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INTRODUCTION

In this introduction, | take the liberty to call the attention of you all who are related to the saxophone in
someway - pupils, students, orchestra players, soloist, amateurs, and professionals, etc. - among others to the
fact that this publication called "MODERN SCHOOL FOR SAXOPHONE" was not made hastily to order
but it actually is a summary of all that | have gradually achieved owing to my efforts and by overcoming
many obstacles.

The fact that | have classic musical education completed by graduation from the conservatoire in Ostrava
(specialization: clarinet) was of course to my great advantage, although merely from the point that | became
"addicted" to practising and that | was constantly surrounded by music for the whole six years.

Yet only the completion of a one-year course called "Jazz Practice" under the guidance of Karel Velebny
was of keynote significance for my further musical development. Its importance embodied in its slightly
opening the door leading to the chamber of IMPROVISATION for me.

My experience with this music field then was solely founded on fantasy, emotions, instincts, and a fuzzy
knowledge of jazz music theory. This was enough for me to cope with the basic jazz forms, although with
any harmonic drift I was lost and played "off key".

Thus, thanks to Karel Velebny I understood that knowledge, logic, and sense also exist apart from fantasy
and emotions. Only in this liaison you are capable of continuous development and changes.

If a moment ago | mentioned that the door to this chamber was only half-open than it is absolutely true.

In brief - a teacher and a brilliant personality on one side and some 30 musicians playing different
instruments on the other. And all this happening just six weekends in a year! So it must be clear to you that
the course was merely a certain kind of guide or impulse for us so that we ourselves would start wanting to
learn, discover and practice and practice...

This School has a similar aim yet with one great difference - it focuses on one single instrument and as an
IMPULSE driving you to search for your own path it offers my own cognition and practical experience
based on the rules of music theory.

I am certain that mastering the overall syllabus perfectly and its constant repetition will automatically lead
you to what you essentially incline to and that with your improvisation abilities you will stand ground in any
musical genre.

Important!

1) You must be familiar with all the major scales with sharps and flats (#, b).

2) You must be acquainted with the minor scales and have basic theoretical knowledge of music.

3) Tune correctly (intonate, not to play of tune)

4) Basically manage the whole range of your instrument in terms of technique.

5) You must really want to learn something.

6) But above all to work hard (practice, play - work like a horse for the first five years at least)!

If you lack some knowledge or skill, make up for them and learn them. In Part One of the School | will
focus on WHAT AND HOW TO PRACTICE, to put it shortly. Part Two of the School is an introduction to
IMPROVISATION with practical examples accompanied by piano & space for practising your
improvisation abilities.

Obviously, each part of the School has not only its own text and score notation to each lesson and exercise
but also audiocassettes with practical demonstrations, each with 85-minute recordings (piano
accompaniment Jan Buchar).



SCHOOL - PART ONE
WHAT AND HOW TO PRACTICE

LESSON 1

It comprises a theoretical introduction, necessary information, and two initial exercises:
a) Phrasing

b) Rhythmical division (rhythm)

Introduction

- Embouchure & tone

- Air stream & working with the diaphragm (hot breath)
- Concentration & mind

Several terms closely related to one other and closely linked with each other. To describe each of them
separately would be misleading, time-consuming, and even boring in a while. It is vital though that we think
about them and keep them in mind during every practice session. | will try to embrace all these terms in the
recount of my own experience.

After graduating from the conservatory and completing Jazz practice at the age of 21, when | started my
teaching practice at a basic arts school (it took me 4 years), | had this tremendous desire to become a
professional musician and to earn my living by playing the saxophone. Since then, | have spent more than 15
years by practising, searching, discovering, as well as maintaining the gained knowledge and I have reached
the conclusion that if you have the desire, concentration ranks second most important then. | do not need to
put any extra emphasize on the fact that concentration is associated with intellectual activities. For the most
part, good music is an emotional matter a thus, without the mind and concentration we are lost in a flush of
our emotions.

Concentration keeps our self-control always alert and enables us to manage and control not only what and
how we play, but also and mainly, whether we intonate correctly and whether the tone sounds good, how to
work with the embouchure in any pitch to produce just the sound we want and need, how to work with the
breath (diaphragm) with various phrasing, dynamics, low-pitched tones, extremely high pitches....

Without concentration and self-discipline we give in to the effect of the surrounding environment (stressful
enough itself) and so it happens that we have stage-fright, memory "black-outs"”, we make mistakes, we are
nervous, our fingers are shaking, our whole body is stiff and so we run out of breath even with the shortest
of phrases...

Expressed by a simple equation: gained knowledge + its continuous repetition and perfection + everyday
concentration training (This applies to everyday life as well. Examples are everywhere around us. Top
athletes, surgeons, conductors, airline pilots, directors, producers, etc. would not do without concentration.)
= good (if not excellent) musical performance, joy from playing, healthy self-esteem...

After years of practice and great patience, all this becomes a part of your subconsciousness and a motor
function of your nature. None the less, this is a never-ending process. If people develop and improve, they
constantly acquire new knowledge and experience, thus logically correcting, changing their previous,
definitive decisions. That is why it is necessary to keep the path to new cognition open and not to obstruct
oneself in development.

Embouchure and tone - once more | repeat: practice, practice, and practice!

You will never produce a fine tone from the saxophone, if you do not practice at least 2 or 3 hours a day.
Buy records, audio and videocassettes, CDs and listen to saxophonists. This way you will conceive a certain
notion of the tone, which you would like to have - your tone ideal. Do not regret the money spent and create
your role models by listening to music. Everyone started from something at the beginning. The same counts
with live performances. Exploit the current offer of imported jazz, stand in the first line and watch the
saxophone player, what he does with the embouchure, how he breathes, what are his fingers doing...

View him as a complete personality on stage (how he behaves when playing or during a pause...).



When playing, the majority of saxophonists look as if they are suffering, as if playing the instrument costs
them a lot of effort and as if they are "biting and squeezing™ it in their mouths. However, the contrary is the
case (eve though...). The visible effort results from the way the saxophonist maintains the tension between
the embouchure, the air stream (breath), and the diaphragm.

The breath from your diaphragm and consequent exhalation of the air under certain pressure facilitates
the embouchure, especially the lips and the jaw to be in constant motion. This way it accommodates the
basic characteristic of the embouchure, the saxophone tone and its formation. So compared to the clarinet it
is more released.

The saxophone has 4 key points:

1) The mouthpiece resting on the upper teeth.

2) The left thumb placed on the thumb rest and operating the octave key, seemingly pushing the instrument
forward.

3) The right thumb fixing the instrument to ensure its stability.

4) The neck strap or harness reducing the weight of the instrument.

