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THEORY EXAMPLES ON CD

All synthesizer, drum and guitar parts by James Gleason

4B2a......... Accommodating chords #1*
4B2a......... Accommodating chords #2*
4B2b ........ Bluesy substitutes*

4B2b ........ Darkening moods*

4B2b ........ Substitute Lydian for major*
4B2b ........ Substitute Dorian for Aeolian*
4B3a......... Major/Aeolian*

4B3a......... Dorian/Aeolian/harmonic minor*
4B3b ........ Substitute Dorian for major*
4B3b ........ Substitute Mixolydian for Dorian*
5A2 .......... Quartal harmony*

5A2 .......... Quintal harmony*

5A2 ......... 3rds and 4ths*

5A2 .......... 3rds, 4ths and Sths*

S5A2 .......... Textural*

5C1 .......... Superimposing*

...................... (1) original chords without melody

...................... (2) substitute chords without melody

...................... (3) substitute chords with melody written for them
...................... (4) original chords with melody written for substitute chords

5D2 .......... Chord solo ("Fallen Isis" from Book 3)*
5F1......... Good moming, Brad*

5F3........... Good evening, Brad'

5F3........... Pachelbel's Canon in D major**

5F4 ........... Bach chorale

SF5........... Mozart piano sonata, K498a

5F6 ........... Tchaikovsky's "Romeo and Juliet"

SF7 ... Sauce*

5F7AB ..... Melody in 3rds; same timbre, different timbre
SF7CD ..... Melody in 6ths (high); different timbre, same
5F7EF ...... Melody in 6ths (low); different dmbre, same
5F7GH ..... Melody in 10ths, different timbre, same timbre

5F8........... Circle*

SF8A ........ Theme

S5F8B ........ Theme and imitation

5F9........... Bach Fugue in Cm

5FIO......... Fugue IX fron: Bach's "Art of the Fugue"
5F11......... Fugue #8 from Bach's "Well-Tempered Clavier"

5FIA........ Theme in bass part ™

5F11B ..... Bass theme half as fast in middle part

5F11C ..... Bass theme up a perfect 4th in top part

5F12......... Fanfare (Alfred Uhl's "Festfanfare”, additional music by Jim Gleason)
5F13......... Canon N from Bach's "Art of the Fugue"

* Written and arranged by Jim Gleason
* Arranged by Jim Gleason
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MELODIC EXAMPLES ON CD

All synthesizer, drum and guitar parts by James Gleason
All examples composed by James Gleason
6B1 ...... Primary Chord Tones
6B2 ...... Chord Coloring Tones
6B3 ...... Blue Notes
6B4 ...... Non-Chordal Tones
6B5 ...... Chromatic Tones
6C3 ...... Pedal Point
6C3 ...... Inverted Pedal Point
6D1-12 . Blue Notes And Chromatics
6E2....... Chromatic Decent On A Thirteenth Chord
6E3....... "Be-Bop" Encircling With Skips
6E3....... "Be-Bop" Encircling Exercise On Ninth Chord

6E3....... "Be-Bop" Encircling Exercise On Thirteenth Chords
RHYTHM TRACKS ON CD
Track Mode
1 A Aeolian
2 F Aeolian
3 C# Aeolian
4 D Aeolian
5 E Aeolian
6 G Aeolian
7 A Dorian
8 E Dorian
9 G Dorian
10 B Dorian
11 C Dorian
12 D Dorian
13 A major
14 C major
15 C major
16 C major and A Aeolian
17 D Mixolydian
18 A Mixolydian
19 A Mixolydian
20 E Mixolydian
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this diagram......

l

FRETBOARD DIAGRAMS

represents this view
of the fretboard

vertical lines are strings

(numbered above diagram)

654321

horizontal

'

spaces are frets

[ I A T

4

the actual metal fret is indicated by the

Dots in these diagrams indicate fin- ,. ‘

gered notes. Chord tones are fin- ®
gered simultaneously. Scale or ar-
peggio tones are fingered individu-

ally.

horizontal line at the bottom of each space

o O
® T ®
L L L4
® ¢
o a8 ot
unmarked strings a circle above a string “T” indicates a
are not sounded indicates it is played note fretted with
open (not fretted) the left thumb.

barre ——  Jefedfeltes fefe

®

X )

s of

Thebarre is a group of notes all on the same fret of two
or more strings fingered with a straight portion of one
finger. It uses the classical wrist position. Finger (fret)
the barre with the harder edge of your finger when you
can. Avoid the creases opposite your knuckles, since
they can mute notes.
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FrRETBOARD DIAGRAMS Pace 13

Left handed guitaristsinterpret references J:E:':E_ J::'::E_
1"3

to the right hand as left hand and vice versgq shown- mirror b
All diagrams must be imagined in “mirror

. image:
Image”: 9 '.".'
A roman numeral above the top right of th
diagram indicates the number of the top fret on
the diagram:
A I Gm7/11
scale Il
9990608 ¢ 90000

l

L 4
o[[[ee o TT

A chordrootis the note after which achordisnamed Movable diagram$ave no roman numeral on their

(“D” is the root of a D major chord)A tone center upper right and therefore have no specified top fret

is the note after which a scale is nan(t&Zf is the number. They may be placed anywhere on the

tone center of a C Lydian scale). fretboard according to their chord root(s) or tone
Dmai.chord I C Lydian scale VI center(s). It @ e movable

notes on a dia-
) i X E ! gram are indi- ‘
( ) cated by dots, @‘)
o e acircled oren- » *e®
® é *e larged dot in- ’_@ LX)
dicates the

T T T T T chord root or T T T~ 1 T
D D C C C

tone center,  hamed after named after

The numbers 1, 2, 3 and 4 within diagrams indicate  When numbers higher than 4 are used in a diagram,
left hand fingers. The finger number on the chord all of the numbers indicate scale, chord or arpeggio
root or tone center may be circled.  tones.

4 T 1 ([ b7b3s(1) (D4b7635(1) (D4b7b3 5{1)
: 5 5 (14 z5(14 62
@ b3 b7b3 b3 b7b3
f_ T Ceell]
Ingers chordtones  arpeggio tones scale tones
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Pace 14 FreTBOARD NOTE NAMES, NOTATIONAL SYMBOLS
NOTATIONAL SYMBOLS

B1L = bend an interval of 1 fret (a half step or one semitone).

B2 = bend an interval of 2 frets (a whole step or two semitones).

R release bent note (note: all bends have a silent release unless “R” is indicated).

(B1) = bend 1 fret before picking. Note was bent 1 fret previous to the current note

(B2) = bend 2 frets before picking. Note bent 2 frets previous to the current note

S = slide.

H = hammer on.

P = pull off.

+ = “blue note”, a slight bend for expression (less than 1 fret).

GR = gradual release of a bent note.

TD1 = tremolo drop 1 fret. Press the tremolo bar toward the guitar to drop the pitch an interval of 1 fret
(one half step).

TD2 = tremolo drop 2 frets. Press the tremolo bar toward the guitar to drop the pitch an interval of 2 frets.

TB1 = tremolo bend 1 fret. Pull the tremolo bar away from the guitar to raise the pitch an interval of one
fret.

B2 = tremolo bend 2 frets. Pull the tremolo bar away from the guitar to raise the pitch an interval of two
frets.

TR = tremolo release. Release pressure on the tremolo bar and allow it to return to its resting point.

(TD1) = tremolo drop 1 fret before picking. Before executing the current note, press the tremolo bar toward
the guitar to drop the pitch an interval of 1 fret.

(TD2) = tremolo drop 2 frets before picking. Before executing the current note, press the tremolo bar toward
the guitar to drop the pitch an interval of 2 frets.

(TB1) = tremolo bent 1 fret before picking. Before executing the current note, pull the
tremolo bar away from the guitar to raise the pitch an interval of 1 fret.

(TB2) = tremolo bent 2 frets before picking. Before executing the current note, pull the tremolo bar away

®

G
®
®

SK

<> =

from the guitar to raise the pitch an interval of 2 frets.
right hand hammer.

right hand pull off.
right hand slide.
“flick” the string with a downward motion of a right hand fingertip.

“skim”: play all the notes within the bracket labeled “SK” in one stroke, muting
each note with the left hand as soon as it is played. Optionally, the last note may be sustained.

harmonic.

B 11— = playthe section of music within the bracket one octave higher than written. Tablature

shown below any such section already reflects the octave change.
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TABLATURE

This system of notation is simply a graph of the guitar strings from the perspective of looking down ©
the guitar as you're playing it (see below). The numbers on the strings indicate frets and are written from |
to right in the sequence they are to be played. In this book, tablature is written below all music notation. T
tablature indicates where each note is fretted.

Trepresents this view’l‘
of the fretboard

T
THIS —— [ A
-B

Symbolsbeloweach fretted note indicate the suggested fretting finger. Right hand finger symbols ar
“p” (pulgar = thumb in Spanish), “i” (indice = index finger in Spanish), “m” (medio = middle finger in Spanish)
and “a” (anular = ring finger in Spanish).

Sva

HEHP 4 4 @EHFH
F.—;Efl — i—.
u "\_________,-ﬂ"'

Finger _| . ,
numhersT}3114131111412
— 16-13—12-1642-15——12-15—

— A o 12 12-16-12-14
LB

Fret numbers
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PROGRESSIVE LESSON GUIDE

PROGRESSIVE LESSON 3-1

Preliminary. Look through the lists of Examples and Rhythm Tracks on tape, immediately after the Table
Of Contents. Study the information on fretboard diagrams, notational symbols and tablature immediately
after the lists of Examples and Rhythm Tracks.

Chapter 1: Review Of Music NotationRead through the Chapter. If you are not familiar with all of the
therms symbols and values, be ready to refer back to it as you study the rest of this book.

Chapter 2: Ear Training. Listen to the tape and stuthtervals1-40.

Chapter 3: Major Scale Tone Chords & Mode&ead the chapter.

Chapter 7: Intervallic Types Of HarmonyRead Section ATertian Harmony.

Chapter 8: Chord Families.Study and play all of the chords in Section®eneral Chord Sounds.
Chapter 11: Picking ExercisesStudy the introduction (before Section A).

Chapter 12: Scale Fingering.Study Section A:Multiply Your Knowledge Of Scale Fingerings With
Modes. Play each example as you read through the text.

Chapter 13: Chord Fingering.Section A: Essential Chord Tone Fingeririgeaks chord fingerings into
nine types. Make up one fingering for each of the first five types (7thAAadd9&6 and suspended).
You must include the blackened dots, but make use any combination of hollowed dots.

Practice theC Major Scale Tone Chords in Section D.

Chapter 14: Arpeggio Fingering.Play every “two octaves and one arpeggio tone” fingering in section A:
Triad Arpeggios As you play, think of each note name and the chord name.

Chapter 15: Phrasing, Melodic Contour and DriveRead the entire chapter.

Chapter 16: Choosing The Right Scale In Melodic ImprovisingheChord/Scale Charin Section A will
show you which scales can be used in improvising over any single chord.. Study the rest of the chapter for
a perspective on the theory and ear training you have ahead of you.

Chapter 18: Melodic Arpeggio Exercise®ractice theAd7 to IIm7 in C majoexercise in Section A.
Chapter 22: Fragment PatternsPractice Fragment Pattern 10.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt
to play each of the examples along with the tape. Start from example 1 and go at your own pace.

Chapter 24: Uses Of Chord ProgressionRead this short chapter as an introduction to Chapters 25 and
26.

Chapter 25: Scale Tone Chord ProgressioRead Section AHeptatonic Scale Tone Chord Progression.
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PROGRESSIVE LESSON 3-2

Chapter 2: Ear Training. Reviewintervals1-40. Listen to the examples ®one Centeand attempt to
sing the tone center before it is played on the tape.

Chapter 3: Major Scale Tone Chords & Mode&eview.
Chapter 7: Intervallic Types Of HarmonyReview Section ATertian Harmony.
Chapter 8: Chord Families.Study and play all of the chords in Section®eneral Chord Sounds.

Chapter 9: Chord Voicing.Study Section A:Chord Inversiorand Section BClose and Open Voicing.
Play the examples.

Chapter 11: Picking ExercisesStudy Section A:Alternate Picking Exercised?ractice all of the penta-
tonic scale fingerings which have two notes per string in Chapter 12, SecRentatonic Scale Finger-

ings.

Chapter 12: Scale FingeringReview Section A:Multiply Your Knowledge Of Scale Fingerings With

Modes. Play each example as you read through the text.

Chapter 13: Chord Fingering.Make up two fingerings for each of the first five types (7th, A77,
add9&6 and suspended) and one for each of the other types. You must include the blackened dots, but
make use any combination of hollowed dots.

Practice th&s Major Scale Tone Chords in Section D.

Chapter 14: Arpeggio Fingering.Play every “two octaves and one arpeggio tone” fingering in section B:
Seventh Chord Arpeggio#\s you play, think of each note name and the chord name.

Chapter 15: Phrasing, Melodic Contour and DriveReview the chapter..
Chapter 18: Melodic Arpeggio Exercise®ractice the to Ilm in C majorexercise in Section A.
Chapter 22: Fragment PatternsPractice Fragment Pattern 13.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt
to play each of the examples along with the tape. Pick up where you left off in the last lesson and go at y:
own pace.

Chapter 25: Scale Tone Chord ProgressioRead Section AHeptatonic Scale Tone Chord Progression.
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PROGRESSIVE LESSON 3-3

Chapter 2: Ear Training. Reviewlntervals1-40. Listen to the examples ®one CenteandChord Root.
Attempt to sing them before they are played on the tape.

Chapter 3: Major Scale Tone Chords & Mode&eview. You may need to refer to tajor Scale Tone
Chordschart inSection Awhile studying other parts of this book.

Chapter 4: Modes Of Other Heptatonic ScaleStudy the Chapter. As witbhapter 3you may need to
refer to theScale Tone Chordharts in while studying other parts of this book.

Chapter 5: Altering Major Scale Tone ModesStudy Section A:Major Scale Tone Modes?lay through
theMajor Scale Stepwise Fingering Cycle.

Chapter 7: Intervallic Types Of HarmonyReview Section ATertian Harmony.
Chapter 8: Chord Families.Study and play all of the chords in Section®eneral Chord Sounds.

Chapter 9: Chord Voicing.Review Section A:Chord Inversiorand Section BClose and Open Voicing.
Play the examples.

Chapter 11: Picking ExercisesReview Section AAlternate Picking Exercisedractice all of the penta-
tonic scale fingerings which have two notes per string in Chapter 12, SecRentatonic Scale Finger-

ings.

Chapter 12: Scale FingeringReview Section A. Memorize the seven “one vertical position” scale finger-
ings in Section B:Major Scale By Finger Number.

Chapter 13: Chord Fingering.Make up three fingerings for each of the first five types (7th A7,
add9&6 and suspended) and one for each of the other types. You must include the blackened dots, but
make use any combination of hollowed dots.

Practice thé- Major Scale Tone Chords in Section D.

Chapter 14: Arpeggio Fingering.Play every “two octaves and one arpeggio tone” fingering in section C:
Sixth and Diminished Seventh Arpeggids you play, think of each note name and the chord name.

Chapter 18: Melodic Arpeggio Exercise®ractice theélm to lllm in C majorexercise in Section A.

Chapter 19: Non-Chordal TonesRead the entire chapter and listen to the melodic examples on tape when
referred to in the text.

Chapter 22: Fragment PatternsPractice Fragment Patterns 14 and 15.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt
to play each of the examples along with the tape. Pick up where you left off in the last lesson and go at your
own pace.

Chapter 25: Scale Tone Chord ProgressioRlay theC major and G major scale chord root movement
chord progressions in perfect fourths and stepwise (both ways around the circle) in Section Al.
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PROGRESSIVE LESSON 3-4

Chapter 2: Ear Training. Reviewlntervals1-40. Listen to the examples ®one CenteandChord Root.
Attempt to sing them before they are played on the tape. Listen to the tape ar@hstut@uality1-10.

Chapter 5: Altering Major Scale Tone ModesStudy Section A:Major Scale Tone Modes?lay through
theMajor ScaleandDorian Stepwise Fingering Cycles.

Chapter 8: Chord Families.Study and play all of the chords in Section®eneral Chord Sounds.

Chapter 9: Chord Voicing.Review Section A:Chord Inversiorand Section BClose and Open Voicing.
Play the examples. Study SectionEssential Chord Tones.

Chapter 11: Picking ExercisesReview Section A:Alternate Picking Exercisedractice playing all of
the “one vertical position” and “three notes per string” major scale fingerings in Chapter 12C, with strict
down-up alternate picking.

Study Section B:Sweep Picking Exercise®ractice picking all of the “two octaves and a fifth” scale
fingerings in Chapter 12, Sections C, D and E with strict sweep picking.

Chapter 12: Scale FingeringReview Section A. Memorize the seven “three notes per string” scale
fingerings in Section BMajor Scale By Finger NumbetJse the same fingerings to play through all of the
modes in Section CMajor Scale Modes By Scale Step.

Chapter 13: Chord Fingering.Make up four fingerings for each of the first five types (7th, 77,
add9&6 and suspended) and one for each of the other types.

Practice thé Major Scale Tone Chords in Section D.
Chapter 14: Arpeggio Fingering.Play all the arpeggios in section Suspended 4th Arpeggios
Chapter 17: The Order Of Melodic Importanceype over

Chapter 17: The Order Of Melodic ImportanceRead the Chapter and listen to the melodic examples on
tape, as referred to in the text.

Chapter 18: Melodic Arpeggio Exercise®ractice théV to V in C majoexercise in Section A.
Chapter 19: Non-Chordal TonesReview the entire chapter.

Chapter 20: Blue Notes and Chromaticfead the entire chapter. Listen to the melodic examples on tape
when referred to in the text. Practice the twelve examples at the beginning of the chapter.

Chapter 22: Fragment PatternsPractice Fragment Patterns 16 and 17.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt
to play each of the examples along with the tape. Pick up where you left off in the last lesson and go at y:
own pace.

Chapter 25: Scale Tone Chord ProgressioRlay theE major and D major scale chord root movement
chord progressions in perfect fourths and stepwise (both ways around the circle) in Section Al.
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PROGRESSIVE LESSON 3-5

Chapter 2. Studylintervals1-80. Listen to the examples ®one CenteandChord Root. Zempt to sing
them before they are played on the tape. Re@bard Qualityl-10. StudyScale Typd-14.

Chapter 5: Altering Major Scale Tone ModesStudy Section A:Major Scale Tone Modeslay through
all of the Stepwise Fingering Cycles.

Chapter 7: Intervallic Types Of HarmonyReview Section ATertian Harmony.
Chapter 8: Chord Families.Study and play all of the chords in Section®eneral Chord Sounds.

Chapter 9: Chord Voicing.Review Section A:Chord Inversiorand Section BClose and Open Voicing.
Play the examples. Review Section Essential Chord TonesStudy section D:Melodic Lines Within
Chord Progressions.

Chapter 10: Counterpoint.Study Section ATypes of Motiorand play the examples.

Chapter 11: Picking ExercisesReview Section AAlternate Picking Exercisedractice playing all of
the “one vertical position” and “three notes per string” harmonic minor scale fingerings in Chapter 12D,
with strict down-up alternate picking.

Chapter 12: Scale FingeringReview Section A. Review the seven “three notes per string” scale finger-
ings in Section B:Major Scale By Finger NumbetJse the same fingerings to play through all of the
modes in Section CMajor Scale Modes By Scale Step.

Chapter 13: Chord Fingering.Practice thé Major andE majorScale Tone Chords in Section D.
Chapter 14: Arpeggio Fingering.Play all the arpeggios in Section 8th, 11th and 13th Arpeggios.
Chapter 18: Melodic Arpeggio Exercise®ractice th&/ to IV in C majoexercise in Section A.

Chapter 20: Blue Notes and Chromatic&eview the entire chapter. Listen to the melodic examples on
tape when referred to in the text. Practice the twelve examples at the beginning of the chapter.

Chapter 21: Polytonality In Improvising.Read the short chapter.
Chapter 22: Fragment PatternsPractice Fragment Patterns 18 and 19.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt
to play each of the examples along with the tape. Pick up where you left off in the last lesson and go at your
own pace.

Chapter 25: Scale Tone Chord ProgressioRlay theA harmonic minor E harmonic minor scale chord
root movementhord progressions in perfect fourths and stepwise (both ways around the circle) in Section
A2.
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PROGRESSIVE LESSON 3-6

Chapter 2. Reviewlntervals1-80. Listen to the examples ®one CenteandChord Root. &empt to
sing them before they are played on the tape. SDinbyd Qualityl-25. ReviewScale Typd-14.

Chapter 5: Altering Major Scale Tone ModesStudy Section BMajor Scale Tone Modes By Formula
Alteration Play each musical example as you read through the text. In Sectidviaj@: Scale Mode
Examples In All Keyslay all of the related scales on the page£fanajor, G major and F Major.

Chapter 6: Expressive Series Of Substitute Major Scale Modeead the introduction (at the beginning

of Chapter 6, before Section A). Read SectiorMelodic Use Of the Expressive Seriéssten to the

theory examples on tape, as referred to in the text. Play each example on the guitar also, at least wherev
the music notation includes tablature.

Chapter 7: Intervallic Types Of HarmonyRead Section BQuartal and Quintal HarmonyListen to the
related theory examples on tape, as referred to in the text.

Chapter 8: Chord Families.Study Section BTertian Triad Families.
Chapter 9: Chord Voicing.Review the entire Chapter.
Chapter 10: Counterpoint.Review Section ATypes of Motiorand play the examples.

Chapter 11: Picking ExercisesStudy Section CEconomy Picking Exercise®ractice playing all “two
octaves and one arpeggio tone” arpeggios in ChapterTdsit Arpeggioswith economy picking.

Chapter 12: Scale FingeringMemorize the seven “three notes per string” scale fingerings in Section D:
Harmonic Minor Scale By Finger Numbedse the same fingerings to play through all of the modes in
Section D: Phrygian Major Third Scale.

Chapter 13: Chord Fingering.Practice th®ominant Seveth Chords Perfect Fourth Cycl&ection B.
Practice thé8b Major Scale Tone Chords in Section D.

Chapter 14: Arpeggio Fingering.Play all the fingerings in Section Hth Suspended Fourth Arpeggios
Chapter 18: Melodic Arpeggio Exercise®ractice th&/Im to V in C majoexercise in Section A.

Chapter 20: Blue Notes and Chromatic&eview the entire chapter. Practice BeBop Encircling On
Ninth Chords In Gn VIl and X position exercise near the end of the chapter.

Chapter 22: Fragment PatternsPractice Fragment Patterns 20 and 21.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt
to play each of the examples along with the tape. Pick up where you left off in the last lesson and go at y:
own pace.

Chapter 25: Scale Tone Chord ProgressioRlay theA melodic minor scale chord root movemembrd
progressions in perfect fourths and stepwise (both ways around the circle) in Section A3.

Study Section B:Scale Tone Chord Progressions With Inversiang Section CChange Of Mode and
Key. Play the examples as you read the text.
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PROGRESSIVE LESSON 3-7

Chapter 2. Reviewlntervals1-80. Listen to the examples ®one CenteandChord Root. &empt to
sing them before they are played on the tape. Re®@imovd Qualityl-25. StudyScale Typd.-20.

Chapter 5: Altering Major Scale Tone ModefRReview Section BMajor Scale Tone Modes By Formula
Alteration In Section A2:Major Scale Mode Examples In All Keptay all of the related scales on the
pages foIC major, G major, F Major D majoandBb major.

Chapter 6: Expressive Series Of Substitute Major Scale Modgpe over
Chapter 7: Intervallic Types Of Harmonytype over

Chapter 8: Chord Families.Review Section BTertian Triad Families.
Chapter 9: Chord Voicing.Review.

Chapter 10: Counterpoint.Study Section BSpecies Of Counterpoint.l&y the examples written in
music notation with tablature and listen to the theory examples on tape as referred to in the text..

Chapter 11: Picking ExercisesStudy Section CEconomy Picking Exercise®ractice playing all “two
octaves and one arpeggio tone” arpeggios in ChapterSeM#nth Chord Arpeggiegth economy picking.

Chapter 12: Scale FingeringMemorize the seven “three notes per string” scale fingerings in Section F:
Melodic Minor Scale By Finger Number.

Chapter 13: Chord Fingering.Practice th&®ominant Ninth Chords Perfect Fourth CyateSection B.
Practice théeb Major Scale Tone Chords in Section D.

Chapter 14: Arpeggio Fingering.Play all the fingerings in Section I1Whole Tone Scale
Chapter 18: Melodic Arpeggio Exercise®ractice the, IV and V in C majoexercise in Section A.

Chapter 20: Blue Notes and Chromatic&eview the entire chapter. Practice BeBop Encircling On
Thirteenth Chords In @ Il position exercise near the end of the chapter.

Chapter 22: Fragment PatternsPractice Fragment Patterns 22 and 23.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt
to play each of the examples along with the tape. Pick up where you left off in the last lesson and go at your
own pace.

Chapter 25: Scale Tone Chord ProgressioRlay theA harmonic major chord root movemeatord
progressions in perfect fourths and stepwise (both ways around the circle) in Section A4.
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PROGRESSIVE LESSON 3-8

Chapter 2. Reviewlntervals1-80. Listen to the examples ®one CenterChord Root. &empt to sing
them before they are played on the tape. S@ityd Qualityl-40. ReviewScale Typd-20 Listen to the
examples oMajor Scale Tone Chords.

Chapter 5: Altering Major Scale Tone ModefRReview Section BMajor Scale Tone Modes By Formula
Alteration Play all through eadfiycle Of Mode Fingeringat the end of the chapter.

Chapter 6: Expressive Series Of Substitute Major Scale Modeeview Section A:Melodic Use Of the
Expressive Series.

Chapter 7: Intervallic Types Of HarmonyReview Section BQuartal and Quintal Harmony.
Chapter 8: Chord Families.Study Section CNon-Tertian Triad Families.
Chapter 9: Chord Voicing.Review.

Chapter 10: Counterpoint.Review Section BSpecies Of Counterpoint.ldy the examples written in
music notation with tablature and listen to the theory examples on tape as referred to in the text..

Chapter 11: Picking ExercisesStudy Section CEconomy Picking Exercise®ractice playing all “two
octaves and one arpeggio tone” arpeggios in ChapterSidth:and Diminished Seventh Chord Arpeggios
with economy picking.

Chapter 12: Scale FingeringMemorize the seven “three notes per string” scale fingerings in Section G:
Lydian Diminished Scale By Finger Numbérse the same fingerings to play through all of the modes in
Section H: Harmonic Major Scale.

Chapter 13: Chord Fingering.Practice any two cycles in Section Bractice thé Major Scale Tone
Chords in Section D.

Chapter 14: Arpeggio Fingering.Play all the fingerings in Section IZiritone Review all previous
arpeggios.

Chapter 18: Melodic Arpeggio Exercise®ractice théMajor and Harmonic Minor Modulating Through
Six Keysexercise in Section A.

Chapter 20: Blue Notes and Chromatic&eview the entire chapter. Practice BeBop Encircling On
Thirteenth Chords In @ V position exercise near the end of the chapter.

Chapter 22: Fragment PatternsPractice Fragment Patterns 24 and 25.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt
to play each of the examples along with the tape. Pick up where you left off in the last lesson and go at
your own pace.

Chapter 25: Scale Tone Chord ProgressioBtudy Section BScale Tone Chord Progressions With
Inversionsand Section CChange Of Mode and Keylay the examples as you read the text.

Review Section B:Scale Tone Chord Progressions With Inversiand Section CChange Of Mode and
Key. Play the examples as you read the text.

Chapter 26: Other Types Of Chord Progressio8tudy Section A:Connecting Chord Progressions.
Play the examples as you read the text.
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PROGRESSIVE LESSON 3-9

Chapter 2. ReviewlIntervals1-80. Listen to the examples ®one CenterChord Root. &empt to sing
them before they are played on the tape. Re@bard Qualityl-40. StudyScale Typd-26 Listen to the
examples oMajor Scale Tone ChordmdHarmonic Minor Scale Tone Chords.

Chapter 5: Altering Major Scale Tone ModefRReview Section BMajor Scale Tone Modes By Formula
Alteration Play all through eadBycle Of Mode Fingeringat the end of the chapter.

Chapter 6: Expressive Series Of Substitute Major Scale Modeead Section BHarmonic Use Of the
Expressive Seried.isten to the theory examples on tape, as referred to in the text. Play each example on
the guitar also, at least wherever the music notation includes tablature.

Chapter 7: Intervallic Types Of HarmonyReview Section BQuartal and Quintal Harmony.
Chapter 8: Chord Families.Review Section CNon-Tertian Triad Families.

Chapter 10: Counterpoint.Study Section CGeneral Rules Of Harmorand listen to the theory examples
on tape as referred to in the text.

Chapter 11: Picking ExercisesStudy Section CEconomy Picking Exercise®ractice playing all “two
octaves and one arpeggio tone” arpeggios in ChapterSkdiamed Arpeggiosith economy pickingThe
“skimmed” portion of each arpeggio in Chapter 14, Section E is a form of sweep picking with little of the

“dipping” mentioned in Chapter 11B.
Chapter 12: Scale Fingering.Review.

Chapter 13: Chord Fingering.Practice th&€hromatically Descending From The Chord Rprigression
which begins with the “A” chord in Section C. Practice AtreMajor Scale Tone Chords in Section D.

Chapter 14: Arpeggio Fingering.Play all the fingerings in Section IZ&ugmented ArpeggioReview all
previous arpeggios.

Chapter 18: Melodic Arpeggio Exercise®ractice thexercise in Section B.

Chapter 20: Blue Notes and Chromatic&eview the entire chapter. Practice BeBop Encircling On
Thirteenth Chords In @ VIII position exercise near the end of the chapter

Chapter 22: Fragment PatternsPractice Fragment Patterns 26 and 27.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt
to play each of the examples along with the tape. Pick up where you left off in the last lesson and go at your
own pace.

Chapter 26: Other Types Of Chord ProgressioStudy Section BCommon Tone Chord Progressions.
Play the examples as you read the text.
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PRrRoOGRESSIVE LEssoN 3-10

Chapter 2. Study intervals 1-120. Listen to the example3one CenterChord Root. &empt to sing
them before they are played on the tape. S@ltyd Qualityl-55. ReviewScale Typd-26 Listen to the
examples oMajor Scale Tone ChordmdHarmonic Minor Scale Tone Chords.

Chapter 6: Expressive Series Of Substitute Major Scale Modeeview Section BHarmonic Use Of the
Expressive Series.

Chapter 7: Intervallic Types Of HarmonyReview the entire chapter.
Chapter 8: Chord Families.Review the entire chapter.

Chapter 10: Counterpoint.Review Section CGeneral Rules Of Harmorand listen to the theory ex-
amples on tape as referred to in the text.

Chapter 11: Picking ExercisesReview Section CEconomy Picking Exercise®ractice playing all “two
octaves and one arpeggio tone” arpeggios in Chapte©Oi4Ft1th and 13th Arpeggieath economy
picking.

Chapter 12: Scale FingeringReview.

Chapter 13: Chord Fingering.Practice th&€hromatically Descending From The Chord Rprigression
which begins with the “D” chord in Section C. Practice@ieMajor Scale Tone Chords in Section D.

Chapter 14: Arpeggio Fingering.Play all the fingerings in Section I&eventh Flat Five Arpeggend
Section I5: Seventh Sharp Five Arpeggi®eview all previous arpeggios.

Chapter 18: Melodic Arpeggio Exercise®ractice thexercise in Section C.

Chapter 20: Blue Notes and Chromatic&eview the entire chapter. Practice BeBop Encircling On
Thirteenth Chords In @ VIII position (moving to X position) exercise near the end of the chapter

Chapter 22: Fragment PatternsPractice Fragment Patterns 28 and 29.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt
to play each of the examples along with the tape. Pick up where you left off in the last lesson and go at y:
own pace.

Chapter 26: Other Types Of Chord ProgressioStudy Section CChord Progression Embracing A Line.
Play the examples as you read the text.
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PROGRESSIVE LEssoN 3-11

Chapter 2. Study intervals 1-120. Listen to the example3one CenterChord Root. &empt to sing
them before they are played on the tape. SGhiyrd Qualityl-65. StudyScale Typd-32 Listen to the
examples oMajor Scale Tone ChordmdHarmonic Minor Scale Tone Chords.

Chapter 6: Expressive Series Of Substitute Major Scale Mo&esiiew the entire chapter.
Chapter 7: Intervallic Types Of HarmonyReview.

Chapter 10: Counterpoint.Study Section DTwo Part Parallel HarmonyPlay the examples written in
music notation with tablature and listen to the theory examples on tape as referred to in the text.

Chapter 11: Picking ExercisesPractice each arpeggio exercise in ChapteM@&bodic Arpeggio Exer-
ciseswith strict alternate pickingthen witheconomy picking

Chapter 12: Scale FingeringReview (thatloesmean something).

Chapter 13: Chord Fingering.Practice th&€hromatically Descending From The Chord Rprigression
which begins with the “C” chord in Section C. PracticeRHe@andGb Major Scale Tone Chords in Section
D.

