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IN TRODUCTION

Ever since my first music lessons, I have been searching for a comprehensive
book that is both challenging at all levels and enjoyable to use. Over a decade
later, I am still searching. When my own students began expressing a similar
need, I realized it was time to write.

The result is a series of exercises designed to rid the fingers of note prejudice—
the favoring of certain note combinations or areas of the instrument based on

" familiarity. I know from experience how easy it is to fall into this trap. With
diligent practice, the student of this book will be able to approach all music—
whether written or improvised, regardless of style or genre—with a new com-
mand of the instrument. The book is divided into four sections:

» Interval Exercises takes you progressively through all intervals larger than
a major second and smaller than an octave. The object here is to smooth out
the technique for successful skips (short and wide) throughout the range. In
addition, this section will help you become a truly “omnidirectional” player
by helping you to think forward, backward, and perhaps even inside-out.

e The Scale Exercises explore the many combinations available in both the
major and chromatic scales. The Major-Scale Exercises should be practiced
in all twelve keys. Several additional scales and an illustrative transposition
for the first exercise are provided.

» Seventh-Chord Exercises is a condensed study of ten different chords
used in jazz and jazz-related music. This section addresses the harmonic
applications of interval drilling, which are essential tools for the mastery of
chord improvisation. Examples of transposition are provided.

» Miscellaneous Exercises offers a sampling of the many ideas utilizing
combinations of the interval, scale, and chord studies. Feel free to develop
your own drills using this section as a catalyst.

The notation throughout most of the book is enharmonic, and accidentals are
used according to convenience. Double sharps and double flats are avoided
entirely. All exercises begin on the root; go up to the highest note (high F or
below) and down to the lowest note (low Bb or above) contained within the
current interval, scale, or chord structure; and return to the root.

To successfully exploit the following exercises, you should:

e Follow the “Ten Practice Guidelines.”

e Set your own goals.
e Practice every day. Practicing an hour each day is more beneficial than

practicing seven hours once a week.

Whether you are an amateur or a seasoned professional, I am ceértain that you
and Saxophone Technique will get along famously. Happy practicing
(and playing).




Seven Ways to Approach This Book
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. Try playing the music upside-down. Seriously.

. Practice two or three different exercises in each section every day.
. Use one or two exercises to run through the entire gamut of variations in

articulations and dynamics specified in the “Ten Practice Guidelines.”

. Trouble shoot: Ever experience concert dyslexia? Neighbors complaining

about your inaccurate arpeggios? Does the band think you have the dreaded {ewae
Chromatic Stutters? There’s a section for you.

. Read through an entire section without stopping.

. Memorize the exercise you find most difficult. \

. Make a cassette of an entire practice session once a week to monitor your (7] 1 { ATy \
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Ten Practice Guidelines B+ doatiul contmads L Vo

1.

Finger the entire exercise before you play a note. Try to hear and visualize 3)
the notes as you finger them. This will help you develop a feel for the exer-
cise and aid in rote memorization.

. Practice with a metronome to eliminate all guesswork concerning tempo.

Honest rhythm is essential to good musicianship.

. Always start out playing extremely slowly, and take your time building up

speed. It is common for musicians to rush through their practice thinking
that they are emulating their various fast-fingered mentors. Developing an
advanced technique means paying attention to detail. Give yourself a
chance to think about the next note.

. Always complete an entire section before stopping to work on trouble

spots. Be sure to remember where you need work—whether it is two notes
or ten bars—and go back to cycle that section before moving on. Following
is an excerpt from an exercise on perfect fourths. Parentheses indicate
potential cycle areas within the exercise which are isolated in the second

part of the example.
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5. Apply a variety of articulations. The following example demonstrates pos-
sible phrasings for triplets and sixteenth notes and one such phrasing for a