The largest load is applied to the right thumb and the neck. This reduces the weight of the instrument and
enables the embouchure to be more flexible and to respond faster to tone, dynamic and phrasal changes.

The upper lip embraces the top of the mouthpiece. The lower lip is slightly tucked over the lower teeth and
with light pressure, it tightens the space around the mouthpiece to keep the air (breath) from escaping. With
such tension in the lower lip and the diaphragm and by working with the lower jaw, we secure that the reed
is not "choked" (oscillating freely) and the tone is open, colourful ("juicy” is the right word), and
characteristic for the saxophone.

In essence, the lower jaw is constantly slightly open and moving. All depends on the pitch we are playing in.
With the saxophone in a low tone pitch, the jaw is in its maximum back and open position, the lower lip
relaxed (also depending on the hardness of the reed, but we will discuss that later).

Moving the tone pitch up, the position of the lower jaw moves as well. Of course, the motion is not
excessive, yet it is apparent when looking at the player.

All is based on the nature and the requirements of the saxophone as an instrument, so that the tones sound
correctly and tune with one another. You will start moving your jaw automatically, without realizing it.
When working on your improvement, it is necessary to handle this issue with great attention and endurance.
Most of all, be relaxed, do not raise your shoulders and concentrate.

Try this exercise:

1) Play long tones within the whole range of the instrument (8 beats).

2) With each note try to create the following dynamic progression (see illustration).

3) Listen carefully and try to maintain the colour of the tone identical at all times.

In the beginning (in about the first 2 years - if you practice 2 or 3 hours a day) it is a strain for the mimic
muscles, your concentration and patience. You may even have an occasional headache, suffer pain in the
abdominal muscles and your right thumb (probably hurting the most). If you endure, the results will come
later on. Do not push anything - take time off during practice and what is most important, do not practice
non-stop and every day, create your own "tempo", loosen up and enjoy learning and creating.

Each day you practice, you begin with playing the tones that sound naturally good to you. Listen!
Concentrate on what the embouchure is doing. You must first hear the tone that you want to play inside. If
you practice this patiently, you will build fine foundations for your future development (technique, working
with the tone, improvisation), you will be more confident when playing.

Because everything is relaxed and only the lips embracing the mouthpiece like sucking a lollypop are firm,
supported by the upper teeth and the right thumb.. ., the air stream exhaled under slight pressure (imagine
you are breathing on a frozen windowpane in winter - hot breath), with all this you get the feeling as if you
are spitting out the mouthpiece while playing. You must never bite into it tightly (with the exception of
extreme "heights™ and it is not always the case as well).



Keep experimenting, searching, listening (to yourself), involve your mind. Concentrate on what you are
doing. Practice in several shorter periods (30 minutes and a break, then 20 minutes and a break, 30 minutes
and a break, 20 minutes, etc.). This way you are beginning to create your own system of practice in playing
the saxophone as well as your approach to yourself.

LESSON 2

d) Thirteenth chord + scale-tone seventh chords on scale
From the previous exercise we know that the tridecimal chord (thirteenth for us) consists of seven
consecutive thirds:
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On the following example you see that the chord 13 (%) is formed by two seventh chords (septachords)
placed on one another:

If this scale is too difficult for you, create a pattern (according to these instructions) for a less difficult scale.
However, you will not have an example on cassette. Nevertheless, do not avoid difficulties too often. The
C# major scale is as any other scale, you just need to learn it.

This exercise serves for practicing the tone material of the specific scale. In practice, this means that if the
harmonic symbol =%, appears in your score you may play any of the other chords listed when improvising
and you will not spoil anything. The only thing that matters is what chord precedes and what chord follows
so that you can prepare the piece you play musically and later expand it. Otherwise, you will be jammed up.
Every case is different though. There are compositions where the tone material of the specific chords must
be followed.

It requires a lot of practice and feeling (or God given talent) to recognize which chord to use. When
improvising, do not forget that you can choose from many expressional means.

Music is not just chords and scales!

Ideal for you will be if you initially write down all your exercises (in all scales, ugh) on sheets. The listed
examples prompt you how to proceed. Later on, release yourself from the sheet and train your memory and
hearing. At first, play everything very slowly, paying attention to producing a good tone and accurate
rhythm, to concentrate your thoughts on the exercise you are currently playing. If things do not go well and
you feel like smashing the sax against the wall - take a break for a moment or a day. Release both your body
and mind from music.

Yet, remember that practice makes the master!



Scale-tone seventh chords on scale - all examples are in C# major
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If the key signature is not prescribed in the beginning of the exercise or composition - @i -
- the "life span" of each accidental is limited to one time and the range of one octave. However, in practice

you will learn that there are numerous methods of score notation...Obviously, you can add the missing
accidentals, even though it is better if you get used to it.



SCHOOL - PART TWO
»The Basics of Improvisation™

Introduction

Improvisation. Realize the content of this word - to break away from the set code, from the prescribed
principles, to abandon the fixed form and pattern of any human activity and to approach it in a different way,
not to fall within the stereotypes of everyday life. Whether consciously, out of necessity, or compulsion.
Usually, improvisation arises from an unexpected situation or a state of emergency. It is anticipated that a
person will be able to cope with it. It is a natural human quintessence given by the nature and the universe -
all is evolving, all is changing, something is dieing away and another reborn anew. We are very lucky to be
a part of it. To what degree (if any at all) are we able to improvise is given by the political regime with
respect to historical continuity, the system of upbringing, education and the spirit of the nation that
surrounds us and that should motivate us to such attitude towards life (in its own interests). And while quite
vice versa is happening to us, the unchanging law of nature shouts at the pitch of its breath - "all is in
motion!".

Try to feel the motion, perceive it, and capture its invisibility in the visible. Each day we are different if
merely in our relation to the external conditions. When we finally reach our heart, the state of our soul, it is
sheer agony for it to repeat the prescribed, routine, compulsory activity in a stereotype, without the slightest
deflection, every hour, every day, year by year, for the whole life!

None the less, human beings are surprisingly adaptable especially to what is not good to them. Their
idleness helps them to forget about their nature. No doubt, there are professions where there is no place for
deliberate improvisation, yet even here, many situations exist when we may utilise improvisation (meaning
mutual human relations).

Improvisation is a new approach to oneself and to the environment, it is the spirit of playfulness, the joy of
life, the desire to create the new and the unknown, and also the effort to surprise (in the best sense of the
word) and to be able to be surprised. It is romanticism hidden in each of us. It also is the animation of the
heart - to wrench loose from the set code, to fly up into the clouds and experience the freedom of the
moment.

Yes, these are mere moments when while improvising our inner freedom, gained knowledge and practical
experience coalesce with the cosmic law of naturalness telling us - "everything is as it is".