Chapter 14: Arpeggio Fingering.Play all the fingerings in Section ISinth Flat Five,Section 17:Ninth
Sharp Five and Augmented ScaReview all previous arpeggios.

Chapter 18: Melodic Arpeggio Exercise®ractice thexercise in Section D.

Chapter 20: Blue Notes and Chromatic&Review the entire chapter. Practice the BefBop Encircling
On Thirteenth Chords In €xercise.

Chapter 22: Fragment PatternsPractice Fragment Patterns 30 and 31.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt

to play each of the examples along with the tape. Pick up where you left off in the last lesson and go at your
own pace.

Chapter 26: Other Types Of Chord ProgressioStudy Section DParallel Movement Of A Single Chord

Type. Play the examples as you read the text.
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PROGRESSIVE LESsoON 3-12

Chapter 2: Ear Training. Listen to and study the entire ear training lesson on tape.
Chapter 6: Expressive Series Of Substitute Major Scale Modgsview.

Chapter 10: Counterpoint.Study Section Eimitative CounterpointListen to the theory examples on
tape as referred to in the text.

Chapter 11: Picking ExercisesPractice each arpeggio exercise in ChapteM@&odic Arpeggio Exer-
ciseswith strict alternate pickingthen witheconomy picking

Chapter 12: Scale FingeringReview.

Chapter 13: Chord Fingering.Practice th&€hromatically Descending From The Chord Rprigression
which begins with the “G” chord in Section C. Practice@#eandCb MajorScale Tone Chords in Sec-
tion D.

Chapter 14: Arpeggio Fingering.Play all the fingerings in Section Qther Altered Dominant Arpeggios
Review all previous arpeggios.

Chapter 18: Melodic Arpeggio Exercisefeview all of the exercises.
Chapter 20: Blue Notes and ChromatidBlay all of theBeBop Encirclingexercises.
Chapter 22: Fragment PatternsPractice Fragment Patterns 32 and 33.

Chapter 23: Rhythmic ReadingPractice rhythmic reading for at least one half hour each week. Attempt
to play each of the examples along with the tape. Pick up where you left off in the last lesson and go at y:
own pace.

Chapter 26: Other Types Of Chord ProgressioStudy Section ESubstitute Chord Progression®lay
the examples as you read the text.
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CHAPTER 1: REVIEW OF MUSIC NOTATION

A. LETTER NAMES oF NOTES

treble clef GAB C
I gABCD EE ea® =
staff EFEHEIEEIEFEHEEDEI;n&nEE::::::
I_h % P ) e — — = H
T
E
bass clef FGABCO 5
l_ DEFGAB _ jea22————
."-"“} — m— o F o T ﬂ
= —aocel -
B. TiMvE VALUES har lings
A measurdorbar) is a time unitin music notation between two bar ling g 4
A time signaturdas a fraction, with the top number indicating the numberﬁ .i .i
beats“a whole note. o 0 e
On the staves below, any number may occur on the top of the uime e astE
signature. Each note gets the number of beats shown below it.
> : | I. | I. 11 | | 11 | 4] 1 1 1 HI..I
2z 1l 13 1 21 3
2 4 F¥MN§F FE |is
:EI — | I. | | | | L1 | 4|
4 6 23 111 1 201 3
7 5 each | 3 each | E
— — b
7 F S T— - T Ca— T — C— — T —
g 12 4 6 2 3 each | 11 1 3
1 | 1E 5 eath | |
e ) A S O S A A O I I B A A A
= 22 11 2 1 1 1 each | 1 each |
3 3 3 3 3 B 12

Double the values on the bottom staff for time signatures with “8” on the bottom and halve them for tirr
signatures with “2” on the bottom.
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CHAPTER 1: Review Music NOTATION

C. FrRetBoARD NOTE NAMES AND STAFF L OCATIONS

sEring:
o 5143 12| 1
OPEN BE — |
STRINGS HEfy 1
[ = = e
1st fret % — i
2nd fret ffy e —— 1
Cisis| T
Fat o
3rd fret B Hnro i
v pr—
i g bt Hobe
4th fret ffy — i
s | B |
Fal &
Sth fret g = = i
¢t = b , fo bo
6th fret% b A |

Aﬂs ﬂ_cl?o =

7th fret|fy =

[ -

s 3
gth fret% — el oW 1
[ 2=
p o ltabolfe P2
9th fret%_5 g“—bc |

L - =2
}_Ot{‘l i:é F 1
re 1

v A

Fa 1 ﬂc |'ln = =) — -
11th (&% s 0O 1
fret Hpchotiot= i

o k-

o =
12th % = i
fret d

QA | | Ho l’G = %
%St{l — fry 1

re i |

* o |fobe|fabs
14th i ! |
fret -2 ! |
15th £ Bko = %
fret S = 1

I_Bva higher than written—l’|

Kl | o be
16th L TR S am—
fret = = = i ]

£+

A ova higher than written" ™1
17th e 1
fret — = 1 1 1 i |

-

Al—ﬁva higher thanlwrittenm
18th e =i ]
fret %#TM L 1

-
[ Bva higher than written™

Kl ] £ =
19th o a
fret % — ' |

k-2
Gva higher than written— g1
20th £ | ool i
fret % ] t ] i |
I—Bva higher than written™ _— | 1

” Ho be fo bﬁ
21st , a
fret %n—gu—bc i ]

-
I—Bva higher than written—_o_|
22nd B = —
n oF i |
fret % — H
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6 5 4 3 2 1
E A D G B E
A# D# G# ‘ ‘
F 1 1 1 ¢ F
Bb Eb Ab
Fit c#  F#
] B E A 1 1
Gb Db Gb
A#
G ¢ F@' 1D G
Bb
G# CH F# D# G
S A S !
Ab Db Gb Eb Ab
A D c@c E A
A# D# GH CH Al
] ] ] 1 F 1
Bob Eb Ab Db ‘ Bb
I
Fit
B E A@D I B
Gb
A#  D#
c F ' 1 G
Bb Eb
c#  F# G# C#
. . B . E . .
Db  Gb Ab Db
D G C F A D
D# G# C# Fi# A# D#
Eb Ab Db Gb Bb Eb
E A@p c@sB E
A# DH# G#
F 1 1 1 ¢ F
Bb Eb Ab
Fit c#  F#
] B E A 1 1
Gb Db Gb
c c¢c F@B D G
GH CH F# D# G
A !
Ab Db Gb Eb Ab
|
A D c@c E A
T
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Pace 31

D. ABBREVIATIONS & SymBoLs Useb IN CHorRD NAMES

A7
A9
/9
m/9
6/9
m6/9
°7

nr
n3
ns
n9
nll

major seventh chord

major ninth chord

major add 9 chord

minor add 9 chord

major 6 add 9 chord

minor 6 add 9 chord

diminished seventh chord

minor seventh flat five chord

no root (C7nr = C7 chord, no root)
no third (C7n3 = C7 chord, no third)
no fifth (Cn5 = C major triad, no fifth)
no ninth (C13n9 = C13, no ninth)

no ninth (C13n11 = C13, no eleventh)
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CHAPTER 2: EAR TRAINING

A. Interval (played by piano on tape).
1-20 Perfect intervals.
21-40 Perfect intervals, thirds and sixths.
41-80 Perfect intervals, thirds, sixths, seconds, sevenths and diminished fifth.
81-120 Perfect intervals, thirds, sixths, seconds, sevenths, diminished fifth, ninths, tenths, elevenths
and twelfths.

B. Tone Center(played by band on tape).
1-20 Excerpts from rhythm tracks in various keys.

C. Scale Typeg(played by string section on tape).
1-14 Major, Mixolydian, Dorian, Lydian.
15-20 Aeolian and harmonic minor.
21-26 Melodic minor (ascending form), Lydian diminished.
27-32 Phrygian and Phrygian major third.
33-60 Review.

D. Chord Root (played by piano on tape).
1-10 Triads.
11-25 Seventh chords.

E. Chord Quality (played by brass section on tape).
1-10 Triads.
11-25 Scale tone seventh chords.
26-40 Add tone chords.
41-55 Scale tone ninth chords.
56-65 Suspended chords (larger than triads).
66-80 Alter tone chords.

F. Major Scale Tone Chords(played by brass on tape).
1-15 Pairs of chords with stepwise root movement.
16-30 Pairs of chords with perfect fourth root movement.
31-45 Pairs of chords with root movement in thirds.

G. Harmonic Minor Scale Tone Chords(played by strings on tape).
1-10 Pairs of chords with stepwise root movement.
11-20 Pairs of chords with perfect fourth root movement.
21-30 Pairs of chords with root movement in thirds.

Most guitarists find it difficult to discipline themselves to study ear training. On this tape, the material
for study is played, then identified immediately afterwards. You can either just listen to the tape to familiarize
yourself with the various intervals, chords, and scales involved, or try to think of the correct answer before it is
stated on tape.

In section B of the tape, the answer is a tone center played after each example with a single note, along
with a verbal identification of the scale used in the composition.
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CHAPTER 3: MAJOR SCALE TONE CHORDS AND MODES

A. Maior ScaLE ToNE CHORDS

The chart below lists all the useful chords that can be constructed on each step of the major scale.
chord names in the left column (such as “diad,” “triad” and “7th”) indicate a general type of chord. Within eac
chord type there may be many specific chords due to the differences in major or minor thirds (flatted third
natural third), major or minor sevenths (flatted seventh or natural seventh), and so on.

Major scale steps are numbered in Roman numerals across the top of the chart. The specific chord
would occur on any particular major scale step using only tones of the major scale is listed below the roman num
and the chord type is indicated at the far left. Glegpter 1D: Abbreviations & Symbols Used In Chord Names.

Major Scale Tone Chords and Modes

Chord Type L 1L 11 YA v VI ViL

mode name major Dorian Phrygian Lydian Mixolydian  Aeolian Locrian
mode formula 1234567 12b3456b7 1b2b345b6b7 123#4567 123456b7 12b345b6b7 1b2b34b5b6 b7
chord type

diad M3 m3 m3 M3 M3 m3 m3

triad Major minor minor Major Major minor diminished
7th N7 m7 m7 N7 7 m7 m7b5

9th A9 m9 — A9 9 m9 —

11th — mill — N9#11 11 mill —

13th — m13 — A13#11 13 — —

11n3 — 11n3 — — 11n3 11n3 —

13n11 A13n11 mi3nll — A13n11 13n11 — —

6 6 m6 — 6 6th — —

/9 (add9) /9 m/9 — /9 /9 m/9 —

6/9 6/9 m6/9 — 6/9 6/9 — —

sus.4 sus.4 sus.4 sus.4 — sus.4 sus.4 —

sus.2 sus.2 sus.2 — sus.2 sus.2 sus.2 —

7sus.4 A7sus.4 7sus.4 7sus.4 — 7sus.4 7sus.4 —

7/11 A7/11 m7/11 m7/11 A7/#11 7/11 m7/11 m7/11b5
13sus. — 13sus.4 — A13#11sus2 13sus.4 — —

B. MaJjor ScaLes IN ALL KEYs

TheMajor Scales In All Keyshart below lists the names of the notes in all major scales. The note nami
under the “I” (roman numeral “one”) column is the first step and name of each major scale. The remaining no
of each scale read to the right, with the scale steps numbered with roman numerals above.

Major Scales In All Keys

I I 1l v \% Vi Vi
Coeeeeen D E .o, Fo | A B
Db, Eb..cocoen F o Gbh e AD . Bb..oooveee C
Do E.s FH o, G A B......... B C
Eb . Fo G Ab Bb .o Coreeen D
E . F# . L€ A B CHovreeveee D#
F o LC TP A Bb e | O Do E
FH o, GH.ovvvvvnee A B CHovi DH# .o E#
Gb.oovire Ab.., Bb o Choiiiies Db, Eb .o F
R A B . Coreee Do E........; - J F
AD Bb..oooieee C o, DD v, Eb ..o Foie, G
A B CH# oo, Do E s F# oo, G#
BD oo Correee Do Eb .o Fos G e A
B CH oo DH .o, E e FH o GH oo, A#
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Pace 34 CHAPTER 3: MaJor ScaLe ToNE CHORDS AND MODES

C. MobE FORMULAS

Chord progressions composed exclusively from the notes of one major scale may theoretically have any
chord in the progression as a tonic or “main” chord. The tonic chord is the most emphasized. The progression
seems to weave itself through to the tonic chord. The listener would expect the song to end on the main chord
although there are “deceptive cadences” which can end a song on an unexpected chord.

The root of the main chord is the tone center. Any scale tone may be the tone center of a chord (as impliec
above). If major scale tone “II” is established as the tone center, the scale is named with the letter name of majo
scale tone “II.”

Study theMajor Scale Tone Mode Formulakart below.

Major Scale Tone Mode Formulas
Mode: major Dorian Phrygian Lydian Mixolydian  Aeolian Locrian
Formula: b3,b7 b2,b3,b6,b7  #4 b7 b3,b6,b7 b2,b3,b5,b6,b7

Each mode provides a name for the new scale that would occur if a particular major scale tone were usec
as a tone center. These major scale tone mode formulas use the new tone center as a point of reference inste
of the tone center of the major scale from which the mode originated. Here are a few examples:

Example 1. Using the notes of the “C” major scale, if “G” is established as the tone center, the mode
is “G” Mixolydian. The formula is then derived by comparing the resulting notes “G, A, B, C, D, E, F, G” (“C”
major scale from “G” to “G”) to the major scale of the new tone center. In this case, the new tone center is “G,”
so the notes “G, A, B, C, D, E, F, G” are compared to the “G” major scale: “G, A, B, C, D, E, F#, G.” What
alteration of the “G” major scale is necessary to change it to “G” Mixolydian (G, A, B, C, D, E, F, G)?.....The
seventh step of the “G” major scale, “F#” would have to be lowered. So the formula for Mixolydian is “b7.”

Example 2. Using the notes of the “F’ major scale: “F, G, A, Bb, C, D, E, F,” if “G” is established as
the tone center, the mode is “G” Dorian. Comparing the resulting notes, “G, A, Bb, C, D, E, F, G” to the “G”
major scale (G, A, B, C, D, E, F#, G), the third and seventh tones of the “G” major scale must be flatted to alter
it to “G” Dorian. Therefore, the formula for Dorian is “b3, b7.”

Example 3. Using “G” major scale tones (G, A, B, C, D, E, F#, G) with “C” established as the tone center,
the mode is “C” Lydan. Comparing the “C” Lydian tones “C, D, E, F#, G, A, B, C” to those of “C” major (C,
D, E, F, G, A, B, C), the fourth tone of “C” major must be sharped to change it to “C” Lydian. The formula for
Lydian is “#4.”

Formulas are standard. Mixolydian is always “b7,” Dorian is always “b3, b7,” Lydian is always “#4”
and so on.

D. Re-NuMBERING FOrR MobaL ToNE CENTERS

Once the formula has been determined for the mode, the tones may be re-numbered to conform to the
formula. The tone center of the mode would be re-numbered “1” and the following tones (going up in pitch)
would be numbered according to the mode’s formula.

Dorian mode, for example would originally use major scale tones “2 through 2.” Look at the chart below.
When re-numbered according to the Dorian formula, major scale tone “2” would become “1,” major scale tone
“3” would become “2,” major scale tone “4” would become “b3” and so on.
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REe-NUMBERING For MobpAL ToNeE CENTERS

major 1 2 3 4 5 6 7
Dorian b7 1 2 b3 4 5 6
Phrygian b6 b7 1 b2 b3 4 5
Lydian 5 6 7 1 2 3 #4
Mixolydian 4 5 6 b7 1 2 3
Aeolian b3 4 5 b6 b7 1 2
Locrian b2 b3 4 b5 b6 b7 1

E. MobAL ScaLe ToNE CHORDS

The scale tone chords for the major scale modes are identical to those for the major scale, but numbe
differently. They are the same chords, of course, since they use the same notes. The chords built on any parti
major scale tone are the same for the mode when the scale tones are re-numbered for the mode. For exa
in Phrygian mode, all chords which were built on major scale tone Ill now apply to Phrygian mode tone I.
Aeolian mode, all chords which were built on major scale tone VII now apply to Aeolian mode tone Il. Stud
the Re-numbering For Modal Tone CentarsdMajor Scale Tone Chordharts shown earlier.
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CHAPTER 4: MODES OF OTHER
HEPTATONIC (7 TONE) SCALES

A. Harmonic MiNoR ScaLE ToNE CHORDS AND MoODES

Harmonic Minor Scale Tone Chords

Chord Type I Il blll v \% bVI Vi

diad m3 m3 M3 m3 M3 M3 m3
triad minor diminished augmented minor Maj.,aug. Major dim.,aug.
7th min.(ma7) m7b37 AT#5 m757 7,7#5 ATPT °7

9th m9(ma7) — A9#H5 m7 7b9,7#5b9 — —
11th — — — — 11b9(rare) — —
13th — — — — — — —
6th — — — m6 — 6 —
/9(add9) m/9 — — m/9 — — —
6/9 — — — m6/9 — — —
sus.4 sus.4 — — — sus.4 — —
sus.2 sus.2 — — sus.2 — — —
7sus.4 A7sus.4 — — — 7sus.4 — —
7/11* m(ma7)/11  m7/11b5 — m7/#11 7/11 A7T#11 —
13sus. — 13sus.4 — A13#11sus.2 13sus.4 — —

* the 7/11's are usually used only as pentatonic scales

mode: harmonic  har.min. har.min. har.min. Phrygian har.min. har.min.
minor mode I mode Il mode IV major 3rd mode VI mode VII
formula: b3,b6 b2,b3,b5,b7 #5 b3,#4,b7 b2,b6,b7 #2,#4 b2,b3,b5, b6,bb7

Harmonic Minor Scales In All Keys

I I blll vV Vv bVI Vi
C D Eb F G Ab B
C# D# E F# G# A B#
D E F G A Bb C#
Eb F Gb Ab Bb Cb D
E F# G A B C D#
F G Ab Bb C Db E
F# G# A B C# D E#
G A Bb C D Eb F#
Ab Bb Cb Db Eb Fb G
A B C D E F G#
Bb C Db Eb F Gb A
B C# D E F# G A#

Harmonic minor chord progression is shown in Chapter 25, Section A2. The tones that make up ec
of the “A” harmonic minor diminished seventh chords are scale tones 2, 4, b6 and 7 (B, D, F and G#). So
course, the diminished seventh chords occur on those same four scale steps. The formula for a diminis
seventh chord is “1, b3, b5, bb7.” “Double flat seven” is the same as “6,” so the formula could be translatec
“1, b3, b5, 6.” The B7 chord below displays this formula.
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CHAPTER 4: Mobes OF OTHER HEPTATONIC SCALES

The D7 chord below shows the formula “1, b3, #4, 6.” Since “#4” is the same as “b5,” this too is another

version of “1, b3, b5, bb7.”

A Harmonic Minor Scale

§12b345b6?

—
ﬁ TBF E’ D EF GeR B
z 1 2 z 1 2 4
:Tl 2
— A ———4—5—7—9
:B—S—? ﬂ 5_| (=3

BoY DOo7Y¥ FoTf

GHo¥

EOFG® DFG®E FGED GYEDF
LGH+

C+ E=+

AF
LY '

EEG# EG #E G #EE

{+ = Augmented)

The tones that comprise an augmented chord are all a major third (four frets) apart. The notes that make
up each of the three harmonic minor augmented chords are the same; scale tones “b3, 5 and 7.” The formul.
for an augmented triad is “1, 3, #5.” The “E” augmented chord below indicates the formula “1, 3, b6,” which
isthe same as “1, 3, #5.” The “G#” augmented chord above indicates the formula “1, b4, b6,” which is the same

as “1, 3, #5.”

B. MeLobic MINOR (ASCENDING) ScALE ToNE CHORDS AND MODES

Melodic Minor (ascending) Scale Tone Chords

chord type L 1N bl

diad m3 m3 M3

triad minor minor +,Maj.b5

7th min.(ma7) m7 AT#5ATb5

9th m9(ma7) — A9#5A9b5

11th — — A9#11

13th — — A13#11n5

6th m6 m6 —

/9 (add9) m/9 — /9 n5

6/9 (pentatonic) m6/9 — 6/9 n5

sus.4 sus.4 sus.4 —

sus.2 sus.2 — —

7sus.4 A7sus.4 7sus.4 —

7/11 (pentatonic) m(ma7)/11 m7/11 —

13sus. Al13sus.4 — —

mode: melodic mel.Min. mel.Min.
minor mode Il mode Il

formula: b3 b2,b3,b7 #4,#5

Melodic Minor (ascending) Scales In All Keys

L 1 bl
C D Eb
C# D# E
D E F
Eb F Gb
E F# G
F G Ab
F# G# A
G A Bb
Ab Bb Cb
A B C

I\YA
M3
Ma,Mab5
7,7b5
9,9b5

6
/9
6/9

sus.2

7I#11

mel.Min.
mode IV
#4, b7

ZORTR

OCo0ww>>0
o O

\Y4
M3
Maj,+
7,7#5
9,9#5
11,11#5

/9
sus.4
sus.2

7sus.4
7/11

mel.Min.

mode V
b6, b7

G)O|<
Bay

(ep

MmMOOOWw >
o

Vi

m3
dimin.
m7b5
m9b5

7sus.4 n5
m7/11b5

mel.Min.

mode VI
b3,b5,

b6,b7

1Moo Ty <
VRO ﬁ'

T
H*
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VI
m3
dim,ma+5
7b5,7#5
7+5+9

mel.Min.

mode VII
b2,b3,b4,

b5,b6,b7
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Bb C Db Eb F G A
B C# D E F# G# At
C. LypiaN DiminiseD ScaLe Tone CHorps AND MODES.
Lydian Diminished Scale Tone Chords
Chord Type | I bl H#HV v VI Vi
diad m3 M3 M3 m3 M3 m3 m3
TRIAD minor Major aug.,dim. diminished Maj.,aug. diminished maj.,aug.
7th m(ma727 7 A7T+5°7 °7 A7 ATH5 m7b57 7,745
9th m9(ma7) 7b9 — — N9 NI#5 — 7+9,7#5+9
11th — — — — — — —
13th — — — — — — —
6th m6 6 — — — — —
/9 (add9) m/9 — — — /9 — —
6/9 (pentatonic) m6/9 — — — — — —
sus.4 — sus.4 — — sus.4 — —
sus.2 — — — — sus.2 — —
7sus.4 — 7sus.4 — — A7sus.4 — —
7/11 (pentatonic) — 7111 — — A7/11 m7/11b5 —
mode: Lydian Lyd.dim. Lyd.dim. Lyd.dim. Lyd.dim. Lyd.dim.
dimin. mode Il mode Il mode IV Har. Maj. mode VI mode VII
formula: b3,#4 b2, b7 #2 #4 #5 b2,b3,b5, b6 b3,b5,b7 b2,b3,b4,
b6,bb7 b6,b7
Lydian Diminished Scales In All Keys
L I bl YA v VI Vi
C D Eb F# G A B
Db Eb Fb G Ab Bb C
D E F G# A B C#
Eb F Gb A Bb C D
E F# G A# B C# D#
F G Ab B C D E
F# G# A B# C# D# E#
G A Bb C# D E F#
Ab Bb Cb D Eb F G
A B C D# E F# G#
Bb C Db E F G A
B C# D E# F# G# A
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CHAPTER 4: Mobes OF OTHER HEPTATONIC SCALES

D. Harmonic Maior ScaLe Tone CHorDs AND MoDES.

Harmonic major is the same as harmonic minor with a natural third.
The mode on the fourth step of harmonic major is the same as Lydian diminished.

Harmonic Major Scale Tone Chords

chord type
DIAD

TRIAD

7th

9th

11th

13th

6th

/9 (add9)

6/9 (pentatonic)
sus.4

sus.2

7sus.4

7/11 (pentatonic)

mode:

formula:

I

M3
Maj.,aug.
AT ATHS
A9 N5

/9

sus.4

sus.2
A7sus.4
A7/11

harmonic
major
b6

Harmonic Major Scales In All Keys

|
C
Ct#
D
Eb
E
F
Fi#
G
Ab
A
Bb
B

1 - YA v

m3 m3 m3 M3
diminished maj.,aug. minor Major
m7b57 7,7#5 m(ma7yy 7

— 7+9,7#5+9 m9(ma7) 7h9
— — m6 6

— — m/9 —

— — m6/9 —

— — — sus.4
— — — 7sus.4
m7/11b5 — — 7111
har.maj. har.maj. har.maj. har.maj.
mode |l mode 1| mode IV mode V
b3,b5,b7 b2,b3,b4, b3,#4 b2, b7

b6,bb7

1 - \'4 \'
D E F G
D# E# F# G#
E F# G A
F G Ab Bb
F# G# A B
G A Bb C
G# A# B C#
A B C D
Bb C Db Eb
B C# D E
C D Eb F
C# D# E F#

©1996 Jim Gleason. All Rights Reserved.

bVvI ViIL
M3 m3
aug.,dim. diminished
AT+5°7 °7
har.maj. har.maj.
mode VI mode VII
#2 #4 #5 b2,b3,b5,
b6,b7

bVi VIL
Ab B

A B#
Bb C#

Cb D

C D#

Db E

D E#

Eb F#

Fb G

F G#

Gb A

G A#



CHAPTER 5: ALTERING MAJOR SCALE TONE MODES

A. Maior ScaLE ToNE MoDES

1. Stepwise Cycle Of Seven Mode Fingerings.

There are seven basic major scale fingerings which can each be played in a span of four or five fre
These are illustrated in the cycle of fingerings at the right below. These fingerings break up the full fretboe
major scale pattern into seven vertical fingerings.

TheMajor Scale FormulandMajor Scale Patteraliagrams indicate the same notes. iagor scale
formuladiagram numbers each scale tone from 1, without indicating left hand fingers. @ajthescale
pattern the hollow dots are the major scale tone centers. The major scale pattern is divided into the se
fingerings, as numbered “1” through “7” in the center of the cycle.

Each diagram in thielajor Scale Stepwise Fingering Cytias a different numbered tone as its lowest
tone on the sixth string'Lowest note 1’has major scale tone 1 as its lowest ritdayest note 2”has major
scale tone 2 as its lowest note, and so on. The numbers on the diagrams in the stepwise fingering cycle ind
left hand fingers and tone centers are circled.

For each mode on the following pages, Megor Scale Pattermliagram is identical to the one below,
with differenttone centers. This illustrates that major scale modes all originate from the major scale pattern. -
major scale pattern may begin at any fret.

Major Scale Major Scale Major Scale
Formula Pattern Stepwise Fingering Cycle
lowest note 1
(i [ [ [
lowest note 7 '|' 11 | lowest note 2
It|Jl 11
222222
L
.
HEL 1N @ owest note 3
EE‘E'E% T11111
Fingering 2 2
- | 4 *—humbers .®
e, JHE To / 4(474 | 4 4
(891 EEE
..... lowest note 5 lowest note 4
Ti.11 g [[1 ][]
ol [TT1 ] [111]]
Egggi 722222 20212 |2 2
T b a
) LI (3] [L[[3]]
0o | § 44444 444444

Sometimes, alternative fingerings are more suited to particular needs in soloing &kertiative
Fingeringsat the end of Chapter 12B).

©1996 Jim Gleason. All Rights Reserved.
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The circled notes on the diagrams below are Dorian scale tone 1 (the tone center for Dorian mode). The
numbers on the diagrams in the stepwise fingering cycle indicate left hand fingers and tone centers are circled

Notice that théviajor Scale Patterns identical to the one on the previous page, except that the hollow
dot is now placed on each major scale tone “2”, designating the Dorian tone centerDondahd=ormula
diagram, the scale tones are numbered with that new tone center as “1.”

Dorian Major Scale ~ Dorian
Formula Pattern Stepwise Fingering Cycle
L7035 . A67 Iowestnoteb_?
.. i | | lowest note 1

IR NG
®/ N

1 4b7b35 1 lowest note 4 lowest note b3
tir v fJ][1

I:|23 54;':'& ) L
22222 222 |22
LITIa] LI]3]
44441(4 4444 44

On the next three pages, as with Dorian mode above, the hollow dots are the tone centers. The number
on the diagrams in the cycles indicate left hand fingers. The tone centers compare to the major scale as follows

mode original major scale step which is now the mode’s tone center
Phrygian 3
Lydian 4
Mixolydian 5
Aeolian 6
Locrian 7

©1996 Jim Gleason. All Rights Reserved.
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Phrygian
Formula

b& bZ | | BEb6

| [ 51 ]

bYb3babzs 4b7

1 4b7b35 1

1 4b7b35 1

bz b&bZ
51 4]
b3b&bz [ | b3

Lydian
Formula

. Phrygian
Major Scale Stepwise Fingering Cycle
Pattern lowest noteb_6
11 1
lowest note b7
] szorrz 111111
HEEEN
@aaaae Q2222
0 3|33
EXNER
® $ @ lowest note 1
AN d ﬂIEEl[ﬂ
Fingering 2 22
< numbers_>® E&E0
/ 444744
lowest note b3 lowest note b2
g [ [ ][]
HREERRERETOTHEE
2222{2‘)_.1: 222 |22
LT3 [LI[3]]
4444 ][4 444444
: Lydian
M%g[tesrcr?le Stepwise Fingering Cycle
lowest note 5
lowest note 6
T T 7110101 1
L[]
YT 222222
2 i
P | | 44
1.-1.-.][-1.- lowest note 3 ®V\ * lowest note 7
HEEL 18 111111 11111
199099 || o_Fingrn
[ [ ][O] $533 T30 a3 533
Ny | 4 4 44 / \ 444 (44
O | | @4 a 7]
% || (5 (4)
III-III lowest note 2 |owest note 1
!!!E! l| llr:Il}I 1|f£l|)| [ ] r:{,w
oJHEI "o 222222 22(2)]22
b a2
(118 (I3 1131
Tl T 4444 [4 4444 44
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: : : Mixolydian
Mixolydian Major Scale , ) )
formula pattern Stepwise Fingering Cycle
lowest note 4
lowest note 3 lowest note 5
11111
22 2
44 444

~

Fingering
< numbers_>®

lowest note 1 lowest note b7
([ [[]]1
LTI [T [ ]]
2222222 | 202)
LI[I3] [1[3]]
4444 (4 4444 44
Aeolian Major Scale __Aeolian
formula Pattern Stepwise Fingering Cycle

lowest note 5

1111 11

1 4b7b3 5 1 < N9ering .@2 22
b @ numbers =

2514 [ 2 [ [GHEH 44 / 44444

ST T ] ] .. [T
Z Ghy BE @ @

Ab 7S b6 1 4 1"1" lowest note b7 lowest note 6

(i LU (1 L[ (L]

51 4b7 | G M [ (T[] (1] |

il o jussEcgeit

| 251 || | 3 3

b7b3b6 | 407 i 4 444 (4 (4444 44)
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. Locrian
Locran Major Scale Stepwise Fingering Cycle
formula Pattern lowest note b2
bZbS | | bbe 11 1
4 :l |owest note 1 1 :l lowest note b3
b3BELZES B3 (] (111 L) 5222 111111
| 5 22|22
A4b7b306 | 4 4
o3| || bats [TT11]
1 407 [ | @
b& BZEE | Babe | [ lowest note b7, ®
HEERR
Fingering 2 22
b7bI060Z 4b7 LD numbers—»@ o
/ \ 444 |44
lowest note b5
11 ([ ]]1
TN
2 222 |22
EEEEIR
) 4444 44
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Pace 46

SuMmmMARY oF STEPWISE MobDE CYCLES

STEPWISE FINGERING CYCLE

222222

110131 1

17
222

22

1

111

1

3 3
44

fT1111
[IITT]

222222

€

4444 44

111111

CLOCKYISE
PROGRESSES

JON

22

Z

22

i1 3

11
111111 s5szs2
Ll EEEEE

444444

[LTTT]

111111

| [ [[2]

2333

2 22
C:)333
44444

UF THE NECK

@
®

—\T T
o +—
—]— Rl
— | —
2]
]
-l _I5gl
T T
4
— o [ T
]
— —{ ]
SRk
— ] —

HEEINR

[111

44444 444{4144

LI [3]

L1]1

1
|
222222 222[z22

4444 [4 4444 44

22
4 4

4144 4 4[4

111 1

iHi1i1[1
22| |2z
| [ =(z)] |

4444 44

EcEIN

44 4
[TT1T]

H

z |

[ 2]

2
L) purvsian 3)
4 4
4 [ 1]
1

11

1

3@ DORIAN @

o2
zZ 31{_4
[ 1]

1

T3
44
4

2zz2f=212 222 | 22

4444 [4 44 44(4p

2]2

222222 222

4440414 4(4)44 44
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StePwiSE CycLE OF SEvEN MobDE FINGERINGS

L[T]z2]

o
[
— | -+
it |—] ]
llm;d.
— = M =
] ()

@ LYDIAN @

4 4

I:II]]

2(2)

222222 ()22
HENEN

4444 |4 440414 44

U &

111111
| [ [ €2y

TIIZIIF
o
4

Sum
[ o+
—
I i
l b,
e i X
G
— e
T_l._l
12Fx
=17 |
&
b e e

E

]

111111

11

2222232

(1111 i1
22| |
RiSEER

i -+
o BFEEH
4 JHY — — Ml
™ — rMI| =+
= — F 1=t
cl—] T ) =
WD
L
(=) I
=T -
rd e =+
< BN
— — o — =t
o
S e
D ™4 { FI—
S @HEed:
o) ~ItOeds
-+ — T
=+ — M) = 1|2|..M....
il Tl 4_H_ !
-+ — H2
=+ — Rl
=+ — M o
— -+
T
— k2
1“34
[~
T ~TE
® LR
GHELH:
— i~
z = (i
U ..|.|_..;._.._ﬂ.
D — ] -+
2 on
_._I._|12 =+
S )
..I.l_..;._“._ﬂ.
H
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2. Major Scale Mode Examples In All Twelve Keys

The diagrams on the next twelve pages illustrate how each major scale can be used as seven differen
scales by using the same notes with a different tone center. In C major, for example, the following seven modes
have the notes “A, B, C, D, E, F and G,” each with a different tone center:

mode name notes for one octave
C lonian (=C major) CDEFGABC
D Dorian DEFGABCD
E Phrygian EFGABCDE
F Lydian FGABCDEF
G Mixolydian GABCDEFG
A Aeolian ABCDEFGA
B Locrian BCDEFGAB

On the top half of each page (see reduction below), the diagrams show the modes created by each of th
twelve major scales. The tall diagram on the upper left of each page shows all the notes in the major scale fron
the first to fourteenth frets. The circled area on the tall chart shows the area also displayed on the seven smalle
mode charts arranged in a circle on the upper right of each page. Note that each of the seven major scale mod
have the same notes with a different tone center. The tone centers are circled.

