords in parentheses
to original chord sheet.
Example IV:18 = e
(A7alt. » D-7) (G7alt) \»
ca7 A7alt. D-7 G7alt. ca7 A7alt.

ST LSS NSNS S S SN S S S ////'////

1T,

4. Using the play/rest approach and a comping tape, improvise in tempo on a tune progression while
expanding chord duration at will.

Example: Daily Practice Schedule, Expanding Chord Duration
1. 15 minutes on exercise #1 (in various keys).

2. 15 minutes on exercise #2 (in various keys).

3. 10 minutes on exercise #3.

4. 10 minutes on exercise #4.

AR NRRNARSAN

5. 10 minutes on the spirit and mood of the music.

137
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Section V
Tetratonic Scales (TRT)
One common tetratonic scale (4-note scale) consists of the following scale degrees: root, perfect 4th,
diminished 5th, major 7th, octave.
Example V:37
# C tetratonic scale
|
: ﬁ-: — | = e —O —
= —— e WT‘HI*;]* — — ]
¢ © v
Root P 05 (+4) AT Octave
This formula produces a symmetrical (repeating) arrangement of intervals, i.e. perfect 4th, minor 2nd, perfect
4th, minor 2nd.
Example V:38
C tetratonic scale
P4 -2 P4 2
fnoT i | T 1
i ——— = i
[ o (9] il
) = b —for——— i
¢ © =0
Root P4 Og (+4) A7 QOctave
This particular tetratonic scale can also be derived from the whole-step/half-step and half-step/whole-step
scales. It can be built (found) on the root, -3rd, °5th, and M6th of the 1, 1/2 scale, and on the -2nd, M3rd,
P5th and -7th of the 1/2, 1 scale.
Example V:39
C(1,1/2)
P4 2 P4 -2
a i — T L i 1
A Root P4 95 A7 Octave
- T i T — (8] i
:@D = —I= (63 o T i i
_.__ e
o, 2 | 172 1 2 I 7
B(1/2, 1)
P4 2 P4 -2
b — [ [ | L} 1
A Root P 05 A7 Octave .
¥ n S—
| | L P [ = H
AV = i;: 9] finsy e : i i
DI 17 112 | 12 I 12 1 142
There are a total of 6 different tetratonic scales using the above interval formula, They are: C, Db, D, Eb, E and
F. The Gb (F4) tetratonic scale is an inversion of the C tetratonic scale, and vice-versa The G tetratonic scale
is an inversion of the Db (C¥) tetratonic scale and vice versa. The G4 (Ab) tetratonic scale is an inversion of the
D tetratonicscale, and vice versa. The A tetratonic scale is an inversion of the Bb tetratonic scale, and vice versa.
The BY tetratonic scale is an inversion of the E tetratonic scale, and vice versa. And, the B tetratonic scale is
an inversion of the F tetratonic scale, and vice versa.
Example V:40
Gh(FF)TRT GTRT
[ 1 Db(CH TRT T 1
fi T 1 o 116 ] I 1 L)o ho
¥ < T S i )|
*— 5 &= e !
(8} P> Tt e 7O 1l
e © PO
Ab(GE) TRT ) ATRT
DIRT ! ' EbTRT T ;
ft | | o be ' —  be he
¥ b Fey 1T ; P= 7y —
1 et e i | [ o 1|
:@\ ey o0 X L L] gy 1]
nv «r | 1 0
e O P
B5>TRT BTRT
ETRT T 1 T 1
. . b Py . F TRT 5 1’ o h.n
— ! e ————
(o] e i 8. oe il
LI & 1 ’ 1)

176



ADV_14208_Crook_How_to_improvise_INH_04_Layout 1 28.10.13 13:31 Seite 177 —@—

Section V

The tetratonic scale can be used as a completeley harmonic source to derive melody on any chord to which
a whole-step/half-step or half-step/whole-step scale can be applied as a conventional chord scale, ie., on
diminished chords (1, 1/2) and dominant 7 chords (1/2, 1) only.