complete exercise.
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6. Apply a variety of dynamics: pianissimo for the entire exercise; alternating
measures of forte and piano; or piano to mezzo forte in the first octave,
mezzo forte to forte in the second octave, back to mezzo forte and finally
piano to finish, as illustrated in this example.
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7. If you have learned notes in the altissimo range (above high F), include
them in all of the exercises
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8. Practice the exercises in this book in tandem with tone work:* =
¢ Long tones in extreme upper and lower registers. —
e Harmonic overtone series. e
e Long tones with dynamic shifts. T, -
e Trouble spots; for example, middle C to D§.
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9. Spend twice as much time on those exercises or key signatures you find T =
most difficult. Remember, you are not giving yourself a concert. 2 ant ¢
10. Try to practice (and play) with musicians who are more advanced than you. 7 A
Forming practice partnerships can be one of the most rewarding ways to 4 =7FA g ° !
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* See Sigurd Rascher’s Top Tones for the Saxophone for an excellent exposition of this subject.
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IN TERVAL EXERCISES

t

Interval is the term used to express the difference in pitch between any two
notes whether played consecutively or simultaneously. If you are not already
familiar with the look and sound of all of the intervals smaller than an octave,
follow the suggestions below before proceeding.

First, write and memorize all twelve intervals using C as the root, then c§, D
and so on. Be sure to use both sharps and flats, because most intervals, though
they might sound the same, have two different names and functions in har-
mony. For example, C to G4 is an augmented fifth, while C to Ab is a minor
sixth. It will help to dissect each interval into half and whole steps; for example,
a minor third equals three half-steps or one and a half whole-steps.

Second, listen to intervals using the following methods: Use a piano or synthe-
sizer to gain an aural and visual overview of all intervals; quiz yourself by
closing your eyes and playing random note combinations to identify; sing
familiar melodies and analyze their harmonic structure; listen to the intervals
and chords in traffic sounds. It is important to be able to hear intervals and
identify them instantly.

Finally, there are a number of publications available that focus exclusively on
music theory and harmony for players at all levels. Whatever it takes, become
fluent in reading, transposing, and identifying intervals.

Most sections of this book use one interval, scale, or chord to demonstrate
patterns to be applied to all intervals, scales, or chords. The forty-five Interval
Exercises employ minor thirds as the template interval for each pattern. You

can either apply these exercises to the one interval at a time or apply one
exercise at a time to all intervals. Though both methods yield the same net

result, I prefer the latter for its sonic diversity and as an aid in rote memorization..

The example below illustrates Exercise 1 applied to intervals between a minor
third and an octave. You can also apply all the exercises to intervals larger than
an octave. Each line indicates the proper beginning, middle turnaround, and

ending of the given pattern.
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Minor Thirds

o)

] tt!:bE# h‘ £ ; E th bLﬁ: £

Il

bﬁh-ﬁt#r#

s

!xl
il

id

7 &-b ko

1

hil

%#:ﬁrbc%, L
:‘j&l

- — ;
@iﬂi@

z bcﬁb £ £

=

.b[b.&g_'-

il

T

o & #ﬁb oy

11




— d—

2, b,'-bﬁ £ o

q]
Ter

202

'} b:!
e Phe feit ;bcg._?

-'.b.._

g at Tiote

§ et

|

11

1Y

Leb,

w abe

0 ﬁf#—

—

om

220 fple

-

¢ gie’

_'._:t.

=,

24P

fop

£

o2

el

#}ﬁifi

| {an)
SV

bl

il

-

) be -

" fe




be

hal

1%

1

Prof e B #&ob’, e

'&b.

ol

#t ;E-n.:ﬁ#:f b;

N

2.

=

:ﬁb'

#::ﬁ,:t:ﬁp_

4

13

hefll

879550 ¥

| (@ |
o

J rare




=

-

1L

5

2

14

1Y

1&.."

e

e o

11

b'_bﬁ n 18 il 'D b& h.p.h' 2

1

Jg ===

bl

:}.

Pig.

™,

be

P2l
T

Ve, o

1

b

il

o

.

b,
]

I

gl
v

soteLet£F

-

be

o T

1]
|

halll

bl

17

[ (o
Sy
)] —— ™

P
g

14



-

1V=l0]
LA

i

Pt

=

=

a2,

beles

1]

i

.'.:

fr

F-‘:

&)
[Y)

N

11

~&-

]
1

_‘_..