C MAJOR SCALE TDHE MODES

E Locrian
B E & D | (E)
CFllGC

| [LEIE | |
ODGCFaD

[ITTT] CMAJOR
SCALE TONE E Phrygian

MODES: BiEDAD [ B
each has the same hotes E Ej:

with a different ODGCLCFaAD
tohe center

i )
EAD|E EEAD]E
FITEID CEITTGC
EE EE
oiC F &0 DG CIFIAD
HEEN HEEN
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': MHJDH C MaJOR

D DOR AN

E E &D)| B

CF||GC

EE
DGCFAD SEEEG
C MAJOR

A& AEOLIAN SCALE TONE E PHRYGIAN
MODES: B B

gach has the same notes .E.E].

with a different

DLGCFAD
tone center —
EADGEE G MIKOLYDIAN  F LYDIANM
FIl]cCF BEAD|B GEAD | B
EEA| | CFl | cih] |GcC
[ |BE]| [ [BE]]
DIGICFAD DG CFIAD
SEDUENEE OF MODES BY ALTERATION
> > BRIGHTER MOOD > >
< € 3 < DARKER MOODD < <
CLOCRIAN  CPHRYGIAN  C AEOLIAN CODORIAN  CMIXOLYDIAN  C MAJOR C LYDIAN
EbEbAbDE F Bb EbEbab | FEb EbEbab | F ERERED [ | [BRER ] ] ] Eh BEE&D |EBEADFEE
[Tl [Tlel] [llel] [lac][] [EaD .:jr||ar:.:j||||3f:c
OIEEHG OEEHG OELEHG OEEEHE GG E E F# E E |
Db | | Jabob T[] [ab] T[] [ab] T[] [] || E] EI::F DEI_’E]AD
Lolcd [ | vole)] [o eelc)] o vo(clFaD bolcF 4D [TTTT] [TT]1]
b7, b3, b&, b7, bT, bs, b7, b3, be b7, bz b7 B4
| b2, bS bz |
FORMULAS
< < < < ¢{—ACCUMULATING FLATS
EACH SCALE BELDY IS5 A YARIATION OF THE MODE ABOYE IT
b7, be, b2 bz, be bz b3, #4
C PHR'YGIAN C HARMOMIC C MELODIC MIMOR  C LYDIAN
Ma&JOR THIRD MINDR ASCENDING  DIMINISHED
Bb | ab| FEF | Ebab | F | e [ T[] [er [ ][]
|[Elp]] el[plE E[AD|B B | ADFHE
(cFeb [ 6{c) QF:IF EbG (L BEEEFGIGIREREG
E &b | B[ ab IEAR F# B
pec)] [0 esc)] [o DG{CIF 4D DBlcY AD
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Pace 50 CHAPTER 5: ALTERING MAJOR ScaLe ToneE MoDES

Db MAJOR DR

CLOCRIAN e T [ anpry  ED DORIAN

N
F EbEbAb & F OLETIG, CF C_7 BbiEp)]
Gb DbGb boGb | | #bDb  phappisbEpey DO 1 | ADDE
S F b B; ldcr
— EhibDbGhELED (EbJab Db BU(ED)
AbDEGH | EbAb pAnbhbhBhE
- Db MAJOR
ELELALDD F Bb Bb AEOLIAM SCALE TONE F PHRYGIAM
T — —
Gh C FﬁBEh C MODES: EﬁfﬁanEn C
Dbk 4b Db Db 4b Db
EDGEhEhEhﬁh[Ifl%h CF egach has the same notes CF
—t with a different T
CF Ebéb Db bERED Eb&shDhGhELED
— tone center _
Ebéh DhiGhEBEL
] '_F .-“-%.I:l I‘“’IIHEIL'\’DI#N Gb LYDI &M
F EbERARC F C F EbEb c C F BbEb ;:
Gh Gh DbGh | |(@AEDb Dbist)| | abDb
CF CF

Eb{ABIDbGh EBED Ebéb DbGH)ELED

SEDUENEE OF MODES BY ALTERATIDN

> > BRIGHTER MOOD > >
< < < < DARKER MO0OD £ <
CH(=Cb)  C¥(=Db) C# (=Db)
Loctian Phiygian dealian Db Dorian Dk Mixolydian Dk Major Db Lydian
EI—iT[i-FI#E:E:IiT[i'FlﬁEF EE&] |E chFlh! | n::lhchl | [ [cb cFEbED [ C  FEMEP G C
G | To# EbEb | Febeb | | @Rlee] [abTRER] | m[bti]
@]F#E E |[c#l#irse EG#{E #IFtE EG#!%@(F]]thhFhAh@I:-} Dbk | Abbtr T [cF [ [ TG F
oG | |[aDb [ [ LT T 1F] | epabpbchenes Eh.ﬁ.h[DEIGhEhEh
L] [ ] [oHicH | | #GHT-HFE | O# EbabDRGRERED Ebabhmeeered | 11 1 1 1 L1 L L]
b7, BT, bs, b7, bZ, b5, b7, bE, bs b7, b= by #4
| bz, bs bz |
FORMULRAS
< 3 3 < ¢<—ACCUMULATING FLATS
EACH SCALE BELDY 15 A YARIATION OF THE HODE ABOYE IT
b7, b, b2 bz, be b3 bz, $#4
CH#(=DbIFHRYGIAN  C# (=Db) Db MELODIC MINOR Db YD AN
M&JOR THIRD  HARMOMIC MINOR ASCENDING D MIMISHED
LFe | | | ] IFhIIII
C |BbED | C BREb G
(Db | Foabbb) fPEJ [ Foabh)
Lle ] Lec|]]
Eb Ab[bRGEERED  EbAbIDBGHEBED
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D MHJDH D MAJOR

B E ADIF*E

C#* LOCE &M - E DOR &M
| | | | B EADF*E I:E C# .-'f-.DF#Ei
F*B E 4 CoF E|_#E| E| |:|: (06 | | #0D) EE#
s | []lbc DG | Ll LT 5T Tab
C#F# B
,l o TE ,l (B D MAJOR C*
C# B AEOLIAM SCALE TONE F* PHEYG! &N
+ E
E&4 D | B (BIE 4 DFG"*-E} MODES: B E ADEDE
G
e C#F E |C# each hES T'hElt game notes @ E [C#
: D O G & D with a different O G & [
C* tone center C#
|| cere | . ,
E4 DG EE A MIXOLYDIAN G LYDIAN
| E EADF¥E B E & DF*E
— C*F*E E [C*C*F*B E |C*
DG | [{&D D@I 4 D
C* [ Jc=
SEDUENEE OF NOTES BY ALTERATION
> > BRIGHTER MOOD > > >
< < < < DABKER MO0OD < 3
D LOCRIAN D PHRYGIAN D AEOLIAN D DORIAN D MIXOLYDIAN D MAJOR D LYDIAN
ebEbab | |EbEbER | | |EPER [ [ [ JEb B EA(DI[E B EA(CIFEE E EAIDFHRE E E ALDIFE
LLgeal | [laiea] | [Eated[ | cFlfocc [[Toc [ [[Ts]| [I[]]]
crebebsc C FEbEbG C CFEb [ G [JEE [ ] [re e | | c#Fée £ [cHcHrée Eclcs
L[ Jae] [ TT11] IHI | E [ | ioc Faeibc |afpois | [ afpxed| | | Ao
(s F [(EAppsc F afblbos e Fad [ [ [ [ [ LI QT[] [fc#] [ [c#csl [ ]
b7 kS b BT RIS B BT P b6 b7 b3 b7 §4
| b2 b5 b2
FORMULAS
< < < < <—ACCUMULATING FLATS
EACH EEALE EELI]"H" 15 A YARIATION OF THE HODE ABOYE IT
b7 b2 be b3 ke %4 $4 b3
D PHRYGIAN D HARMONIC D MELODIC MINOR D LYDIAN
;::TE|3E:hEh |H|Im|m = ASCENDING  DIMINISHED
EEafD)|[BE EBEADIE
L L AD)] ] | EALD) (F1To] [FII1]
cl #Ehlebﬁllll #F|EhE| G||3# cé [EE Jc# cé#[ e Eclce
P : (i | Fa(e) @i | Falp)
AT [Tc#] 1] To#ce[]]

#] | [ [c#

-n
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Eh MHJDH Eb MAJOR

C FB LG C
D LOCREIAN |_|_ b F DORIAN

—————— CFBMEBGC pocr | o CUFBb|GC
F BhEbab C F T T Tan | ETIRETS TT Tan |
GCFEBOD G ecr |(D T R IEGIE
s o Ebéb | | BbED Ebéb | | BbED
- [ TTo | Eb MAJOR IG |
i ven prad caeoLiay  SCALE TONE 5 pppygian
TIo] %:'JF BhEb G MODES: C F BhEBG)C
E|_|:|_EIEIII%|: [ |3||:|::||'! a: 0 each has the same notes [:E;';: F i [
DGCF D Ebab | | BpEp  Withadifrerent g T T Epep
Ebéab | | EbEb LoD | tone center LoD |
D G

Bb MIXOLYDIAN Ab LYDIAN
C FEBEDG C C FEbELG C

HREETERRE I@EJI

DGCF|D DGECF

Ebéab | [(BbEb Edab)| | BbEb

Lol [ [lol]]

SEDUENEE OF MODES BY ALTERATIDN

> > BRIGHTER MO0OD > > >

< < < < DARKER MO0OD £ A

DE(=Ek)

LOCRIAN Ek PHRYGIAN EFAEOLIAN EBDORIAN ERMIXZOLYDIAN ERMAJOR  ERLYDIAN
EE& | [BChFb| | [cbch | | | [cbc FEPER| c C FEWERS C C FEBERGC C FERERGC
[T I®&] | [ [eb@E8) | [Fevfe| | oboh [ [abch ob [ | Tabok | [ [ Tab| [[]] | |
CHF #E EG#E#DhGhEhFhAhDhDhGhEh wpob [ J[CF ]| [GCF][] po6cF]Dp DGCFAD
| (] [TTF] tﬁﬁhdhdhéb{%ﬁ@qh[ﬁh E:t-lehTﬁF'JAhl E:hlet-T)@Fjl | E‘h':EP
QEE#L#F#lfD_ﬁ(EELﬁ.thGhE:H:Eb EbjabObahERER | [ | | | HER o] | a0 [ |
kT b3 b6 b7 b3 ke k7 b3 b6 k7T b3 k= 4
| b2 bS k2 |

FDFIHULHS
3 < < <—ACCUMULATING FLATS
EACH SCALE BELOW 15 A YARIATION OF THE HODE ABOYE IT
7 P2 e k3 ke % 4 34 b3
Eﬁ:‘lj*g“‘f[;l;;l Eb Pmﬁ"']‘g"m EFMELODIC MINOR EFLYDIAN
SRR T e o
e | e Gl The] I_\TF(TLI
[i-h n::t-thih[:-lh GbCh | Ab b [CF oD A D
G b Flo
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B. MaJior ScaLe ToneE Mobes By FOrRMULA ALTERATION

1. Mode Formulas.

Each major scale mode produces a different mood. To compare the various moods of the major sc
the bottom half of each of the last twelve pages (see below) illustrates the seven major scale modes with the s
tone center. Each set of seven modes with the same tone center originated in a different major scale.

The system of key signatures makes all major scales relative so any major scale may be altered to proc
Mixolydian mode on the same tone center by flatting the seventh note in the scale. Likewise, flatting the seve
and the third in any major scale produces Dorian mode on the same tone center. There is a series of five n
scale alterations where flats “accumulate” to produce a particular order of modes:

flatted note(s mode name
b7 Mixolydian
b7, b3 Dorian

b7, b3, b6 Aeolian
b7, b3, b6, b2 Phrygian
b7, b3, b6, b2, b5 Locrian

This series is illustrated with diagrams on the bottom half of the last twelve pages, shown below for tl
key of “G.” Notice that the one remaining mode, Lydian, requires a sharped fourth alteration to the major sce

SEQUENCE OF MODES BY ALTERATION

> BRIGHTER MOOD > > >

< < < < DARKER MOOD < <

G LOCRIAN G PHRYGIAN G AEOLIAN G DORIAN G MIXOLYDIAN G MAJOR G LYDIAN
EbEbab Db F EbEbEbal | | EbEbER | | [EpEb| | | |BbEE 4D [BEEBE ADFEBEE ADFEE
(TTTIJITe [JTae Tl lean | fcr (e | [ [(ahc| | ||(s)|
C FEPEW(GICC F BRER(GICC FEPERG)CC F ER[CB)C [Tee | | [F4B E | |chrsec | c#
ob [ [ [wvob [T [ [we] [[T[[]L]]€] ID(GJCFADDF(%)C TLOINEY
(e [Telede Foeleer avn(®cr ae [T [TTTT] [Te#[ T

b7 b3 ki b7 b b b2 BT b3 bS b7 b3 b7 B
| b2 b5 FORMULAS |
< € < < <—ACCUMULATING FLATS

During a composition, the mode often changes without changing tone center. As long as the tone cel
stays the same, the key stays the same, even though other notes may change. Thisis done to fit the mood int
by the composer. Generally, the more flats in the alteration of the major scale (see above), the darker, sac
or more solemn the mood.
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2. Altering Major Scale Tone Modes.

A formula is a numerical expression with sharps (#) and/or flats (b) used to indicate the changes made
to amajor scale to produce a desired scale or chord. Scale formulas are derived by comparing the scale in questic
to a major scale built on its tone center.

n C major scale » C harmonic minor scale = b3, kb
) O % =0
-5 -a
=% E F G A B C = b Eb F G A B C
—T —T
— A ———— S ———

Chord formulas are derived by comparing the notes of the chord in question to a major scale built on the
chord’s root.

Cm7 arpeqgio

|;- - | Cm7 chord
L3

| o - ' Cm7 Y
| In AL+ ] LIFEN
e G & [

el B Eb G Eh C Eh G Bh C &
c 5 1 4 1 = T 1 3
4
C BbhEhG
:T o b g =
—A —a——— 2
L B—=¢ - g

Harmonic minor, Phrygian major third, melodic minor (ascending), and Lydian diminished scales are
shown in Section A2 at the bottom of each page. Their formulas are above them.

Harmonic minor can be derived by flatting the third and sixth, as in Aeolian mode, but without flatting
the seventh. Aeolian mode’s formula is “b3, b6, b7,” while harmonic minor’s is “b3, b6, natural seventh.”

C Aeolian mode C harmonic minor scale
" = b3, b6, b7 = b3, b6
. 1 Ln L+ ) i 1 oy Lo )
:& 1 — r ko LX) L il Ib---. r = LIrh —_
e =5 =T e w5 =T
—T —T
—A — —5—6—= = EA — S Y—- ——
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Phrygian major third can be derived by flatting the second, sixth and seventh, as in Phrygian mo
without flatting the third. Phrygian mode’s formula is “b2, b3, b6, b7,” while Phrygian major third’s formula
is “b2, b6, b7” (natural third, making an interval of a “major third” above the tone center).

C Phrygian mode C Phrygian major third scale
=bk2, b3, b6, b7 = k2, bb, b7
% . S—— T T a— % —— T T —
bl F G ab Bb C - F G Ab Bb C
Eb E
ﬁ [:h = 4 1 2 4 1 ﬁ T’ : 4 1 2 4 1
—T —T
— A = o [CA — ———5—
] - — ] - Sl A= —

Melodic minor (ascending form) can be derived by flatting the third of a major scale.
C melodic minor {ascending) scale

C major scale - b3

i = 7 s 1 B = i IP_E L # ) i - = =
C C

—T —T

:E D -1 o :E D | o

Lydian diminished can be derived by sharping the fourth, as in Lydian mode, and flatting the thirc
Lydian’s formula is “#4,” while Lydian diminished’s formula is “b3, #4.”

C Lydian diminished scale

i Lydian mode = #4 ﬁ - b3, 8#4
i — T - 5 E
B—HU 5 - H_n-u—ﬂ

L

e e U A B C e & A B C

- D E F# O > p Eb F& B

4 1 z 4 1 = 4 1 4 i o El i 3 4 1
—T —T
l— 5_ — —
—A —— 79 — A ———— 573
_E D ! _E D - o

Harmonic major is the same as major scale with a flatted sixth.
C harmonic major = kb

C major scale
& LoF | =y

ﬁ o Lo | s ra — ﬁ = L ) i £ —
® & O FE F 6 A B C ® & U E F G Ab B C

E ; 3 o4 1 3 41 E T
—T —T
—A - T —A S > J—
o ; S — —g—5——7—*¢
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Harmonic major is the same as harmonic minor with a natural third.

C harmonic minor scale = b3, b

C harmonic major = b6

| o Ly = Lo |
L-B r = P X r | | am = r kA [ ]
e e tl; b F G Ab B C e o "I; E F G Ab B C
e 12z ¢ 1 2 4 e 103 ¢ 1z 4t
—T —T
— A = — o [CA — ———5—
g —t—f——— I § S o e —

Harmonic major is also the mode on the fifth step of Lydian diminished scale. In this example, playing
F Lydian diminished scale from “C” to “C” produces C harmonic major scale.

F Lydian diminished scale

=b3, #4 C harmonic major = b6
i e = £
— P X - s —u = i o
!J:—L,;'u"ﬂ'" FG AbB C D EF ® e O F G Ab B C
=8 awB Cc P L a2 c P o 41 oz o4
1 = L) 3|4 4 1
—T = —T
— S—7—& — 5s—7—=
—B—1—3—a4—7—3 I

In the following example, playing C Lydian diminished scale from “G” to “G” produces G harmonic
major scale.

C Lydian diminished scale & harmonic major

: | g e o= |
| nsu:”"gﬂ .._,:”"-"'H'G_n_
% e Huo ﬁ_ﬂ—“,
= OVELF4G ABC DEbFRG AB C|(® 6 ABCDEbFRG
2124|13413412|434 { T4 1% 4 12
=T ————T—el—— T e
A — s+ e—— A5 =
_ED-\_I =] —E

Modal scale relationships and “source scalesWith any scale relationship like the one above where
a scale occurs on a particular step of another scale (the “source”), you must figure out the “source scale.” The
relationship:“G harmonic major is built on the fifth step of C Lydian diminisheduld be expressed for all
keys by saying:‘Harmonic major is the fifth mode of Lydian diminished.”

Since “G” is the fifth step of C Lydian diminished and playing “G” to “G” in C Lydian diminished
produces G harmonic major, playing from the fifth step to the fifth step in any Lydian diminished scale produces
a harmonic major scale. Note that playing from the fifth to the fifth step in F Lydian diminished produced C
harmonic major in the example above.
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3. Alteration Cycle Of Seven Mode Fingerings.

TheCycle Of Mode Fingeringshown at the end of this chapter illustrate the seven basic major scale
Fingerings with six alterations to each fingering. These alterations produce the seven modes of the major s
as follows:

mode name: on major scale step: alterations:

major 1 none

Dorian 2 b7, b3

Phrygian 3 b7, b3, b6, b2
Lydian 4 #4

Mixolydian 5 b7

Aeolian 6 b7, b3, b6
Locrian 7 b7, b3, b6, b2, b5

Music theory is very mathematical. One particular number pattern occurs in at least four different aspe
of guitar fingering and music theory. This pattern is “7, 3,6, 2,5, 1, 4.”

The major scale is tlanlyheptatonic (seven tone) scale which may have all its tones arranged in an orde
of perfect fourths. This orderis“7, 3,6, 2,5, 1, 4.” Perfect fourths is the most common root movement in chc
progression.

When the modes are arranged in order “4, 1,5, 2,6, 3, 7" (“7, 3, 6, 2, 5, 1, 4” backwards), an interesti
pattern of formulas occurs in the “5, 2, 6, 3, 7” part of the sequence. The flats accumulate in the order “7, 3
2,5

mode name: on major scale step: alterations:
Lydian 4 #4

major 1 NONE
Mixolydian 5 b7

Dorian 2 b7, b3

Aeolian 6 b7, b3, b6
Phrygian 3 b7, b3, b6, b2
Locrian 7 b7, b3, b6, b2, b5

TheCycle Of Mode Fingering#iustrates the seven basic major scale fingeringsina“7, 3,6, 2,5, 1,4”
series of fingering numbers. Moving counterclockwise from major mode, the next five modes are derived
adding flats to the major scale formula. As you can see, first “b7” is added, then “b7 and b3”; then “b7, b3 a
b6,” and so on. This is referred to as “accumulating flats” in order “b7, b3, b6, b2, b5.” Moving to the ne
fingering clockwise from major mode, Lydian mode is derived by sharping the fourth of major mode. Th
sequence of major scales in the alteration cycle is as follows (note the “7, 3, 6, 2, 5, 1, 4” cycle):

©1996 Jim Gleason. All Rights Reserved.



CHAPTER 5: ALTERING MAJOR ScALE ToNE MODES

Pace 66

Left Hand Fingering For the Cycle Of Seven Mode Fingerings
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Each cycle is based on one of the seven basic major scale fingerings. A large number is located in the
center of each cycle to indicate which basic major scale fingering is being altered throughout the cycle. Notice

that the tone centers of the modes in each cycle all have the same configuration. The seven basic major sca
fingerings are show below with tone centers circled, first in stepwise order, then in order of fourths (as shown

in clockwise order above:
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CvycLE OF MobpE FINGERINGS

The fingering number for major is in the center of each cycle. Moving around the cycle counterclockwis
from major, flats accumulate in order: b7, b3, b6, b2, b5. Moving clockwise from Locrian, flats are remove
#4 must be added to major to produce Lydian, next clockwise from major.

Left Hand Fingering For

The Cycle Of Seven Mode Fingerings HAJOR
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CHAPTER 6: THE EXPRESSIVE SERIES OF
SUBSTITUTE MAJOR SCALE MODES

Sequence Of Modes By Alteration

> > BRIGHTER MOOD > >
< < < < DARKER MOOD «—
LOCRIAN ||PHRYGIAN ||AEOLIAN ([DORIAN ||MIXOLYDIAN || MAJOR || LYDIAN
hizhiﬁhﬁ b? :g P& || b7 b3 b6 || b7 b3 b? Q%UHAL 4 |
FORMULRAS
< < < < <—ACCUMULATING FLATS

The expressive series of substitute major scale modes uses the same series of modes as the alteratior
in Chapter 5, Section B2. Moving to the right in the expressive series of substitute modes tends to prod
brighter, happier moods. Moving left in the expressive series tends to produce darker, sadder moods.

The expressive series may be used melodically or harmonically. Melodic applications (in soloing ¢
composition) involve movement to the right or left in changing the mode to more closely resemble the not
in the accompanying chords (accommodating chords). When melodically substituting for expressive purpos
the expressive series is more often used in “darkening” the mood by moving to the left, adding flats to the mc
formula (exceptin changing from Lydian to major, which removes a sharp). Occasionally, movementto the rig
in the expressive series is used by melodically substituting Lydian mode for major or Dorian mode for Aeolia
Other movement to the right (brightening moods) is rare in melodic mode substitution. Harmonic applicatio
(the chord progression or other form of accompaniment part) may involve movement in both directions in t
series, darkening or brightening the mood.

A. MEeLobic Use OF THE EXPRESSIVE SERIES

1. Accomodating Chords.

When the mode you’re using now needs to accommodate more flats because of the upcoming chor
in the progression, move to the left in the expressive series from the present mode until you arrive at one wi
has the flats (in the scale formula) you need. When the present mode needs to accommodate more st
(according to the upcoming chords), move to the right in the expressive series from the present mode until
get to one with the sharps (in the scale formula) you need.

Strictly speaking, accommodating chords is not substituting modes, and is therefore not using t
expressive series to alter the mood. Ekample 4B2a Accommodating Chords #1 (on tapgjhe chord
progression sounds as if the tone center is “A.”
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Example 4B20 - Accomodating chords =1
Am C D Dm
e
‘I - | Ir.nl 1 1 1 L L : I: L 1 L :
A dorian A Aeolian____
1 T 1 z 4 1 z 1 = 3 4 14 2 3
—A———— ' ————7 5—7———— - —
.
Am C Bb -F_.-‘—'\_F_
%ﬁ?- e e e e e e e e e e
= T 1 : : ;::3#.": ——F 1 : ' =
A dorian A Phrygian
1 T 1 I 4 = 1 z 2 T =2 2 1 4 2
> s—7fas—7 5 & LS L ———
— A 7 7 7
B
aAam I C I D I
[ [ [ 4] []]
| | gy | | 3_0 CAE
» |
4EACE CEGCE O & DF¥
. A Phrygian
, pm7 I 1b2 b2 4 5 be h'gi Bb I
o E F
199 s on® [§
1 T 1 o2 4 1 — e
5 = 5 U_E
DACF —— EBb F EBb [

The first three chords, Am, C and D are contained in the mode A Dorian. Therefore, the melody during

the first three chords was composed using A Dorian.

The next chord, Dm7, contains the note “F,” which is not in A Dorian. By adding one flat (changing to
the next mode to the left in the expressive series), a “b6” is added to Dorians’ “b3 and b7,” making A Aeolian.
The “b6” in the key of “A” is an “F” note. The melody during the Dm7 chord was composed with the mode A
Aeolianto accommodate the “F” note. The nexttwo chords are the same as the first two, so the melody is repeate
from the first two measures in A Dorian.

The last chord, “Bb,” uses the notes “Bb” and “F,” which are not in A Dorian. The “Bb” note is not in
A Aeolian, either. By adding two flats (moving two modes to the left in the expressive series), the “b2 and b6”
are added to Dorians’ “b3 and b7,” making A Phrygian. In this case, the “b2” is “Bb” and the “b6” is “F.” The
melody during the “Bb” chord was composed with A Phrygian to accommodate the “Bb” and “F” notes.

©1996 Jim Gleason. All Rights Reserved.



MEeLobic Use oF THE ExPRESSIVE SERIES oF MODES

Pace 71

Example 4B2a - Accommodating chords #2 (on tap& a twelve bar blues in a Jazzy style. This is

progression #366 in the RPGM Chord Progression Book.

Example 4B2a - Hccomodating chords =2

69 sound

|Em?

C13

G9

Eb13

substitute chords

Dm? ODbi13

[
5 &;

14 24142 33 42 1 13 1 3
3 Mixalhylon 3 Dorian, Gharmonie mino I [F larmonic minor]
—T Kiryowr= = —
— A —10-7— 10— 9-10——6—— 73— 7—
B
69 sound i |
GO substitute churds—|
C13 C#o7 (passing chord) Am? Bm?  BbY
24114'4§3§ 22 Z 2 4 3
3 Iorkn Gharmonie mitor I[F lar. minor] 4 Mixohdian
CT =
LA s —l0——1i—1w0-o—= g —rll—
LB
sound: Gma? Emt'n_"t t HI[In'.u"'Ij o?
I_suns itute chords
Y -I'-I -IF F Y T L™ 1
IF ; :F :F F i : : : L1 1 11 : L : : : : i : i"" { a = { i —
| I L T ¥ ¥
14421 121114 411 4124 1 2
3 major [ov G Mivohrdian fora bluesyrfeeling o 3 Iroranfor a wery bluesirfeelmg)
CT— ] — 7—8-101—3
A7 — 0 —1————10
LB
The standard twelve bar Jazzy blues progression in the key of “G” is:
bar 1 bar 2 bar 3 bar 4 bar 5 bar 6
GfY cCr LY GY cCr cCr
bar ¥ bar & bar 9 bar 10 bar 11 bar 12
G7 LT AmT iy GmatEm7Y Am7 07
With a common variation on the seventh and eighth bar:
bar 1 bar 2 bar 3 bar 4 bar 5 bar 6
Gf Ct GY Gf cCr Cy
bar 7 har & har 9 bar 10 bar 11 bar 12
Gf AmT?T Bm7TEmYTY HmT ov GmarEm7? Am? O7
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It is standard procedure to freely substitute 9th or 13th chords for 7th chords (G9 substitutes for G7 in
bar 1, C13 for C7 in bar 2). The substitute chord progression in bars 3 and 4 is used as an alternate route to b:
5. The progression still works. The substitute progression in bars 11 and 12 works in leading back to the
beginning of the progression. The substitute chords are closely related to the original chords and the melody ca
follow the original chords as long as notes that conflict with the substitute chords are avoided or at least
unemphasized.

C#07 in bar 6 is substituted for C7. Diminished 7th chords usually are inserted in progressions as
connecting chords. The “C#” note in the middle of bar 2 suggests a C#07 chord. The implied C#07 chord leads
to the G7(9) sound in bar 3, as the C#07 in bar 6 leads to the G7(9) sound in bar 7.

The D13b9 chord in the tenth bar is a slightly altered D13 chord sound which creates a feeling of
restlessness through dissonance. This resolves with the consonance of the first half of the eleventh bar. See tl
examples below.

G Mixolydian G Dorian
1 2z % 4 5 & b7 1 1 z b2 4 5 g b7 1
pG 4 B C b EF 5 G9 IX EGAEhCDEE_E Cl3 ¥
® 41z 4103 4 2 HH * 412 413 2 ®
T —d seFa |7 | Y
—A—————————7—3—10— FAT— T—9—10—
SMeT —3—10 B 10
G Major o
1 2 % 4 5 & [ug
G A B C D E 4o o Gma7 X Em7 IX Am7 X D7 X
ﬁ_a — e (& ] ] [ T[] [ (@& i__t_*__i_
® 4 1 0z 4 1 3 4 9z N *‘?_ —* _?__?__ _$ |
T — EEICY
A ——— GDF*E GDEE  ACGA D ACF*A
- F—5—10
g0

All notes of G9 are in G Mixolydian, so G Mixolydian is used during this chord sound.

Allnotes of C13 are in G Mixolydian exceptthe “Bb” note. “B”is the third of G Mixolydian. “Bb” would
be a “b3.” By moving to Dorian, the next mode to the left in the expressive series, you can obtain the needed
flat third.

All notes of the Gma7, Em7, Am7 and D7 chords are in G Mixolydian except the “F#” note. “F” is the
flatted seventh of G Mixolydian. “F#” would be a natural seventh. Moving to the right in the expressive series
from Mixolydian to major will provide the needed natural seventh.

2. Substituting Modes For Expressive Purposes.

Bluesy substitutes.“Blues” is a feeling of melancholy, depression and despondency. Substituting to
the left in the expressive series from major to Mixolydian or Dorian, or from Mixolydian to Dorian produces a
bluesy mood or sound. If the present mode is major, you may substitute Mixolydian for a bluesy sound or Dorian
for a very bluesy sound. If the present mode is Mixolydian, you may substitute Dorian for a more bluesy sound.
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Example 4B2b - Bluesy substitutes (on tapé a variation on Example 4B2a - Accommodating Chords
#2 . The chord progression is identical. Five notes have been changed in the melody. These reflect chal
of mode to achieve a bluesy sound. The changed notes are identified with an “X” over them.

Example 4B2b - Bluesy Substitutes 69 sound titute chord |
C13 substitute chords —;
b9 » ¢ |Em?

