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In Tune’s most music-intensive 
feature can be used as a 
springboard for classroom 
activities and further study,  
both in print and online.  
BY ADAM PERLMUTTER 

 A
lthough each issue of In Tune Monthly 
is packed with all things musical, 
the magazine only really delves into 
the technical and theoretical aspects 
of music in one place: a section 
called Techniques. Whether explor-

ing the classical canon, contemporary pop, or world music, Techniques 
features extensive examples in notation for students and teachers to read, 
play, and analyze. Each lesson contains a series of musical figures, intended 
to show a range of applications—both in terms of concept and perfor-
mance practice—for that month’s chosen techniques. 	

CHORD CONSTRUCTS
Any Techniques feature can serve as the foundation for an engaging set of classroom activi-
ties. Take the installment of Techniques in this very October issue, for instance, which 
focuses on harmony: specifically, the quartal (fourth-based) and quintal (fifth-based) chords 

used by composers like Claude Debussy, Arnold 
Schoenberg, and Igor Stravinsky, and jazz pianists 
like McCoy Tyner and Bill Evans.

The lesson in the Student Edition of In Tune 
explains how these chords are constructed, how 
they compare to their triadic counterparts and, 
perhaps most important, how they sound. So 
that students can understand how the chords work 
in context, the piece includes an excerpt from 
Erik Satie’s Le Fils des étoiles (The Son of the Stars), 
as well as some treatments of standard jazz pro-
gressions like ii–V–Is.

TEACHING WITH IN TUNE

APPLYING 
TECHNIQUES

TECHNIQUES ✦ POLYCHORDS

See, hear, and download each month’s 

music examples, powered by the Notion 

Music app, at InTuneMonthly.com/

categories/techniques.
By Adam Perlmutter

Polychords are well suited to large         

ensembles like the Jazz at Lincoln Center 

Orchestra (featuring, from left, Charles 

Fambrough, Wynton Marsalis, Bill Pierce, 

Ralph Peterson, and Andre Hayward).
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Y
OU’RE PROBABLY FAMILIAR WITH THE 

concept of superimposition as it applies to 

photography: taking an image of one thing 

and placing it over another, often for a funny 

effect. Think of a picture of a cow on the moon, for 

example. But have you ever thought about how the concept 

might extend to music? 

One of the best examples of superimposition in music 

is the polychord, which is simply the result of two or more 

chords being played at the same time. Polychords appear 

in many types of music, but most notably in the work of 

certain 20th-century classical composers and jazz 

musicians. 

Polychords are excellent tools for both composing and 

improvising. They can transform simple 

harmonies—namely, plain old triads (three-

note chords)—into something rich, complex, 

even bizarre. To put it another way, you can use them to 

add great depth and sophistication to your music. 

The examples gathered in this lesson will give you a 

good overview of how polychords work and, equally as 

important, how they sound. If you’re a pianist, you can 

play everything here on your own instrument, but it 

might be more fun to discover how it sounds while play-

ing with other musicians. Arguably, the best way to 

experience polychords is in an ensemble, with di� erent 

instruments or sections covering di� erent chords or 

even di� erent notes within the chords.

When you stack one 

chord on top of 

another, it’s called 

a polychord—and it 

opens up all kinds of 

musical possibilities.

BEFORE WE GET TO POLYCHORDS, 

let’s take a look at a simpler type of 

superimposition: the slash chord. No, 

it’s not named after the Guns N’ Roses 

guitarist Slash. In a slash chord—for 

example, A/D—the letter to the left 

of the slash represents the chord, while 

the letter to the right is the lowest note. 

Observe that the bottom note of a slash 

chord is never the root note. Playing an 

A with D in the bass adds a tension in 

the harmony that sounds very di� erent 

from playing a regular A chord.

The notation here depicts all the 

triads found in the C major scale, each 

one played with the note C in the bass. 

Try this on the piano or on a computer 

with music software. Pay close 

attention to how the note C a� ects the 

sound of the Dm, Em, F, G, Am, and 

Bº triads. If you’re up for it, transpose 

the music to other keys as well.

1SLASH AND 
LEARN
An intermediate step 

between regular chords and 

polychords is the slash chord.
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OU’RE PROBABLY FAMILIAR WITH THE 

concept of superimposition as it applies to 

photography: taking an image of one thing 

and placing it over another, often for a funny 

improvising. They can transform simple 

harmonies—namely, plain old triads (three-

note chords)—into something rich, complex, 

even bizarre. To put it another way, you can use them to 

Tower
ofTower
ofTower
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Many people associate Indian music with 

instruments like the sitar (as played below 

by Anoushka Shankar), but you can adapt its 

techniques to your own instrument as well.