Example V:41
a ce7 c(1,1/2)
/- 7 . . -
—red? it I (8] PO i o i
v — = =
The tetratonic scales which are completely harmonic to the above chord and scale are as follows:
. C/F¥ (TRT) Eb/A  (TRT)
S ; o == bor bos e |
i3 T3 e i — Y il
Qj o =
h A c7 Q2,1
| — ff te Ty i
% vg it i E b 0 © 2 == 1
e re- Te

The tetratonic scales which are completely harmonic to the above chord and scale are as follows:

Db/GY (TRT) E/Bb (TRT) :

(5]

¢

[ §]

LIm
@

Pl g
o

o}
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Section V
However, tetratonic scales can also be effectively used as non-harmonic sources to derive melody on any
chord, and at least 2 notes (sometimes 3) will always be harmonic to the chord.
Example V:42
a, &7 C/F§  (TRT) Db/G  (TRT) D/Ab  (TRT) EbA  (TRT) £/8b (TRT) F/B  (TRT)
- | —
- i P —, o -Ell pe EEI EI‘_ © I—'n'b" ._D. |l.i .Ib._hg.-_?.—[jlr
. A — F Y -
é!b—ﬁ—H—.—j 25— #'n—H—I—Pﬂ—HLe—H—ﬁD‘ . = he E— = I~ 1l
c7
b fa) | |
?‘" ol 1 =1 T o1 ——rol o La e Iﬂ, o
2 e —————
C-6
< fal C AR |
—] H 1T 4 || P T 7O 1 1 [ -
= . B | o | I [ & M 1 e L] _h_(’LH n_b'—_H_h._Heq
_@_‘L ‘H—ITP‘—H—O—F"_EIG—H—G‘D‘. a7 i — ey . — il
~; = be : o = E
d v
0 I I = I 1] 4 L-. 1| 31 I l':n il
g e O " ke O b0 || boke |
8 s lrer { = he B E— Y LI I
e Co
2l I |
SR b o o bo o —boke
...... fo—j— e PO L s e o i
¢ "TO e Ve
co7
f f I |
¥ 11 IT 11 11 } b= I | o II T v L & Bl I y
:@Wﬁﬁl—hﬂ—v—mﬁﬁ%—w ,
. 8] 1] L B ] = T ey | | [ 1l
e " O e e J O ki >
Melodies derived from the tetratonic scale will produce wide intervals and, therefore, very angular melodic
curves, similar to the tritonic scale previously discussed. The minor 2nd interval in the tetratonic scale also
allows stepwise motion (chromatic), as well as a strong, smooth way of resolving non-harmonic notes.
Example V:43
CA7 (using D TRT)
., | =
i =1y ——rl—"y T —
T T Pt
L4 & D S— | {rerge
*[Note: Parenthesized notes are non-harmonic to the chord, but because of the strength of this tetratonic
scale, non-harmonic notes need not always resolve by 1/2 step.]
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Section V

Tetratonic Scales, Exercises #1-6

1. Begin by practicing the 6 tetratonic scales on your instrument using various scale-pattern exercises.

Example V:44
e
) Py
a, - . he = = - _._m._,lu e ® =
3 " " 7 |
% P a_7e ¥ il
e e b; ely
bn * o b‘_ = %] 8. - . N l’.
¥ | = ot s T
) m— 7 e be 7 f
1% s [ ] [ ] Il
Qj . * ¥ 4
N
N o
c . o = i
& = — - — P S i
& v & = [ ] = = L it}
e o * l,; eic
t:ln 2 e |, T o - . n e | o o e o ™ Le
= [ - b H
G-U 1l
d . F etc
~ %
' —_
e n _ » Le - 2 .t = ;
—> == = . g
&% & e [ I L F 1l
© e b
f n =z - he = - @ ~ ® 0 2 ™
*3 - - . ]
[ ] = X i)
5] i
e * ¥ &t
)
N b! 3
gh - |)- o 2 o 2 e = I‘). . * 2 e =
f} o @ e
oo~ —= e |
w L i
e o l);_ etc
& ~ ~
hh _}JD . o @ o = =l)- P P
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Section V

2. Practice improvising for several minutes on each individual tetratonic scale without applying it to a chord.
Practice with and without a tempo

Example V;45R

C tetratonic

- > b I, 2 -]} P s I-m-
= _;_!—Ej:‘:m P S e o 5 S 20 i T e & 7
v = e . iy e . S T —
b I e —¢ == | pam i t v
P v ~ I —

= P = o . SO e e
ﬁ:r —— —d‘—lbdl—l !IJ—"JI j ; g i T {. I- = F%T'-I i - ;{ =
e e — == | H—W:l:d—!—i—”v‘ e R "

3. Using a comping tape, practice soloing on individual dominant 7th and diminished 7th chords only, using
completely harmonic tetratonic scales. £.G., on C7, Eb7, Gb7, A7, D07, E°7, G°7, and Bk97, use the
D»/G and E/B tetratonic scales.