In music, it is the coalescence with the inner freedom of your fellow musicians. It is something | have
experienced many times during live performances, at the studio and something | want to experience as often
as possible. By continuous training, practice and especially by contact with the right people and fellow
musicians, these moments can be extended to such a rate that we ourselves are able to incite such a state
when necessary (it is directly associated with concentration).

If you now look into your recent past, it will surely not take you long to find and you will find a number of
situations in which you improvised quite naturally and automatically: It's raining, you don't have an
umbrella, so you put your briefcase or bag on your head. You are at school and the tutor asks you to take an
oral exam. You haven't studied much, so you are clutching at every tiny bit of knowledge on the given topic
and in the context, you are trying to make use of as much "sauce" as feasible, in order to make an impression
of having extensive knowledge or at least of exerting great efforts, etc. You will certainly find more
examples.

In the era of baroque and classical music, improvisation was an essential part of the knowledge of every
musician, especially organ, cembalo, piano and viola da gamba players. In fact, competitions in improvising
on a certain theme had been held.

You are lucky that basically all contemporary history of improvisation, especially and mainly jazz
improvisation is archived on tens of thousands of various recordings. You have the opportunity to buy just
what you need, what you like, and what suits you best.

Once more, | advise you to listen to music, to create your own musical role models, download (record) the
solos of famous and your favourite saxophonists. Try to penetrate into the structure of their solos.

For improvisation, you mainly need information, knowledge, and a "bit" of talent. However, you must work
hard above all.



In Part Two we will apply all that we have discussed in Part One of the School in practice. If you have
cheated on some parts of the previous exercises, you will have problems now. Go back, so that you can go
forward. You will get the syllabus into your blood by patient and conscious practice. All will not be running
smoothly at once and without difficulties (if you are not a genius), but give it a try and practice, practice...
Don't let yourself get discouraged by failures, overcome your idleness, believe in yourself!

Only knowledge will give you a birds-eye view and self-confidence. Knowing that you will orientate well in
all major scales and their chords, in major and minor pentatonic (realize the relation between them), in
Church scales, dominant seventh chords, dominant roots of all major scales, diminished, whole tone and
altered scales, blues and chromatic scales.

This is the most important base for any musician who wants to be a good (universal) player. This is your
guarantee! Your knowledge that no one can take away from you (only you yourself, if your stop practicing).
Knowledge will help you penetrate into the world of professional music. In fact, it is an extensive base of
tone material which you should keep in store in you memory and which you could use instantly when
improvising, during solos or in the orchestra. The point is to play the right tone in the right place and at the
right time. Everything depends on you and you alone, on your diligence and your ability to understand. And,
as | have said in the introduction, also on you effort, desire and courage to begin with practice. Start playing
anywhere, anyhow and with whomever. To START is the most important thing! The rest and | mean your
development to the better will come by itself. Yet only if you really want and strive for it with the right
means. Do you understand?

Your life is in your hands. Do not hesitate and go after it, if you are certain. Now, | will briefly explain the
scheme and content of Part Two of the School.

The cassette with practical demonstrations is vital. It contains examples of improvisations on all kinds of
scales as well as other subjects of your study that we have discussed in Part One of the School.
Accompanied by the piano, | will initially interpret the scale (or its chord) and then approximately a minute
and a half of improvisation. Only the accompaniment of the piano will follow, serving as space for the
student to verify and test his or her improvisation abilities.

For example:

- scale + chord13 (spreading throughout the whole range of the instrument)

lonic - my example of improvisation accompanied by the piano

- space for the student (piano accompaniment)

In essence, it is all about your learning to play only the notes of the studied scale or chord. And nothing else!
And, that's what it's all about. Control yourself, listen to yourself and realize, what tone material you are
playing and what you are to play. At first, follow this rule very strictly. Just play the scale alone or the chord
"up and down". This way you train your sense for tonal and harmonic feeling. Do not go on until your
fingers are quite confident, without the slightest hesitation. As soon as you have coped with the scale in such
a logical and practical manner, you may engage other musical means of expression, such as dynamics,
phrasing, rhythmical division, accents, leaning notes, glissandos, etc. As soon as you manage this as well
(caution, we are still on one scale only), then you can add your fantasy and emotions and perhaps you will
even bring off a solo on a sound level. But don't hurry! At first, rationalize everything and perceive the tone
material with which you will be working. Only then it will be playing, music, fun and delight.

The text annex in Part Two of the School will be only minimum and scores almost none. Everything is clear
from the recording, so we do not need any lengthy comments. Finally, I present an overview of the most
frequently used chords and what to play with them (what mode, what scale). That is only theory though. In
practice, you will find out that a number of other circumstances matter no less, i.e. what musicians you are
playing with, what style of music, what concrete composition, in what tempo, with what instruments, and
the environment affects you as well, whether you are playing acoustically or whether there is a lot of noise
on stage (bad acoustics, sound mixer, monitor speakers...).

There is a lot of aspects. Therefore, | advise you - to read and study this School step by step from the
beginning, as it is written. Do not try to speed anything up, to cheat or to leave anything out, because it will
later manifest itself as lack of knowledge, ignorance, and finally as incapability. Everything relates to



everything. | can only comfort you by saying that to this day | practice 3 hours a day and even more, if
necessary (but I also know how to relax).

And I also know that it will never end until I chuck up the sax. It is a never-ending process of innovation and
maintaining oneself on a high level of readiness to play (record) with the best.

Believe in yourself and above all, work hard!

P.S. All exercises are in a 4/4 time and are based on one tempo.

LESSON 6

Bluesin C

The story goes that this is the beginning of modern music and jazz especially. And, this is true. If you look
back into the history of America, you will recognize the source from which the strength of Black Music
springs from. The Afro-Americans were mostly dragged away from African countries. And together with
them they brought their culture and traditions.

Slog, the lack of freedom and any human rights, the whipping, the killing and the raping... such life
desperately searched for a way to escape, those small joys and distractions. Their natural instinct
commanded them to dance, sing, and play. Taboos and punishment were of no use.

Music won and became their strong combat power demonstrating their protest against oppression.
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Blues conceived from this in the very beginning is thus a gospel - a political and a religious song. None the
less, it was (and is) a process in time, evolving many a century. The climax being the war of the North
against the South, the American Civil War, when the victory of the industrial North finally lead to the
abolition of slavery.

However, it did not bring any changes to the Afro-Americans for a long time. Discrimination and
humiliation has persisted even until the present. And blues likewise.

Most of all, this steady 12 beat harmonic form has always expressed the feelings, moods and the emotions of
people. Anything fits into it - the manner of playing, the style of music, the phrasing, harmonic alterations,
added times and chords... One link remains though - the blues scale. Basically, it is a universal scale which
you can play on the whole form of the basic blues harmony without spoiling anything. In the following part,
I will analyse the recorded harmony on a practical example (1 - 5).