Photography by

Jordi Vidal/Redferns
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ONE OF THE TERMS YOU’LL hear 

most often in Indian music is raga, which 

can mean a number of di� erent things. 

The easiest way to think about a raga is as 

a collection of notes, similar to a scale or a 

mode. There are hundreds of ragas in 

Indian music, and each one is associated 

with a mood; some are even linked to a 

particular time of day. 

Here are three di� erent ragas for you 

to play around with: Vibhas (a morning 

rag), Behag (evening), and Malakosh 

(night). Try each one on your instrument, 

and take note of the di� erent emotions 

that they impart. Also remember that 

another essential piece of Indian music is 

the drone—a constant, sustained tone. 

Consider pairing up with a musician 

buddy and taking turns playing a drone 

and the raga. Use a C or A drone for 

Vibhas, C or G for Behag, and B or E for 

Malakosh. 

1
RAGA ROCKS
Raga is an essential 

melodic component of 

Indian music.
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TECHNIQUES ✦ INDIAN MUSIC

See, hear, and download each month’s 

music examples, powered by the Notion 

Music app, at InTuneMonthly.com/

categories/techniques.

D
URING THE 1960S, Western musicians of all types, from rock groups like the Beatles to 

jazz players like John Coltrane and John McLaughlin, began to explore the classical music of 

India and use it as the inspiration for their own new sounds. Indian classical music itself was 

quite an old form, having been around for centuries. With its emphasis on hypnotic rhythms 

and exciting improvisations, it’s easy to understand why this music had—and continues to have—such a 

profound e� ect on adventurous non-Indian artists. 

There are two main types of Indian classical music. Hindustani music is from North India, and Carnatic 

music is from South India. While Hindustani is thought of as more expressive and Carnatic more formal, 

both have some essential ingredients in common: They use melodies based on prescribed scales, they place 

those melodies over drones (pitches that stay the same from beginning to end), and they  feature rhythmic 

structures that repeat over and over again. Also, both styles are typically played without harmony, meaning 

there are no chord changes.

In this lesson, you’ll be introduced to these basic Indian ingredients, but through the lens of Western 

music. We’ll use standard notation and the regular Western tuning of 12 equal notes per octave, rather than 

one of the traditional Indian forms that split the octave into more parts (using microtones or notes between 

notes). With any luck, like the Beatles, Coltrane, and McLaughlin, you’ll feel inspired to add some Indian 

concepts to your bag of ideas.

Inspired   
          by

Ancient Indian 

concepts like 
raga and taal 
can broaden 
your musical 
horizons. 

BY ADAM 

PERLMUTTER

India
 intunemonthly.com
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YOU CAN’T LEARN ABOUT JAZZ rhythms without understanding the swing feel—a distinctively lopsided groove that lies at the heart of the music. In classical and other styles, eighth notes are typically played evenly. But in the swing feel, they’re played long-short. Just how long and how short is up to the player, but the typical ratio between the � rst and second notes of an eighth-note pair is about 2:1.In a jazz lead sheet, the swing feel isn’t usually written; it’s understood. So where you see straight eighths on the 

page, as in the � rst measure here, you would actually play swung eighths, as in the last two measures. The notation demonstrates that you can think of a pair of swung eighths as the � rst and third notes of an eighth-note triplet. You can also look at it, a little more fancifully, as part of a spoken conversa-tion: The � rst notes of the eighth-note pairs are major nouns, verbs, and adjectives, while the second notes are less-emphasized words such as preposi-tions and conjunctions.

1 LOPSIDED RHYTHMS
The swing feel is the foundation of jazz.
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Want to appreciate jazz better? Learn how to swing—and get wise to a few other rhythmic concepts too.

In 1931, the great jazz composer and bandleader Duke Ellington wrote one of his 

best-known pieces, “It Don’t Mean a Thing (If It Ain’t Got That Swing).” This 

playful title refers to what is perhaps the most important aspect of jazz: a way of 

approaching rhythm that’s common to many di� erent o� shoots of the style. The 

swing feel, as it’s generally called, is pretty easy to identify when you hear it—the 

melodic lines of a player who’s using it sound looser, more conversational than those of, say, 

a classical musician. It’s not quite as easy to describe in technical terms what’s happening 

when someone is “really swinging,” but you can at least get close to it in words and written 

notation, with a little experimenting on your instrument taking you the rest of the way.

Swing isn’t the only engine that powers jazz. Among other rhythms, those from South 

America and the related genre of funk have also become a big part of the language. In this 

lesson, you’ll read about the swing feel and how it works, both for melodic lines and accompa-

niment patterns, before delving into Latin and funk rhythms. Learn these examples thor-

oughly and you’ll have a bunch of new ideas for composing and improvising. 