_ [ . Eb13 Dm? Db13
. 1424'1422342'1"3513
G Midolydian— G Dorian — b Mixolydian
= ——10—& 8 g
AT 10-7—10——9-10 £ Cia ey i
B
" [ ]EElsuund bstitute chord |
C#o? (passing chord substitute chords
C13 passing 69 [ Am? Bm?7 BD9
24 114 40 7V 22 324 3
G Dorian G Mixolydian
T =
FA S0 10 —a i
B

sound: bma? Em? Am? 07

substitute chords
x D13b9 (D?sound) (g BEbO AM? Ab9'

i i
rd 1 -
- L & 1
1

The melody in bar one was originally in G Mixolydian. The two “Bb” notes have changed the scale t
G Dorian, producing a more bluesy mood. The last note in bar two, a “Bb” note (from G Dorian), has been adc
to contrast with the “B” natural note (from G Mixolydian) that comes up two notes later. The melody in bar nin
was originally in G major. The two “F” notes change the scale to G Mixolydian, expressing a bluesy mooc

There are three phrases in the melody, each followed by a response from the brass section and the s
drum. With the changes in the melody, the beginnings of phrases one and three start out with a dark mc
employing flatted scale tones three and seven respectively and progress to a brighter one when the lowered
tones are raised to their unaltered form at the end.

Darkening moods. If the present mode is any mode except Lydian or Locrian, you may substitute ¢
mode which adds a flat to the modes’ formula. With the Lydian mode, you may change to #4 to natural 4. Th
alterations darken the mood. The sequence of alterations is shown for all Rbgptar 5, Section AZlhis
must be done discretely and is less likely to work if the natural versions of the notes being flatted are sustai
or emphasized to any noticeable degree.
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Example 4B2b - Darkening Moods (on tape). A modern Caribbean style folk song with a steel drum melody.

g bl iy

|E—a]1 up one octave —»

=

Y 241 1 2z 112411 2 111 42 4 2 4 41 42 2 4 1 2
i I L - e L -y e L ey i =y
CA 10 10

B B,

T TP T T T W LT T T T

N " I O ICAT N s | ICAT SN ST JS " N " e B " |
" e e T B A _S—

The melody shown in the first eight bars of the “Darkening Moods” example is exclusively in C major.
The notes marked with an “X” change the mode, and therefore affect the mood created by the melody. In all
cases here, the alterations have lowered notes which darken the mood.

C Major
C I G I F I
I?_I I
FINENY (Y
CEGCEGEBDGDG CFA&CF
T
A
B———
C Mixolydian C Dorian
1 2 3 4 5 & b7 1 1 2 b2 4 5 & w7 1
c O E F G & EBp C cC I Eb F G & Bp C
=% : ;
T N — E——e——
o= L
® STz 41 3 41 ¥ T 4 1z 41
T T
A 5_,ﬁ5—.35 A SEHS—?DS
B———° B—————*

The altered notes in the last two staves of the “Darkening Moods” example (marked with an “X”) have
been numbered. The first altered tone changed the mode from C major to C Dorian. The second and third altere:
tones changed the mode to C Mixolydian. Collectively, the fourth, fifth and sixth altered tones changed the mode
to C Dorian. The seventh and eighth altered tones changed the mode back to C Mixolydian.
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The somber moods created by these modes are brief and each is soon resolved by a major mode, brir
about a brighter mood. Compare the general mood created by the first eight bars with that of the last eight k
You will probably find the first eight bars of the melody more likeable, but this doesn’t mean the melody in th
last eight bars is unusable. On the contrary, variations on a theme such as these are useful to provide dive
before returning to the original theme.

Brightening Moods: Substitute Lydian for major. Lydian mode can substitute for major particularly
to emulate the Major 13#11 chord sound in the melody. The Lydian mode contains the notes to construct
Major 13#11 chord. The complete Major 13#11 chord has the same seven notes as Lydian mode (with the M
13#11 root used as the tone center).

This substitution should be avoided during any chord which employs the unaltered fourth, which |
sharped in Lydian mode.

In Example 4B2b - Substitute Lydian for Major (on tape)the accompaniment parts are made up from
C major scale tones. The melody is C major with one exception: the “F#” note in the melody (bar 5) chanc
the scale temporarily to C Lydian. The next to last note, “Bb”, is not a scale tone. Itis a chromatic passing tc
between “B” and “A.”

Example 4B2b - Substitute Lydian For Major.

AmYa
Cmaod AmYa Fmaodg G4 Cmog L L Fmod9 G9

~ -
1 uy

oY |

d P 1 1 '
1 3 4 I 4 12 4 34 1 11 41 321
C majar C Lydian

The diagrams below show the sources of the chord tones within the scales.
C Major

: b © Tl cmagvIID Amo vV Fmadvil G9  IX
e ] 1] 0 [N
z [ ’

[ 11
C BEGD AEGCE FéEG GEF &

Cmao* 11 II

CEEBLDF*®

Brightening Moods: Substitute Dorian for Aeolian. In a similar manner to the Lydian for major
substitution, this is particularly used to emulate the Minor 13th chord sound. Dorian mode has the same e
seven notes as the Minor 13th chord (when the Dorian tone center is the same note as the Minor 13th chord r
This substitution should be avoided during any chord which employs the flatted sixth, which is natural in Doriz
mode.
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In Example 4B2b - Substitute Dorian For Aeolian (on tape)the accompaniment parts are made up
exclusively from C Aeolian mode tones. The melody is exclusively C Aeolian exception for the two “A” notes

in bar 5 which change the scale temporarily

Example 4B2Db - Substitute Dorian for Aeolian
Ab.9 Bbll1l

Cm.~9

to C Dorian.

G11 L7

Cm-s9  Abs/9 Bbu1 Bf,
a1 ™ T o
:-.'-F..-__.-' ---=-_.JI-_ — ! H
1 2 4z 412 1 2 4 441% T 4 3 Z 12 1 13
C Aeolian C Darian
—T
— _ — —J10—11—10 sfin—a—
A — —s SR T——— mm?m 10 510
B
C Major C Dorian
1 2 3 4 5 & 7 1 1 2 b2 4 S5 & b7 1
C D E F G & B C C b Eb F G & EBp c “ml3WVIII
gé; P — % | P T — H.‘L_
Y 4R 4k
® ° Tz 41z 4 1 T Uz 4 13 4 1 ® |
C G EbEbé
—T —T
—A et —8—ia
— 3 — 6—=&
e e eyt 1 m ; J—— 10
C Ae““ﬂ"tﬁ Crn/OVIIT Ab/OVITT BbIIVIIT G7sus4X
1z 4
C O Ep F [Tl ® | | _._._.%:. |
% L) | | & L.l 1IN
)
-
4 1 2 4 | | & —$ %
T CGDEDG AbCEDG  FEBEbABC G CFG
— A
— B il

B. Harmonic Use OF THE EXPRESSIVE SERIES

The expressive series of substitute modes can be used with chord progressions (or other forms of
accompaniment parts) and may involve movement in both directions in the series, darkening or brightening the
mood.

1. Use Of The Expressive Series In Composing And Arranging.

Composed and arranged accompaniment parts can be more intricate, while comping (improvising) an
accompaniment part is more dependent on the musical expression of the other players. Temporary change c
mode while using the same tone center may occur for as brief a time as a single beat or for an entire section o
a song.
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Example 4B3a - Major / Aeolian (on tapexombines the last two examples in the previous section
4B2b. As indicated with brackets above the chord names, the chord structure begins in C major and char
on the 17th bar to C Aeolian. On the 25th bar, it returns to C major.

The scales used during the melody are indicated with the brackets between the staff and the tablat
The melody during the C major chord structure uses C major and C Lydian. Itis similar to that in C Aeolic
rhythmically, architecturally (in the contour of the melodic line) and in its phrasing. The melody during th
Aeolian chord structure uses C Aeolian and C Dorian.

Example 4B3a - Major / Aeolian
|—I2 ma_]l:ur

Ama
_&qg Fma9 G9 Cmag _HAmM3I Fmo9 Gol

| o Y

P e |

-J ’ I-" % | ! L i il
1 & 4 4 12 4 %4 1, 11 41 T 21
C major | c Lydian
—A—T—— — [ r— ) - T 9——
o o o 10—7— 10 g7
l—C major |
Cma9 AmMY9 Fma9 G9 Cmao9 Am9 Fmaod9 GY9

C &eolian vl
Cm./9 Ab/9 Bbll G11 Cm.”9 Ab9 Bb1l )z 4
L L T T H
15 42 412 1 2 4 4413|34 Z = 12 1 1% |
T C dealian C Darian
— 10—11—10 g+10—5
— A 7— — I — 7-10 10 8-10
— e 10 2-10 0 10
I—E major Amg |
Cmag dﬂ_nlg Fmaod9 GY9 Cmo9 LA LLL Fmao9 G9
1 ¥
1 3 4 3 4 12 4 34 1 11 41 321 |
C major | ¢ Lydian
—T =
CATT g 3 e L Lo Earw
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CHAPTER 6: THE ExPrEssIVE SERIES OF MAJOR ScALE MoODES

The diagrams below show the scale sources of chord tones used in the example on the previous page

C Major

1 2z Z 4 5 & 7 1

C 0 E F G A B Cna9yiIll Ama vV FmagvWil 69 IX

- rrri [

Se——————— Tt 11 1 [
LT 4 1 3 4 1 3 41 C BEGD AEGLEE FAED GET A
— A —
. f—og— =10 =10
EAenlianbE e b

LERY D Mol u:mfwmAwgwnﬁbuwnmsusf
% S—— | $ | !!i“ﬁ

- S & rrri

4 1 2 4 1 2z 4 |1 L. - ||
—T & _$ %
— A — E—2—10 CGDERG &BCERG FEBEbBABC GCFG
B —s—jp— 10

Note that the chord progressionsin C major and C Aeolian are very similar. The “F#" notes in the C major
sections of the melody substitute C Lydian for C major. The “A” notes in the C Aeolian section of the melody
substitute C Dorian for C Aeolian.

Example 4B3a - Dorian / Aeolian / harmonic minor (on tape)nvolves changes of mode from D
Dorian to D Aeolian and to D harmonic minor, a variant of D Aeolian. D Aeolian with a natural seventh (C#)
is D harmonic minor.

Example 4B3a - Dorian / Aeolian / harmonic minor.

Dm? E e Il 4 P
Q L _— o I [ | | [ | | [ [ 1 |
- | | :.:F_Fm_. 33 3 3Ty
!._l 1 1 1 1 1 1
2 1 2 1 2 1 2 2 01 1 1 1 1 11 1
2313 Z 1 3 213 3 2022 0232 0232 2
[ Dorian
T ——==¢ 5.6 5.6 3
- - - - —+zZ—1-3 1-3 1-3— 33—
" A Lk bl -kl =57 T ra4-0-3-q—0-5-41—0-53-4—4—
LB
C F o e T
e e . l | I | | I | | I | I |
— 17— 1 r— P - r—
| I I I I I I 1 I 11
1 2 1 2 1 21 21 1 01 01 01 01
1141 14 1 141 z 1 2z 302 =02 z 0oz z 0z
L Dorian
ZT—; —3 —3 —5—&-5—F1—n-1 0-1 o-1 g- 1]
:,.a., =4 i = b e | el 7202 zo0-2
LB
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CHo?

Pl
I [ ] 1 I I [ |~ | I I  Eam 1
" —== —1 ﬂ'.ll 1’ == ﬂ'.'.i —
1 1 z 21 1 1% 21 121 121 1
11 41 1 4 1 41 1 2 T 42 T 42 z 4 2 2
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-T
- -2 z z z z 2 2 z = .
[ 4 — 5— 5— 5- - 3— 3- —]
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T s S
1 21 z 1 i
L3 431 (3L 1 1141 131 3133z i
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-5 5 5 5 51z z 315 —
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:Aa_?_?a ?—EE 5_%5 —E1-3 — z — ETE—=—7-% =
LB
D Major D Aeolian
1 2 3 4 5 & 7 1 1 2 bz 4 5 b b7 1
EgDEF#G P.EI{I:‘#D ﬂIDEFGAEhE‘D Bh 11
o PR & — o — PR & o — i
® Tz 41 3z 4 23z[|[¥ T = 41 35 4 1 =
—T —T ‘
— A o A ———
—g—5—7—32 Sl o Sl — Bb  FEGD
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1 2k 4 5 6w 1 pym7 oy G IIC  IIF I
E— e — 1
Dz o+ 1 2413 (17}
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2. “Comping” (improvising the accompaniment) With The Expressive Series.

In many situations, the accompanists have freedom of expression through changing modes also. They
can alter part of the background to contrast against the rest of the band. One section, such as the brass in the fil
example below, can alter the arrangement by changing mode while the rest of the band remains in the mode
originally intended.

Playing a darker-sounding mode to contrast against the rest of thefbaardple 4B3b - Substituting
Dorian For Major (on tape). The organ part of the first eight bars of the example is in C major mode. In the
next eight bars the three upper voices played by the brass (shown in the written example below) use the note
“Bb”and “Eb.” By flatting these notes, the seventh and third, the scale has been altered from C major to C Dorian.

A soloist could use C major or C Dorian to improvise against this, since the background has elements
of both. This gives the soloist much freedom of expression, using major sounds for brighter moods and Dorian
sounds for darker moods.

Example 4B3b - Substitute Dorian For Major

C G/C F/C C G/C F/C

I-hn% é: _#I:E: % l#lg 'é:_ _I#I:g: Eﬁtiﬁll

TEr=— e ii'EF's: i
; ’< K Repeat bars 1 thru 3 .; T

C Xl x“ AT F7 XIV Bb I:-:I|||
o #T" Ry '? ¥ ]
5CE GED _BTE ~GBD P CE FEFD AERG  BRDF

Since this brass arrangement cannot be easily fingered on the gquitar, the upper voices of the
arrangement are shown an the diagrams above.

C Major C Dorian
1 2 3 4 5 & T 1 1 2 b=z 4 5 & b7
c b E F G 4 B C C O Eb F G & B C
i e i — e =
o - o
¢ ? 1 & 4 1 3 4 1 © f i = 4 1 3 4 1
—T —T
:A T_E'_ :ﬁi ry o
10 — F—a—10
Y ; S re——— ra—_ 10

Playing a brighter-sounding mode to make the soloist sound darker by cotixashple 4B3b -
Substitute Mixolydian For Doriaton tape). In this example, the background (bass, brass, electric piano) and
melody (synthesizer/flute) play in Dorian mode during the first eight bars. During bars 9 through 16, the
background plays Mixolydian mode (except Dorian mode in the twelfth bar), while the soloist plays the same
Dorian melody as was used for the first eight bars.
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Note the spelling of the chords used during the D Mixolydian mode sections. Many of the D Mixolydial
chords have an “F#” note, which is the particular note that distinguishes D Mixolydian from D Dorian. Th
melody uses the “F’ note from D Dorian in bars 9, 10, 11 and 14. This creates a “bitter sweet” mood during 1

9th through 16th bars, since the background plays a brighter Mixolydian mode in contrast to the darker Dor
mode in the melody.

Example 4B3b - Substitute Mixolydian For Dorian

Omll Dm7./C L11 GY9.-F
N
Tz 43143143
T =
:A_ﬂ P o Py | - 5-? [=] —_ T 5_? S
= TRl 57 57 7
09 D13./C Bmll A1l
=== === = =
1 2131 3 1 4 1 1 3 4
15 £-5—5 5
F A 7 = S—— 71—
B =
D9 D13.7C G4 G11

I [ y
e — L1 b L 0 Thly Bl g TN Gy 11 8y & Sy oF by b1 &y
I [T B B S A . T -.i'-l-l-.

[zame fingering az the first staff abowve)

09 D13.-C Bmll Al1

[zarme fingering as the second staff abowe)

%Dﬂrian DmNVIII D72 G111 WV G9/F I GY/E W

Ef GHEL T $ s o990 ¢ a/el o |9
e $ o/|lle® ®

%_ﬁnaqﬁﬁn?lf——f-f o SR

b CFG C© DF& DGCFA FEDAE GDFA

D Mizolvdian g IV D13/CVID /9 VIIBm1IVII A11 VI

DEFEGAB C D ® 'YYY. $ A IEYYER)
nan=“""ﬂ—'——'—'—“ L1

Arijads
12345 6b71 rEarige
DF*CEAC ADF*E GEDA BF*AEF*A EADGE
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CHAPTER 7: INTERVALLIC TYPES OF HARMONY

A. TERTIAN HARMONY

Contempory music in the Western World is harmonically based on the major and minor scale syste
developed in Europe over the last six or seven centuries. The common minor sdadgratdinor, melodic
minor andharmonic minor Each of these scales contain seven notes and are théegtatonic scales

A cycle of thirds is a repeating series of alternate notes (every other note) in the scale. A structure ba
on a cycle of thirds calle@rtian harmonyecame popular during the eighteenth and nineteenth centuries. In
the major scale, the scale tones would be in the order “1, 3,5, 7, 2, 4, 6, 1, 3, etc”. Itis called a “cycle of thir
because the interval from each note to the next is a major third or minor third. Tertian means “made up of thirc

The basic method of chord construction uses consecutive groups of scale tone thirds. Diads, triads,
scale tone 7th, 9th, 11th and 13th chords are all tertian chords:

Scale tone diadare pairs of consecutive scale tone thirds (1, 3 or 2, 4, etc.).

Scale tone tertian triadare groups of three consecutive scale tone thirds (1, 3, 5 or 2, 4, 6, etc.).
Scale tone 7th chordsave four consecutive scale tone thirds.

Scale tone 9th chordsave five consecutive scale tone thirds.

Scale tone 11th chordsve six consecutive scale tone thirds.

Scale tone 13th chordsve seven consecutive scale tone thirds, thus using every note in the scale.

Study the chart below. Note that “9, 11 and 13” are used in chord formulas. They indicate “2, 4 ar
6” (respectively) in the upper octave, implying that the “1, 3, 5, 7” part of the chord is below them. Subtractir
“7” from chord formula tones above “7” will give you the equivalent scale tone number, such as an eleventh
the same as a fourth. Scale tone 7th chords are “tertian quadrads”. Scale tone 9th chords are “tertian pent
scale tone 11th chords are “tertian sextads” and scale tone 13th chords are “tertian heptads.”

Major Scale Tone Tertian Chords
scale tones: 1 2 3 4 5 6 7

diad name M3 m3 m3 M3 M3 m3 m3
scale tones 13 24 35 46 57 61 72
formula 1,3 1,b3 1,b3 1,3 1,3 1,b3 1,b3
triad name Major minor minor Major Major minor diminished
scale tones 135 246 357 461 572 613 724
formula 1,3,5 1,b3,5 1,b3,5 1,3,5 1,3,5 1,b3,5 1,b3,b5
7th chord name A7 m7 m7 A7 7 m7 m7b5
scale tones 1357 2461 3572 4613 5724 6135 7246
formula 1,3,5,7 1,b3,5, b7 1,b3,5,b7 1,357 1,3,5,b7 1,b3,5,b7 1,b3,b5,b7
9th chord name A9 m9 — A9 9 m9 m9b5
scale tones 13572 24613 — 46135 57246 61357 72461
formula 1,3,5,7,9 1,b3,5b7,9 _ 1,3,5,7,9 1,3,5,b7,9 1,b3,5,b7,9 1,b3,b5b7,9
11th Chord name —_— mll —_— A9#11 11 mll —_—
scale tones 246135 o 461357 572461 613572 o
formula 1,b3,5,b7,9,11 e 1,3,5,7,9,#11 1,3,5, 1,b3,5,b7,9,11 ——
13th Chord name —_— m13 —_— A13#11 13 —_— —_—
scale tones 2461357 o 4613572 5724613  —  —
formula _ 1,b3,5, b7,9,11,13 —— 1,3,5,7,9,#11,13 1,3,5,b7,9,11,13 —— e
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B. QUARTAL AND QUINTAL HARMONY

Quartal harmonyemploys “stacked” perfect fourths. Each note in the stack is an interval of a perfect
fourth above the note below it. Here is an illustration of the chords produced by quartal harmony. Notice which
note is the root in each example below. The case where the root is the fourth note from the bottom is very difficult
to use harmonically, since the sixth of the chord is in the bass.

Bsus4.n5 B7sus4n5 Bm7sus4 Esus4 E7sus4 Em7/11 Asus.2 Asus.2/4  Alln3 Amll D6sus.2 D6/9sus4 D13sus4 Dmil3
73

© © 5

) o i ] i

g O O =

Y. () © O & & &

[ £ YA W O O

~ o g o g o = G o

D) o o O o o O 7 12 17 17 K~ 17 -z o

O root =7sus.4n5 QLI O root=m7/11n5 O root=m7/11 O root=mil
O root=sus. 4 H <O root=7sus. 4 < root=11n3 O root = 13sus4
O root = sus. 2 O root=sus. 2/4 O root=6/9sus4
' QOL A root=6sus. 2
- T 55

i

I
A
|
Torn L
| e

In the last half oExample 5A2 - Quartal Harmorfgn tape), there are accented chords in the upper range
played by the synthesizer. The harmony begins in fifths and octaves. The last 16 accented chords are in quart:
harmony, first with three notes in a stack, then four, and finally five notes.

Sth & Sva MOT Sth & Sva  Sth & Sva

Example 5A2 - Quartal Harmony

NENT
E E 1 4‘ 1F) - i
Sth & Sva QUARTAL
Gm11 g

G7sus4 —&— b b b "he b b

QUARET Al

Gsusd =Z¥|I G7susd Xv¥II Gmll xyq)

bl ¢ et
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Quintal harmonyses “stacked” perfect fifths. Each note is “stacked” an interval of a perfect fifth above

the note below it. Here is an illustration of the chords produced by Quintal Harmony. Notice which note is t|
root in each example:

A1Z#1
&.13n11 % £ 49 1103 135u54
A P9 osusz2 ESUEE -n- .._-,_ o  susd sus2i4 5"'54 Touzd o .?.;;,IIJ 1 ﬂ
o O é
-a- -a- -a- -B- - o -
ROOT = 2MD I"-IEITE EDDT EED I"-IEITE ROOT=4TH NOTE
ROOT = BOTTOM NOTE FROM BOTTOM FROM BOTTOM FEOM BOTTOM
O root = sus? O root = Gsusd
& root = susd & root = sus2 /4

4 root = Tzusd
| ]

£ s R L3 38 OS50S

In Example 5A2 - Quintal Harmorfgn tape)the electric piano part employs stacks of 5 perfect fifths.
This is an interesting stack, since the fifth note in the a quintal stack is always 2 octaves and a major third ab
the lowest note. Together, the five notes spell a Major 6/9 chord. The notes of a Major 6/9 chord constitut
Major 6/9 pentatonic scale with the root and tone center respectively on the same note.

Example 5A2 - Quintal Harmony

Combined 3rds, 4ths and 5ths (examples on tape). These two examples combine sequences of harr

in thirds, fourths and fifths. In the first example, sequences of thirds and fourths are combined in the elec
piano part.

Example 5A2 - 3rds and 4ths

— e — e
@. u—":_'L.:I«__jI—ﬁ;J:}rﬂ:_f:J_.:L__jl—li;%

Example 5A2 - 3rds, 4ths and 5tbs tape), is the same as Example CH5A2 - 3rds and 4ths, excep
the electric piano part has been doubled in fifths. Each note of the original electric piano part is accompan
by a note a perfect fifth above.
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Example 5A2 - 3rds, 4ths and 5ths

Ry

Sometimes harmony is so free in form that it defies classificaBaample 5A2 - Textural (on tape)
uses free form harmony to produce a textural effect.
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CHAPTER 8: CHORD FAMILIES

A. GENERAL CHORD SOUNDS

Play each of the chords in the following diagrams to hear its affinity to the sound group in which it was place
Major

C I Cma? I Cma? II Crma?* 111 Cma9*¥ 111l Cmal3d*1y
H || || |
T R I RE A

CE III C/9 I Casm |l

s

Minor
Amo N AmMT N AM9 YV Amil Y AmMI3 Y AmME VY AmMAT Y AMGSI Y

PR At P i i P e

£h

Dominant
Oy [l D9 % D11 % D132 1IN DF#9 |V D7bSb2 1Y D7bSs=alY D7#c=a]y
T [T [T I ST e A A
[ | [
Diminished
Cdim Il Ca? Il CmYbS Il CFb9 11

£

Hels #f1 Bele

Whole Tone / Augmented

Caug | Cmab3III C7bS 111 C7#*S 111 C9bS |1 C9*5 ||
A1 e T T e
Saflar 2aa
Suspended
ASUS A7sus | o ANNE [ Al3susd | AaTsusdly

e
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B. TerTIAN TRIAD FAMILIES

There are foufamiliesof chord soundsmajor, minor, augmented and diminishdthe diagrams below
show each of the four “parent” chords (major, minor, augmented, diminished) with their families beneath. The
families add tones to the parent chord.

As you can see by the diagrams below, these generalizations can be made about chord formulas:

*  All minor chords have flatted thirds.

* All dominant chords have flatted sevenths.

* All minor 7th types have flatted thirds and flatted sevenths.

* All Major 7th and minor (major 7th) type chords have natural sevenths.
* Usually, chords do not include natural third and perfect fourth.

e 11th chords usually have no third.

* Dominant 13th and Major 13th chords usually have no fourth (eleventh).
*  Minor 11th and minor 13th chords have no flatted fifth.

*  Minor 7th and Major 7th types have no flatted ninth nor sharped ninth.

The following diagrams display the chords that can be made by adding notes. Formulas are shown for
the chords in the ovals. Formulas for the chord names below the ovals can be found in the chord/scale chart &
the end of Chapter 4, section D.

minor 7
1b35b7

mg.9=13579 9=135b79 min.9=1b35b79 min.9(ma7)=1b3579
maj. 9#11=13579#11 11 =135Db7911 min. 11=1b35b7911 min. 11 (ma7)=1b357911
maj. 13#11=13579#1113 13=135b791113 min. 13=1b35b791113 min. 13(ma7)=1b35791113

augmented diminished
13#5 1 b3 b5
dim.7 min.7b5
1b3b56 1 b3 b5 b7
ma. #5=13#579 O5=13#Db79 dim.7add9=1b3b569 min.9b5=1b3b579
maj. 9#11=13#579#11 11#5 =13#5b7911

maj. 13#5#11=13#57 9#1113 13#5=13#5b791113
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C. NoN-TErTIAN TRIAD FAMILIES

This section covers exceptions to scale tone chords. Chords such as 6ths, sus.2, add9, etc. do nc
strictly every other scale tone from the chord root in their construction (see Chapter 7A1 Tertian Harmon
Rather than partofa“l, 3,5, 7, 2, 4, 6, 1” pattern, they use variations such as those seen below the ovals ir
section’s diagrams.

Tertian chords are scale tone triads, sevenths, ninths, elevenths and thirteenths constructed from pa
all of the cycle of scale tone thirds: “1, 3,5, 7, 2, 4, 6, 1, 3, etc”. Inthe major scale, they include major, 7, 9, :
13,A7,A9,A9#11A13#11, minor,m7,m9, m11, m13, diminished and m7b5. Note that the scale tones indicate
on theMajor Scale Tone Tertian Chordfart inChapter 7Aare all part of this cycle. There are four types of
changes made on tertian chords:

Suspensioreplaces the third of the chord with a second and/or a fourth as indicated by the chord nan
Suspended chords always have a perfect fifth (natural “5” in the formula).

Add tone alteratioxpands the basic tertian chord sound by adding tones (other than the next numb
inthe“1,3,5,7,2,4,6, 1, etc.” tertian series). Added tones may be “6, natural 7,9, 11 or#11”. “#7”is sometin
used as an indication of a natural 7 added to a minor chord, with the chord name “m#7.” Chord formulas
traditionally related to the major scale, yet the m(#7) chord name indicates the raising of the minor seve|
interval in a natural minor scale. The chord names “minor(natural 7)” or “minor (major 7)” are more correc
since they confirm the interval in relation to the major scale.

Alter tone chordsndicate the change to the basic tertian chord with “# or b” in the chord name. Thes
changes may be “b5, #5, +5 (# and/or b 5), b9, #9, +9 (# and/or b 9)”. Exceptions to this are “#11” in a Ma
7th type chord and “b5” in a m7b5 type chord, which are part of basic tertian chords.

Chord over bass notéAny chord may be placed over a bass note, indicating the chord should be playe
as is with the added bass note below it.

c/h W DaAYSE W Bm7AE

el e

The following diagrams display the chords that can be made by adding notes. Formulas are shown
the chords in the ovals. Formulas for the chord names below the ovals can be found in the chord/scale che
the end of Chapter 4, section D.

1. Suspended

X an

ma. 7 sus.4 7 sus.4
1457 14507
maj.Osus 4=14579  9sus4=11n03=14(11)5b79  ma9#llno3=12(9)57#11 7I6sus. 2= 125607
ma.13n03=14(11)57913  13no3=14(11)5b7913 mgj.13#11n0 3=12(9) 57#1113
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)T\

2. Add Tone

)T\

add 9
1359
min.(mav)/6

min. 6/9
=1hb3569

maj. 7/6
=13567 716 6/9 =1b3567 min. 7/6
_ =1356b7 =13569 _ =1b356b7
maj. 9/6 min.9(mav)/6
=135679 96 =1b35679 min. 96
=1356b79 =1b356b79
maj. 7/#11 min.(ma7)/#11
=1357#11 211 =1b357#11 min, 7411
maj. 7/6/#11 =135b7#11 min.(ma7)/6/#11 =1b35b7#11
= mal3#1lno 9 7/6/#11 =1b3567#11 min. 7/6/4#11
=13567#11 =13#11n09 = min.13411no 9
=1356b7#11 =1b356b7#11
3. Alter Tone
maj. 7b5
13b57

maj. 9b5=13b579

maj. 13b5 no 11
=mgj. 13#11no5
=13b5(#11) 7913

maj. #5=13#579 95=13b5b79
13b5no 11
=13#11no5

=13b5(#11) b7 913

maj. 9#5#11 =13 #57 9#11

maj. 13#11=13#579#1113
7b5b9 =13 Db57 b9
Th5#9=13b57#9

13b5b9 N0 11=13hb57 b9 13

13b5#9n011=13hb57#9 13

13b5#11=13b579#1113
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5=13#579
7#5b9 =13 #5 7 b9

THSHO = 1 3#57#9
T#5h9#H#11 = 1 3#57 b9 #11
THSHOHLL = 1 3#5 7 #9#11
13#5b9n011=13#57 b9 13
13#5#9N011=13#57#9 13
13#5#11=13#579#1113

13#509#11=13#57 b9 #1113
13#5#H9#11 =1 3#57#9#11 13



CHAPTER 9: CHORD VOICING

A. CHORD INVERSION.

Root positionmplies that the chord root is in the ba€$ord inversionmplies that the notes of a chord
are rearranged so the root is not in the bass. Firstinversion has the third of the chord in the bass (2nd or 4
the bass if the chord is suspended). Second inversion has the 5th of the chord in the bass. Third inversior
the chord’s 7th in the bass.

C7 chordin root position C7chordin 1stinversion C7 chordin 2ndinversion C7 chordin 3rdinversion

e B = 5

I v %
b7 R R3 | 5

B. CLose AND OPEN VOICING.

C major chord in root position C major chordin firstinversion  C major chord in second inversion
closevoicing  open voicing closevoicing open voicing closevoicing open voicing
. g =
E ) E ) R —
e
g&' 2 % @ e

¥

s

When constructing a chord on the fretboard, you don’t always need to include evemlheateportant
notes are the third and the seventh (if in the chord) and any tone mentioned in the name of the chord, excep
root.

O O

C. EssenTIAL CHORD ToONES.

| -

o= %|%|H

In constructing a chord fingering by formula on the fretboard, you may omit the 5th, 9th andiér 11th
they are not alteredb5, #5, b9, #9, #11 are altered tones. For example, don’t omit the 9th in a 9th chord, tt
11th in an 11th chord or the b5 in a 7b5 chord. This leaves essential chord tones, which may be describe

* The third and the seventh, if involveSuspended 4th and suspended 2nd chords have no third.
11th chords usually are played without their third if the third is major. Dominant 13th chords (thos
with a natural third and flatted seventh) usually are played without the 11th. Triads, 6ths, add9
and 6/9's have no seventh.

* Any tones mentioned in the quality name of the ctatdbut the letter name of the chord).
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* All tones of a diminished triad, m7b5, and augmestexuld be included whenever possible. In
many cases, any tone of a diminished 7th chordmay be omitted.

StudyChapter 13A: Essential Chord Fingeringbere the notes indicated by dots are essential chord
tones and the hollowed dots are optional chord tones.

D. MeLobic LINES WITHIN CHORD PROGRESSIONS

Harmony in the present forms of music of the Western World originated in vocal music. In a vocal
arrangement, each part (the soprano, alto, tenor and bass) is calied aThis term has been applied to
harmonic arrangements in general, so that each part is called a voice. A chordal accompaniment part should b
thought of in much the same way as a vocal arrangement. Each note of one chord generally moves to a note i
the next chord.

When one chord has four notes and the next has five, it must be considered that one of the four notes ir
the first chord “splits” into two notes in the five note chord. Likewise, when a larger chord of four notes
progresses to the next chord of three notes, two of the notes in the four note chord both move to the same not
in the three note chord. This is callaalce leading

Here is an example of voice leading. Exceptfor the fourth through sixth chords, the top note of each chord
leads to the top note in the next chord; the second from the top leads to the second from the top in the next chorc
and so on. The bass note of the Cma7 chord splits off into the two bass notes of the Fma7 chord. The two bas
notes of the Fma7 chord combine into the one bass note of the Bm7b5 chord. The weakest part of this progressio
is probably the wide skips in the movement of the top three notes of the Fma7 chord to the top three of the Bm7bt
chord.