_'q_‘_v

#i‘#" o<

¢ _
PT; 1 ¢ | e
b- T —Xx|
LI ID
I # Ky
B 1 l.l_r T LR
- o Xk
= T
' LI}
i o
| Y K1
8 -
A1 -
S
L 2
; <
i 9
- s oul
\ sl e
1 ¢ 'y
N At ot
' 'y
o _xx-
> &
- : OVl
1 | Y
by A ol
e XNt i
_ -4 L}
‘il
I 4]
N Y
L'y
Ne L.rm

1]

hil

1!

bl
T

£,

nb.l.

15




i -

=

¢
] : KY
i 4l 4
&/l
-~ _xixt
o [\
- | E=S }._.r ,4
9 ¢
| il
I% r
1 Rl
o Fl
q q
_n e
8
L
i qd
- Ik Tt
s ) |
Jt
¢/ )
i il L 3N
Al 4
Y N _rx-
'yl ¢
"’ ot
q )
N | Y _ _
s ¢/
8 ®
[} ol
| i | ol
h XXt R
* {1
n _ L 1N
ol o
&
&/
ID T T
nl,mwu NGe

oy

]

o

AV
o

16



7 i

4l
AT
o
Kl
- .
wey
[
ﬁ M
¢
- Sy
-
- AT
N
%.
LW‘ IMJI
A ] |
s vl
TN _xF
_r.N '”
s ool
.y
ﬁ% N

£ Ly b:&b.

11
[

L

|

I

Ll

13.

2le

b
ﬁp_bq'_-br; :Ebﬁb

P

b,

l’-bﬁb&q "

b"' L

17



V'

=
iz

=

T

0 b;E#- s, T pbe, bﬁ’-ﬂ-

—

e
e

[
I
2

toe

14.

L 11
\ Y
R
ot | L.
P hm
el W
R
* X
@/
A =
Wﬂﬂ ﬂ'm.l
L il
IW vn'.u.un —
Q.
8 94
o
na.ﬁ ]
| 1N -
%T
E =3
| ﬁa. ‘
= xhF |
il
IWI
£ thwu

ol
2|
(s
ol
i
'11'

=P
1.4

®

(!
o

'1%545

(A

18



beLe
T

==
>

hg @V g

o

11

-

Leb co b #bEbcE:# 3 T PEE :EEE:E;.ph

[ 3

|

k|

he Rl

o g
=

| e £ They
bz
E

L 2] b'p

be22b,

“
i

b, bﬁh.“

< #bEE- .\'_b- h

ha

bl
T

1] _#

Py
Coduatf
i}

be ghete®ieftie T Lole o

19



b

.glﬂ.'.

I<’,._

L

20




"

‘"‘
w®

tatins ot

|

T

obe .

e

£

£

by

o

P

;

=

b,

r'}a b

k.

[ £anY
| [an)

21

|
i |

teffe

T

£

fref,

-2

&bﬁ-,

e

bl

o £

E )




>

25.

N -'-U-

g =]

E#

2

&
-

o

e

2

hil

-0 b.'_

b-'—{.‘

&

]

14

ba’

A\iVJ
)

=

#

| 18

| (an

-

nll

27.

_.-

=

f

TR

o

£

&

be

b, »

1.4
Y.
P4

n
#9

T

) be .

22



171

e

: f':_‘_v

=E

H
[ (o
\\SY
LY

28.

b.ﬂ_b

. Pho

4
1

P —

he. £ ﬁ.,_#

F

11

b.'_ n b.-'- #

M ———

i

hi

29.

‘el

~—

117

ol

..'.“

1]

11

he- h:t Ljr Lb_p.

e

17

E #:t #.,_

i to

£

p be

23



31

>

be P2

be

b,

-~

-

—
—

h""

e foi

32.

117

b.

- 2

o

)
&

be- he.

L

bl

'b-'-

33.

|M{
ol
o
N s
I
| Y
\
«
LI
= Lll-
'.

hﬁ
ol
“y
LS
:

Fi

L Ky
;

'y

7] ¥

|

-




0 §

34.