See, hear, and download each month’s music examples, powered by the Notion Music app, at InTuneMonthly.com/categories/techniques.

BY ADAM PERLMUTTER

TECHNIQUES ✦ JAZZ RHYTHMS
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For jazz bassists like Esperanza Spalding, the ability to “walk” is a must.

oughly and you’ll have a bunch of new ideas for composing and improvising. 
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P H O T O :  D A V I D  R E D F E R N / R E D F E R N S / G E T T Y  I M A G E S

Pianist Yuja Wang has regularly performed 
Schoenberg’s groundbreaking Suite for 
Piano, an early 12-tone composition.
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 All notes are created equal in the musical method known as 12-tone.

AT THE HEART OF A 12-TONE PIECE of music is a tone row, like the one shown here. Play through it on your instrument or sing it; at this point, you can use any rhythm you want. Notice anything unusual? There are 12 notes, representing every pitch of the chromatic scale, and none of them repeats. This is one of the main rules of a 12-tone row: Each pitch is stated 

only once. Though a tone row doesn’t have a tonic like a piece in a traditional key signature does, the � rst note in the row acts as a reference for the pitches that follow. That’s why the � rst note, E, is labeled 0. All the other notes are identi� ed by their distance in half steps from E. For instance, the second note, F, is one half step from E. Now play through your row again. 

1 ROW, ROW, ROW YOUR TONES
Let’s start by examining a 12-tone row.
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IN MUCH OF WESTERN MUSIC, there is a set order of pitches; a fancier word for it is hierarchy. When you play a piece in the key of C, for instance, the tonic note (C) is the boss, the one that all the other notes answer to. The dominant note—G in 
the key of C—is the boss’ right-hand man, lending crucial 
support to the tonic. And so on.This kind of pitch order sounds familiar to our ears 

because we’ve grown up listening to music that employs 
it. But what if the hierarchy didn’t exist? What if all 12 
pitches in the chromatic scale—represented by all the 
piano keys, white and black, that fall within one octave—
carried equal weight? That’s a question that Austrian 
composer Arnold Schoenberg tried to answer for himself 
in the early 1920s. As an experiment in challenging listeners’ preconceptions, he had written some music that 

was atonal (without a key). But he found its randomness 
dissatisfying; to him, even atonal music needed a govern-
ing system. He eventually came up with the 12-tone (also 
known as dodecaphonic) method of composition, in which 
no single note is heard more than any other. Numerous 
other composers, including Schoenberg’s students Alban 
Berg and Anton Webern, adopted 12-tone methods, and 
they’ve become widely used in modern music. Twelve-tone music can be incredibly complex, but in 

this lesson you’ll learn the basics about how it works. To 
really get the sound of 12-tone music in your head, listen to 
recordings of the pieces mentioned, easily available on our 
website or through a YouTube search. After you’ve worked 
through this lesson, you might � nd that you have a whole 
new way of hearing—and composing—music.

TECHNIQUES ✦ 12-TONE

BY ADAM PERLMUTTER See, hear, and download each month’s music examples, powered by the Notion Music app, at InTuneMonthly.com/categories/techniques.
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 All notes are created equal in the musical 

created equal in the musical 

created equal 
method known as 12-tone.
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The examples in this particular lesson 
are written on the grand staff of the piano 
and serve not just as an introduction to 
quartal and quintal harmony but also as 
keyboard exercises. Students on monophonic 
instruments needn’t be left out, though. 
They can be assigned to play the individual 
voices of the chords together and, depending 
on which instruments are involved, this can 
also be a good study in transposing. The same 
approach (except for the transposing part) 

Many people associate Indian music with 

instruments like the sitar (as played below 

by Anoushka Shankar), but you can adapt its 

techniques to your own instrument as well.

Photography by

Jordi Vidal/Redferns
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ONE OF THE TERMS YOU’LL hear 

most often in Indian music is raga, which 

can mean a number of di� erent things. 

The easiest way to think about a raga is as 

a collection of notes, similar to a scale or a 

mode. There are hundreds of ragas in 

Indian music, and each one is associated 

with a mood; some are even linked to a 

particular time of day. 

Here are three di� erent ragas for you 

to play around with: Vibhas (a morning 

rag), Behag (evening), and Malakosh 

(night). Try each one on your instrument, 

and take note of the di� erent emotions 

that they impart. Also remember that 

another essential piece of Indian music is 

the drone—a constant, sustained tone. 

Consider pairing up with a musician 

buddy and taking turns playing a drone 

and the raga. Use a C or A drone for 

Vibhas, C or G for Behag, and B or E for 

Malakosh. 