1. | The very basic blues harmony on which I play the introductory theme. These are all dominant seventh
chords. You can play a Mixolydic scale with them although it is better to use the dominant seventh
chord in combination with major pentatonic.

2. | Beginning of the solo. Dominant seventh chords followed by chord F#O = diminished chord.

3. | 4. see illustration.

4. | The final theme is again played on No.1 harmony.

I tried to play the solo according to this analysis, yet in some stages | used the blues scale instead (even over
several chords). This results from instantaneous inspiration, mood, and feelings. Thus, it may happen that
some tones sounding in the solo may seem as if they do not belong there. It is important though that you are
able to defend such tones and expand them correctly into the following chord. In such a case, everything is
O.K.



I will give you advice - download (record) my solo on a score and see for yourself what | really play in a
every specific harmony.

schema:
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5. Closing theme - at first harmony

www.muzikus.cz/



http://www.muzikus.cz/




== PRO SAXOFON

Moderni Skola pro Saxofon
Ivan Myslikovjan



Obsah

Uvod

PRVNI CAST SKOLY

I. lekce

II1. lekce

III1. lekce

IV. lekce

V. lekce

VI. lekce

VII. lekce

VIII. lekce
IX. lekce

X. lekce
XI. lekce
XII. lekce

- Tecreticky dvod
- a) Frdzovani ......
- b) Rytmické &lenéni {rj"l :r'u.s]

= ¢} Intervaly
- d) Akord 13 + Dodkalné septakordy po slupnici

g)Cirkevnf stupnice ...... i cc0i00000aas

ch) Moll pentatonika ............
i) D] — Dominantni jddre . ....cc000c00

- 1) 1235 (kvintovy a kvartovy kruh, chromaticky)
k) Opakovaci cvideni ....

= 1) Tondlni pfibuznost
- m) Procvitovaci vzor
- n) Chromaticky viechny dominantni seplakordy

o) Celoténovd stupnice ........cccccevannn
= p) Procvidovaci vzor _.'Lelut{:-mat- tupnice

q) Zmenend stupnice ..........

- ) Akordické obraty po tmendenéd stupnicl.....
g) Zbyvajicl zmendenéd stupnice

t) Alterovand stupnice .........c.0.
- u) Pfehled viech alterovanych stupme ..

- v) Chromatickd stupnice
- %) Blues stupnice .

DRUHA CAST SKOLY

Uvod
I. lekce
II. lekce
III. lekce
IV. lekce
V. lekce
VI. lekce
VIIL. lekce
VIIIL. lekce

Cirkevnl stupnice . .................

Procwnidovani durové pentatoniky a bluesovd st

1625 v B dur

Zmeniené slupnice

h) Dominantni septakord ....... . o

[<:]

... 19
.2l

e) Durovd pentatonika . ....cooivesaiersasrcsnsnss
o 131 T

28
24

- BT

T2

.- 15

VPRI o ccacsrasans

76

.18

Caloldnewd SIUPTICE .....ccociisssssssasrssarrssssass

Alterované stupnice

Extrémné vysoké tény .. .......

=TT = -

Tabulka akordickych znacek

P. 5.

Slovo na zaveér .

Ivan Myslikovjan .

79

B0

81

..BS

.. 86

.. 81



UvVoD

Vy vsichni, kteti mate k saxofonu néjaky vztah - zaci, studenti, hraci orchestra, solisté, amatéfi,
profesionalové..., dovoluji si vas v tomto uvodu, kromé jiného, upozornit, ze tato publikace pod ndzvem
,MODERNI{ SKOLA PRO SAXOFON" nevznikla na objednavku v kratké dobé, ale je vlastng shrnutim
vSeho, k ¢emu jsem se svym Usilim a po pfekonani mnoha prekazek postupné dopracoval.

To, ze mam klasické hudebni vzdélani, ukoncené absolutoriem konzervatoie v Ostravé (obor klarinet), bylo
pro mé samoziejme velké plus, ale pouze v tom, ze jsem si vytvofil ,,zavislost" na cviceni a byl neustale
obklopeny hudbou po celych Sest let.

Pro muj dalsi hudebni vyvoj vSak mélo zadsadni vyznam az absolvovani jednoletého studia pod vedenim
Karla Velebného s nazvem ,,Jazzova praktika". Jeho vyznam spocival v tom, ze mi byly pootevieny dvere
do komnaty s ndzvem IMPROVIZACE.

M¢ tehdejsi zkusenosti s touto hudebni oblasti byly postaveny pouze na zékladech fantazie, emoci, instinkta
a mlhavych védomosti z jazzové hudebni teorie. To mi stacilo na zvladnuti zékladnich jazzovych forem, ale
pii jakémkoliv harmonickém vyboceni jsem byl v tizkych a hral tzv. vedle.

Tedy diky Karlu Velebnému jsem pochopil, Ze vedle fantazie a emoci existuji také védomosti, logika a
rozum. Jeding v tomto spojeni jste schopni neustalého vyvoje a promeén. Jestlize jsem se pred chvili zminil,
ze dvefe do této komnaty mi byly pouze pootevieny, pak je to naprosta pravda.

Kratce - na jedné stran¢ ucitel a skvéla osobnost a na strané druhé asi 30 muzikantl riznych nastroju. To vSe
jen Sest vikendul za studijni rok! TakZe je vam asi jasné, ze studium meélo byt pouze jakymsi navodem nebo
impulsem, abychom sami zacali chtit poznavat, objevovat a cvicit a cvicit...

Tato Skola ma podobny vyznam, ale s jednim velkym rozdilem - obraci pozornost jen k jednomu hudebnimu
nastroji a nabizi jako IMPULS k hledéani vasi cesty moje vlastni poznani a praktické zkuSenosti, opirajici se
o pravidla hudebni teorie.

Jsem si jisty, Ze dokonalé zvladnuti celého obsahu $koly a jeho neustalé opakovani vas piivede automaticky
k tomu, k cemu ve své podstaté inklinujete, a ze pak se svymi improvizaénimi schopnostmi obstojite v
jakémkoliv hudebnim zénru.

Diilezite!

1) Musite znat vSechny durové stupnice s kiizky i bécky (#, b).

2) Védét o stupnicich mollovych a mit zakladni teoretické znalosti o hudbé.

3) Spravné ladit (intonovat, nehrat fale$ng).

4) V zékladech zvladat technicky cely rozsah svého nastroje.

5) Chtit se opravdu néco naucit.

6) Ale hlavné tvrdé pracovat (cvicit, hrat - dfit opravdu jako kun alespon prvnich pét let)!

Jestlize vam néjaké védomosti a schopnosti chybi, tak to napravte a naucte se je.