ﬁ,.#&E.'.& H :'_‘h:th. . 2be,

M|

ﬁ;i

T

i

F‘é" "
] L I

e 2.

r

1
12}
v

o

g

o1
—

wé

.b.p_ 4o @7

17

P

4
>

5
ﬂ'”

m

#

+®
:

‘RI
L]

LY

i

25



o

be ®

3

be

o

—D.V

37.

-

e

e

2
— e

2]

g 3

»
& —

.

+—

Py

bel, oL,

*

Podod
LB |

£, e obe

il ]

®

] ﬁ,.ﬁ't ]

£

o b_,n_b.;‘_'.n.i’:tb1 e

&~

he

2

v Rumny X

r

-

W
A

11




L E;-

-2

ﬁ'

"hd
T

Prilg

=

s

AN\IVJ

41.

be-

LY
ae

o
T

tf&-.,

®
|

17

hete Tl oy, |

~XxT

Py

1Y

|

Ve

42,

117

27

1]
v

—

ub’— 7




o e——

RO A ALY, Lt B o 75

T C d A e o VDL SURY DY W ORI
b e g ey ey e Py

e e V" T S e ey Sy S s S iy =y

e~y

- = -
X s v Pl

beb

be-
he

be-
|
—
O
"
D
@
U

11

-
b
o
—
e
s
-

11
-
co 7
e
ne
- —
'y :tb R
[—
i

o
q

.
o
—

e
X

bele ]
==
Lo,
=

lee
e —

e
.2

4o
bp_bﬁ =

teh

—
o

==
2be ]

|
.
P
b
I=
j‘ﬁ-
|
—
_.L
»

43
0
J
44
45
7"
ANIYJ
Yy,
)
8



et

AP

e e P e i )2l b Rt
g
T
= ———. R =z
ey
Sohey
o
T —
—
= i i,
S




SCALE EXERCISES

Major-Scale Exercises

Practice the forty-two Major-Scale Exercises in all twelve major keys. Exercise 1

transposed to E-flat reads as follows. ;
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You can also apply the same exercises to other scales, some of which are
shown below.
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Practice the forty-two exercises using these scales (and other scales of your
choosing) transposed to every key. In some cases you will only need to do
minimal transposing. For instance, the C whole-tone scale is identical to the
whole-tone scales in D, E, F-sharp, G, and A-sharp, and the C-sharp whole-tone
scale is identical to the whole-tone scale in D-sharp, F, G, A, and B. In other
words, only one transposition (up or down a half step) will be necessary for the
whole-tone scale. I have not included the major-scale modes (Dorian, Phrygian,
Lydian, Mixolydian, Aeolian, and Locrian) because all six modes are defined by
the major-scale key signature. If, however, after exhausting the various combin-
ations available, you still crave more variety, feel free to practice these exercises
using the roots of the modes as your beginning and end points.

Here is Exercise 16 applied to the C-sharp whole-tone scale.
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When you apply the forty-two template exercises in this section to all of the
major scales plus all of the minor, diminished, whole-tone, and blues scales,
there are 2,226 possible exercises available. By adding other scales, articulation
and dynamic variations, and upper register extensions, you can stay busy for
the rest of your life!

Major-Scale Exercises
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Chromatic-Scale Exercises

Diligent practice of the Chromatic-Scale Exercises is essential to developing
total dexterity and unprejudiced technique. Remember that half the battle is
thinking ahead. Be ready for at least the four notes following the note you are
currently playing. Give special attention to the area between A (with the octave
key off) and middle E (with the octave key on). Transposition of the Chromatic-
Scale Exercises is unnecessary.
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SEVENTH-CHORD EXERCISES

This section contains chords and arpeggios often associated with jazz. The
following ten exercises on CM7 are the templates for further chord studies.
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Here are the ten previous exercises transposed to E.
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Transpose the ten exercises to all twelve major keys.

This next example illustrates ten different seventh chords in C. Exercise 1 (a
straightforward arpeggio) is applied to each chord and shown in the adjacent

measures.
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MISCELLANEOUS EXERCISES

The Miscellaneous Exercises combine elements of the previous sections, but
are in most cases technically and harmonically more advanced. Some patterns
may prove to be catalysts for further exploration; others are simply finger
études. Transpose each exercise to a variety of keys or starting points wherever

possible.
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