1
RAGA ROCKS
Raga is an essential 

melodic component of 

Indian music.
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TECHNIQUES ✦ INDIAN MUSIC

See, hear, and download each month’s 

music examples, powered by the Notion 

Music app, at InTuneMonthly.com/

categories/techniques.

D
URING THE 1960S, Western musicians of all types, from rock groups like the Beatles to 

jazz players like John Coltrane and John McLaughlin, began to explore the classical music of 

India and use it as the inspiration for their own new sounds. Indian classical music itself was 

quite an old form, having been around for centuries. With its emphasis on hypnotic rhythms 

and exciting improvisations, it’s easy to understand why this music had—and continues to have—such a 

profound e� ect on adventurous non-Indian artists. 

There are two main types of Indian classical music. Hindustani music is from North India, and Carnatic 

music is from South India. While Hindustani is thought of as more expressive and Carnatic more formal, 

both have some essential ingredients in common: They use melodies based on prescribed scales, they place 

those melodies over drones (pitches that stay the same from beginning to end), and they  feature rhythmic 

structures that repeat over and over again. Also, both styles are typically played without harmony, meaning 

there are no chord changes.

In this lesson, you’ll be introduced to these basic Indian ingredients, but through the lens of Western 

music. We’ll use standard notation and the regular Western tuning of 12 equal notes per octave, rather than 

one of the traditional Indian forms that split the octave into more parts (using microtones or notes between 

notes). With any luck, like the Beatles, Coltrane, and McLaughlin, you’ll feel inspired to add some Indian 

concepts to your bag of ideas.

Inspired   
          by

Ancient Indian 

concepts like 
raga and taal 
can broaden 
your musical 
horizons. 

BY ADAM 

PERLMUTTER
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YOU CAN’T LEARN ABOUT JAZZ rhythms without understanding the swing feel—a distinctively lopsided groove that lies at the heart of the music. In classical and other styles, eighth notes are typically played evenly. But in the swing feel, they’re played long-short. Just how long and how short is up to the player, but the typical ratio between the � rst and second notes of an eighth-note pair is about 2:1.In a jazz lead sheet, the swing feel isn’t usually written; it’s understood. So where you see straight eighths on the 

page, as in the � rst measure here, you would actually play swung eighths, as in the last two measures. The notation demonstrates that you can think of a pair of swung eighths as the � rst and third notes of an eighth-note triplet. You can also look at it, a little more fancifully, as part of a spoken conversa-tion: The � rst notes of the eighth-note pairs are major nouns, verbs, and adjectives, while the second notes are less-emphasized words such as preposi-tions and conjunctions.

1 LOPSIDED RHYTHMS
The swing feel is the foundation of jazz.
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Want to appreciate jazz better? Learn how to swing—and get wise to a few other rhythmic concepts too.

In 1931, the great jazz composer and bandleader Duke Ellington wrote one of his 

best-known pieces, “It Don’t Mean a Thing (If It Ain’t Got That Swing).” This 

playful title refers to what is perhaps the most important aspect of jazz: a way of 

approaching rhythm that’s common to many di� erent o� shoots of the style. The 

swing feel, as it’s generally called, is pretty easy to identify when you hear it—the 

melodic lines of a player who’s using it sound looser, more conversational than those of, say, 

a classical musician. It’s not quite as easy to describe in technical terms what’s happening 

when someone is “really swinging,” but you can at least get close to it in words and written 

notation, with a little experimenting on your instrument taking you the rest of the way.

Swing isn’t the only engine that powers jazz. Among other rhythms, those from South 

America and the related genre of funk have also become a big part of the language. In this 

lesson, you’ll read about the swing feel and how it works, both for melodic lines and accompa-

niment patterns, before delving into Latin and funk rhythms. Learn these examples thor-

oughly and you’ll have a bunch of new ideas for composing and improvising. 

See, hear, and download each month’s music examples, powered by the Notion Music app, at InTuneMonthly.com/categories/techniques.

BY ADAM PERLMUTTER

TECHNIQUES ✦ JAZZ RHYTHMS
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For jazz bassists like Esperanza Spalding, the ability to “walk” is a must.

oughly and you’ll have a bunch of new ideas for composing and improvising. 
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P H O T O :  D A V I D  R E D F E R N / R E D F E R N S / G E T T Y  I M A G E S

Heavy metal drummers 

like Metallica’s Lars Ulrich 

are known for their use   

of polyrhythms.
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A
COUPLE OF MONTHS AGO, we looked at polychords—the sounds 

that result when di� erent chords are played at the same time. It just so 

happens that a similar concept applies to rhythm. The cross rhythm, or 

polyrhythm, is a product of playing multiple rhythmic parts simultane-

ously, and it creates an intriguing tension in many di� erent styles of music. Although 

you hear polyrhythms most prominently in the percussion-heavy traditional music 

of Africa, the Caribbean, and the Indian subcontinent, they also show up in every-

thing from classical to jazz to rock and beyond.  