V prvni ¢asti Skoly budu probirat, struéné fe¢eno, CO A JAK CVICIT. Ve druhé &asti potom avod do
IMPROVIZACE a praktické ukazky za doprovodu pidna + plocha pro cviceni vaSich improvizacnich
schopnosti.

Samoziejme, ze kazda ¢ast Skoly ma nejen sviyj vlastni textovy a notovy zapis k jednotlivym lekcim a
cvicenim, ale i svou audiokazetu s praktickymi ukazkami, kazda v délce trvani asi 85 minut (klavesovy
doprovod Jan Buchar).



PRVNI CAST SKOLY
»Co a jak cvic¢it"

I. lekce

obsahuje teoreticky uvod, nezbytné informace a dale dvé Givodni cviceni:
a) frazovani

b) rytmické ¢lenéni (rytmus)

Uvod

- Natisk + ton

- Dech + prace s branici (horky dech)
- Soustredéni + rozum

Neékolik pojma, které spolu tzce souvisi a jsou navzajem propojeny. Popisovat kazdy zvlast by bylo
zavadgjici, zdlouhavé a po chvili asi nudné. Je vsak bezpodminecné nutné, abychom o nich premysleli a pfi
kazdém cviceni je mé&li na paméti. Ja se pokusim vSechny tyto pojmy zahrnout do vypovédi o svych
zkuSenostech.

Po absolutoriu konzervatoie a Jazzovych praktik, ve svych 21 letech, kdy jsem nastoupil ucitelskou praxi na
zékladni umélecké Skole (trvala 4 roky), byla ve mné obrovska touha stat se profesiondlnim muzikantem a
zivit se hrou na saxofon. Od té doby jsem vénoval vice jak 15 let cviceni, hledani, objevovani, ale i
udrzovani nabytych védomosti a dospél jsem ptitom k tomu, Ze pokud mate v sob¢ tuto touhu, hned na
druhém misté dulezitosti je soustredéni. To, Ze soustiedéni je spojeno s rozumovou ¢innosti, nemusim asi
zvlast zdaraznovat. Dobra hudba je pfevazné emocionalni zaleZitost a tak bychom byli bez rozumu a
soustiedéni ztraceni v zaplavé svych citu.

Soustiedéni udrzuje nasi sebekontrolu v neustalé pohotovosti a dovoluje nam ovladat a kontrolovat nejen to,
co a jak hrajeme, ale také pravé a hlavné - jestli spravné intonujeme; jestli ton dobie zni; jak pracovat s
natiskem v jakékoliv poloze, aby se ozvalo to, co chceme a potiebujeme; jak pracovat s dechem (branici) pfi
rizném frazovani, dynamice, pti hlubokych tonech, pti extrémnich vyskach...

Bez soustiedéni a sebekazné podléhame vlivu okoli (které je uz tak dost stresujici) a tak se stava, ze mame
trému, ,,vypadava" nam paméi, délame chyby, jsme nervozni, tiesou se nam prsty, jsme celi ztuhli, a tim
padem nam nestaci dech ani na kratkou frazi...

Receno jednoduchou rovnici: nabyté védomosti + jejich neustalé opakovéni a zdokonalovéni + kazdodenni
trénink v koncentraci

(Plati i pro osobni zivot. Ptiklady jsou na kazdém kroku. Bez koncentrace by se neobesli §pickovi sportovci,
chirurgové, dirigenti, piloti dopravnich letadel, reZiséfi, producenti ...) = dobry (ne-li skvély) hudebni vykon,
radost ze hry, zdravé sebevédomi...

To vse se stane po dlouhé dobé cviceni a velké trpélivosti soucasti podvédomi a motorickou zalezitosti vasi
prirozenosti. Tento proces vSak neni nikdy u konce. Pokud se ¢lovék vyviji a zdokonaluje, ptibira neustale
noveé védomosti a zkuSenosti a tak logicky opravuje, méni své predchozi, definitivni rozhodnuti. Proto je
potieba nechat si ptistupovou cestu k novym poznanim otevienou a nebranit sim sobé ve vyvoji.

Natisk a ton - znovu opakuji: cvicte, cvicte, cvicte!

Nikdy ze saxofonu nedostanete dobry ton, pokud nebudete cvicit minimalné 2-3 hodiny denné. Kupujte
desky, kazety, videokazety, CD a poslouchejte saxofonisty. Tak si vytvotite jakousi svou piedstavu o tonu,
ktery byste chtéli mit vas tonovy ideal. Nelitujte penéz a poslechem muziky si vytvoite své vzory. Kazdy v
zacatcich z n€koho vychazel.

Totéz plati o zivych koncertech. Vyuzijte soucasné nabidky importovaného jazzu, stoupnéte si do prvni fady
a sledujte saxofonistu, co déla s natiskem, jak se nadechuje, co prsty...

Vsimejte si ho také jako celkové osobnosti na pddiu (jak se chova pfi hrani i v pauze...).



V¢tSina saxofonistl pti hrani vypada jakoby se trapili, ze hrani stoji velké usili a Ze to v puse ,,straSné
kousou a mackaji". Opak je pravdou (i kdyz...). Vizualni usili vyplyva z toho, jak saxofonista udrzuje napéti
mezi natiskem, dechem a branici.

Brani¢ni dychani a nasledné vydechovani vzduchu pod urcitym tlakem umoziiuje natisku, hlavné rtim a
spodni Celisti, byt neustale v pohybu. Tim se vychazi vsttic zakladni charakteristice natisku, saxofonovému
tonu a jeho tvoteni. Oproti klarinetu je tedy vice uvolnény.

Saxofon ma 4 operné body:

1) Hubicka, ktera je opiena o vrchni zuby.

2) Palec levé ruky, opteny o podlozku, ovlada oktavovou klapku a jakoby nastroj tlacil
mirn¢ dopiedu.

3) Palec pravé ruky nastroj fixuje, aby byl stabilni.

4) Siiiira na krk, ktera zmirtiuje vahu nastroje.

Nejvice zatizen je palec pravé ruky a krk. To odebird vahu nastroje a umoziuje tak natisku, aby byl

Vrchni ret objima horni ¢ast hubi¢ky. Spodni ret je mirn€ ptehnuty pies spodni zuby a v lehkém napéti
dotésnuje prostor kolem hubicky, aby neunikal vzduch (dech). Timto napétim ve spodnim rtu, branici a praci
se spodni Celisti docilime toho, Ze platek neni ,,zaduSeny" (voln€ kmitd) a tak je ton otevieny, barevny
(trefny vyraz je ,,Stavnaty") a charakteristicky pro saxofon.

Spodni ¢elist je v podstaté neustale pooteviena a v pohybu. Vse zalezi na tom, ve které poloze hrajeme.