Amd VI Dm7 M GY VoCad N FAY N Bm7bSYI EVD9 Y] Amid Y
__i*_'l_.l __'IL'IE| __iﬂl':w _m:| ‘:ﬂ_f i__gj: L AT TT N
i ifir:

I i

Be aware of the melodic lines created by the highest and lowest “voices” of the chord progression. Avoid
skips of over one and a half steps (a three fret interval) from the highest note of one chord to the highest of the
next. Avoid skips in the bass of over a fifth.

Use the line created by the highest notes in a chord progression to harmonize with the soloist(s), since
the most audible chord tones are usually the highest ones. The line created by the highest notes can be a melo
line. In this manner, ehord solo can be played, wherein a solo guitarist plays melody and accompaniment at
once.
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Example 5D2 - Chord Solo (*Fallen Isis” from Book 2) is on the accompanying tape and is written out below.

FHm D
i posiTIoN POSITION ¥I1 POSITION
o— il - — .
: ! === | R R
L u|‘ PR VA VA
sustain sust.
T — e T
— A 1414141 —11- I — 7 P N
— 1 411111 7 7 — 77— T—
B z 1z 10
E Ca
1% POSITION . V| POSITION
LLLLT I I I E ﬁ ‘1 ‘1 ‘1 :
_l' P — —
sust
AL — e — Ty 5
[ Ta o — — 3 56 & 3 R —
- oo — t—3 : A S— AN S—
LB -1 12 3
D
[l POSITION n A NN
e —
W
.T_E_E-E
AL —
I S— 1 1 4—4-4
;""-% s 4 4 4—d-4
LB
CHE{zus4
L —— - z = ——2
[ ad——4—4—3 3 3 ,
A ——4—q—q E Z
:E'4 ! d
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CHAPTER 10: COUNTERPOINT

Monophonyis a single, unaccompanied melodiAomophonyis a single melody with a chordal
accompaniment (such as a chord progress@alyphonyis the combination of two or more voices (melodies)
of individual character.

Counterpoinis the deliberate art of writing polyphony by adding melodic lines together in such a way
that notes of the melodies periodically sound together to make chords (vertical alignment on the staff). It ca
about in the Renaissance (1430 - 1650), as part of a general trend toward the study of perspective.

The word counterpoint was derived from the Latin “punctus contra punctum” meaning note against not
Inthat sense, itimplies disagreement (note against note). Agreement occurs when notes align vertically to sc
a chord. Most music today has at least some elements of counterpoint.

A. Types oF MoTION

1. Similar (or direct) motion. Two or more voices moving in the same direction (up or down to-
gether).

2. Parallel motion. Two or more voices moving in the same direction at consistently the same interval.
The interval number (such as 3rd or 4th) must be consistent, but the specific quality of the interval (such &
major third or minor third) need not be.

©1996 Jim Gleason. All Rights Reserved.
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4. Oblique motion. One voice sustains or repeats while the other part(s) moves up or down from it.

4:

Al

z

'r'

OO0 l—"l'.l'\““\.'l—*

N=00| = pa

*rtiIfrr
Z % % 3
4 4 a4 4
2 0z 1 z
:T_a_a_a_g
4 —9—5—5—

a0

-]
0

B. Species OF COUNTERPOINT

Counterpointdeveloped from around 900 to 1800 A.D., but reached its height around 1700. Inthe early
18th century, music theorists began to formulate rules of counterpoint at a time when there was much
disagreement on the subject. The most significant theorist to write on the subject was Johann Joseph Fux, wh:
completed his “Gradus Ad Parnassum” in 1725.

In Latin, “Gradus ad Parnassum”, roughly means steps or “grades” to artistry. Parnassum was the fabled
Mountain of Muses in Greece. Part 1 of Gradus Ad Parnassum included a system of categorizing the levels o
complexity in rhythmic texture involved in counterpoint.
“species”. “Cantus firmus” is a fixed melody to which one or more others are to be written in the study of
counterpoint. The species defined how many notes were played by the second melody (or other melodies) ir
relation to the “cantus firmus”. Here are the 5 species used by Johann Joseph Fux:

1. First species counterpoint: note against note.

These levels of rhythmic texture were called

|

: M | [ | | |
2 4 1 1 1 1 1
z 4 2z 2 z
5 §—S5—4—1—5—
8
z —

Example 5F4 - Bach Chorale (on tape, notation at end of this chaepyimarily first species
counterpoint.The second section Bikample 5F1 - Good Morning Brad (on tape)irst species counterpoint.
Good Morning Brads not notated, but the “note against note” counterpoint is easy to hear
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2. Second Species Counterpoint: Two or Three Notes To One.

2notesto 1 3notesto 1
rEva higher | 2 2 z T
. ]
# = % =
11 r- F
- Y, ! i | r =
42 44 11 24 441I42441
]
: — —— —T —32-1-0-1-0 0
= T F o o
1 1 2 1 1 1 1 3 —A —
—B
— 5—5 7-5—5
:T_TS-?-B—S—E——?—E—B-?—S
i B —a
B -

Bars 1-8 ofexample 5F3 - Pachelbel’'s Canon In D Majon tape, notation at end of this chapter), is
second species counterpoint. Bars 9-16 involve second species counterpoint in the bass and middle part

3. Third Species Counterpoint: Four or Six Notes To One.

Four notes to one. Example 5F5 - Mozart Piano Sonata, K&98@pe, notation at end of this chapter),
is 4 notes to 1. In Pachelbel's Canon (see above), bars 9-16 involves 4 notes to 1 in the bass and top par
bars 17-24 use primarily 4 notes to 1 in the top and middle parts.

Six notes to oneThis is a simplification of the melody and bass paBExample 5F2 - Good Evening
Brad (on tape, notation at end of chapter). Complete notation is not shown for this example, so listen carefu

Bl B I_II_I!i|| |
| I J | I I I . _d-_ ]

T ... T

2132121 424 24 4 4
2 1

0
—T
- 1z-1—3-1-z— 4}z
—A——32-3-2-F =
B z 1

4. Fourth Species Counterpoint: Two Notes Per Melody Note With Syncopation.

Example 5F6 - Tchaikovsky’s Romeo and Jybettape, notation at end of this chapter), uses offset
syncopation in the clarinet and flute part (shown in notation). Either of these parts constitute fourth spec
counterpoint when listened to along with the cello parts, which play continuous quarter notes.

Example 5F12 - Fanfar@n tape, notation at end of this chapter), uses syncopation in the lower voice
during the first 4 bars.
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5. Fifth Species (also called “florid” counterpoint): Combination of the Other Species.

The following are examples of fifth species. They are all on tape and notation is given at the end of this
chapter.

* The first section oExample 5F1 - Good Morning Brad.

 Example 5F2 - Good Evening Brad.

* Example 5F10- Fugue I¥om Johann Sebastian Baci®kg Of The Fugue
 Example 5F13 - Canon IWom J.S.Bach’'#\rt Of The Fugue

C. GeNeraL RuLes OF HARMONY

First practice writing in four voice parts with triads and first species first with all voices moving
continuously (see Example 5F4 - Bach Chorale). Then in two parts, then in three parts.

Next, the above in second and third species with a few seventh chords (see Example 5F3 - Pachelbel’s
Canon in D Major). Before attempting fourth and fifth species and more involved chords, it would be good to
study counterpoint in depth.

1. Chord Tones.

Be aware of the chords created by the voices when they align vertically. Itis convenient to start writing
with a chord progression in mind, but be flexible enough to modify the chord progression.

When two consecutive chords have common tones, repeat them in the same voice(s). This occurs ofter
in Example 5F4 - Bach Chorale.

If two consecutive chords have no common tones, move the upper tones in the opposite direction to the
bass. Note this in the last half of bar 1 through the first half of baE2ample 5F3 - Pachelbel’'s Canon in D
Major.

Changing the voicing from close to open position and vice-versa is desirable to keep the music
interesting. Note this iExamples 5F3, 5F4, 5F5 and 5F11.

Avoid doubling a chord’s major third or minor seventh, altered chord tones, scale tone fourth or seventh
and non-scalar tones.

Resolve non-chordal tones stepwise to a chord tone.

2. Chromatic (non-scale) Tones.
Use non-scalar tones in one voice at a time. Avoid doubling non-scalar tones.

3. Range.

Generally keep each voice within the range of a tenth. You will find few exceptions to this in the
examples notated at the end of this chapter.

4. Motion.

Use predominantly stepwise motion but skip freely within the chord. Every skip in Example 5F3 -
Pachelbel’sCanon in D Majoris to a chord tone
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Tend to follow skips (by an interval greater than a major second) with movement (preferably stepwis
in the opposite direction.

Itis good to vary the intervals formed by the voices. Any repetition of a particular interval such as thirc
or sixths may sound good and be useful, but destroys the individuality of the parts. Parallelism in two pa
reduces their effectto one partin parallel harmony. You'll find very little paralleliExaimple 5F10 - Fugue
IX from Bach’sArt of the Fugue That is why each part comes across with such an individual character.

Avoid overlapping voices (avoid moving above or below another voice). Don’t cross voices (don’t mov
one voice above or below another and leave it there).

Avoid parallel fifths and parallel octaves unless used intentionally throughout a passage as octave or fi
“doubling.” The clarinet and flute parts in Example 5F6 - Tchaikovsky’'s Romeo and Juliet are each doubls
in octaves. Eample 5A2 - Quartal Harmonixample 5A2- Quintal HarmorandExample 5A2 - 3rds, 4ths
and 5thsall use doubling (or stacking) in fourths or fifths, but the doubling (or parallelism) is consistent, no
occasional.

Avoid moving to a perfect fifth or perfect octave in similar or parallel motion. Moving in this undesirable
manner is called hidden fifths and hidden octaves. It is preferable to move to perfect fifths and perfect octa
only by contrary or oblique motion. This rule is broken only occasionakgmple 5F4 - Bach Choraleeaks
this rule in the two top voices from bar 12 to the first beat of bar 13 (there is usually a logical explanation f
exceptions: in this case bar 12 is the ending of a phrase, and bar 13 starts a new phrase, so the voice leac
not as critical as in the middle of a passage).

D. Two PART PARALLEL HARMONY

Parallel harmony accompanies a melody line with a second line comprised of one note an equal inter
away from each melody note. The prevailing sound of the melody and harmony usually harmonizes with t
chordal sound of the accompaniment. The harmony line may be above or below the melody and is m
commonly (1) in scale tone 3rds with occasional 4ths, 5ths or 6ths or (2) in scale tone 6ths with occasional 5
4ths or 3rds. The occasional 4ths, 5ths, 6ths or 3rds are used as alternatives to thirds or sixths when the
intervals would better harmonize with the background chords.

Sixths are inverted thirds: (1) if alower harmony in thirds was moved up one octave, it would be an upg:
harmony in sixths. (2) if an upper harmony in thirds was moved down an octave, it would be a lower harmo
in sixths.

1. Harmony In Thirds or Sixths.

Harmony in thirds uses occasional seconds, fourths or fifths. Harmony in sixths uses occasional thir
fourths, fifths or sevenths.

A melody may be harmonized in scale tone thirds, prodwtias(two note chords). However, it is
usually necessary in homophonic music (a melody with an accompanying chord progression) to use occasit
fourths in place of thirds. If a sustained or accented melody note is harmonized with a third or sixth above
below that is not in the chord, it may be preferable to use a fourth in place of the third or a fifth in place of tl
sixth if those alternatives would produce chord tones.
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Harmony in thirds (with one fourth, one fifth and one sixth).

C F Am G
hiarmony
e
o ——— = 2
melody |
o1 1 1 1 1 1 1 4 1 1
1 3 3 1 1z 2 2z 3 2z 0
—T —0—1—F—0——1 1
- | l—z—5—1—1—%
:A 2 2_4 -\_I_E I
_B

Harmony in sixths (with one fifth, one fourth and one third).

memdulcl | F Am | 6
1 ] | |

FI | | |
harrmaony
1 4 4 1 1z 1 1 1 1 4
2 3 % 2 ¥ % 2 2 3 2 3
T
— ' —1—z—5—1
3"—2—2—5—2 ; s Tt
B —5—7—I—5

In some styles, such as Rock and Country (especially vocal harmonies), an occasional series of parallel
4ths is used because the sound produced is popular in theEstglaple 5F7AB - Sauce Melody in 3rds and
4thsuses four parallel fourths in a row starting on the second note of the second measure. Listen to the recorde
example to familiarize yourself with this use of parallel fourths.

2. Use Of Same Or Different Timbre.

Thirds (or thirds with occasional fourths, fifths or sixthsually sound best if played with two
instruments of the same timbre. ListerEsample 5F7 - Saugsame timbre) anBxample 5F7AB - Sauce
Melody in 3rdqsame timbre, then different timbre).

Inversion of 3rds By lowering the upper part of a parallel harmony in thirds with occasional fourths by
an octave, sixths with occasional fifths are produced. Likewise, by raising the lower part by an octave, sixths
with occasional fifths are produced. Also, by lowering the lower part by an octave, tenths with occasional
elevenths are produced. Compare notatiokxamples 5F7ARhirds with occasional fourthgF7CD(same
as5F7ABwith lower part up an octaveyi=7EF (5F7ABwith upper part down an octave) &t/ GH(5F7AB

with lower part down an octave).
Sixths (or sixths with occasional fifths, fourths or thir@sid to sound a little better when played with

two instruments of different timbre, but the same timbre sounds fine, too. Liggartgples 5SF7CD - Sauce
Melody in 6ths: Higl{different timbre, same timbre) aBB7EF - Sauce Melody in 6ths: Lddifferent timbre,

L]
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same timbre).

Inversion of 6ths.By lowering the upper part of a parallel harmony in sixths with occasional fifths by
an octave, thirds with occasional fourths are produced. Compare notation (atthe end of this cliagerpfer
5F7CDandExample 5F7AB Likewise, by raising the lower part by an octave, thirds with occasional 4ths are
produced. Compare notation texample SF7ERndExample5F7AB.

Tenths (or 10ths with occasional 11ths, 12ths or 13thisally sound good with instruments of the same
or different timbre. This is the same as thirds with occasional fourths, fifths or sixths with an octave added
the harmony. Since tenths are thirds plus an octave, they sound good played with instruments of the same tin
as thirds do. Like sixths, tenths are wide intervals and also sound good with instruments of different timb
Listen toExample 5F7GH - Sauce Melody in 10(dgferent timbre, same timbre).

Inversion of tenthsBy raising the lower part of a parallel harmony in tenths by an octave, thirds are
produced. Compare notation fexamples 5F7GH and 5F7AB.

3. Fingering Thirds and Sixths.

Fingering parallel intervals.Fingering for parallel thirds and for parallel sixths is shown on the next
page. When the same finger is used consecutively on the same string in going up or down a scale in thirc
sixths, a legato can be produced.
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Learn the fingerings below. Study the scale tones by formula shown on each of the scale diagrams at
the bottom of the page to find locations of the sixths as fingered on the top of the page. Thirds and sixths use
these pairs of scale tones: “13, 24, 35, 46, 57, 61, 72" (flats or sharps are involved in some scales).

Fingering thirds
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Finger thirds and sixths within the scales below,applying the fingerings above

major Dorian Phrygian Lydian Mixelydian Aeolian har.min. Phr.maj.3
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FINGERING THIRDS AND SIXTHS

Pace 103

Examples Of Thirds and Sixths

With melodic thirds or sixths, each interval is played one note at a time. With harmonic thirds or sixth:

each interval is played together.

C major scale tone thirds for one octave on the first and second strings.

melodic: harmonic:
= g
| | 1
' . L o 1 1 1 1 1 1 1
1031 3121 2131 31 21 i z =T 2 = =z z =2
— 0 1 z 5 7 g i—1iz- —-T—0—1—3—5—7—_5—10—12—
:T—1—3 5 [ g—10—12 12 :T 1—F—S5—f—5—10—12—13—
— A — A
B B
C major scale tone thirds for one octave within four consecutive positions:
melodic: harmonic:
= B
remsesseemeec—f = ===
OE=== ' 5
1 1 1 2 1z
21 21 %1 11 113 231 21 5 =z 0z 1 1 =z T =z
— 10—i1z2— 10—12—
12—13—-12—I1%3 T

10

— a—1n
AT 14

12-10

12—14

—10—12—14

— p—5—10—12—10—i5—14

10—12—13—q2—q3z—

_B

B

C harmonic minor scale tone sixths for one octave on the second and third strings.

melodic: harmonic:
g | bm m ® I o nbe o =
I"‘I.| = - 1 - I e i— m— : I G -
1 r -__ﬂ r 1 - a5 bl
| 2 2 9z 2 2 2 4 4
1 21232323 2323 434 1 1 ® 3 3 3 3 Z
e - S - — 1 — - | ] —" —— S—— —- T— ;-
A —s—s—«eJTo—l0—1r—13— AT —F—5 ¢ 5101215
B B
C harmonic minor scale tone sixths for one octave within five consecutive positions:
melodic: harmonic:
- -
5 . b R . o o =
e I"“-l e - - 1 -__ﬂ I T ——_i i 2 : TI G —
i -——E_ | I i o] -
_L 2 2 1 % 1 1 3 3
32322123 212123 2%Z 5 3 2 2 2 2 2 =z
—T - I—d —i— =T - I—d4—7—=
—A—S — - 4—5 —= AT —4—5—7—3
:E'Ei L=} :E_Eh [}
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E. Imitative Counterpoint

Listen to the following examples on tape and look over the accompanying notation provided on the
following pages:

 Example 5F9 - Bach Fugue in Cm

* Example 5F10 - FUGUE IX from Bach’s Art of The Fugue,

* Example 5F11 - FUGUE 8 from Bach’s Well-Tempered Clavier, Book |
» Example 5F13 - Bach'’s Art of The Fugue, Canon IV

Canon. A contrapuntal technique where melodic phrases heard in the leading voice are soon heard in
the following voice or voices. Before the imitation of the melodic phrase is completed in the accompanying
voices, the leading voice usually begins another melodic phrase which will also be “echoed” in the following
voice or voices. Listen to and re@dnon I\ mentioned above.

Fugue. Fugues are always written in contrapuntal style, usually in 3 or 4 voices. Fugues usually have
two parts to their form, thexpositiorand theepisode There is usually a series of expositions, each followed
by an episode.

Fugues begin with aexposition The Exposition is much like a canon, with the main melodic idea
(starting in any voice) repeated in other voices and overlapping by entry of the next melodic idea before imitation
of the first is completedExample 5F9 - Bach Fugue in Qon tape, text at end of this chapter) illustrates the
main melodic subject and its imitation in a lower voice during the Exposition section of the Fugue.

The episodethat follows each exposition is usually a development or elaboration of a short motif
(melodic idea) in the exposition. Tkpisodesre usually freer and lighter in style than éx@ositions

Augmentation and DiminutiorA melodic subject may be imitated half or twice as fast as in its original
exposition. Augmentations imitation of a theme with the note values doubled (sounded twice as long).
Diminutionis imitation with the note values halved (sounded half as Idixgmple 5F11Bs an imitation of
the theme irexample 5F11Aplayed in augmentation (sounded twice as long).

Transposition in imitationThe imitation of a theme is very often in a different key or modexdmple
5F9 - Bach Fugue in Cpthe imitation enters in a key up a perfect fifltxample 5F11C - Fugue #m Bach’s
Well-Tempered Clavier, Bookd an imitation of the theme played by the bass part (5F11A), transposed up a
perfect fourth.

Strettois the imitation of a fugue’s melodic subjectin close succession, where the imitation enters before
the subject is completeBExample 5F8B - Circl¢on tape, notation on the following pages).
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MusicaL ExampLES For CHAPTER 10

5F3 - Pachelbel’s Canon In D Major

1 z2 3 4 q 10

2 Eul 7 5] 13 14

E ] 1 e o — —

i—' ﬂ F G :_'IJ: <3 0 1 I!‘.!: L‘I- :L' L1 1]
st —F T ——"—
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— 2
F 3
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T r

—TT ==
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5F5 - Mozart Piano Sonata, K498a

T
Ml
™

i
bk L
[

+Js

X g
|

il
I

.l

T

HT

|

©1996 Jim Gleason. All Rights Reserved.



MusicaL ExampLES Pace 107

5F8A - Circle Theme

a

5F8B - Circle Theme and imitation
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5F11 - Fugue #8 from Bach’s Well-Tempered Clavier, Book 1

| [BALA

cdll[ e

L '1' | ' #I . :F : |
o T .
I - '+l F |
e = : — o
= | m——— |
= L0, L
o = Lgs ] l L
L r | i : | I.l. E:F IHH'I_’ I# - =
o | |
o
.  — t
. ! — =
L - Ite—]
5F11A - Fugue #8 from Bach’s Well-Tempered Clavier, Book1
= 7
. » A
a1 - r
SEERES = :

J =-_I.'J'-'I--I
11 a1 =17 )

e

Lot
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L 11
T
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5F13 - Canon IV from J.S. Bach’s “Art Of The Fugue”
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MusicaL ExampLES
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CHAPTER 11: PICKING EXERCISES

Passages moving across three or more consecutive strings with odd numbers of notes per string of sin
rhythmic value lend themselves to sweep picking. Passages moving across three or more consecutive st
with even numbers of notes per string of similar rhythmic value lend themselves to alternate picking.

In alternate picking, notes of similar rhythmic value must be picked strictly down - up - down - up, etc.
Changing strings is easier in alternate picking when the last stroke on the current string is in the opposite direc
of the first stroke on the next string. Changing strings in the same direction as your last stroke on the curt
string is awkward, since you have to pass the new string berfore picking it.

In sweep picking notes of similar rhythmic value, you must change strings in the same direction as
your last stroke on the current stringTo move to a new string in the same direction as your first stroke on the
current string, you must pick an odd number of notes on the current string. To move to a new string in the oppo
direction of your first stroke on the current string, you must pick an even number of notes on the current stril
Continuing to change strings in the same direction while playing notes of similar rhythmic value demands o
numbers of notes per string, so you can move to the next string in the same direction as the last stroke or
current string.

It is critical that the single strokes used to play two or more consecutive notes in sweep picking be tim
so the notes still occur at the right time.

Anything can be played with economy (flow) pickinfeconomy picking accomodates any fingering
by mixing alternate and sweep picking. Each time you change strings, you decide whether to use sweep picl
or alternate picking:

* when moving to a string in treame directioras the last stroke on the current string, svgeep
picking

* whenmoving to a string in tlegpposite directioms the last stroke on the current stringalisenate
picking

A. ALTERNATE PICKING EXERCISES.

In the following example, the circled notes illustrate the weakness of alternate picking. Each circled nc
requires passing the string before picking it, which wastes time and requires more accuracy in your stroke

—

SSSSS
5

- T £536-3

- A e

- B—3-5-7-8

ALARARARAIAL

Practice all of the pentatonic scale fingerings which have two notes per s@mayter 12I: Pentatonic
Scale Fingerings.
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B. Sweep PickING EXERCISES.

It greatly helps to retain rhythmic feeling and articulation including a slight dip in the path of the pick as you
approach and contact each string. Here is a view from behind and above the bridge, picking strings 5, 4, 3

and 2:

string — 6 string - 6
Path of thetlp of the pick in Path of thetlp of the pick in
sweep picking consecutive downstrokes sweep picking consecutive downstrokes
without dipping with dipping

Practice picking allhree Notes Per Strirggale fingerings i€hapter 12C, Chapter 12D and Chapter
12E.

C. Economy PickING EXERCISES.

Practice picking alfwo Octaves and A Fifgtale fingerings i€hapter 12C, Chapter 12D and Chapter
12E. Play each scale from the lowest pitch to the highest and vice Wresaice picking alfwo Octaves and
One Arpeggio Tonarpeggio fingerings i€hapter 14A, Chapter 14B and Chapter 14€8ay each arpeggio
from the lowest pitch to the highest and vice veldae sweep picking or alternate picking with each string
change as the rules at the beginning of this chapter dictate.
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CHAPTER 12: SCALE FINGERING

A scale fingerindorfingering)is the pattern of left hand fingers used on the fretboard in playing a scale.
Finger numbers for a scale are shown on a fretboard diagram or below each note in music notation. Scale t
shown on a fretboard diagram without finger numbers will be referred tecadeapatterndr pattern).

A. MuLTipLYING Your KNowLEDGE OF ScaLE FINGERINGS WITH MoDES.

Relationships like “Aeolian mode is built on the sixth step of major scale” or “Phrygian major third scal
is built on the fifth step of harmonic minor” should be explored with examples in various keys.

If you knew which major scale has D Aeolian built onits sixth step, for example, you could use an existir
knowledge of major scale patterns and apply them to Aeolian mode.

F major scale o o= 2 DAeolian mode

a2 —— o2
 — —a—
I e

® r G ABbCDE FGABC DETF gDEFEﬁBhED

4 1 T 4 1,34 131 2 41|35 4 T4 131 2 41
- 10-12-13- 1
=T EREE LR =T 101 13—
A — 101214 —A 1714
_B—1z B

The following F major scale patterns can be used for D Aeolian mode by using the sixth step of the ma
scale as a tone center. The sixth step has been circled to indicate the Aeolian tone center.

Y ¥ Yl R all

If you knew which harmonic minor scale had a Phrygian major third scale built on its fifth step, you coul
adapt harmonic minor scale patterns for use as Phrygian major third scale.

C harmonic minor scale = b3, b6 G Phrygian Major Third

— oo
'B'DE:FEﬁhBEDEhFEﬂhB[: ® G ap BC D EbF G
3124|12413412|134 1 2 413 41 Z
El
=T —e—— T —&
— S—7—=& — S—7—=&
L B—-= = B
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A modeis a version of a scale where the tone center a scaledtibreesharthat after which it is named.
For instance, each tone in the C major scale can be used to create a modesaittethetes, but a different
tone center.

C major scale a =

on
|

[ay}

an}

The six modes built on steps two through seven of the C major scale:
D Dorian F

E Phrygian Lydian
%A g_ﬁz #Wﬂ_
1 2 41 3 4 1 % 41 F1 4 1 T 41 31 2

1 3 ¢ z ¢
T
-
B

—T =T =
— A =T A~ 55— T

—g—5—7—= —g—7—¢

(=}

G Mixolydian A Aeolian B Locrian

ﬁ oo oo = E: Bnﬂ‘ﬂ
o o o o

¢ | T 41z 1 z 4 o T 41 3z 1z4 1|[® 41 2 1 2 4 1 z

—T —T 54 =T 5—7
— —————————(————5—&—%& — — S—e—8 — S—&—a
EA—E—?—E‘E_I— :A_?_n 5 A4 il

B B B

Likewise, each tone in a C harmonic minor scale can create a mode vsidimt@otes, but a different

tone center.

C harmonic minor scale L o e be o =
=

1 2 1 2 4 1 3 4

-y
=l
un}

T
=l
[un}

The six modes built on steps two through seven of the C harmonic minor scale:
C harmonic minor C harmonic minor C harmonic minor

, mode |1 xmude 1l gmude 1Y .

41 2 413 1 L 41 241 3 12
5_ T =7
S—7 I—7—5—
—5—c—3 A5 2
L= B L=
C harmonic l{linnr l{mde ¥ C harmonic minor C harmonic minor
also G Phrygian major 3rd mode VI mode Y11
L. o a [ abe [ aben
X 1
® 1 - 41z 1z 4 [ 413 124 1 [ 41 % 12 4 1 3
T -_-—8— T b= G 47 T b= D i
Ao —1—8 A o578 A——Q0—5—7—&
B B B
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Source Scales. A source scalés the scale from which a mode was derived. A mode can be built on
steps two through seven of any seven tone scale. You need to know these three things to understand mode
source scales:

* Know the step-to-step intervals in the major scale.
» Be able to figure out the step-to-step intervals in any scale according to its formula.
* Be able to name the notes in any scale according to its formula.

Review the step-to-step intervals in the major scdddo F is 1/2 step, and B to C is 1/2 step. A to B,
CtoD,DtoE, Fto G, and G to A are 1 whole step.

The major scale is spaced as follows:

fnajor scale step 1 2 3 4 ] &] T 1
whole steps apart 1 1 172 1 1 1 172
frets apart 2 2 1 2 2 2 1
EXAMPLE IN ﬁj ——— % v

L) bk -
one string to C
ease interval EI
recognition. o 5 7 3 10— 12— 14——15—

A formulaexpresses intervals with numbers and accidentals, such as “1, b3, 5.” It can represent 1
intervals involved in any scale, chord, arpeggio, or between any two notes. Formulas are based on the m
scale. Thenumbers*“1, 2, 3,4,5, 6, 7" represent the major scale in its unaltered form. The number “8” repres
the octave. Numbers continue above the octave, starting with “9” to indicate one octave above “2.” In the
major scale, for example:

C major scale )
Mumbers as used in formulas |
| 13 14 15

t 2 3 4 5 & 7 8 5 10 12 o A =
é—u—*‘ BUB“BU
— LoF ]

Scale intervals up from the tone center:

scale steps steps apart frets apart
L0 D2 L/2 o, 1
TH0 2 e 1o 2
O (0 I i 3
1O D3 e i 3
10 3 2 4
R (o T T 212 i 5
R (o I T, 6
THO DS e T 6
00 o TR T I 7
THOHD e Lo 8
O (o 1 o1 Lo 8
R o T T N 9
R (o I S Y, 10
LtO D7 e D e, 10
8 (o T A 512 i, 11
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Step to step intervals that occur in heptatonic (seven tone) scales:

scale steps steps apart frets apart

1tob2......... 1/2
1t02...coveennn. 1o,
1tO#2 ... 11/2
b2tob3............. T
b2t03............... 11/2

2to b3 1/2

2t03...... 1...

#2103 1/2.

b3 to 4 T o,
b3to#4 ............. 11/2

I (o I S 1/2

B3to#4 oo T o
4t0D5 ... 1/2

4105 i, T,
At0O#H5 i, 11/2

b5to b6 ............. T
b5t06............... 11/2
5t0b6............... 1/2

SR (o ] I T o
5t0#6............... 11/2

b6 to b7 ............. T
b6t07 .couennn.... 11/2
6tob7............... 1/2

(S3 (o A T oo
b7tol........... T o
48 (o I R 1/2

Here are examples of two scales with step-to-step intervals and fingerings. Confirm your understanding
of the intervals by playing the patterns:

Mixolydian mode by formula: 1, 2, 3, 4, 5, 6, b7, 1

scale tone 1. 2 i, IC I 4 o B o S I b7 ..., 1
steps between: i 1o, 1/2.......... 1o, 1o, 1/2............. 1
frets between: 2 i, 2 i, | 2 i, 2 i, 1., 2

Mixolydian scale patterns by formula

OO OCIENOERONCORC)

14w | [ | 251462 3625]3 4 | | S14w 25 6251366 ][]
G O] s e 000 sl [Bee
251 523525|3||35||514w25@g$1$@|$¢.2||14b? 51
o7 | 4w [ [14514ap25 W || 4w taw [51 [ ]3]]
5@?5?5 1] 625136 [36]]| 251462
Ab7 b7 |
[ 3
Phrygian major third by formula: 1, b2, 3, 4, 5, b6, b7, 1
scale tone 1o 2 i 3 4o 5. b6 ............. T, 1
steps between: i 1o, 1/2.......... 1o, 1/2......... 11/2......... 1/2
frets between: 2 i 2 i 1o, 2 i 1o 3 1

Phrygian major third scale patterns by formula:

@Q@E@@@

1467 | 5162 [bb2 [ | | 4 51 a4k | Seeee | | [eB 67 [pEb2 467
b [ [ mow (519l 5| [5]3 | ez [ [ o [[5135]]53
sia] | w2 [w| dofweta staw o[ [eis|w aan a5t
veb |67 | 3] |53 3 [vz | wewe [ | [b6wr [beb2 aw [ S]] ] 2] 36w
Zl [ [z pelasiaw|s [[513][3 14w |51 [51]]]
3 [v2 | 7 [bEb2 b7
[ []5 3
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Number the tone center of the desired scale with the step on which it is built in the “unknown” sourc
scale. Recall the formula of the source scale and play up the scale to scale tone “1”.

Let's apply this to the example above. G Phrygian major third scale should be built on the fifth step
some harmonic minor scale. If “G” is the fifth step of the harmonic minor scale, the tones should progress
to the first step as follows:

Correct

E 3 7T 1 3 B 7T o1 /

* G Ab B C Incorrect letter name: each
L |etter should be used once only.
—T
I ————
-

This identifies the harmonic minor scaleGabarmonic minor.The harmonic minor scale formula is 1,
2,b3, 4,5, b6, 7, 1. The two scales on the next page show the comparison. Notice that the the third and
steps of the major scale are flatted in the harmonic minor scale.