Typically, a polyrhythm places an odd number of beats against an even number, or 

vice versa. That’s a simple rule that can lead to amazing complexity, depending on 

how ambitious you want to be. The range of di� erent rhythms that you can poten-

tially superimpose on other rhythms is huge.

In this lesson, though, we’ll focus on the most basic polyrhythms: three against 

two (typically written as 3:2) and two against three (2:3), as well as four against three 

(4:3) and three against four (3:4). You’ll learn how to create these polyrhythms 

precisely, rather than just going by feel. The lesson is designed to help you internalize 

the rhythms, so that when you see them in notation—or feel like using them in an 

improvising situation—you’ll be able to play them without even thinking about it.  

BeattttttaaattaatatatataeeeeeeaaeaeaeaeaeeaeaeeBBBBBeeeBBeBeBBeBeBBBBB

Put together 

two or more 

simultaneous 

rhythms and 

you’ve got a 

polyrhythm, 

something that 

can be tricky to 

learn but fun to 

play once you 

fi gure it out.

TECHNIQUES ✦ POLYRHYTHMS

See, hear, and download each month’s 

music examples, powered by the Notion 

Music app, at InTuneMonthly.com/

categories/techniques.BY ADAM PERLMUTTER
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Pianist Yuja Wang has regularly performed 
Schoenberg’s groundbreaking Suite for 
Piano, an early 12-tone composition.

 intunemonthly.com

In Tune Monthly • December 2016

24

December 2016 • In Tune Monthly 25

L
A

W
R

E
N

C
E

 K
.  

H
O

/
L

O
S

 A
N

G
E

L
E

S
 T

I M
E

S
 V

I A
 G

E
T

T
Y

 I
M

A
G

E
S

 All notes are created equal in the musical method known as 12-tone.

AT THE HEART OF A 12-TONE PIECE of music is a tone row, like the one shown here. Play through it on your instrument or sing it; at this point, you can use any rhythm you want. Notice anything unusual? There are 12 notes, representing every pitch of the chromatic scale, and none of them repeats. This is one of the main rules of a 12-tone row: Each pitch is stated 

only once. Though a tone row doesn’t have a tonic like a piece in a traditional key signature does, the � rst note in the row acts as a reference for the pitches that follow. That’s why the � rst note, E, is labeled 0. All the other notes are identi� ed by their distance in half steps from E. For instance, the second note, F, is one half step from E. Now play through your row again. 

1 ROW, ROW, ROW YOUR TONES
Let’s start by examining a 12-tone row.
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IN MUCH OF WESTERN MUSIC, there is a set order of pitches; a fancier word for it is hierarchy. When you play a piece in the key of C, for instance, the tonic note (C) is the boss, the one that all the other notes answer to. The dominant note—G in 
the key of C—is the boss’ right-hand man, lending crucial 
support to the tonic. And so on.This kind of pitch order sounds familiar to our ears 

because we’ve grown up listening to music that employs 
it. But what if the hierarchy didn’t exist? What if all 12 
pitches in the chromatic scale—represented by all the 
piano keys, white and black, that fall within one octave—
carried equal weight? That’s a question that Austrian 
composer Arnold Schoenberg tried to answer for himself 
in the early 1920s. As an experiment in challenging listeners’ preconceptions, he had written some music that 

was atonal (without a key). But he found its randomness 
dissatisfying; to him, even atonal music needed a govern-
ing system. He eventually came up with the 12-tone (also 
known as dodecaphonic) method of composition, in which 
no single note is heard more than any other. Numerous 
other composers, including Schoenberg’s students Alban 
Berg and Anton Webern, adopted 12-tone methods, and 
they’ve become widely used in modern music. Twelve-tone music can be incredibly complex, but in 

this lesson you’ll learn the basics about how it works. To 
really get the sound of 12-tone music in your head, listen to 
recordings of the pieces mentioned, easily available on our 
website or through a YouTube search. After you’ve worked 
through this lesson, you might � nd that you have a whole 
new way of hearing—and composing—music.

TECHNIQUES ✦ 12-TONE

BY ADAM PERLMUTTER See, hear, and download each month’s music examples, powered by the Notion Music app, at InTuneMonthly.com/categories/techniques.
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 All notes are created equal in the musical 

created equal in the musical 

created equal 
method known as 12-tone.
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Having explored the examples in the 
lesson, students might also be encour-
aged to seek out other ostinatos in their 
own music collections, and to tran-
scribe them.