Pti spodni tonové poloze saxofonu je Celist nejvice vzadu, nejvice pooteviend a spodni ret uvolnény (zavisi
také na tvrdosti platku, ale o tom pozdéji).

Se zménou ténové polohy smérem nahoru se méni i poloha spodni celisti. Samoziejmé, ze pohyb neni
piehnang velky, ale piesto je pti pohledu na hrace patrny. VSe vychazi z ptirozenosti a potieb saxofonu jako
nastroje, aby se tony spravné ozyvaly a navzijem spolu ladily. Celisti za¢nete pohybovat automaticky aniz
byste si to uvédomovali. Pii zdokonalovani je nutné se této problematice vénovat s velkou pozornosti a
trpélivosti. Hlavné bud’'te uvolnéni, nezvedejte ramena a bud’te soustiedéni.

ZKuste toto cviceni:

1) Hrajte dlouhé tony v celém rozsahu nastroje (na 8 dob)

2) Snazte se na kazdém tonu vytvoftit nasledujici dynamicky prabéh (viz obr.).

3) Dobfe se poslouchejte a snazte se, aby barva tonu zistala porad stejna.

Z pocatku (asi prvni 2 roky - pokud cvicite 2-3 hodiny denné) je to namahavé na mimické svaly, soustiedéni
a vasi trp€livost. Také vas nékdy muze bolet hlava, biisni svaly a palec pravé ruky (ten asi nejvic). Kdyz
vytrvate, vysledky se pozdé&ji dostavi. Nic vSak nedé€lejte nasilim - odpocivejte pii cviceni (hlavné necvicte
nonstop a také ne vzdy kazdy den; vytvoite si svij ,,rytmus"), bud’te uvolnéni, méjte radost z poznavani a
tvorenti.

Kazdy den, kdy cvicite, zacinejte se rozehravat na tonech, které vam samy piirozené dobie zni. Poslouchejte
se! Soustred’te se na to, co déla natisk. Ton, ktery cheete zahrat, musite uz vnitiné slyset dopiedu. Pokud
tohle budete trpélive cvicit, dostanete dobry zaklad pro dalsi vyvoj (technika, prace s tonem, improvizace),
budete jistejsi pii hrani.

Tim, Ze je vSe uvolnéné, zpevnéné pouze rty, které hubicku objimaji jako byste cucali cukrovy Spalek, s
pevnou oporou vrchnich zubi a palce pravé ruky..., pod mirnym tlakem vydechovany vzduch (ptestavte si,
ze v zim¢ dychate na zamrzlé okno - horky dech), tak tim v§im mate dojem, jako byste pti hrani hubic¢ku
vyplivovali z pusy. Nikdy nesmi byt pevné zakousnuta (s vyjimkou extrémnich ,,vySek", a to také ne vzdy).
ZkousSejte, hledejte, poslouchejte (se), zapojte svuj rozum. Soustied’te se na to, co délate. Cvicte v nékolika
kratsich periodach (30 minut a pauza, 20 minut, pauza, 30 minut, pauza, 20 minut ...). Zacinate si tak
pomalu tvorit svij vlastni systém cviceni, jak ve hie na saxofon, tak i v ptistupu k sobé samému...



Il. lekce

d) Akord 13 + DoSkalné septakordy po stupnici

Z ptedchoziho cviceni vime, Ze tercdecimovy akord (pro nas tfinactka) se sklada ze sedmi po sob¢ jdoucich
tercii:

C'Ef MDA

L

Na dalsim ptikladu uvidite, ze akord 13 (ct”) se sklada ze dvou septakordll postavenych na sobé¢:

A nakonec - kdyz tyto akordické tony spravné sefadime, vyloupne se nam stupnice C# dur:

b " A¥ o)
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Takze mizete logicky od kazdého tonu stupnice C# dur vytvoftit doskalny septakord

Jestli je to pro vas pfili§ tézka stupnice, vytvoite si priklad (podle tohoto navodu) na stupnici leh¢i. OvSem
nebudete mit vzor na kazeté. Nevyhybejte se ale pfili§ ¢asto tézkostem. C# dur je jako kazda jina stupnice,
jen se ji naucit.

Toto cviceni slouzi k procvi¢ovani tonového materialu dané stupnice. V praxi to znamena, ze kdyz se vam
objevi v notovém zapisu harmonicka znacka c, mizete na ni pfi improvizaci zahrat kterykoliv z dalSich
uvedenych akordi a nic tim nepokazite. Zalezi vSak na tom, ktery akord piedchazi a ktery nasleduje, abyste
to, co hrajete, hudebné ptipravili a potom rozvedli. Jinak v tom budete plavat. Je to ale piipad od ptipadu
jinak. Jsou skladby, kde je nutné dodrzovat tonovy material danych akordu.

Vyzaduje to velkou praxi a cit (nebo talent od Pana Boha), abyste poznali, kdy a ktery akord pouzit. Pfi
improvizaci nezapominejte, Ze si mizete vybrat z mnoha dalich vyrazovych prostiedki. Muzika nejsou jen
akordy a stupnice!

Idealni pro vas bude, kdyz si pro zacatek vSechna cviceni (ve vSech stupnicich - uf) napisete do not.
Uvedené piiklady vam napovidaji, jak postupovat. Pozdéji se od notového zapisu odpoutejte a cvicte si
pamét a sluch. VSechno hrajte nejdiive velmi pomalu a dbejte na to, abyste méli dobry ton a hrali rytmicky
presné. Aby vase myslenky byly soustiedéné jen na cviceni, které zrovna hrajete. Kdyz to nejde a vy mate
chut s tim prastit o zem - ,,vypnéte" na chvili, i na den. Odpoutejte se fyzicky i myslenkoveé od muziky.
Pamatujte ale, Ze jen cvi€eni déla mistry!



Doskalné septakordy po stupnici - v§echny ptiklady jsou v C# dur
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- je ,,Zzivotnost" kazdé posuvky omezena jednim taktem a rozsahem jedné oktavy. V praxi vSak poznate, ze
existuje mnoho zpusobu notového zapisu... Muzete si samoziejme chybéjici posuvky doplnit, ale rad&ji si
zvyknéte.

Pokud neni pfedznamenani ptedepsano v tivodu cviéeni, nebo skladby -



DRUHA CAST SKOLY
wZaklady improvizace™

Uvod

Improvizace. Uvédomte si obsah tohoto slova - odpoutat se od pevného fadu, od piedepsanych zasad,
opustit pevnou formu a osnovu kazdé lidské ¢innosti a ptistoupit k ni trochu jinak, neupadnout do stereotypu
kazdodennosti. At uz védome, z nutnosti ¢i z donuceni.

