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Trembmme

RHYTHMIC AND MELODIC IMTERPRETATHOM

There are different ways one can interpret the thythms of any given melody in the
ayles presented in this book. Fist you need w ge1 Bamilisr with some of the vypical
thythims then are often seen in Brazilian sl Alm-Cuban music,

Cosasi0M RHYTHAMIC FIGLRES
Repeat each figure several times ina loop. Pract|oe them firsi using one single moie

Morw wioak on some af the rhpthmic vanations that are construcied either by asing tics
and rests o in combination with other thythms:
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LMt OF SYMCOPATLD WOTIS

They can vary depending on tempa, style and personal interpretation. In Gsser tampos
the tendency is 1o shonen syncopated motes:
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Amnodudions and Everine

Exervoe:
1, Write n:rru]nﬂdiq:_' -rklm:lil:lﬁ S e for the above exercisrs.
2. Using the above sequences, transpose, write down and practice the following pen-
Ldonle scales:
a For both Bea? amd Eaa7 use Be, F pematonic scales
b. On Fsusd, 7 use E» or B pentatonic and on Arsusd, 7 use Gr or Dy pentatonic
scales
. On A% try C=8 or A" pentatonic scales
. On DF 4 oy A dimindshed pentaionk scale
& Oy (P00, ary Lydian  or the pentatondc scales of D (<0) or G whole-1one,

Lucas® Cra-Cra (p, 22)

Points of inferest:

The phrase in m. 10 uses the E: pentatonic scale with a specific pattern: skip up, skip
tap, douthleskip down. This non-linear pattern creates indervals of mosily 4%s and a
inofe o e pora ry soiend w0 e pentatonic scale
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The ascending melodic line in mm. 30 through 35 is characterized by a tension on the
dovwnbeats fellowed by the resalution of the next note. Sometimes the same note cre-
ates different tensions on different chords
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Exerraes:

I, Explore tensions on each chord of the A ssction (D=79 and E7, 9], bui watch for
uncommon notes between them (I, Bx, B, Bs and B,

2, Memorize the pentatonic paftern above and apply it to different chords in this
E.{f:r[l-: use D and A= pentatonic scales
b. For Es7; use B pentatonic scale For extra challenge try Bo=f, G2, Fs5)

pentatoic scales (see cxeroises’comments on Finky Samh).

3. The 8 section provides & serles of 1Y progresions (G-7 - 7, =7 - BY and E-7 -
AT). Trnspose any of the existing lines 1o the different progressions in the piece.
For example, transpose the phease [mm mim. 19-20, G-7 - 7, to F-7 - B7 and
E-F - AT

(1.3

Transpose phises from the following messres
Z1-22, 23-35, 31-32; 51-52; 53-5d; 56-57, 59-60; §1-4Z; 63-64;

34
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