ONLINE RESOURCES
In Tune’s website, intunemonthly.com, 
always offers further possibilities for 
each Techniques lesson. There are 
usually video links showing exten-
sions of the concepts explored in the 

lessons. For example, the web page for 
the May 2017 Techniques 
feature on Indian music is 
embedded with a video of 
the great sitarist Nikhil 
Banerjee in concert. 
Watching this perfor-
mance, students can get 
a better sense of how a 
piece of Indian classical 
music is structured, as 
Banerjee works through 
the alap, jor, and jhalla 
sections. The web page 

would work equal ly well for vocal 
ensembles.

In addition, students could be asked to 
use quartal and quintal harmony in compos-
ing short pieces for any instrumentation, 
whether classroom or software instruments. 
And jazz and non-jazz students alike can be 
encouraged to improvise on quartal or 
quintal vamps, using these intervallic struc-
tures both harmonically and melodically. 
With any luck, the students will emerge from 
the lesson with the ability to recognize these 
chords when they hear them, and the tools 
to use them in their own work.  

REPEAT, THEN REPEAT
Taking a different tack, the Techniques in 
the October 2016 issue of In Tune focuses on 
ostinatos and demonstrates how these repeat-
ing devices work in a variety of settings, 
from Maurice Ravel’s Boléro to Dizzy Gil-
lespie’s “A Night in Tunisia” to the 
work of funk musicians like James 
Brown and Sly Stone. Some of the 
examples are written on the grand 
staff, while others are notated for 
small ensembles, so that students 
can see how the ostinatos interact 
with other parts. 

The examples in the lesson—
especially the funk and disco fig-
ures—offer fun ways for students 
to explore ostinatos while playing 
highly rhythmic music together in 
small groups. The Boléro figure can 
serve as a good introduction to the 
technique and also to an essential 
piece in the classical literature—
one on which students can easily 
model their own compositions. 

for the previously mentioned Techniques on 
ostinatos features five videos for the musical 
pieces referenced in the magazine article, 
with explanations of where in those pieces 
students can hear the technique at work. 

The primary goal of Techniques is for 
students to explore the notation on their 
instruments—to gain a connection between 
what’s on the printed page and their fingers 
and/or voices. But for the sake of conve-
nience, streaming audio files for most of the 
examples in notation are available on In Tune’s 
website, which students and teachers can 

TEACHING WITH IN TUNE
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The mosT common IndIan percussion instrument is the tabla—a pair of different-sized drums played with the hands and fingers to produce a variety of bols (sounds), like dhaa and dhin (these words mean nothing in themselves; they’re just an attempt to emulate the sounds). The bols are played in a repeating sequence called a taal, which is kind of like the time signature in Western music. There are more than 100 different 

taals, but only a few are commonly used. The closest one to 4/4 meter is tintal (or teental), which is 16 beats long and 
grouped in fours. In Western notation, tintal might look something like what’s shown here. To hear how it sounds on the tabla, do a YouTube search for “tintal lesson.” You can also try adapting the concept for your own instrument by assigning a different pitch to each 

syllable.  

now ThaT you’ve learned  a little about the building blocks of Indian classical music, you can borrow the concepts for use in your own 
music. Here’s an example of some of these ideas at play in a short piece for violin, viola, and cello. 

The cello plays a cycle of tintal, with a 

different note for each syllable, while the violin and viola take turns playing a 
melody within a raga (can you identify which one?) and a drone on the note C. Using ideas from outside of your normal repertoire—especially non-Western music like Indian classical—is a great way to get your creative juices flowing.  

4

5

Taal Tales
Here’s how time is  
kept in Indian  
classical music.

PuTTing  
iT all  
TogeTher
Check out what 
happens when you 
use Indian classical 
concepts in a Western 
setting.
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Techniques ✦ IndIan musIc

Using files downloaded 
from the In Tune website, a 
music example from the 
Techniques feature (top 
right) can be opened in the 
Notion music creation 
software program (bottom 
right). Once in Notion, 
users can add further 
notation and even a video 
window (top left).
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use for following along with the magazine. 
This is obviously handy for some of the more 
difficult examples. 

A USEFUL NOTION
The music that appears in the print edition 
of Techniques has been engraved using 
Sibelius software, which is then exported 
as XML format and made available as down-
loadable Notion files on intunemonthly.com. 
The Notion examples can be played, printed, 
edited, sent to a Digital Audio Workstation, 
and even performed with Notion. 