Example V:46R
c7
f | p— P I " i L,-
p e S E e Ese L s S Ty Snam"
AV = i | e f— 0 | 1 P 1} 1 r"‘ T | B A 1 |l| |
4] 7 | ¢ g - 14
S = s== A P e T
| i| e [ :I)‘I ;' | :‘!;l Y | [ .;I [ B} i I { 1
VT i f— | ] | | | e | ) ¥ 1 1 L L. | I 1 et > .
i "he ~ B A=
- o
) —_ b obo—nhobe—alie Zhel i = T ebe
. ¥ ) i | | 11 1 I il | 1 1] | 1 | - | T The 1 1 Tl
:@-\—'f—?ﬁ:,ﬂ—ﬁ S 1 e O i F!} —1 = L o M |
i¥ ) JI. | I i | ) | | 1 |5 11 Ll | v T 1]
!j e el ""'l--l-.] L | 8 el P

4. Using a comping tape, practice applying various non-harmonic tetratonic scales on individual chords.

Example V:47R
a —T e T
fa) \ | m L |
Pt e sove he fae P |
:11 - T bk - — T —— q s ]
C N N — — i -
DiA E/Bb
CA7
p R L # de ; big frmm——
¥ 5 | A Ly e 1 1 | |
R S e e e B e G R R T | f
i L4 e | 1 i | — | 1 3 3 | B t I | 1 1
D) = I?_l hU eir
| | L |
G/Db 8/t
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Section V

Example V:48R

Cc-7

|

|
bal
fd

|
o

S—T p= I) .1 - |-

L
—

CiGh

FB

i

Cc-7

5

Y

i

pe— 9

D/Ab

5. Using a comping tape, practice applying harmonic and non-harmonic tetratonic scales to chord patterns.

Example V:49R

ca7

G7

28

ca7

G7

1

ol
I
I

E

i

D/AbL

Eb/A

F/Bb

CA7

G7

CA7

G7

)

¥}
:G.u'

o V@

-~

8,

. S

LTi

g

T

E/Bb

[/8

Example V:50R

Q7

D-7

A7

CA7

G7

D-7

A7

CA7

“be

F/B

|
ha
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|
|
T

| |
|

1 I-
I'Ji

T

1N gl
hd

i

!’

(F8

Y

D/Ab
G7

ElfA

G7

D-7

A7

CA7

D-7

A7

CaA7

e

|

/B

G
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Section V
6. Using a comping tape, practice applying harmonic and non-harmonic tetratonic scales to tune
progressions.
Example V:51R
Ao D
= aF.&-.—. ===
' Eb/A ) C/Gh E/B
Gba7  Cha7 Co F7-9 BbA7 A D79
‘a | | —_— p— e R 5 )
e i T e tJ;JI’.PP—ﬂFH—r—F’—:ES
{ i P =] — I pﬁcﬁ]’:ﬁ ! i e B T 1 e g | o
Lr =J | | ] =I 1 =] — 1 =
!J 1 q ] L ]
EL/A [71:]
G-7 C7 C-7 F7 BbA7 EbA7  Ab-7 Db7 Gba7 cbaz
i | " \ | o
- ; PR Tl 2, W = T | LY 17 b I““ﬁ
R j\iﬂ—ntrﬁ—i—#——tk—&)j—tﬁjtiﬁbdpﬁq‘ & T
| g ge he I qope
| |
E/Bb D/IA b
Co F7-9 BbA7 Eo A7-9 DA7 Eo A7-9
A A ¥ | [ i | |
o e s E“"ﬁ..%"' ~“.,__,1q#1e'r=..w&'-i'ﬂ.s:uhpw—i ——H
O —dd [ e e e ve
.} " | r = N L B — o
I | ] L I
: /Gl G/CH EMBb GiDYy

1 - -
| 1 by | 5 | [ | suh 1 | | 1 A |
e T e s e 4
\;j} i |F | |28 oA | I h) | L H e “I. véj| > 1
L — ) L L'-'L'-J-- i L |
G/ Gh/C C/Gh
Example: Daily Practice Schedule - Tetratonic Scales
% 115 minutes on exercise #1.
7
g 2. 15 minutes on exercise #2.
7
g 3. 15 minutes on exercise #3.
%
é 4. 15 minutes on exercise #4.
7
g 5. 15 minutes on exercise #5.
/
5} 6. 30 minutes on exercise #6.
Z
% 7.15 minutes on the spirit and mood of the music.
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