C major scale C harmonic minor scale
= k3, b6
% = = ral o i % T - = b e S
- o E F 6 A B C C p e F 6 A B C
1 z 1
4 1 3 4 1 I 4 s 1 2 4 1 4
—T —T
— A 5—T7—0 - — A [N -

Play the two scales above. The patterns below show the same scales entirely on the fifth string. T
will illustrate the intervals between the scale tones

C major scale C harmonic minor scale
= k3, ko
- = ra o L % T - = s o 2

B B
gc"n‘:pﬁnac EDEhFEthE
—T —T
— A —A
—p—3—5—7—&—10—1i—i4—I15~ |[—p—F—5—&6—5—10—1ii—14—15+

Note that the step-to-step intervals are:

scale tone 1. 2 i b3 .. 4. 5. b6 ............ AP 1
steps between: 1o, 1/2............. 1o 1o, 1/2......... 11/2......... 1/2
frets between: 2 i i 2 i 2 i i S 1

If scale tone 5 is “G”, up one half step to scale tone b6 would be “Ab”.

If scale tone b6 is “Ab”, up one and one half steps to scale tone 7 would be “B”.

If scale tone 7 is “B”, up one half step to scale tone one would be “C”.

So the tone center of the source harmonic minor scale is “C”.
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B. Maior ScaLe (lonian Mope) By FINGER NUMBER

One Vertical Position

O @ &6 @& 6 & @

ERNENN

2 2

33

3

d4 444444

4

4 4

ST EREEERE

1111

z2zz2z22 3333

11

222

3

2z

153

tdd4444444| 4

EETTIEY

1111111 111111 1

4

11

11

222222333333

dddd44 |44

Three Notes Per String

L @ 6 @O &6 & @

11

X

il

1111]]

2z

1

22443322

il

4 4

1111 ]

33

3
il

111 ]

ilzz2211 2222

{11

222

444322 4444

11

2z

il

]

222

L1t af]]

22 433

il

44 4

1111

3

11

11

zzzz11z222211

444433

L[][44

Two Octaves And A Fifth

= —rrd—
——1pt =T —
CHEE O
it ] —t T ] — o | —F = —
i R e R
—d g el ) - — —_d a1y <
— 1] =T —
@1'23 my_..ﬂla_ — 1 MH
—f—t | B N N N S e I )
— —t Ll i—l=F — . -+
—7 il = — o )
@1'2 T @/J_ — R TTy
nl e R e BN S N Y
7 ™ — ]y
— — il ] M — — LM
ol p—1 M =T — ) — T
—if ) =T —— il -+
SHE R
—— ) I — |1..__..1 ——t = —
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— ——1y -+ — — — ] =T
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— 1 [ T M T —t =T
3\%1'23 2 T | N vy -
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—pod—y=t .I.T.I.?_ =T
..I_-..I.l_..f._l.ﬂ. —d g —1 =t
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Two Octaves And A Seventh

1 1 11 1 1 1 1|
(O HH@H G O S 18 ) )
111 111 111 111 111 111 1
7 427 7z 7211
2211 311 1 7211 7211 11
3 1 |aaz]|1 44211 1|33 1| d4d4z21| 44221
422 z 2|44z 2 22 11
|11 [4a311 41 113311 4411 [[a4q
4 2 42 4 4 2 2 22
2z 3 Z Z 2 2
3 44 4 33 44 44
4 44
Three Octaves
1 1 11 1 1 1 1
OO @ 13! ) T 1) i@
111 111 111 111 111 111 i
z 477 z 2 z211
2211 311 i 2211 221 1 11
3 1| aaz]|1 4471 1 1|33 1| a4a4221]| ad4z21
477 z z|44zz Z 2 11
z |11 4311 ali 11 z311 4411 4 4
4 7 42 4 4 7 7 7 2
Z 3z Z 2z 2z |
3 43 4 33 4 4 4 4
4 4 4 |
4 4 4 | 4 4 4 4

Alternative Fingerings Try these when the original fingering (without “A” or “B”) IS awkward'

11

111111

11

111

1

iii iii[ii
11 111 111 1 111111
222222222222222111222 (2222211222222 2
3 333 22 3 2 3| 3333 |3
Pl Bl Bl 443 | | 4444444433533 444))444] |44
44 4
{Il.

©1996 Jim Gleason. All Rights Reserved.



Pace 122 CHAPTER 12: ScALE FINGERING

C. Maior ScaLE Mobpes By ScaLe STep

1. Major Scale (lonian Mode)
One Vertical Position

DRNONEONNONEONNONNC
4 l251462 36257354 || [|a4514][]|5625136 73562 |
73 4 14 (736 ? 4| 14]|[5
251462362573 | 736 || 514256251356 7362 [7¢ |73
p r4514f259 ! gl 14|l esldes
362573 [ 73 E251367362 |7 !

—_
L @ & @ & & @
| 514 | 6251 || v36z]]
36 ! 414|581
: EREE 4lz5 625136 7362 |7 || 73
4 14514]25 ! 4| 14| [51251462
362573 | 736 || 625136 73627 73
14 23 38 4 = 1 62 [

]
1

Two Octaves And A Fifth

2514 ]| 3625 736|514 E251 || 7362 73
4 14514[25 7 4l 1451251462
362573 | 736 7ll6z51367362 |7 |]|73
4 1451425 625136 4| 14| [51251462362573

P 14
1 6 2 73

25 36 i
Two Octaves And A Sixth

g g furg gy Rarcy fasrgy

(o |
ulid

’
1
|
¥

—1 ot
Ll —L

.f‘
5173
| |

~d—t
Lewl—Lpa
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MaJor ScaLE MobEes By ScaLE STep

Pace 123

Two Octaves And A Seventh

Three Octaves

(D

1362

14

L

1462

3

Alternative Fingerings Try these when the original fingering (without “A” or “B”) IS awkward'

14

512514

22514

4 14 514

25

3

3

P36

525136

251462362573 362573514

4

144

14

in g

73736 | |

P36
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Pace 124

CHAPTER 12: ScALE FINGERING

1. Mixolydian Mode

One Vertical Position

)

& @O O & & @

1 4/ 1251462 3625 | 3 4K 4 514K 25 6251 36K B
3 B g/ 14 36 B 4! 362
2o l462 36253 36 aldr 25 625136 362 14’ | 51
Bl 4B 14514825 B 4 148 [ 51 5
729 |3 [3 625136 [J¢@ 21462

Three Notes Per String
1 4§/ 2514 3625 g/ 21 4K BZ51 B/
3 bl 4w [ [14]|]36 b7 ERELE
25146236253 36| |S514dwes 625136 |36z L4u? [ 51
| 4k 14 51 47 25 B’ 4r! 1 4k | 51 3
3625 |3 36 E25136 g2 3 251462
14 25 36 47 5 1 6 2 7
I =
Two Octaves And A Fifth
IIGRNG Eiiig Eilrg ey Kty Ciirgy
&) THE 210 D THE ) H
2514| | 3625 36 5 1 447 6251 362 1 4k7
Bl 4B 14514k 25 B¢ 4! 1 48 | 51 3
5625 |3[]|36 625136 (362 3 25146z
46! 145140 25625136 4rl 14 | 51 251462 b7
36 [ | [|aw |36z 3 b1 | 3625|3
25 X 5 1 6 2 A NNEEE
Two Octaves And A Sixth
105 2106y T1(7 41I¢TY £102) 22103 v I1ca
— — | 487 | T — — e | | T —
251 362 3 514 625 362 1 4k7
g/ o1 48 b 1 47
3625 36 6251 362 3] 2514
g6 14514 236223130 dpd 1 48! [ 51 2 ld62 b7
35 46 [ 362 3 b | 36253
Ap? 2 5 S136 | |62 YR 146z 5|3 14
a [[|[51 3 b7 14|36
36 6 2 3 [ 25
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MaJor ScaLE MobEes By ScaLE STep Pace 125

Two Octaves And A Seventh

1 2 3 4 5 £ b?
251 E Z 514 625 32| | 14b7
4p7 5 1 4h7 b7 1 4b7
3625 36 6251 LK il]zs14
ab? [ |1 | 51472 | 62513 b7 4| 14ab? |5 | 251462 b7
36 467 | 36 2 3 b2 | 2625
ab7z5 [ [5136|[62 b7 |51 1462 [|z25]3 14
47 5 1 3 b7 14|36
36 | 6 2 3 25
4h7 5 1 ¥ b7 1 4 5
| = 36

i 2 z 4 5 6 2 b7
75 1 3g 7 3 514 625 262 | | 1 4b7
4h7 51 b7 "7 1 4b7
3625 6 625 1 62 z| |z514
ap7 | |1 ]| s1abvz | 62513 |b? 4| 14p7] s 51467 b7
I6 | ab7 | 36 2 z b7 | 3625
4b7 7 5 5136 6 2 b7 | 5 1 1462 5| 3 1 4
Ab7 5 1 z b7 14|36
6 6 2 z 25
Ab7 5 1 6 2 b7 1 4 5
3 6
1 2 3 4 5 6 b7

Alternative Fingerings. Try these when the original fingering (without “A” or “B”) is awkward:

A7 14514I:'.-‘ 5514Iﬁ' b7 4I:-'.-‘I:'.-‘ 14Iﬁ‘ 5 1
3 6 L T 3 251452
514h725 6251366251361 4b7| 51 14b7| 51251462 b7
b7 47 b7 4b7 3 3 b7 | 3625 3
625 |36 |362] | [362] 251 |62251462362| | 3467 14

|||51 b7

| =
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Pace 126 CHAPTER 12: ScALE FINGERING

3. Dorian Mode

One Vertical Position

@ & @& &6 & O O

1 47b5 51 25146 243 b AbibE | |4 S146 25 6251 | 663 b7
b3 b3 (625 g b3 | 3 | [ aw | [ B2
251462 [625 | | 4bm3 | 1451425 6251 |6 [ [62] | 14m351
b3 TREEEARE 6 b3 | 263 | | 47 L 4663 5 1

E S14w 2562516 | |6 251462

Three Notes Per String

@ & @ & 6 @O O

1 46763 2514 |3 A7 b3 51 4p7 6251 [ | w3 ||
b3 S | 625 3 W w3 | [ 4w [ B2
251462 [625[ | 43| 145140256251 |8 E 1 46765 5 1
b3 R CEARE 6 b5 | b3 | | 467 1 43 51
625 6| |s14wzsezs51]|6 |[62 251462
14 5 b3 i} o 1 62 ke

Two Octaves And A Fifth

1 @é @ﬁ mat @5 @gﬁ@w @

251 4 625 | | 4bib3 S1dw [ | 6251 62 1 4k763

b3 BED ARRS | 1 4 B B3 | bbS Gk 1 SRR 51

625 6 [[starzsezsife |6z 251462

LYy ) 145145-‘35 I | B3 b 1 4R’k 51 251 46 263 [l
3 W5 | 6 L]

25 o |

Two Octaves And A Sixth

1 @é%@ﬁ @4 @5 @;ﬁ@w @

251 625 | | 463 51 4 625 3 1 7
b3 4b7b3 b7b3 1 46763
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MaJor ScaLE Mobes By ScaLe STep Pace 127

Two Octaves And A Seventh

1 25 b3 }/N)_ 4 }/N)_ g /“‘} 3 /“‘} b7 C“}
(2).; @ WH T ikt 1
25 625 | | 4b7h3 514 625 § 1 4b7
b3 47 b3 b7 b3 1 4b7h3
625 6| s51ab7]]|6251 E 251 4
ab7h3 | 1 1 4b72 5 b3 |b7b3 | | 4| 14b7035 | 25146 | b3 b7
£ b3 | 6251 6 2 b7b3 [ 625
4b7 2 5 i]e 4b7 | [b7b35 1 1462 |[25 b3 [ 1 4
b3 4b7 | | 6 2 b7b3 14 f
3 5 | 462 | 25
Ap7 1 | |b3 1 4 Z5 b3
62 | &

Three Octaves

i 25 b2 4 5 6 b7
251 625 | | 4b7b3 51 4 £ 25 £ 1 47
b3 4b7b3 b7b3 1 4b7h3
£ 25 6l |s14p7| 6251 £ 2 2514
4h7h3 | 1 1 4b72 5 bz |b7b3] [ 4| 1 4b7has | 251 46 | b3 b7
i b3 | 6251 6 2 | b7b3 [ 625
Ab7 2 5 1] & 4b7 | | b7b35 1 1462 | |25 3| 1 4
b3 4b7 | | 62 b7b3 14 f
i 5 1 b 2 | 25
47 1 b7h3 14 25 b3
Z | &
1 2 | bz 4 5 i b7

Alternative Fingerings. Try these when the original fingering (without “A” or “B”) is awkwar

h‘r‘hS ap7 1 4I:|?I:|3 i 14h?|:|3 b3 I:-'r‘l:-3 I:|3 A7 b3 14
¥ £ 25 £ 25 £ 514I:|'.-‘25
14b7b351 251 462 25146 24b7b3) 14 4b7b3| 14 51 40725 b3
b3 h7 b3 b3 7 b3 f E. b3 | 6253 | &
251 |62 |625 | 625|514 |25 51407256 25| | atrn3| | 407

|||14 b3

&

©1996 Jim Gleason. All Rights Reserved.



Pace 128 CHAPTER 12: ScALE FINGERING

4. AeoLiAN MoDE
One Vertical Position

® @O O & & @& &

{ 467ks 51 2 514 26366 | | |b5 abibibt 1 4 5 1 457 2 Gbd bE bTbEkE | | b7
v | 6366 | 6763 | | 25 e e [ 251 2
2514 |2 | |25 ] | 4578t 1 451467 25 | 251 | | b76oeb | 457 1 46763 5 1
W66 | | 5765 Ab7ESHE 1 4 "3 WEhE K7b3bE | 4b7 z "3

7 514525 |25 I abbE 51 25142

Three Notes Per String

© O O &0 & @& &

1abed [ | 251 4] |edeb d67b3b6 | | 51 467 | |b6 b7 b3
b |b3b6 | [ee3 [ [ 25 3 b2b5 | 25 1 2
zela |z [z || ot 14514 2s [ 251 [ |smeded | 457 1 467351
b3bE | | b763 Ab7b36E 1 4 b b3bE B7b3bE | 47 2 b
25 S1db 25 251 2] t4smas1 25142
14 3 b3k6 ) o 1 ko b b3

Two Octaves And A Fifth

1 @ém@ﬁ @4 @bg @bﬁ @w @

* 5 1 4 25 [ | asme3ee [ | 51 447 251 | | 63w 1 45763
bZbE | |b7b3 4676366 1 4 bE bEbE BIbIbE | 47 2 bE:

8]
Fon
—

O et HCLH ERC G e Hrs)

251 2 45763 514 251 || erv3ee 1 45
bZbE 467 b3bE bE b7 b3bE
25 5 1 447 251 2] taem3 || 2514
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MaJor ScaLE Mobes By ScaLe STep Pace 129

Two Octaves And A Seventh

1 2 b3 4b7 g 1 bé: b7
25 1 2 Ab7b3 51 4h7 251 | | b7b3be 1 4bh3
b3 bé: 4b7b3bE b b7b3he Z
25 5 1 b7 251 14b73 | | 251 4
Ab7p3bcl | 51 4b72 | b b3 | |b3bs b3 b3b6:
bZbt | 25 1 Z b6 4 25
ab725 | | 51 be | b7 b35 1 E hi7b3 bl 4
b3 bt 4b7 2 bé bi7b3 5 |
| 5 1 4|z 5 b6 1 4 h72 5
4p7 5 1 bé: | i7h3 |14 | b3be
| = 25

i 2 b3 4 5 1 bé b7
25 1 z 4b7h3 514 251 | |b7b3be 1 4b7
b3 b 4b7bIbE bé b7b3bE
25 5 1 b7 251 2| 1apbz| | 2514
4b7b3b61 | 51 4b72 | be b3 | b7b3be | 4 | | 4b7b3S 1 b3be | | b7
| HEEER 2 b | 2514 2 5
ab7z5 | |51 |6 | [be]| ab7 | [B7p35 1 N E b3k 1 4
b3be 4 b7 2 bés b7b3| [ 25 -
| 5 1 2 b6 1 < 25
4b7 5 1 bé: h7b3 4 b3 bt
| 2 b7 25
1 Z b3 4 5 | b3 bt b7

Alternative Fingerings Try these when the original fingering (without “A” or “B”) IS awkward

b3ba b?b3 4070306 | 4 4I:|'."I:|3I:|E- 1]a] b3be I:lE- bfb3be | 4b7
£ 5 251 151 2 14|:|'."I:|351

4bb3b6 1 451 4b72 5 51 4b72 5 BB3bG [ 4b7BID30G | 4b7 1 4b703 5 1 1]

i h3b6 b b3be z z be| 251 4] 2
14|25 |z251 25 1 1467 51 1467351 251 | | zb3be | |73

|||4I:|'.-' bo

g
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Pace 130

CHAPTER 12: ScALE FINGERING

E. Phrygian Mode

One Vertical Position

G & &6 ©® O O @

1 4b7b35 1 b2

bZbZbobz2

b3 db7bIbG61 4 5 1 4b7

5 bbz

bEb7bIbob2 4 bY

b2

bEb2

5

b2

kb2

b3 ki

a1

514

LEL

3 Ab7b3h

61 4

514b7| 5

a1

b7hZb

b

24b7 1 4b7h

351

LB

2.7

b7b3

bz

bGb2

bbb 7bIbGb2 4 b7

bz | |

b b2

Ab7h3be1 4 51 47| 5 [ | 5

Three Notes Per String

& @& & ®&® @O O @

1 4b7b351 | 5 1

1 4b7h3

b2

bI b b2

Ab7hZhe |

a1

4b7

bEb2

b7 bZbE b2

b2

| | [b&b

2[5 14

]

| bz

bk

b3 b

a1

bIbobz

b7k

3 4b7b

Zhl 4 5 1 4b7

5

a1

b7bIbobkZ 4 b

71 4b

b

3 5

b2

b b

2| [bzb

Eb7h

Zh

Eb24 b7

b2

4b7b3b

614 51 4b7

2

51|

| 1 4b7b35 1

b2

| b3be

Ab7

51

| |bebz

IE

Two Octaves And A Fifth

1

bz

b2

b3

O]

©

i

b

kb2

©

g

2

4b7b

Ihi

a1 4b7

5 1

b7bZb

LB

]

b2

b

Gb2 | | b3k

Eb7 b5

BbZ b7

3k

614 51 4b7

5

a1

1

b

b2 | bGb2

| bbb b

Zhab24 b7 1 4b7bI5 1 b2

51 4b7

2 2

L |

| | &bz

5

Ap7

21

Two Octaves And A Sixth

1

4

b2

5

L)

(4)

(5)

El

(6)

kb2

31

(7

214

L=

o 14

5

b3

kb2

kb2

b7 b3

b5 bz

B

[ 51

61

4]

G b7 bIb

EbZ b

[

b7b3 5 b

b7h3h
bz

kb2

b?

5

b7bZ 5 1

| b3

bt

| [beb

2

14
| |b7b3z
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MaJor ScaLE MobEes By ScaLE STep

Pace 131

Two Octaves And A Seventh

14
bz

b2

b

a1

4

bZbEb2

LELEL

35

bk

b7b3

L4

Three Octaves

14

b2

(3)

51 4

LEYLY

pa

b7b3h

b bz b7

a1

b5 b2

b3

Alternative Fingerings Try these when the original fingering (without “A” or “B”) IS awkward

bEbE

b3b6 b P b3bEbE

by b7 I:IS b&bz

bz

bEbE I:|2

b3babz

b7/b3

5 1

514

514

=]

4h?h3h51 4

b7b3b

al1]

2 4hb

71 4b7b35 1

1 4b7b35 1

b3bob:

b7b3 D

Sbabz

b7b

3 4b?bIb

61 4

b2

bz

bEbE b

& bEbE

5

5

bz| 51 4

b7 [ 5

1 4b

3

a1

514

al4

407b3

1 4 4b7h

b1

4 514

| 5 beb2

[b3b

| | |I:|'.-'I:|3

bz

5
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Pace 132

CHAPTER 12: ScALE FINGERING

F. Lydian Mode

One Vertical Position

@ & ® @ O @ &

L]

1 251 |

2 36257384736 (#4511 | |

a625136 7 36 2447

$47 3

#4 |

15125

$47

1 a1

251|62 36257384736

$4 | (847

625136 7362847

$47 3

g4| | |

1] 51|

2o BZ25136

1

51251 |6z

I6257384736 |44 | |44

Three Notes Per String

O@@@@@@

736 2847 |47

1|

251 |

3625 |

#47 3 6

51

6 &5l

P36 2

$47 3

44 |

|
25

1|51 |

#4?

|
1 a1

251|62 36257384736

$4 | 447

625136 7362847

#47 3

44 |

1] 51

20625136

51251 |62

TE257 384

$4

$47 |

#4

1] |

136
[ ]

£ 5

BEE: 47

736 2447
HENER

| 73

EE!

Two Octaves And A Fifth

2

HD)

o)

)

3n2a

$47

1] 51

6257344736

#4

1] 51

#4

$47

#47 3 6
[ ]

25

HEE:

Two Octaves A

d A Sixth

r—i

6 2847

| |51
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MaJor ScaLE Mobes By ScaLE STep

Pace 133

Two Octaves And A Seventh

g

5)

(3)

362

73
1

47 3 6

a1

#47

5 1

36

$47

a1

()]

$47
Three Octaves

)

3

#47

2
|
3
|

| 1

#2

Alternative Fingerings Try these when the original fingering (without “A” or “B”) IS awkward

51 255251

E-E-ESI

1

511

251

b Z

#47

$47 3

#47 3

#<

3257 A

EZ25 1367362847736 2%

4725 1

62251

B2 362573

1

1

211

a1

#4

#

4

1

#47 3 6

#4

P A6

$a47 (#4773 | |

$47 3

Z6HZ | 7326257354473

|#45 1

| 25

o &

1

| #4
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Pace 134 CHAPTER 12: ScALE FINGERING

D. HAaArRMONIC MINOR ScaALE

By Finger Number
One Vertical Position

& @ O @ @ @ &

ii SEEEIERE ii[iii1iii[ii]f i [11
1] 22 e [Tt [d el zee [Tt | L] 1]
zzezzlz||333|2]ezezeza|zz [333 zzlzlzz]zzez
33 54 44443 5[ [333 [aalal s [3]3[][3]3
pulloaiol I B il Bl Bl p dad|ddddddd] 4

Three Notes Per String

® O O @ @ @ 6

11 111 11 111 111 1 [11 ]
1|12z 111 1 AN ERERERE i1
zzzz i1 [[zzt|eleetrt1zzz2]11 [zz22 2z |1 22211
33 2433223 z[Jzzz [zz]z]3][z]1 HIE

3| [4 44433 [aaa|] afla]zaa]322 4444]3
EEESNNEETANAEET 4 44143 ¢
4 4 ¢
Two Octaves And A Fifth
(116 LI_O (O HH2Y HHEY HHay HHG)
wasd | 11 [\as s, wiad | 1] [ 1 [sasd| 11| 188
1111 11 ]ifr1 111 111 11 1]1
zz[[l1zlzz11[1] 2111 [zz[1|z|[1]]zazz]|1
zel | (3] []zzza]|11 |22z sl lef142]211353 z
4lzzez4aq]33z[[ze2 [z3]z2] aalzzz[[z]z] [[443
444|444 all4]3 4]z 444 |z 4 4
[ [ |44 4 44 4 3
4 4 |
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HarMoONIC MINOR ScALE Pace 135

Two Octaves And A Sixth
i i i i il i i
(o, HHA T @ 6 i G
111 1 1] 1 111 111 11 1
22 | 2111 [ 1] 2 | ] 2 2 | |1]]z211
[T11 3 ] 221 2id | Jal [ ]az]t[|=z3]]|][1
alzzitgaz| 11zt |sz]1| [4a4]lz11[]3]1 221 |
4 | [szz[azz[ a1 |[a]z] [aaz]1([35z22
4133 | a4 R 322 4|z B |
| 444 4 41343 3 43 4 4
| 4 (a4l l]]1]4 4] [ 44

Two Octaves And A Seventh

1 {Eb_il {Eﬁ'l k# i k%. il {§}'11 ii}'i1 Kﬁ
1 !

Ja
H
—
—
Ju
-
-
I
-
I
-
I
Ju
-
—
H
Ll |
—
—

I
8]
-
]
Ja
—
B
J
-
Ju
H
M
M

Three Octaves

i 1 1 | 11 1 1
(o)) @ T T2 S ) )
111 i 1|1 111 171 11 1
z 2 211 1 7 z3 3 1 2211
11 z 221 211 all1]az]1 33
4221 | 44z z {1 22 |1 4z11 z |1 221
4 111 |42z 4|z alz| {4421 2311
4 (11 42 z |1 211 4|1 1
47 1 Z 4| 1 4| z z 43 7 1
4 (1 2 2 2 4 42 7
4 4 Z z 4
3 4 4 4
4 4 4 4 4 4 4
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Pace 136 CHAPTER 12: ScALE FINGERING

HarRMoNIC MINOR ScALE
By Scale Step

One Vertical Position

® @ O @ @ @ &

ia 12514/ 2b3ks b3 4 [b3b61 4 51 4 | 2 5be be |b3bE
7 bE- b3 bt b3 | 257 [ 7 bt | | 7h3be [ 251 7l lz]7
2142|257 41451425 [251 b3be [ 4| 14 [b351
b3 bt b3 | b3be1 4 | 7 be | | 7h3bs [b3bs [ 4| 7 [ 27 [ 7 b
[lzs7 | (2| |]|s1afzs|{zs|[| 7] ||[]714[3512514]2

HERNN
Three Notes Per String

® @ O & & @ 6

14 2514 | |b3bs 4 |bzba| | 51 4 b b3 bt
7 ha b3 b b3 | [ zs 7 b | | 7b3bs [ 25 1 ARE
zot14|lz||z57 |43l as1a4]25 [ 251 babe | 4| 14 [p351
b3 bt b3 [b3bs1 4 [ 7 be | | 7habe [b3be [ a4 | 7] [ 2] 7 7 b5
z57 | [ 7 s14|z5 [251 7] Tz]l714]p351 25142

| | | 7b3bs 4] | ls1|]7]bs b3

. 5
B

2514 25 4 | b3 bi 514 251 hZb
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HarRMoNIC MINOR ScALE Pace 137

Two Octaves And A Sixth

{ 2 b3 a8 513
K& b3 b K:i;, Kéa wasd | b6 | [N, 2 [asd | 14 [has
3

75 1 z 4 b 51 4 25 1 b3bé 7
b3 b 4 | b3be 7 be: b3 bt 7llz]]z2514
25 7 514 251 7|1z 14 b3 | |b3bs b3
4 |bZb5l 451 4 | 25ba | | 7b3bs [b3bs | 4 | [ 4 [b35 1 7 | be 75 7
7 bzbe (251 | |7 (2|7 [ 7[ee] [51a]2] [b3bel 4
4]lz5| |51 b | o b3 5 1 4| z b3
7h3bE 4 ERRERE b3 5 7 75
7 | 51 BRE 7 | | 14
Two Octaves And A Seventh
i z b3 4 5 1 b 7
@hﬁha@ I"'-.lﬁ @ha @ zhisﬂ 14@
751 z | 4 | b3 514 751 b3bé 7
b3 b 4 |bZbs 7 b&: b3be 711z 251 4
7 5 7 514 75 1 70|z 14 b3 | | b3bs
4 b3kl |51 |2 |b6| | 73| [b3bs] 4 4 |b35 1 7 | bs 757
7 7h3bs | 251 71|z 7 e | (5142 [ [b3bsl 4
4| z5 S 1 be | 4 b3 5 1 4| 2 b3
7h3bs 4 z | 7 7 | ba b3 5 7 25
7 5 1 z 7 1 4 b3 b&
4 5 1 bf: b3 | 4
7 | = 7 | 5

Three Octaves

i b3 4 5 1 bé; 7
251 2 4 | b3 514 251 b3bE 7
b3 bt 4 |b3be 7 bé; b2be; Fllz]]z514
25 7 51 4 25 1 7 14 |b3| |b3bs
4 |b3bsl | 51 4 b | | 7b3 | [b3be | 4| [4[pa51 | | 7 (b6 257
7 bzbe (251 [ | 7] | 2 Plee| [514]2] [p3bcia
4|z |51 be | 4 b3 5 1 4|z b3
7 b3ht 4 kRN b3 5 7 25
|7 5 1 2 7 14 b3 bt
4 5 bt | b3 4
7 z 7 5
1 2 b3 | 4 5 bé; 7
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E. PHRYGIAN MAJOR THIRD ScALE

By Finger Number

One Vertical Position

@ @ & @ @ @O &

TEEEER i [11 i SEEREERE SHEEEE
e jeza L)Lt J1]1]2z | [111]]1
333 2z |2 2zlezzzzzz|z2|[z33]|2a]zzez2z2]z22
a4 lalzs|{z]s[]z]3] 33 3444443 AREEE
4 44444444444 | |d4d4([ |4 44444144

Three Notes Per String

@D B G @ D & Q)

i1 i 11 11 1111 []11 1]11
2111111 1]]1 1[1]z2z2
222 zz 1] zz]zilezze[1[[eet|2]2zz11z222]11
433223 s[[z22
3| 4 44433 (444
a4 ][44 44 4

[y
- —
- —
—

[}
[}
-2
[}
-2
L —
L}
M2
[}
[0}
M2

Two Octaves And A Fifth

5 .
! L 1 C:) L : 1
1 (E} 1&1 111 (E} 11&% gﬁ M&
1 }
1

111 11 1[1] 1111
zz |1z [1]||22z2][1 22 ,
3 |2[1az2]21133 2 [[zz1] (3 zzz |11 |22z
galzzz|]z]z 443 | a4lzzz2zaaq|33z][z22 [33]2
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Two Octaves And A Sixth
11 1 1 i i 1 1
2 @ T ] TR OH s (& &
111 11 1 111 1 1|1 111
2 2 (1] ]z2z211 22 2111 1 2
a1 az|1] ]33 1 11 2 221 311
4211 [3]1 221 | alzzlid4zz|113|[111]az2]1
alz|(aaz]1|]|3322 [4 zez|azz||allz2]1
B 2 413344 HIE 322
4 4 3 4 4 4 4 4 g 4|3 4|3
4 [ 44 4 44 4
Two Octaves And A Seventh
11 1 1 1 1 1 1
111 11 1 111 1] 1] 1 111
22 JHE 2211 22 211 1 2
all1]]az]1 33 11 3 221 211
alz11|[3]1 zz1|a|2z1|44z]1]3]]11 321
alz]|4az2]1 3311 |4 311 |4zz2| |4z
4|1 1 411 (|44 3|1 311
2 4 3 ¥ 422 Z 41 4|z
4 42 33 3 22 z
| 4 4 4 4 3 ]
4 4 4 4

Three Octaves

11 1 i 1 1 i i
S EHE EE) ) H T T2
121 11 1 111 1 1] 1 111
23 s ]i||z211 7 2 211 1 2
alli1]]az]|1]]33 i1 z 221 211
N EREREERE zz1 | 4lzz1l|aaz [ [11 3z |1
alz| {aaz]1|][3311 |4 111 (azz]||4a]]z
41 1 4|11 47 7|1 711
? 4 3 2 1 4z 1 z 41 4]z
4 47 ¥ a1 22 7
4 4 4z Z 3
4 3 4 4
4 4 4 2 4 4 4
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CHAPTER 12: ScALE FINGERING

One Vertical Position

@ @ & & & G 0

PHRYGIAN MAJOR THIRD ScALE

By Scale Step

1 4b7

5 1p2

b2

bt b2

4b?