Improvizace vétsinou vychazi z ne¢ekané situace nebo krizového stavu. Ocekava se, ze ¢lovék si v ni bude
umét poradit. Je to prirozena lidska podstata, dana samotnou piirodou a vesmirem - vSechno se vyviji, v§e se
meéni, zanika a zase vznika nové. My mame velké §tésti, Ze jsme toho také soucasti.

Do jaké miry (a jestli viibec) jsme schopni improvizovat je dano politickym ztizenim s ohledem na
historickou kontinuitu, syst¢tmem vychovy, Skolstvim a duchem naroda, ktery nés obklopuje a ktery by nas
mél k takovému pristupu k zZivotu motivovat (v jeho vlastnim zajmu). A zatimco se u nas d¢je pravy opak,
neménny zakon ptirody kti¢i ze vSech sil - ,, vse je v pohybu!"

Snazte se ten pohyb vycitit, vinimat a zachytit jeho neviditelnost ve viditelném. Kazdy den jsme jini uz jen
ve vztahu k vnéjsim podminkam. Kdyz pak dojdeme k naSemu nitru, naSemu stavu duse, je pro né¢j piimo
utrpeni opakovat piedepsanou, navyklou, nucenou ¢innost stereotypné, bez sebemensi odchylky kazdou
hodinu, kazdy den, rok co rok, cely zivot!

Lidsky tvor je ale prekvapive ptizpisobivy pravé tomu, co pro néj neni dobré. Jeho lenost mu pomaha
zapomenout na svou prirozenost. Jsou samoziejme profese, kde védoma improvizace nema misto, ale i tady
existuje spousta situaci, kdy improvizaci mizeme vyuzit (mluvim o vzajemnych lidskych vztazich).
Improvizace je novy pfistup k sobé samému a k okoli, je to duch hravosti, radosti ze zivota, touha vytvaret
nové a dosud nepoznané, také snaha piekvapovat (v dobrém slova smyslu) a umét byt prekvapen. Je to
romantismus skryty v kazdém z nas. Také je to vznét srdce - vymknout se pevnému fadu, vznést se do
mraku a pocitit svobodu okamziku.

Ano, jsou to pravé jen okamziky, kdy pfi improvizaci dojde ke splynuti nasi vnitini svobody, nabytych
védomosti a praktickych zkuSenosti s vesmirnym zadkonem pfirozenosti, ktery tiké - ,, vSechno je tak, jak to
je".

V muzice je to splynuti s vnitfni svobodou spoluhraci. Je to néco, co jsem uz mnohokrat zazil pti Zivych
koncertech, ve studiu, a co chci zazivat, jak nejc¢astéji to bude mozné. Neustalym cvi¢enim, praxi, ale hlavné
v kontaktu s témi pravymi lidmi a spoluhradi se daji tyto momenty prodluzovat tak dalece, az si sami
dokazeme navodit takovyto stav tehdy, kdy je to potieba (souvisi to pfimo s koncentraci).

Kdyz se ted’ podivate do své nedavné minulosti, urcité nebudete dlouho hledat a najdete par situaci, kdy jste
improvizaci pouzili naprosto ptirozené a automaticky: Prsi, vy nemate destnik, tak si date aktovku na hlavu.
Jste ve Skole a profesor vas vyvola ke zkouSeni. Vy jste se moc neucili a tak se chytate kazdé nepatrné
védomosti k danému tématu a v kontextu se snazite fici co nejvice ,,omacky", abyste vzbudili dojem velkych
znalosti, anebo alespon velké snahy, atd. Jisté téch piikladu najdete vic.

V obdobi barokni a klasické hudby byla improvizace nezbytnou znalosti kazdého muzikanta, specielné
hracu na varhany, cembalo, klavir a violu da gamba. Potadaly se dokonce soutéze v improvizaci na dané
téma.

Vy mate to §tésti, ze novodoba historie improvizace, specielné a hlavné pak - jazzova improvizace, je v
podstaté cela zaznamenana na tisicich a tisicich nahravek v§eho druhu. Mate moznost si koupit, co
potiebujete, co se vam libi a vyhovuje.

Znovu vas nabadam - poslouchejte muziku, vytvoite si své muzikantské vzory, stahujte (zapisujte si) sola
znamych a vasich oblibenych saxofonistii. Snazte se proniknout do struktury jejich sol.

K improvizaci potiebujete hlavn¢é védomosti, znalosti a taky ,,trochu" talentu. Nejvice ale musite tvrde
pracovat.

Vse, co jsme probrali v prvni ¢asti Skoly, budeme uvadét do praktického Zivota v ¢asti druhé. Pokud jste v
piedchozich cvicenich néco osidili, bude vam to nyni délat problémy. Vrat'te se tedy zpét, abyste mohli jit
dopiedu. Trpélivym a védomym cvi¢enim dostanete ucivo do krve. VSsechno nepijde hladce, najednou a bez
problémi (pokud nejste genialni), ale presto se snazte, cvicte, cvicte... Nenechte se odradit neuspéchy,
piekonejte svou lenost, vérte sil



Nadhled a sebedivéru vam doda jediné védeéni. Védeni toho, Ze se budete dobie orientovat ve vsech
durovych stupnicich a jejich akordech, v durové a mollové pentatonice (uvédomte si vztah mezi nimi), v
cirkevnich stupnicich, dominantnich septakordech, dominantnich jadrech vSech durovych stupnic,
zmenSenych, celoténovych a alterovanych stupnicich, bluesovych stupnicich a chromatice.

vase jistota! VaSe védomosti, které vam nikdo nemuze vzit (jediné vy sami, pokud prestanete cvicit).
Védomosti vam pomizou proniknout do svéta profesionalni hudby. Je to vlastné Siroky zéklad tonového
materialu, ktery byste m¢li mit v zasobé€ vasi paméti, a ktery pak pii improvizaci, v solech ¢i v orchestru
budete umét okamzité pouzit. Jde o to zahrat spravné tony na spravném misté a v pravy ¢as. VSechno zavisi
jen a jen na vas, na vasi pili a vasi schopnosti chapat. A jak uz jsem v uvodu tikal, také na vasi snaze, touze
a odvaze za¢it s praxi. Zagnéte hrat kdekoliv, jakkoliv a s kymkoliv. Dillezité je ZACIT! To ostatni, myslim
tim vyvoj k lepSimu, pfijde samo. Ale jen pokud budete chtit a usilovat o to spravnymi prostfedky. Chéapete?
Mate zivot ve svych rukou. Nevahejte a utikejte za nim, pokud jste o tom presveédceni.

Ted’ vam ve stru¢nosti vysvétlim schéma a obsah Druhé ¢asti Skoly.