Teachers who aren’t familiar with Notion 
software can experience how it works 
by going to my.presonus.com, creating 
a free account, and then downloading 
a Notion 6 demo. Please note that edit-
ing a file, printing it, or exporting audio 
requires the purchase of Notion. 
(Education pricing and unlimited site 
license are available.)

Once students have access to the 
Techniques examples in Notion, 
several new options present them-
selves. They can “play” the examples 
in real time, tapping tempo and 
dynamics beat by beat, using sounds 
sampled from the London Symphony 
Orchestra. They can transpose the examples 
to different keys and instruments or input 
expressive marks and techniques into the 
scores, subtly transforming the music and 
getting a better sense of how they would 
sound in performance.

Students can also export any of the 
Notion files to a DAW for further experi-
mentation, turning the examples into loops 
for practicing, expanding them to create 
full compositions, or tweaking their instru-
mentation even more and adding effects. 
Beyond that, they can import .wav files into 
a Notion file (the audio contained within 
those files can be triggered to play at any 
point in a score) or even add a video window 
(giving them a sense of what film scoring is 
like). 

In short, the music examples in the print 
edition of Techniques are intended to be 
interactive, and Notion makes them even 
more so by bringing them into the digital 
audio realm—an area of great interest for 
many of today’s students.  

 Kamasi Washington 

is one of the most 

celebrated young 

saxophonists in jazz 

today, and a master of 

chord tones.
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Chordd?h dhWhat’shhWhat’shWhat’shin

For improvisers, getting familiar with the 

notes that make up specifi c chords is a 

great way to come up with melodies.

L
ast month’s installment of 

Techniques delved into impro-

visation using a few di� erent 

chord progressions. At one 

point, we mentioned that 

knowing your scales and chords is crucial 

if you want to get better at improvising. 

This might have made you curious about 

just how scales, chords, and melodies all tie 

together. And that’s exactly what you’ll be 

learning about this month.

In this lesson, you’ll brush up on some 

basic scale and chord construction with an 

emphasis on chord tones: the notes of a scale 

that form speci� c chords. Then you’ll see 

various ways of making those chord tones 

the focal points of melodies. As you work 

on these exercises, it will help you appreci-

ate the harmonic implications of the 

melodies if you play the chords (using the 

chord symbols printed above the notation 

in each example) on piano or guitar. That 

way you can hear how chordal the melodies 

sound, even though chords aren’t being 

directly stated in the music.

Once you’ve begun to understand these 

concepts and have the melodies under your 

� ngers—and the chords in your ears—try 

playing the examples in other keys. Then 

come up with your own variations. The 

point, as always, is to give you new colors to 

add to your musical palette.

MANY OF YOU KNOW A FEW CHORDS 

on the piano or guitar. But you may have 

never used these chords to generate a 

melody. Start simply, with a C major 

triad. As a reminder, that three-note 

chord (C–E–G) is built from the � rst (or 

root), third, and � fth notes of the C major 

scale, shown here in notation.

Play through the melody that comes 

after the C triad, and you’ll notice that it 

contains only notes from within the 

chord. The root (C) appears in two 

di� erent octaves. Now try composing or 

improvising your own melody based on 

the triad. Spread the notes across as many 

di� erent octaves as you’d like. 1
OH SAY, 
CAN YOU C
Here’s how to create a 

melody from the notes 

of a C major triad.
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TECHNIQUES ✦ CHORD TONES

See, hear, and download each month’s 

music examples, powered by the Notion 

Music app, at InTuneMonthly.com/

categories/techniques.
BY ADAM PERLMUTTER

P H O T O : S A N T I A G O  F E L I P E / F I L M M A G I C

Troy Andrews, better known as Trombone 
Shorty, hails from a world capital of jazz        
improvisation, New Orleans, La.

February 2017 • In Tune Monthly

In Tune Monthly • February 2017
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MadeUp
All

I MPROVISATION IS EXCITING. It’s the act of spontaneously making music—an essen-

tial ingredient in jazz, of course, but also in many other styles, from Indian ragas to 

Argentinian tangos. Even Western classical music has relied on improvisation over the 

centuries; although composers like Bach, Mozart, and Beethoven are known today for 

their written works, they were all celebrated improvisers in their own eras. But if 

you’re the type of musician who has only ever played what’s on the printed page, then 

improvisation might seem pretty scary.  It doesn’t have to be. In this lesson, we’ll look at a bunch of different strategies 

for coming up with your own music in the moment. You’ll start with simple ideas that you can 

play right away, no matter what your instrument is. As you continue to explore improvisation, 

you’ll want to have a firm grasp on two foundations of music: scales and chords. But when you 

play through these exercises, don’t worry about making mistakes. Just try to have fun. And yes, 

we know it might seem a little funny to use notated music examples for teaching improvisation, 

but the fact is that everyone has to start somewhere, and the more good ideas you have to fall 

back on when improvising, the easier it will become to start making up your own.