45

1 47 | 5

b b2

bEbT

b b2 A b7

bz

kb2

al4d

3

a |3

SI!E

b b2

b

513

3

a1

4

bEb2

b7 | b7

ko1l 4 51 4b

75

RE

b7 | bz b

71 4k

i1 51

bob2

b7 | 3

2]

:

b2

:

kb

2

b b7

bEkZ b7

:

b2

I kb2

il

IEET

3

pald514b7|5 | [513]

s ]]

1 b7

51|51 ]|

| 3

Three Notes Per String

W

2

i 4b7

b2

kb2

OREG,

5

1 4b7

bEbz

b

7 | bbz

L

I hebz

514

3

bk

bty

5 1

3

a1

4

b b2

4b7

al 3

b7 | bobZ 4b

71 4k

b b

g

b

73

-

bEb2 b7

3

b

g

3

3 4

3

1 4b?

a1

[ 14

| g 1

| | | zbcbz

Two Octaves And A Fifth

1
k2

b2

5

4

g

51

4 b

Eb

5 1 47

5 1

b

b b

Gh

g

bt b

kb2 b7

3

3 4b

al3

3

1 4b

b7

-

bEb2 b

i1

4b7 | 5 1

b2

3

| Zhebz

51
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Two Octaves And A Sixth

{4 bz 3 q 5 b b7

bz \i 5 @ b7 KE; K+E's bt b K:i K’lﬁ_ 7
51 4 b5 b 3 514 5 b7 |bE 1 b7

btbz || 5] |51 4b7]| | bebz b7 | bz 7 bz

z| |5 Ab7 | b5 | |bEbZ bt S 1 3 1 4b7

4 k514 3 |b2 5 1 3| b7 IsE-I!I24IrT-‘1 -’:Hr'.-‘ 5 1b2 Zbabz | bEb2 | b7
3 | b2 14b7 | 5 ko bz 4b7 | 3 Zhabz [ 51 4 3 o

k7 | S b5 7| 51 1 4 bz | b7 bt 1

bés 13 5 1 | Zhe b2 b? S| 3| [3|b2
3 | | 487 | 3 |

Two Octaves And A Seventh

hiq@bza@iw®4 “«Es_ h2b2®b6 K}_a T @
&

51 4 bEbZ 3 51 4 5| [ ]|b7]h 1 4b7
bihZ ARE 5 1 4b? | | beh2 b7 |bEb2 3 b2
2| =] | ab7 |66 | | bebz 5 1 3 1 4h7 514
b7 (k61 4| | 3 |b2 513 | b7 |bebza| 14675 | bz | [ 3be| |bebz|b7
3lbz| [ 1ab7| 5 | |bcbzab? |3 Zhebz [ 51 4[| 2| |5
b7 | bt: b7 |51 1 4 bz | b7 bé 1 4
bt: 13 5 ] Zhbz b7 sz [ ]3|k
z 4b7 bibZ 3 4 g
| b7 b7 1 4 bz bé;
1 | = | 5 3 |
Three Octaves
14 b2 3 4 5 bt; b7
b2 "-i 5 @ ﬂ?@ kg b bz @ I"*-.lﬂ- @
51 4 bEibz 3 5 1 4 g b7 | bt 1 4b7
e 3]s |51 4b7] | bebe b7 | bEbz 3 b2
2| s || ab7|ee | |bcbz 5 1 3 1 4b7 51 4
b7 (b6l a | | 3 |b2 513 | b7 |bebza | 1 4b7 bz | | Zbe | |bebz | b7
Zlbz| [ 14b7| 5| [bebzab? |3 Zhebz [S14 [ |3 |5
b7 | = bt: b7 | 51 1 4 b2 | b7 bé 1 4
bt: 173 5 1 Zbtibz b7 AERNELE
3 4h7 b b2 5|z 14 5
b7 b7 14 bz | bé:
1 3 | 5 3
1 bz 3 4 5 bé; | b7
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Pace 142

F. MeLobic MINOR (ASCENDING) SCALE
By Finger Number

One Vertical Position

5 B 7
bz bz bz

BRTIOIHEERERIOIERERE

4
bz

OINEEEREE EER R ER D

3
bz

2
bz

-
Gy==i
| ) —
—{ & — T
— e —=r
W (F—
o — ™
— I+ | = —
— Wy —
N e ol
| b
— N/
— ™
— ey =
—
0 M —
I =
—{
I@ld.
— e =
-] " —
— =
El —
R
—1 M
— ¢y | —
— W —
e
— ™
-
— [N
g -
— 0 T —

Three Notes Per String

?
bz

6
bz
11 101}

5
bz

TOTHE

3
b3
222211 (2221 |22 z22[11222(2[13 |22 1(Z2]21(1)

3
bz

REEE

1111

z
bz

1111

2] | |

i

— O Y
|2|
iy
v (]
—
—
S
SN
M7
—
b

il

— W T
o~ =
— <
—
L]

— =
|2|
?_M.ﬂ.
~ [
—
— <
— =
|2|
0|1
SN
]
IS
—
SN
N
—
M
— <
b
Tel8
—{ M [
— %
—
—
M

By Scale Step

One Vertical Position

5 7
bz b=

5
bz
4514 (56251 |6 b3 |

4
bz
| LI [7bo3] [63] a7 ]62

3
bz
14|bZ5 125146203 | | [b34 [b3]

2
bz

=

LIzl ]os[ [[[o3[6257] [7]6

ta7]6[ ] [[]7b3] [b3]][a]14afb3st |[[7]]]

| |s1a]|z2se251 a7z |az |77 ]|251482

|b3 4 | b3
7 7]

251462 6257 (4|3 145142586251 |67 (627140351

b3 | |

Three Notes Per String

?
bz

b3 ] |

A
bz

6251 |

5
b3
514/ ]

3
b3
4 | b3 |

2 3

bz bz
2514 |b3] ||
b2 625

1 4 |63
L[7 ]

EE

[b3 ]| | 4

[ | | 763

L7168

3] | |

251461 (6257 |4 |p3[ 14514256251 |67 |[62]714]|b351

| b3

| | 251462

o 2

=

o

52 |7

7hb3 |

23

| |514|256251 |67

=

bl [ [ Josa[s[raf7][6]] [[[73][b3[[a]talbsst |[[7]]]

1 4

5257 |
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G. LybiaN DIMINISHED ScALE
By Finger Number
One Vertical Position

OIOBORORORORE

EREEREERIOVINEERE

1] 1111 111 |2 11
Z Z)| 2z)| |222222|23 '
3| [3]3|[4]la) 33|33 333 | (3 )
|la444| 44| | |4 40| [44 4444)| 442444 |

[ [4]]]

OEOBONORIORNORE

1] | RIVINERENENERE RN
11 211 {111 2(1) 1 11
2 2(1) (1 111 | 2z2l0]13 210102 [ 110
s|lzl2|]3[@] 332143222 |3 @) 2202 |33
4333 | 44|43 44)| |32 |4 4 (4333 |44 4 4{4)| 2z 2
1) [11T4s [Ta4a] [Taass [[Ta9L1]

4

—
—
M
M
M
—
Mg 1 b L —

By Scale Step
One Vertical Position

OEORORORONORE

t[[es]1zsiféaea[ [[o5 [[e3][]s1[[[se251]a [b3[]]]
w47 b3 [#4[b3 [6257 | ®a7 [ 6 [#a ] [#a7b3] [b3 7| 6 2#47
251]62 6257 b3l1| 51||ese251 |67 [62%7 1| (b3St
b3 | [*4|b3 [ [b3]| 1 [*47 [ 6 |* | [®47b3| |b3 1| |b351 [*47
6257 |*47 [*4 51| |z5 6251 |67 |6zeqa7 [#a7]| ]| 25162

(&

Three Notes Per String

ORIOREORI

1 | 251 | ||| st [[|eas1 || [bs]]
#47 b3 | |#4|b3 625 5 1 5 | [#47 b3 7|ez
251 |62 |6257 b3 | 1 #4703 | 6251 | & b3 5 1

b3 | [*4 |63 | [b3] 1 6 |F46 251 |6 |b3 1| [b351 [#47
6257 |#47 |6 [® 51|25 (b3 7|6 2#47 |*47 251 |62
bs [ 1| [[[[25 [ [*47b3 eaeqy | | [b351 [[]|]62 *4[ b3
| | & 7

&
&)
&)

|

-]
o
M2
i
ES
-]
—
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Pace 144 CHAPTER 12: ScALE FINGERING

H. HarmoNic MAJOR ScALE

Equivalent To Lydian Diminished Mode V.
(C Lydian Diminished = G Harmonic Major, F Lydian Diminished = C Harmonic Major).

C HARMONIC MAJOR IN ALL TWELYE POSITIONS

(L) wi Vi @wu X 2] X 21 X

1[0 1| (1 i) | ot |1 |
11 1] 1¢1 1(') 111 | 1101 |1 |1 11111
2)z 2 (2] zzz | zzE:2 |z |z 2| zzz22 (2 2
333 | 3333 |3 | 3| | 3| 23533 3 333 | 33
444 [ 4 | 4 4l 44444 afma (a4 ||| afdal 44
L@ [[] af@paa@] [ [ [aa] ][] 4@0]@4 @] [@[

(1) 10)10) 1 1|1 | (10 (0(1)1 | (1) 1 ()] 1 [ 101)3A)
i 1101 [ 11 1001 [ 111 11 [ 11dn 1] 1
2z oz | 22 2 AIEREHOE 2z zz]z2]z
3HE |53 3 S EREEOE |3 |3 zz[z]z@3 23
4 4| 4 | 4alaq | a4 aalal] aida |4(? 44 4
(@4 @4 a4 @ a@@] [4@0 [ [aE@] @amm] 4

C HARMONIC MAJOR SCALE - THREE NOTES PER STRING

.vm. . XI . . 1 @ w@ VI

1111 |
11 11 111 1
22(_)1 1352111 2 inz'@l 11 | 22021 2 |1 111
3 4| |20 33 Fllz]z||[3|2]| 33|21 4a32]2
44333 44 agm [22 4333 | 44 |4 (3004 ] |32 4
4(4) 4 4 43 44| | 4 444 4444
4 4 4
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HarMoNIC MAJOR ScALE; PENTATONIC ScALES

PENTATONIC SCALES

MINOR 7711 PENTATONIC SCALE

1.

1 4b7b3 5 1

4b7

b7b3

| | b3

5

4b71 4b7b3 5 1

1

il

2 bYb3

1

| b7b3 4 b7h3

1 451 4b7Y

IEREIE RN EEITER NN

b3

b7b3 4b7Vb3

1

b3

Z. MAJOR 679 PENTATONIC SCALE

[ 362 ||

5

R

2 5

1

5

256251361

6 &

1

35

Ll [3[]3ezas|3]|[3e][625136¢

2 51

1

5

B & 36 25

251

3. DOMINANT 7711 PENTATONIC SCALE

i 407 ] 5 1

4b7

1

5

5

5 |

b7

4b71 4b7Y

1

5

E [ ] 51 407

abY

1

4b?

[ b7

s[3[]3

14 51 4b7

51 4 |

Ab7

b7

4. MINOR 679 PENTATONIC SCALE

f

b3 [ |

b3 5 1

6 2

3

z
b3 |

1

f

6] | 625 1

1

3

B &5 1

b3 | |

B &5

b3 [ 1

]

| 25 [ b3 [ |

1

& 2b3 | | |

3

b3

1

£ 5

B 25
b3

b3 [ |

b3 | |

b &

b &

b3 5 1

1

]

g

5. MINOR 7/11 FLAT 5 PENTATONIC SCALE

407
b5 |

1

b7b3

bs | |

1 4b7b3

1 4hb7

bS5 [ b3

1

| 4b7 [ b5 | |

b7b3

1}

1 4b5 ([ | |

b3

4bib3

1 4b7

b5

bs | |

bSbYb3

4

1

1

bs [ |

b3

1

bs [ |

bSh7b3 |

| | | 4b7b3

1 4b7b3

b3
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CHAPTER 12: ScALE FINGERING

Pace 146

6. DOMINANT OTH PENTATONIC SCALE

[E]2]] 251

by

5

b7 |

3

by

b7

b7z 5 [25 13 |

25 1 3

—

b7 |

h7 2 S b7 |

1

|23 [ 25| 351

b7 |

5

b7 |

b7 |

ER

5

2

7. MINOR 9TH PENTATONIC SCALE

b

b7b3 5 1

b7b3

b7

b72 5 | 251
| b3

1

£ 5

b7b3

b3 5 1

| |
75
b7b3

1

h72 5 [ |

1

| Zb3

b?b3

5

1

25 |

b7b3

251
b3

b7b3

b7b3 5 1

1

g o
b3

8. MAJOR 9TH PENTATONIC SCALE

2] 7 25 1

5

25173

5

P 3

25 13

£ o

25 7351

V3

1

2 3

5

&5 73

3

73

| 3

2 o

9. MAJOR 7711 PENTATONIC SCALE

5

5

P 3

1

EgEEERN

1

5

7?3

5

Sl ] 51 4|

£ 73 [ 73

451 4

1

73 [ 73

[

1
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PENTATONIC SCALES

Pace 147

10. 9th FLAT 5, 9th SHARP 5 and
7th FLAT 5/5HARP 5 PENTATONIC SCALES

THE 3 SCALES BELOW USE THE SAME FINGERINGS:
fingering 2 fingering 3 fingering 4 fingering 5

fingering 1
[t [ 1 [1][1 I

[1]1

|
2

|
2

| |
1 1 11 11
2 | | [2]] | [ 2
(3 [3[33 33 |
4l af] ][] | [ 4

— L —— -

4

| |
1 [1 ] [11
[2[2]] |
3[(3[[23
L[ [44] [4

Oth FLAT 5 PENTATONIC SCALE

fingering 1 fingering 2 fingering 3 fingering 4 fingering 5

|32 ] [es[3 ]| [[[bs[|bs]3 [ ]bs[[bS] |
1 (e [ 1 2] 1 [ ]23]2 2|1 [b72 2 |13
(bS] 3 [ | | [ bEb7 | [ b7 [ | 1 | [b5] | | b7 | | [ b7
2|1 ] |23]2 s [ 3 [ (b5 | 2 [ 13| [ 3] 265 |
| [b5b? | |07 | 1 | [ 1 |[b72 | b7 | [ [b71 [b7 [ [ 1

Oth SHARFP 5 PENTATONIC SCALE
fingering 1 fingering 2 fingering 3 fingering 4 fingering 5
Lz (1] [3]z2]][][3 | 3 [ |
b7 [#5| [b7 1 b7 [ 12 [ 1 2 | b7 [#51 1 [ b7 2
32| [[[3*s] [#5] *5| | [ [*5
1 (e [ 1 2] 1 [ ]23]2 1 [b72 ] [ 2] 13 ]
| | 3#5| |#5] | b7 | [b7[#51 | #5| | [#5b7[#5[ | b7

7ith FLAT S/5HARP 5 PENTATONIC SCALE
fingering 1 fingering 2 fingering 3 fingering 4 fingering 5
[b7]#5 ] | | 1 [b7 [ 1] ] 1 [b7] |1
bS | 3 | [ b5#5]| b5 | [#5b7 [ #5 b? [ b5 | 3#5
Lo ez | L[ ltr3 [ 3[Jes] [[1]]
#5 b5 | [#5b7 |#5[ |b71 | b7 ] | 1 [#5] b5b7 b7
| [ 1 3] | 3] |b5]| [b5] 3#5| 3 | | [ 365 ] 3 |
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J. CHROMATIC ScALE FINGERING

1. THE CHROMATIC SCALE

UP DOWN REGRESSIVE
11111111111 | |1
111111222222 112
222222 333333 1223
A53353 444444 | 12334
444444 4444412344

244
L4
4 |
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CHAPTER 13: CHORD FINGERING

A. EsseNTIAL CHORD ToNE FINGERING

1. Dominant 7th Type Chords
Blackened dots are essential chord tones, circles are optional chord tones.

A7 Vv ——— AT VI Dy WV 1 GT W—— Gt VI C?" W
=] i}%ﬁ [ | OOTOT] (§ O ] D] ]] [SE]] (@] [
| | & F [ ]
Z? ZETF
[ [l !I O o [1T1T1]
cy W 1 F¢& V1 F? W 1 Bb7 IV

—Q

7P o) (] 100 (951 (T (I e fh
(1= ﬁ??ﬁ ﬁ?ﬁu 1 [ [ |
L :ﬁj I _?: I

A9 V—— D9 WD VGI W— G V——GI VICI V

L L # I FTOT) [0t FTIR ] [T
] H#H bt P

| L‘R =1 [T |
ca VWV —— [Cq VFg9 W — , Bbg9 W
T G e R G S
catie s Ml sl stes) [T e o
AHi1w D13 D13V V—— G133V C13 W r F13 W F13 W
% LIN 0 | [ Ta @ if ] I E
[ . ] » :.?_CL? 5 | |

S Bt o
R0 R o] o
# FHo FHe iorhe 2t her B

A1l V

>
#

EJ ich.J gt
=

0o
c11 v F11 V—— F11 VI Bbl1l IV
[ o] [mn ¥
'i_ l c!:u:m” [u]
[=] =1L JNK=
L1 LLLTTT [ EI:
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Pace 150 CHAPTER 13: CHORD FINGERING

2. Minor 7th Type Chords
Blackened dots are essential chord tones, circles are optional chord tones.

'._P.Hrn&a"?m R : 1 nl:lm? bt?:]ﬁ : : |
s o] wels o oo BT s ee T

iQ_Q [ ] | _.C'__$: [ ] -
o+ Clasert |

Fm?TVFmTYI Fmi7?V BbmTt IV

R b
EF
¢

[ [OOT ] ip 00 EE‘J_ I?__DI.?:?_ _Ei:

&
3
-]
<

=
g
O
mr
O
o
o c O

L 1N

oL
P
o]
ol
EEJ

5l
z

Gmav oma v VCm9vV— Fm9IiV——mm Fma\i
® [TTTT8 EB E e %%
o] T Fﬁﬁ_ N [ = QL INAN [
40101 e M St s (1% Glee
AmMm11lv 1 Om11w 1
1 5 B[00 E]?@BE &1 &0 [
omsnsims
L ] L ]
[ [ [

i¥
8-

¢ 17 |[[T]0T

,_I
3
<

i
ERE"x
2
£ |
o

Ra

FmlivVl—— Fml1l1V Fml11vl
Am13Y Dm13IVY Dm13VY oml13Y —— Cmi13Y Fm13YI

HLRUmLE
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EssenTiaL CHorD ToNE FINGERING Pace 151

3. Major 7th (A7)Type Chords
Blackened dots are essential chord tones, circles are optional chord tones.

AA? IV — Aa? W 1 DA? IV DA? W DA?YI GA? Y —
[ =X=1H! O] | [ ]
] 2 i |
L] é > | ir}
E.-'_"-.? L) 1 Fad W |
i 1 Gt el
| et Ber THH eh L
AA9 W AA9V pA9 IV DA W GATIY GAD W CAOW 1 FAQ W
Q| ; ihl) | § [[O]P] $]| [
[, el ] [ ] LK ] 1N I}jﬁg
[ -¥$ T te AL
F~A9 11l BhA9W AATE111V L DATHI IV —— GaTEIWV FAaMinY
ig g =1NET 3 | [ ] [ [O) ol |
HE=1 [ | | [ | [ [ [ [
L)
HE i A R L O
]
AA9EHIW 1 DAOE 111V G A0H 11— CA0E IV CAOE 1 1L ——BbAOEH1W
ELJL gIE'J é. i,i! :1_*: | 1 [T1
| 33 | | iy [0 [ | [ iy L 1N i?
] T o 112 w11 |
AadsV 1 RANS VAARS VIDANSIY — DasY ——1 BARSW
tj? [G] [ | [T 1=1 [ [] [ N ] ] | ]
L ] T | [ e T e
ki % it
LIl ?:ﬁ - »

6475V Ca2bsIV — CaTbs WFAPS U Fa2bsVI ANV A2V A3 VA5 #T0

Ili_Ei'F@i_ [ |n.lr_j|__3 [] _]

Q \H el [ [9®] | ?: _1i£

D130 Ca13n1 Ca13n Fa13nll

OR OR OR OR
DA I A IV GAGETIV FAISTIY FAIFEN Farsfing Fal38y ppasiig Faizimg

e e el e e T T
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Pace 152 CHAPTER 13: CHORD FINGERING

4. Add 9 (/9), Minor Add 9 (M/9), 6, M6 6/9 & M6/9 Chords.
Blackened dots are essential chord tones, circles are optional chord tones.

AA9V — D9V —— GA9IIVLA9Y L9 — F9 Y

0 ST gocoT 0 [[Te7] (ST (GoMe (378) (oTel (o
£ 1 Rt Ty

L) [ [ ]

Y * > T ey TS
& HotTe Hotte ﬁ '33 j*

6m/9Y —— Cm/9VY Cm/9Y Fm/9Y Bbm I\ Ebm/9IN

..I
ol

-

b g P R
N =3 ?:iu o5 & &0 P HE
A6 V——1 Db V—— GEV——1Gb6 IVCHE V .
ey sessgunsesfsansagaiat)

HEL 18 ] 1 9]

o He © Hd nu_‘lT'_cll' ﬂ?—_ﬁlcﬁﬂ
F66 WV —— Bb6 V—1 Eb6 Y ——— AmG6 Y ——

'n?—‘&g'; 'ﬁj: | [ Taln)

N N Go#] [
@ﬁ@ﬁ oI el Doteo TiTo 1
AmM6 VY Om6 Y —— Gmb Y L CmMmB YV —— Fm6YI

et 1% TiH «T7H (o311t o el
T?'_':i'_*- ||T_] ' Hel | ol Tee] T

AG/OY — D69V — D69V ——1 G6SIV

%é_ _I:oiﬁ% t;ﬁ’:j;ﬂ E_‘J_ >

[ [1] [ é}_

'|H

G6/9Y — Ce/9V 1 FOA9Y Ame/9Y —
[ * [ 1O a4 [] ¥ » § ] $ [0
Rl S ol

L1
¥ CmG/9Y Fres 1Y Bbma 91V Bbmc /9% Ebmb /oY

[ L t.J; |

DME/SY — GmE/9Y ———]Cme/d
O] [D P [ = J [

R e TR P S

n_n]

=
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5. Suspended Type Chords

Blackened dots are essential chord tones, circles are optional chord to

nes.

Asus4V) Osus4')) — 1 LGsus4a'V — E5u54U — 1 FsuzaV/)

n] _4'_6 0 0D 9_‘5
] | Iil 0 ‘I#ﬁ éu“r.r (ali=] JHEI=
%0 )
AsuszlV Asuszl) — 1 DsuszWV ——— Gsus2W ——— Csus2WV —
':I'I % ] Q [ Ta) O (O [ [ (O | [ ] ]
| [1 OOl Te :i% | % [ O | ﬁ;ﬁ)
% [ ] | »
FsuszW AsusziaW 1 Dsusz2/MqW —
[ [Coh ] | (? [n]m u] nn] CEIE’
LIN N ?__

= :?

ot

GsusziqW 1 CsugziaV —— FeugzdV —

4 ] L0 et S

A?susal) — I]?sus@' 1 Bsus4l)

(O |

&0

(u] nﬁTEi‘?_mmﬁ‘Rﬁ
ity

Cisusg ) — CisusdV FisusaMl —

_ﬂﬂ O_k o | ? [

ﬁ
3

AfsuszIV A Psus2N) — DfsuszN) — bGfsus2N) — CisuszW Csuszv

o

Falt et

it o e

A1V A1 VY — D11 VWV Gt 1l G111 W

Ci11 VWV C1

1 W

T e el L o] (T

Lt
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HiZzus\ HZsuz=h! I L 1 C1Zzus94y!

[n]

s

T

B

of

o

»

Ui

Q]

ar

DT susz4
{011)

Aaddons —V Dadd9n3i—y GaddIni—V

N |

“"STACKED™ PERFECT FOURTHS
AM7/11NS —E' Om7/A 1N —W Em'.-'m_NS—U Om7 1t GmAny

or

I%

Gisus4

(G11)

or

C Tsus4

_%Ei

Lasdt

(C11)

"STACKED”™ PERFECT FIFTHS

C6/9n3 —V F6/9n3 —V

or ] or [® or [[® or [T#[]@ or Il
Asus2 psus2Hl | Gsus2 e FO/OnT L HaH BPoan
L[] ¥ D?sus4] b¢susq Laata
- ®| (D11) (G11) [
6. Whole Tone Chords: 7#5, 7b5, 9#5, 9b5.
Blackened dots are essential chord tones, circles are optional chord tones.
A+or CH+
or F+ |V} 1
l.JP * | '._L | |
EapcEnah
Adssil AdsIVY ATV — AT+sVT— Ov«sv |
[ ] ] JEE=]x] [n] [m]
ST o TT7 PERIT [13H] (1391 S g
& 1 Cancifie T e el l®
D745Vl GT+5V | CT+5V | FTes5IV
The e ) elie] clsTle et ol LT
& | | L] igi:
EEEL]
Fr+sW) | F+3\ |
T 47 B )
o § e HH
[T 1[4
A9+5IY A5 Y DO+51Y pges Y 2900 B3y gasy EI07y ——

e

Rt

.1

Lii
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C9+5

C9+5VY oroct M/ FO+5 W —

LR

VKT

[m]

Hibs =

EbfpsiVY —

Hibs =
EbfpsV/

O7bs =

9 T

it

ﬁ‘fﬁ:

[T} 1,

GTbs =
1 AbTesY — 1 ObesIV ObT sV

Gibs =

R

Cins = CThs =

Fins = FTbs =

& |

e Bt

] it

5§

5

A9bSY —— DoObsIV—

Bbibs =

EI

1%

GbhisWVobesY — 1 BiesIV BiwsY ———1 EfpsV ——1

]#::

D9b5

no root

test

u L4

y D9b5

noroat »1 GOBSIY GObSY CObsVI

1!

LIt

T

Fob5Y Bb9b5 W

[ |

L]

7. Other Altered Dominant Chords
Blackened dots are essential chord tones, circles are optional chord tones.

A?b9IV A?DOV

@B%“EF

A7b9

G7b9Y (C7hoy

no Foot

C7b9y,

S et

Qe

EEE%“

L9y

AZb9y AOV AZBIVI D7b9IYV D7HOV

gt

D7b9

no Foot """I

E?I]'Ellu

no Foot

C

Ak

F'h9

no oot I U

il ol

AM0IV A9 — DFaly 0#oV or#Fol] Cr#0lV F#oly Freoly)

ot 3

o

b

il i

(9
o

L3

o |

L]

i

A?LSHal AZbshal) AZLSHAL)

Uty dleen’s

AMbSho

no Foot

VI A2espoWl Dtseal) —

e R

Teit HisH (1%

D ?bSbo

no root

L D?bshaV
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Afbs#al) Dfbs#all) E?ES*BUl Cibs#ai M F?ES*BlU Bbfhs#al)

G Fadnde

AZ#seol) DPestoly GPespaly CP9500y o,y FP¥503y

no oot no oot

Wl LT oo

AP#5#al) AT#5#al) DFssealV GTessaVl CPsseall) CTFSRa )| Fpes#ay) phgrseay

Tand Tl Sty L L S

B (T ] e fsigg)
EJ‘*H
"E Ji:l)““! __I# __E.L_‘ |__‘__'-'»‘ NOTE: 7?b5 may be used as a

r-.:..:.tul E?“ﬂ'v' F_I'#" UI
substitute for ¥#11.
'H terel tete ey T

=
i

(T

ﬁﬁ NOTE: 9b5 may be
used as a substitute
for 9#11.

G13bs
AZesY DI3psSY noroctW Cl3es Y Fl3bsWI
% % [[[[#& [[[OT® % NOTE: 13b5 may be

[ #_"_#: | used as a subtitute

] I ror 13#11.

RAI36563y ) pi5spsi CISESE AI3bs#s) Db, FISbstou

e ijse ORISR

_T__ [111 L ¥

=
ar
(=0
n
o
L

<

s

8. Diminished Type Chords
Blackened dots are essential chord tones, circles are optional chord tones.
A*7,C°7, L 1 A“?,C°7, Ui A*?,C*7, Vi — 1

s ] (4] i it 7 M A

BL )
Am?bs IV AM?b5Y — pmitesiVDmTesY ——— Eﬂ_';';tﬁyﬁm?hslu Gmi?bst) Gm?bsW
SIS RER (g % i (8 i 5 e
I [ ey [ [ | I (]

Lanr]
GmMsWVl — CmifsIV— Cmi?psVY —1 Cmi?ss\WV FmdesiV F_rn?hEUI —

] Wl alt Il e et T

[[©

o
o
o
o
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9. Minor Major Seventh (Minor Natural Seventh) Chords
Blackened dots are essential chord tones, circles are optional chord tones.

Am(ma7) IV Am(ma?7) V Dm(ma7)V —— G6m(ma?7) V ———Cm(ma7) IV Cm(ma7) V Fm(ma7)nr IV

] T T T [ty el P L

» [
& [
Fm(ma7) V Am9(ma7) V Dm9(ma7) Il 6m9(ma7) Vv Cm9(ma?7) VI—
sl s i
oo 1o [ ? u&.of I 'Ij %II

o)

. PERFECT FOoURTH CHORD CYCLES
Circled notes are optional chord tones.

Dominant Seventh (7) Chords

A7 V D7 V a7 V 7 V F7 V Bb7 IV Eb7 Vv

[ 1 i 1] 111 ] 1 i [[1]T]]
2 2 2 21314

o
-

2

[ 4 (17 1] 34 3
4]

Ab7 V. Dbv7 V F# V g7 \'}
i BE repeat from A7

4 |

Dominant Ninth (9) Chords
A9nrV Danr WV Gonr Vo C9 ¥V F9 V BbanrV Ebg VO ALV

e e e

[ L innfa

DbhonrIV F#*Q VI B9 IV E9 IV

:ﬁ E iﬁ Iﬂj EEPEAT FROM A9

Minor Seventh Flat Five (M7b5) Chords
Efﬂl?ij F#7t5V Bm7b5W

Em7tsy AMTESY DmTe5Y GmVE5Y Cm7eiV
R R R
T L it
[] HL)

Fm 7SV Bbm b5V D*m LSV G*m7esY

Igﬁ *_ﬁi iﬁ ﬁﬁ REPEAT FROM C*m7b>
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Minor Seventh (M7) Chords
AmyT Y Dm7 % Gm7 Y Cm7

LRI LTN

Frn?7 %I Bbm7 %1 Ebm 7% | Abm7 |
g e

[T T N

[ [ ] t_ﬁ (T8
_% _*'l'__ HH » REPEAT FROM Am7Y

[1

8

Minor Ninth (M9) Chords

Ama sy Dm9 Y Gma s Cm9 1Y Fm3%l Bbm2 %I EbmanrY | G#*maly
i_E:| %] &1 :_:|3 S 999 [T 1IN

S e e e e e R et

L1
C*monrY F#*m2 1% Bm32 % EmJ 1|

_'$:i|§ _ﬂb__ fﬁi‘ REFPEAT FROM Am9

O [ |

Minor Eleventh (M11) Chords
AmTTY Dm1y Gmi Y Cm11 v Fmit WIBbm 11 %1 Ebmil Y1 abmil 1Y

8§ [ [ u] [ [4p] ]
atle (4 oo et ey TR Y

CEFmiy F#Fmiy Bmil sy EmN

ot QeaLs!

Major Seventh (A7) Chords
amayy Dmayy Gma7y Cmayy Fma7?y Bbmat7™h EI:|r"nE|?%e'I.-“-‘-.Izlr"na?_hJ

e e T T
L $.|._ ﬁ: ""_-# :ﬁiﬂ: REPEAT FROM Ama?

Major Ninth (A9) Chords

=

!J_T REPEAT FROM Am11

E

#

Amady Dma9nry Gma9lll Cma9y If_rrm';wJ Bbrmady Ebma9y Abmaly

[ ] & [[ohd (]
il T et T o3

L4 | [Tt [ T@]
Dbmas'yl FEmasnry Bma9nryl Ema9ly

] ¥ [#]
j% | A'I# REPEAT FROHM Ama9
© B0 NAC 38
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Sixth (6) Chords
A W DE [WOGE Y Co % FB W1 Bbo % EDE % ADG VI

e R s

L1 (@] []
BETTTY ,ﬁ 114 e REPEAT FROM A6

Major Add Nine (Add 9 Or /9) Chords
AJOY DAY GAW EEQV F/9% Bb /9% Eb/9Y Ab /oY

i i e

9 Y

=
i
T
<

#

Db /2lY F# A9lY

[
REFEAT FROM A 79

[ [ ]
—II_ ﬁi *‘i ®| (A /O - Aadd9)

el BL: 3N

1™ I
e
]
<
m
S

Minor Add Nine (Min./9 Or M/9) Chords
Amsay Dm/9Y GmA9Y CmA9lY Fm/9%| Bomsol Ebmsg Abm/aly

PHEEEREE
C*msaly F*m/a W Bmd 2l Ems9I1

[T [ 4]
# Fj _i_F_ REFPEAT FROHM Am/9O

Q (O [l |

Dominant Thirteenth (13) Chords
A1 Y DIV Gi13nrY CI13Y FI13Y Bb13 VI EDT3YVI ARl 3nrlY

g i 178 ok 1 i e Tl

DE1EY1 GR1EMIT BT13 1Y ET3 VI

il
g REPEAT FEOHM A13
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C. CHRoMATICALLY DEsceNDING FrRoM THE CHorD RooT

T = LEFT HAND THUHB
AN Ama¥ IV AT NV A6 Y Asug v oA YV AmabSliVasusdy Am Y Amimadly

ﬁ:ﬁ ﬁ_]:%:ﬁ:]m_ %_.

[
Ame Y Am#*SY  Am YV Adim.|

5
=
o

Am7Tbs N A0T IV A SO .&.magnrvﬁgnr Y

T Hate Heale Hets st Hestl el
| | | [

[ [

Y asuszsay Am S9N ﬁmglima?}v Amenry Ames 9N

1 L I e e e

{

sy
-3
B
;

=

[1F
T
_—
]
<
I~
]
=
]
.
]
=
-
e
]
<
I-
3
=]
(=2
|

(& [ » [

2
.