Nejdilezitéjsi je kazeta s praktickymi ukdzkami. Na ni jsou pfiklady improvizace vSech druht stupnic a
ostatniho uciva, které jsme probirali v prvni ¢asti skoly.

Za doprovodu klaviru piedvedu nejdiive stupnici (popiipadé jeji akord) a potom asi minutu a pil
improvizace. Pak bude nasledovat jen doprovod klaviru jako plocha pro studenta, aby si ovéril a zkousel
svoje improvizaéni schopnosti.

Tedy napr. :

- stupnice + akord13 (rozloZeny v celém rozsahu néstroje)

jonska - moje ukéazka improvizace za doprovodu klaviru

- plocha pro studenta (jen doprovod klaviru)

Jde v podstaté o to, abyste se pfi improvizaci naucili hrat jen tony probirané stupnice ¢i akordu. Nic jiného!
To je cela véda. Kontrolujte se, poslouchejte se a uvédomujte si, jaky tonovy material hrajete a jaky mate
hréat. Zpocatku toto pravidlo pfisn¢ dodrzujte. Klidné hrajte jen samotnou stupnici nebo akord ,,nahoru,
dola”. Cvicite si tak smysl pro tonalni a harmonické citéni. Nepokracujte dal, dokud nejsou prsty jisté, bez
sebemensiho zavahani. Pokud mate danou stupnici takhle logicky a prakticky zvladnutou, mizZete zapojit
dal$i vyrazové prostfedky hudby, jako jsou dynamika, frazovani, rytmické ¢lenéni, akcenty, piirazy,
glisanda atd.... KdyZ zvladnete i tohle (pozor, jsme porad u jedné stupnice), potom mulZete piidat vasi
fantazii a emoce a tieba se vam uz podafi zahrat i s6lo na dobré Grovni. Hlavné nikam nespéchejte!
Rozumove si vSechno nejdiive zdivodnéte a uvédomte si tonovy material, se kterym budete pracovat. Ano,
spravné - pracovat. Teprve potom to bude hrani, muzika, zdbava a radost.

Textova ptiloha ve druhé ¢asti Skoly bude jen minimalni a notové skoro viilbec Zadna. Z nahravky je vse
jasné, takze nepottebujete zdlouhavé komentare. Na zavér uvadim prehled nejpouzivanéjsich akordu a také,
co na né hrat (jaky mod, jakou stupnici). Je to ale jen teorie. S praxi poznate, Ze zaleZi také na spousté
dalSich okolnosti: s jakymi muzikanty hrajete, jaky styl hudby, jakou konkrétni skladbu, v jakém tempu, v
jakém nastrojovém obsazeni; také prostiedi vas ovliviiuje, jestli hrajete akusticky nebo je na podiu straSny
hluk (Spatna akustika, zvukat, odposlechy...).

Je toho hodnég. Proto vam doporucuji - procitejte a studujte tuto Skolu postupné od zacatku tak, jak je
napsana. NesnaZzte se nic uspéchat, osidit nebo vynechat, protoze se to pozdé&ji projevi jako nevédomost,
neznalost a nakonec jako neschopnost. VSechno souvisi se v§im.

Muizu vas uklidnit jen tim, Ze ja dodnes cvi¢im 3 hodiny denng, a kdyz je tieba i vice (umim vSak také
odpocivat).

Také uz vim, ze to nikdy neskonc¢i, dokud sago nepovésim na hiebik. Je to neustaly proces obnovy a
udrzovani se na vysoké tirovni pfipravenosti jit kdykoliv hrat (nahravat) s t€mi nejlepSimi.

Véite si, ale hlavné tvrde pracujte!

P. S. VSechna cviceni jsou ve 4/4 taktu a vychazeji z jednoho tempa.



VIII. lekce
Bluesv C

Rika se, Ze tady je po¢atek moderni hudby a specielné pak jazzu. A je to pravda. Kdyz se podivate zpét do
historie Ameriky, poznate, odkud prameni sila tzv. ,,éerné" hudby. Cernosi byli importovéni pievazné z
africkych zemi. Zaroven s nimi ptfichazela i jejich kultura a zvyky.

Tvrda prace, nesvoboda, zadna prava, biti, zabijeni, znasilnovani... Takovy zivot si nutn¢ hledal cestu tniku,
malé radosti a odreagovani. Jejich pifirozeny pud jim velel tancit, zpivat, hrat. Nepomahaly zadné zakazy a
tresty. Hudba zvitézila a stala se jejich velkou bojovou silou demonstrujici protest proti utlaku.
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Blues, které se z toho v zacatku zrodilo, je tak vlastné politickou a také nabozenskou pisni. Byl (a je) to vSak
proces V casu, ktery trval nékolik stoleti.

Vse vyvrcholilo valkou Severu proti Jihu, kdy vitézstvi severni primyslové ¢asti vedlo nakonec ke zruseni
otroctvi.

Tim se ale pro ¢ernochy jesté na dlouhou dobu nic nezménilo. Diskriminace a ponizovani trva vlastné
dodnes. Stejné jako blues.

Tato ustalena dvanactitaktova harmonicka forma vzdy vyjadfovala ze vSeho nejvice pocity, nalady a emoce
¢lovéka. Da se do ni vtésnat cokoliv - zptisob hrani, styl hudby, frazovani, harmonické obmeény, ptidané
takty i akordy...

Jednim pojitkem vSak ziistava bluesova stupnice. Je to vlastn€ univerzalni stupnice, kterou miizete hrat na
celou formu zakladni harmonie blues a nic tim nepokazite.

V nasledujici ¢asti provedu analyzu zapsané harmonie praktického piikladu (1 - 5).

1. | Uplné zakladni harmonie blues, na kterou hraju avodni téma. Jsou to viechno dominantni septakordy.
Na ty se da hrat mixolydicka stupnice, ale Iépe je pouZzit dominantni septakord v kombinaci s durovou
pentatonikou.

2. | Zacatek sola. Dominantni septakordy a dale akord F#° = zmenseny akord.

3. | 4. viz obr.

4. | Zavérecné téma se hraje zase na harmonii €. 1.

Ja jsem se snazil hrat s6lo podle této analyzy, ale v nékterych mistech pouzivam spiSe bluesovou stupnici (i
pres nekolik akorda). To vyplyva z momentalni inspirace, nalady a pocitii. Muze se tedy stat, ze nékteré
tony, které v sole zazni - jako by tam nepatiily. Dilezité vSak je, abyste takové tony dokazali obhajit a
spravné je rozvést do dal§iho akordu. Potom je vSechno O. K.



Poradim vam - stahnéte si (zapiste) moje s6lo do not a piesvédcte se, co presné na danou harmonii hraju.

schéma:
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5. Zavérec¢né téma - na prvni harmonii
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