A GOOD WAY TO BEGIN IMPROVISING  is by playing a 12-bar blues—one of the most common structures in blues, jazz, and popular music—in the key of C major. There are many ideas you can improvise with in this context, but starting simple will help you gain confidence. Pair up with a buddy, create a backing track, or jam along with an existing recording, like Duke Ellington’s “C Jam Blues.” As shown in the notation here, stick with just one note—C—and improvise different rhythmic variations over the 

12-bar form. To make this and other examples sound more like jazz, try adopting a swing feel: Basically, play consecutive eighth notes not evenly but long-short, as if the first note of an eighth-note pair were actually a dotted quarter note and the second note were a 16th. After you’ve improvised with rhythms, try the exercise again, this time experimenting with different articula-tions: for example, cutting the notes off quickly (staccato) or playing some notes louder than others (marcato).  

1 ONE LINER
Limiting yourself to a single pitch will help you break into improv painlessly.
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Creating 
music out of thin air— or improvis-ing—is one of the most rewarding things a musi-cian can do, but it helps to have some strategies in place before you get 

started.

TECHNIQUES ✦ IMPROVISATION

See, hear, and download each month’s music examples, powered by the Notion Music app, at InTuneMonthly.com/categories/techniques.

BY ADAM PERLMUTTER
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The mosT common IndIan percussion instrument is the tabla—a pair of different-sized drums played with the hands and fingers to produce a variety of bols (sounds), like dhaa and dhin (these words mean nothing in themselves; they’re just an attempt to emulate the sounds). The bols are played in a repeating sequence called a taal, which is kind of like the time signature in Western music. There are more than 100 different 

taals, but only a few are commonly used. The closest one to 4/4 meter is tintal (or teental), which is 16 beats long and 
grouped in fours. In Western notation, tintal might look something like what’s shown here. To hear how it sounds on the tabla, do a YouTube search for “tintal lesson.” You can also try adapting the concept for your own instrument by assigning a different pitch to each 

syllable.  

now ThaT you’ve learned  a little about the building blocks of Indian classical music, you can borrow the concepts for use in your own 
music. Here’s an example of some of these ideas at play in a short piece for violin, viola, and cello. 

The cello plays a cycle of tintal, with a 

different note for each syllable, while the violin and viola take turns playing a 
melody within a raga (can you identify which one?) and a drone on the note C. Using ideas from outside of your normal repertoire—especially non-Western music like Indian classical—is a great way to get your creative juices flowing.  
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5

Taal Tales
Here’s how time is  
kept in Indian  
classical music.

PuTTing  
iT all  
TogeTher
Check out what 
happens when you 
use Indian classical 
concepts in a Western 
setting.
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Techniques ✦ IndIan musIc

TECHNIQUES ✦ OSTINAT0S

See, hear, and download each month’s 

music examples, powered by the Notion 

Music app, at InTuneMonthly.com/

categories/techniques.

By Adam Perlmutter

Again
Donna Summer’s disco classic  

“I Feel Love” is built around ostinatos.
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Doing anything over and 

over usually leads to 

boredom. But in music,  

a repeating figure—or  

ostinato—can be a great 

way to build excitement.

W
hat does the term ostinato 

mean? It’s Italian for stubborn; 

compare the English word “obsti-

nate.” Someone who’s obstinate is 

resistant to change, and keeps on doing what he or 

she wants no matter what. It just so happens that the 

musical concept we call an ostinato can be described 

exactly the same way. Simply put, it’s a repeating 

melodic or rhythmic pattern that remains constant, 

often while the music around it changes.

Even if you aren’t familiar with the term, you’ve 

definitely heard ostinatos—or ostinati, if you want 

to stay closer to the original Italian—plenty of 

times. They are a common device found in every 

genre of music, from classical works to nonwestern 

styles to jazz, rock, and electronic dance music. 

Why? Because they establish a solid groove that 

both players and listeners can easily lock into, and 

because all that repetition over time creates a sense 

of momentum that adds to a piece’s emotional 

power.
One thing that a musician quickly discovers 

about ostinatos is that it’s tough to play something 

exactly the same way many times over. You might 

play one note of a figure slightly before the beat one 

time and slightly after it the next, or one repetition 

could be louder or softer than another. This is not 

necessarily a bad thing, and sometimes it can be very 

good indeed; dynamic variations help give the music 

a natural flow.

In this lesson, you’ll find a grab bag of ostinatos in 

a wide range of styles. Study how they work, play 

them on your instrument, and then keep them handy 

when it comes time for composing and jamming. 
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