ATVIL A A9 W1 ATHOYI A13nry AB*OnryY Al3nry msngnwm#w

_% _1£ _ﬁ _ﬁ _}ﬁ _3%%_ _}*} _}% _}ﬁ
» »

ﬁ?#E#Qnr'"v"ﬁQ#Snr'"-.-" A7 5h 2% a7bs*onrly aobSnr Y A7bSbonr yZbS#onry A13b5nrY AEbSbInrY

o i
] o] T et

Do7 1% D /9 1% Dmadly Do |Y

A ¢

Drm2na@ll] Dm2 11 DmEs 910

e

D13 11 D390l D1 3nrill D36Snr D7 #5 111

At e 8

| =
&
=
Ly
I
=
_\_\_J
#
)
=

-
2

@
=
¥

=
=

[w]

_\_\_J
=
=
_\_\_J
=
=
i
<z

i
B
SEE

=
=
_\_\_J
=
=
=
a )
<
=
=
#
n
=
=
=
=
=
EII
=
=
=
=
_\_\_J
T
n
=

=
e
=
=
=

[
(w1}
T
[}
=
=
Ch
[
(]
T
)
T
[}
=
—
3
[wi]
T
n
S
[}
=
=
(i) ]
[
(1))
b
I
=
=
=
T
[}

2
=

~
L
3

3
b |
o
=
o
Ju
=
3
=--d
=
3
=--d
#
(i}
=
3
(i}
=
3
=--d
=3
(i}
=

%
o

i
or#g2anr| || 5 onr] || Do#shanrll| D7e5# 9N D9bS 1Y D7bSHY 13t-5#9 I D1Z0S 1Y DIZbS0a] Y
sl % ’ ’
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CHRomATICALLY DESCENDING FROM THE CHORD RooT

g % B =
= = [ L =
mj mI = m__ m jw. _._mu "n__f_
= by S mmm ey o ~ = — =
R SRR Zrrer e TR T G mﬁ
(L8] g ¥
c® e MIIIIF ﬂ = 3 ®EOT E D =
SO0 50 S e [ = Lo = =
> :..wmuwru =TT =T = > TS
= n | -
LgtHolrer cLeh- igeetgiTee ey o e S
- - =
SR SR Seoaty FOTHAAHR D HHS CHE%E
2 T el e o gHITe e B8y S e
m%nﬂﬂ m Ay W g~ & o ~
= o = —M T - = o = 1 = _._M_u
S5 O™ SO < o & el ol ] i = g =2
= = = = = =
SR R e e
I W__ ml (] 31@ N SO F.m; 1 w HH _r_._ﬂ =
opp e T e BT s e
il iy o —_ -
o .mm._ Uil Tl & o = : g .milm 3
(-] r ] La] m H
] o P i & . = & D o E
= = = g _ =T
> EHI S e mm e = TI = = o = A -
B der® BeHeESerr Toer el SR Id PR SgHate
O 0] z ] T Sl o] = . s 2 _
— o — o _ L
CHRLS R e O e e
- " g # s e ; ~~ # o _o_m_
O [ Dj EEIIIW o O ij i 0 o = w T
= = .
RTHCO e e e R e G
o o o4 [ » | o o = r- o —
= mT g i i = = o = _-_m = =
O il 7 o & (L1 A O Em SO =
—ily = w = —
url.lm T =[] - = T =
SRt mmuﬁw m_u_orlﬁr_ _._mv_._ L_"_ m%H JEaLE" uﬂo_jm ?mﬁ ﬁ
Slm L] SO O el 5 ([ (o] & O v E
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D. ScaLE ToNE CHorDs IN ALL MAJoR KEYS

Scale tone triads, seventh chords and pentatonic scales in all fifteen keys (twelve different keys, but Cb = B,
C# = Db and F# = Gb).

Eachstepwise chord progressiam the following pages is a sequence of scale tone chord where the
chord roots progress by scale steps. All scale tone triads and seventh chords are constructed from “tertiar
harmony”, where the scale is arranged in thirds.

Eachchord progression in perfect fourtissa sequence of scale chords where the chord roots progress
up in intervals of a perfect fourth. All scale tone triads and seventh chords are constructed from “tertian
harmony”, where the scale is arranged in thirds.

C major

Stepwise chord progression

ElEET C ¥ Dmo ¥ Em IV F ¥ G ¥oam Y Bdim ¥l C Y

1 F c F [ 9] [ _.l_% % [ o ) | _‘Il_g [ [ |
iz et S e, e e

GCF | DG * ’ ol ’ *

E Crma? % Dm7y ¥ E_m'.-' ¥ o Fma? ¥ G7 1Y Am7 E Brm7bS 1Y Cma? ¥

c iTEC iR § e 19 9| [[T8[] CTeR0D 'y

F [ ] FE _ﬁ _F &

| ] |

Chord progression in perfect fourths
Bdim ¥l Em 1Y &m % Dm ¥ G ¥ C L W

9 B E C
DGCFAD g:ﬁ_i_ﬁ"“ ] ‘E
"? ® [

y Dm? ¥ G7

it]

= oy
>
ol
L

12E 4 DG EE Bm?b5 1Y Em7?

F CF T® T ]
14 | B E & ?EF"F F

=
[=] =
Lt
ol 1% =
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FRET

| E#4#DeceBeE

C# major

Stepwise chord progression
C# o D®*m YIE*m I F* v G* ¥ A*m ¥ B*dimyll C* ¥l

ﬁ ?ﬁ:l[ ?ﬁ:l[ i;E "E]’E ﬁE EE ﬁ

#T Y A*m7 YIBE#m7bSY I C# ma?y

it 1 i R

L

wlOC#F N P Y

Lt i) T el el 9T e

#mTESYI E®m7 ¥l a®*m7? ¥ D#EmT V1 G*7 ¥l CFma vl F#rmaT ¥

:% _}ﬁ [ I? Z% :E:. _3?E

Db major

Db ¥l Ebm ¥ Fm ¥l Gb ¥ Ab ¥ Bbm ¥l Cdim ¥II Db ¥l

. Z]ﬁ i?% TF]’FE ﬁE EiE ﬁ

Frn? ¥l Gbma? ¥l &b7 Y1 Abm7y ¥ CmYbSYI1 Dbma 7y

_jE [ _jﬁ’ [ i _% mL--1
5 Y b
Cdim ¥l Fra ¥111 Bbr ¥l Ebm ¥1 Gb ¥l Db ¥l Gb VI

EE Hiﬁ':lt ﬁi Zjﬁlt i?% ﬁ i?%

Ab7? ¥l Dbrma ¥ Ghra 7 ¥

Fa [
B o
GeCEre | Dege CEMAaTVIDEMT VI E#m7 VI F¥ma? vl
- " T | I? N
B3 [0 [ [# E# f »
7 Fa o
Chord progression in perfect fourths
BREX A*D* | B Bargimyll E*mvlll a%m ¥l D#m Yl
O C#F= Edbd
E f
D# [ Coe e fy [
12
E# [ G e pre
14F# C#F*
FRET Stepwise chord progression
\11/ F BhEbAB C F
Gb DbGb
- LA Dbma? ¥l Ebm7 ¥l
e ma m
4bDbGY | Ebab eel "‘jﬁ
5 C
BEbEbAb Db F Eb L
7 Gh Chord progression in perfect fourths
C F BhEb | C
9 DbGb &b Db
CF
Eb &b DbGhb BbED
12 Cr7b5¥1 Fm? ¥l Bbm7 ¥IEbm? ¥
F BhEbAB C F —#—_‘3 —}ﬁ—m IIE
14Gb pbGh O

_1$ [ (99| [ [94d

*it
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D major

FRET Stepwise chord progression
\I/ D ¥l Em ¥ F*¥m I G VI A Y¥Il Em *.fIII:#u:Iirn*.fIIID_ Yil
1

Flj# B E & I:E: Flj# :H Z]ﬁ ?ﬁt— _3?_% {]E ﬁi .iZ]E -_H

Dma? ¥ Em? Y F*m? YIIGma? Y11 AT X Bm?d ¥ C#=m7bSYI1 Drma 7yl

. e i R T i e L

]

7 BE & DF#E [l Ll
G Chord progression in perfect fourths

Q C#F2E [ | C# CEAmYIIF*m X Bm ¥ Em ¥ & v D WL G Wil

r— L [T1%] €10 ] [$11] e mr. -3

DG 4D ® ] |: ’i

= 1] T Al e jﬁi'ﬁ

125 8 BB B L conapoviiFem? vl Bm? ¥Il Em7 VIl &7 Y11 a7

S i e R

Eb major

Stepwise chord progression

=

oft < ot

FRET
1) Eb ¥l Fm VIIGm ¥ ab ¥l Bb ¥l Cm ¥ Ddim ¥ Eb VI
| F BhEBABC F ? ? H [ |Zi +E' iﬂ__ }% ?
e Tete tlel ** Hell [Tese|
GCFEBbD G A | L1
s o3 Ebma7¥l Fm? ¥IIIGm7 ¥ #bma7¥l Bb7 ¥l Cm7 VIl Dm7bSYl Ebma7yl
- g [ I? _1é [ 4 [ [ [ iy _g [}
BbEbab | F Bb || ] ﬁ a ® | [0
Ki ] » [ ]
C F BbEb G T Chord progression in perfect fourths
g wh | Ddim ¥ Gm ¥ Cm % Fm ¥l Bb ¥l Eb ¥l &b ¥l
DGCF | D % [ iﬂ-- ; |:3
Ebib BhEb [] _IC‘E‘ E‘ \ " E
12 [ |05 | ¢ |
- Dm7bSYI Gm? ¥ Cm? VI Fm? ¥l Bb7 ¥l Ebma? ¥l Abma7yl

FEbEbAD C F —ﬁ %:E I?
14 »
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E major

R Stepwise chord progression
HL# E s F#m 15 G#*m YIl A = B ¥l C*m I D*dim¥lIIE 3
1

F¥ B G;E#F# ﬁ Z]ﬁ :?%’ _3?_% :?g ﬁﬁ i_jﬂ ﬁ

ceC#F2 B | ge Ema? la F#Fmy s6#*mid [KAmad |4 BY 14 C¥mla D*m7b3al Emad (X
5 4 5[] _ﬂ__i [ 8] [[§] E? _ﬂg [ [t
e T R S hi ’
Chord progression in perfect fourths

O c=fx g |ger* D#EdimY I G*=m ¥l C*m |15 F*m |% B Wl E % A I%

S ] e et o] el

12 | A B
G D*m7bS2IG*m? 1% C*m7ls F#m7? = B7 s EITIET" érmay X

T

F major

FRET Stepwise chord progression
Hlf Foowll Grmo ¥l Amo ¥ Bb [ C ¥UI Do ¥ Edim Y1 F Y1
1

FEb | [ CF ® [[111% [11® [1[# (1% 1@

GEIE;IJDG:W:#:#;: _?1_ [T T

Froa @Y1 Gm? ¥l AmY ¥ Bbma7yIl C = Dm? Yl

s apcctr e HH HH R O R [ 7]
Bh F Eb _ﬁ _3_._ ﬁ__*: #T Ei }ﬁ I.D:

@ |

C FEBb| G C Chord progression in perfect fourths
0 E Edirn %I A ¥ Dmo o ¥ G ¥ C 0 NI F %I Bb VI

DGLCFAD !ﬁii ?&B [ ] [
Bb | [ N N 1 [ (@[
12ZE4DG | E ?_E_c- [T T ﬁ:

F Eb ¢ f EM7bSYILAMY ¥ Dmd ¥l Gm? ¥ s Fma'.-'"."IIIEil:lmET"EII

e

L]

=
i

-1
m
3

-l
T
n
=
=
3

1]

-
=

]
=l
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CHAPTER 13: CHorD FINGERING

F
J-
1

12

14

F# major

Stepwise chord progression

F#

¥l

G#*m ¥l A*m Yl B

99 |

Anat]
£

F# a7l

ot

¥l C# o

D#*m Y

E#dim¥I11 F# ¥

Anat]
ot

Ll

Brna? ¥l

E#rn /b= F* a7

ET

[T

§

R

Treat

-1

L1

R

Chord progression in perfect fourths

E#dim¥I11 &*m ¥

99 |

[ D#*m ¥l

G#*m ¥

C# vl

F=

¥l

s

B

1

E*m/bSYI A* m7

he5e%

§

el

L1i

_ﬁ

|

(11

#ma?™l Brma? vl

Pt

Gb ¥l Abm Yl

F Eb Ebab

GhCh

bD

b

F BbE

GhCh

Gb major

Stepwise chord progression

Bbrm ¥

Cb ¥l

(3

2t

ot

Dbl

Ebm ¥l

Fdim Y1 Gb ¥

[

ol

Gbrma? ¥l A

_H

.

Chrma 7yl

Wl

[T]

(7]

of

[ |
_H'_E

Ebm? ¥

i

il
™

Chord progression in perfect fourths

Fdim Il Bbm ¥

Ebm ¥l

dbrm ¥

Db vl

BE 3L 3

Iy Db

i

Wl

Gb ¥

=

=2

Ghrma?

=

=

[

o |

.

LI

el
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G major

FRET Stepwise chord progression
\1/ G ¥l Am ¥l Bmo ¥l T WD YII Em ¥ F#dim¥1 G %Il
1

C _’i_jl_l!i_ ___tﬂ__ EC1 _’i
TR HE R e o[,

Gra? Y1l &m? ¥II BmY Y1 Cmay ¥ D7 ¥ Em? Y F*m7hSYI1 Gma? i

- P

B
C 2 ¢ Chord progression in perfect fourths
Fodimvll B ¥l Em ¥l A&m ¥ D ¥ G ¥l C ¥

— [ (@] [ [ [T 1] [t ]
DGC | &0D ] N ﬂ J N ‘E _?_g
il HHH o % o 118 O
12E 4 DG B E pepopsy) Bm? ¥il Em? W11 Am7 ¥l D7 ¥l Gma7 ¥l Cma? ¥l

L | e S 9 [$] | (2T ]
14F*B E & |F* ]% n ]?

Tt

m

| #

I=-

ﬂ.‘%
5

Ab major

FRET Stepwise chord progression
\I/ Ab %I Bbra Y1 Cr ¥IH Db % Eb WII Froo I Gdirn X Ab W1
1 [l

F BbEbab C F % [ e | 3&_ %
i Y Rt 3&' %# 1*
GCFEb| G | ﬁ 1

abDb | | Ebab #bma?vlIBEmTYIN Cm7¥IIl Dbma?lx Eb? YL Fm7 ¥l brma 7111

=
3

-
T
n
o
I-

=

s [[6¢c > 1 § [ tﬁi P | [
EbEbABDL F Bb ‘3? T [ ‘3?
7 | | — ¢le
C FEbEb G  Chordprogression in perfect fourths
9 b B Gdim ¥ Cm YUl Fm ¥l Bbm Y111 Eb Y1 &b ¥ Db 1%
| SLF [y | " (@ I] % [ ]
Eb#bDbGh BBED ﬁ | tﬁ *: _3? ﬁl_
12 FlanEnm:c 3 Gm7bS X Cm7YIL Fm7 YII Bbm7yIIl Eb7 VI Abma7yill Dbma?lx
L & [P
14 | DIJGIJ_%% N }& E_E‘:ﬂf
E[* el o
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A major

FRET Stepwise chord progression
\1; A ¥l Bmo ¥l C#m ¥l D ¥Il E VIl F#m ¥l G#Fdim¥ll 4 VIl
1

F#*E EG:ES* F# :]ﬁ‘f Z?m :jm :Ei Zﬁ; :E' :ﬁ _jﬂr_f

ma? ¥l Bm7? VIl C#m7VI Dma? ¥l ET ¥ F*m?¥IG*m7bsyll dma? ¥l

5 40 E . e E? & [ | [ T4 ] e [ [§
GH#C* Z?__‘:I o | ? N ﬁ

7 EBEADF*E @ [

Chord progression in perfect fourths
o I::*F#E EG#C* G#*dim¥Il C*m ¥1 F*m %l Bm %Il E Y1 A ¥l D ¥l

' | |4 | [T [] EE~T1
12 E4D | BE O [T ] _? ] F’f ]

G WFFm @I B YHET YD Amad Y Dma? ¥l

e L

Bb major

ry]
&
*
#
m
[y
H
| 1=
| I=

4

| I=-

ry)
#

2
=g
a
mf
!
#

3

FRET Stepwise chord progression

\L_; Bb ¥l Cm % Dm ¥ Eb ¥l F ¥oGm ¥ o Adim 1Y Bb VI
" EbE| " F [ @] |E| (T[] [ (& (&

"D et [ et el T et

=
o
=
=l
=

Eh Bbma?| Cm? ¥l Dm? % Ebma?l FY AmMTbEY  Bbma 7yl

o LT i o e B
BbEb F Bb a a

7 & D Chord progression in perfect fourths
C FEBbED G ¢ Adim I¥ Dm ¥ ¥ F

> et Tl e e

ED BREL  wm7bSY Dm7 ¥ Gm7 ¥Il Cm7 Y1 F7 ¥

B
12 [ADG ?Pf:ﬁ S80S ([ T9] 4] 4 |
FEbED | C F 1}1_ _#_ ﬁ

14 i

&
=
3,

-
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B major

FRET Stepwise chord progression
\L, B YITC#*m ¥l D#*m ¥l E ¥ F# ¥ G#FmYIL A*dim Y B ¥l
1

?E’?

#m? V¥l A*m7bS1YEBma? ¥
d

A P ?&B 1§ T Y ?
F*E E | C*F* [T@| ] _ﬁﬂ - —
£y [T ) | | | ?
LECere §pepe Bmavyl CFmTV DFmTI¥ Ema? ¥ F#7 VIl

i

7 BE F#B —
pe [ Chord progression in perfect fourths

1<

Hafiitfiitd

HL) -

A¥dim Y D*m ¥l G*m¥Il C*m ¥l F* ¥ B ¥l E

D | Cx Peaepe il Zﬁﬂ %‘éﬂ jm :?? _?E? Zﬁ'

12 E B E e 7bSiv D#*m7T IV G#FmT ¥l C*m7Y¥ F#7 VIl Bma?yl Ema? ¥

-l R

HL)

m
=

Cb major

FRET Stepwise chord progression
\I/ Co ¥l Db ¥ Ebm ¥l Fb ¥Il  Gb W1 Abm VIl Bbdim ¥ Cb ¥l
1

BbEh &b jﬁ & }E *ﬁ

GbChFb | DbGb [ :ﬁﬂ ZE; 5 :]ﬁ 5
A DBEDC Cbma7¥l Dbm7 ¥ Ebm7 I¥ Fbma7 ¥ Gb7 VIl Abm7 ¥l Bbm7bSIVChma7 ¥l

5 Fb Heel I Het'H Heft 1 s
BbEb &b Db | Bb |- ¢ %{ EH L] C 1N

7 ChFb Gb L] .
Chord progression in perfect fourths
Ebdim ¥ Ebm ¥l Abm ¥II Dbm ¥l Gb ¥l Cb ¥l Fbo %1l

i

=
m
=
I=-
=

-
!
|

BbEb

O DbGhChFbAb Db e ?
ﬁ' _Bﬁ 1% &L [

Eb &b DhGh ERED — — rr
12Fb CbFb Bhm7bSIY EbmT 1Y Abm7 ¥l Dbm? ¥ Gb? ¥ Chma?yl Fbma? v

lqﬁhE'EE'EMDhGD ]i.li _% - é :ﬁ‘; :% ‘]‘?ﬁ :il:}
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CHAPTER 14: ARPEGGIO FINGERING

A. TRrIAD ARPEGGIOS

1. Major By Finger Number.

TWo OCTAVES AND ONE ARPEGGIO TONE

1 | |1 11 {11 1 11| |1 | 11
) 11 Z z |z 2 i
2 z 3 z 1|1 z z 2z
z 3 2 | 4 4 4 S EEE
4 4 3 4
4 | | LT[ [4 |
4
TWO DCTAVES AND TWO ARPEGGIO TONES
1 | |1 1 1 1 1
) 1
2 11 z z 1
i3 4 4 1
z 1|1 1 z
1 z 2 1 E 4 1
z z z
4 EE z
4 4
4
THREE OCTHVES
i 11 i
1 z 1
z z
4 1
1 2
2 1 11 z
EE z
11 z
2
4
4
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2. Major By Formula.

TWO OCTAVES ANDO ONE ARPEGGIO TONE

z [ | r |srR |5k 3 HIERRIE | 5 R 5 SR 3
R S R z R|sEk 5
z S R z 5 |z z SR Z z
S R R| sk 5 EE R 5 R
z 3 z z
3 | | HEE I R
R
TWO OCTAVES ANMD TWO ARPEGGIO TOMES
z | | R 5 z 5 5 5
R 5
z S R z z 5 z
S R 5 R 5 R 5
z 5 | = z z z
z R R 5 HE R 5 R R
R z z
5 SR E R z
5 R R
z
R 5
THREE OCTHVES
R S R 5
5 z 5
z z
R 5
z z
R 5 S R R
SR z z
S R R
z
R 5
z
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3. Minor By Finger Number.

TWO OCTAVES ANMDO ONME ARPEGGLIO TONE

1 1 111 |11 | 1 | |1 1 11 [1 [ |11
z 1 1 2 2
3 111 |23 z z |z |zz= 1 3
4 | | 4 RIE z 4 Z 33
3 4 ¢ F! zz
| | 4 4 4
4
TWO OCTAVES AND TWO ARPEGGIO TONES
1 1 1 1 1
.
z 11 11 1 1
z 1 z 11
i z z = 1
1 z |3 2 4 11 3
z 3
2 3
;! 2
4 4
THREE OCTHWVES
1 11 [ 11 1
y
3 1
4 2
4 1
1 1 z
2 2
z
111
2 z
4
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Minor ArPEGGIOs  Pace 173
4. Minor By Formula
TWO OCTAVES ANMD OMNE ARPEGGIO TOME
bz R bzs R [ 5 R | b3 | [bz bz 5 R |s | |5k
bz bz 5 bz bz
R 25 R [ SR 5 2| R | 5 R 5 S R
bz b3 bz | R b3 b3 R b5 R
5 R SR 5 S R
bz 5 R
R
TWO OCTAVES AND TWO ARPEGGIO TONES
bz R bz 5 | 5
bz
R b2 S 5 R bz 5
bz bz bz R bz 5
5 R 5 s R 5
bz bz | R bz R b5 R R
5 R b=
R R
5 | b3 R
o (=
5

THREE OCTHWVES

R b3 S [s R 5
bz
5 R 5
bz b=
R | [bzs
5 5 R
b= bz bz
R
b3 5 R R
R R 5
b=
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B. SevenTH CHORD ARPEGGIOS

1. Dominant Seventh By Finger Number.

TWO OCTAVES AMDO OWE ABPEGGIO TOME
Lt [T e e[l o ]1]1 1 1 1] 11 11 [[111]
21 11 IE 1 o 1 [ 1 | 2 2
| = 23 |||z z ]2 [Tz 22 [1[1 222 | |z |
z3 3 =2 I =2 R P [ z z 4444
4 | 4 4 | 4 4 =3z | |4 |
' N [T
TWO OCTAVES AMDO TWO ARPEGGIO TOKMWESM
1 1] 11 |11 1]
1 | | 1
11 [ 1 222 | 2 [1[11
31011 z z | =
z 1 |1 | | [z =
4 = Z 22 | p
z z
| 4| 4 4 | | 4
Twod OCTHVES HMWMDO THREE ARPEGGIO TOMES
1|1 | 1| 11 |1 1|
[ 1 1 [ 1
22 | = = (1|1
1 [1]1 z | =
4 [ 4 zz
1 222 11
1 z = 1
4 | z =
T 3 | 4 3
EEE | 4 4|4
THREE OCTHVES
1|1 ] 1 11 |1 1|
IE 1 [ 1
i | 2 2 | 1
z 1|1 z
4 4 z
1 2 1
= 1
= |1 4 z
11 z
3 | 2 = 1 |4
z z 2
z 11
4 4 4 | 4 =
4 | 4
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DoMINANT SEVENTH ARPEGGIOS ~ PAGE 175
2. Dominant Seventh By Formula.
TWO OCTAVES AMDO OWE ARPEGGIO TOKME
[z]Tlr xR [se]]]3]]s5]z [b7] sk |[b7[s [[S5RrR3 |
R EE: | = b7 b7 R | = | b7 b7
| 5 R z IERBE SR [b7| S T | = |
5 R I b7 b7 R|sr [p7]s | b7 b7 R [b7]| SR
b7 | = 5 | 3 z SRI | |3 |
3z | 5 [ | | b7
| TWO OCTAVES ANMD TWO ABPEGGIO TONES
R z SR |b7[ 5 b7 |
b7 | | =
5 R | SREZ | R |[b7| SR
SR |b7]S b7 b7 | =
z HIE | 3 | [5 R
b7 | | R S RZ | R b7
z b7 | z
[b7 | s 3 |
TWO OCTAVES ANMD THREE ARPEGGIO TONES
r_|b7 | z | sF | b7 | | b7 |
| = by | 3
5 R | 5 HEE
: s R (b7 | S b7 | =
- | 3 5 R
5R I 5 R
b s b7 z z
z | R R
= | F b7
[ b7 | R b7 | S
THREE OCTRHVES
kR [b7 | z | sk |b7 | | b7 |
| = by IE
5 R | 5 R | b7
5 R | b7 b7
z z 5
R 5 5
z 5
b7 | 5 3 R
5 R z
HE z z [k
b7 R R
| by R I
R | = b7 | s b7
HE
HE
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3. Minor Seventh By Finger Number.

Tw0O OCTAVYES AND ONE ARPEGGIDO TONE

1 ({1111 |11 ][] 1 [ 11 2o [ oo e []11]] 11
| 11 1 | | 2 2 1|
3 = | zz|lz2]lzz21z21]1 zz | | 2 | zz
4| | ]aa |z2]3 | 2 laal]l|4alzz33 |
44 (4|4 4 4 4
4 | 4
Tw0 OCTAYES AND TWO ARPEGGIO TONMNES
1 1 1111111 1
| | = |
11 111 ]z2]z2 33 1|1
2 11 4 4 z |
2 zz |2 |1 4 | 3 3z
ERE 2 1 4 4 | |
4 |
4 | 4 S
TwW0O OCTAYES AND THREE AERPEGGIO TONES
1|1 1 1|1 1 11 |1 1
z 11 |1 ]z22]2 1|1
4 1 4 4
2 23 |2 4 z
z 1 111 4
4
4 1 1 R z
= | 4
3 33 % | 4
4 4
THEEE OCTAYES
1|1 1 11 [1 1
z 11 |1 1 |1
4 1 4 4
2 Tz |2 z
z 1 4
4
4 1 1 z
z 1
z T Tz 4
z
4 4 4 | 4
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4. Minor Seventh By Formula.
TWO OCTAVES ANMD OME ARPEGGIO TOME

R |p7bzsr [sr || |b3 [ 16z [b7bz| R |5k (k7|5 [ |5 R | |b7bz b7
| bz b7 b3 5 | [ bz | b7z b7 | |
E R s | b7bz R | SR [b7 [ S 5 R | | R [b7bzs R
bz | [ |[b7b3 [b7bz | R | bz |b7bz | | [b7 R [b7bzS R |
sp [b7 | S 5 5 R
5 | b7
TWO OCTAVES AND TWO ARPEGGIO TONES
R bz b7bz [ R | S5k [b7 | S b7
| | bz |
5 R b7bz [ R | s R [b7 5 R R [b7b35 R
bz b7 bz | b7 bz b7 |
| sk |b7 |5 5 | 5 R
b7bz | R bz hl? R bz | [ | b7z
5
5 | by bz 5 R
TWO OCTAVES AMD THREE ARPEGGIO TOMES
R | b7 bz hl'a'ha R | sk |b7 t-l?
5 b7bz [ R | 5 R | b7 5 R b7
bz b7 b7 b=
5 R | b7 5 5
bz b7 bZ5 R bz b7 bz
5 | 5 |
R 5 b7 bz 5 R R bz | R
bz | b7 b3
bZ5 R | | R 5
b7 b=
THREE OCTRVES
R | b7 bz =R |b7 |:F|?
5 b7bz | R 5 s
bz b7 | b7 b3
s R | b7 5
bz bz 5 bz b7
5 5
R 5 b7 R bz
bz | bz
bz 5 R R 5
b7 R bz
| R
R bz b7 | S | | b7
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5. Major Seventh By Finger Number.

TWO OCTAVES AND ONE ABPEGGIO TONE

[ 1 | | [ [1 11 1 111 |11 11 ][ |1 11 1
1 11 11 2 |22 1 1
2 2 2 2 111 |33 2 222 |22 2
z 3 z | 44 4 T3z z i
444 |43 4 4 4 4
4 4 || 4 4 || | |
TWO OCTAVES ANMD TWO ABPEGGIO TONES
| 1 11 || 11 | |
1 1 11
2 11 211 22
z 2 1 T I
111 z 4 4 3
z 33 [ | 4 4 4 4
z
4 | 4 4
TWO OCTAVES ANMD THREE ARPEGGIO TOKMES
| 1 11 11 || 11
1 1 1
2 3z ) 2 2
4 4 _
11 4 4
- 11
4 1 1 32 1
i
zz z 2
2| 4 4 z
4 <4
THREE OCTRHVES
| 1 11 11 i
1 1 1
= 22 2 1
T 3 z
11 4 4 1
z |4 11
= z
4 4 z
11 4 1
2 1
1 z 2 z %
2 2
z 4 4 4 4
4 |
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6. Major Seventh By Formula.
TWO OCTAVES AND OWNE ARPEGGIO TORE

[ = [l r|[]]|r [s5r z 573 |73 |sr || |5 e
R 5 R 73 RSk 5 7
i 5 R z REREE 7 SRZI |73 7
5 R R| sk 5 E R 5 R
z 5 7% | 7% 73 7 7
73 | | 5 7L | |
TWO OCTAYES AMDO TWO ARPEGGIO TOMNES
R || 3 sk || Tz | ]
7 7 R 5 R
5 7 3 T 7 3
5 R 5 5 R
z 5 73 7 i 7
R SR 3 [ | 5 R 7z
r | 5 7
TWO OCTAVES AMD THREE ARPEGGIO TOMNES
R || z] |57 sk || 73
7 7 R 5
5 = 5 7z
5 R o
z 5 7 -z
- 5 R
R 5 7 EE F
5 R
T 3
R ] i 7
7 z
THREE OCTAVESN
R ] 3 5 7 5 R 7
7 7 R
3 7 E 5 7
5 R 5
z 5 7 -z .
5 | g 5 7
3 z
i R z
5 R R 5
z z
. R R E
5 R
z 7 3 5 7
R_]
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7. Minor Seventh Flat 5 By Finger Number.

TWo OCTAVES AND ONE ARPELGGIO TONE

111 [ [1]]]1 Lla {1 Ja [[]]1 1| HEFEN
2 | 1 111 1 1 11 1 11 1
| = | 11 |1 RE S EEE 2 | 2 |
4 [|a4a |z23[3] 2| 2 z |z z | HEEERE
4 |11 ][4 |z]z= 44| 1a4alaa[ala]]]]
[ 4[4 |4 4
TWO OCTAVES AMD TWO ARPEGGIO TOMES
1]1 HEEEEE [T1]1 1] {
2 1 11 1 1 |
111 z |z z 2 11 [11]1
al[111 [== 2 [z ]1 [[= | z | [=2]
| |4 1 [z 4 a4z ]1[]=
z 13 - ai | 4 1| 4 44 4
4 z
g 3
[ T4 R E
TWO OCTAVES AMD THREE ARPEGGIO TOMESA
1]1 [ ]1 1 1| ]] 1
Z 1 1]1
11 o z 2
4 11 z 1|z | |
4 z 4 4 4
z 2
1 z 1 1|1 1
4 1 111
2 4 1 z | 3 |
z z | - ERIE 444 |33 ]2
[ 4 z |z [a[]] HERE
THREE OCTHVES
1 [T1 1] [ ] 1
2 1 1|1 |
Z 1 |1
4 11 z 1 =
4 4 4
3 z 1 4 11
1 z 2
4 z
2 4 1 4 1
z z | 1 3
z I =
| 2 z
4 Z 4
4 4| |
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8. Minor Seventh Flat 5 By Formula
TWO OCTAVES AND ONE ARPEGGIOD TONE

rRlb7bz|{r [ | R [ | |bz [ ez r |bs ]| [ | |bs bs | [ [r ||
bs | bz | | bSb7 bz bs bs | R [b7 R b7 bz b7
R | b7bs | R kR | b7 bs | bz | b7 bz b7 | bs |
bz | [bSb7bz [b7bz | R | bS | b b5 | bz R | bs | B | b7bz | R
bs | || [bs5 [ R [b7 b7bz | | [b7 R [b7bz | R |bs
| bs | bz | b7 b7 |
TWO OCTAVES AMD TWO ARPEGGIO TOMES
R_| b7 LRI |bz [Tez]r bs | | | b7
bS b= bS b7 bS5 R |
b7bz | R kR | b7 b7 bZ b7R |b7bz | R
bz bSb7bZ | bTBZ b5 | Q| bs b5 | b5 | bS |
| | bs b3 [ E | b7b3 | R R
bz | R bs | bz | 07 b7 bz | | bSb7b3
_ — [ [b7 bs |
b7 bz | R bz
TWO OCTAYVES AMD THREE ABPEGGIO TOMES
k| b7 | | r bz bs | | | bs
bS bz R |b7
b7 b= bS5 b7 b=
bz | | bshy b7 | | R | b5 | |
bs R b7 b3 R
bz b7
bS bS R bz | R R
R b7 bS b7 b
bz bz b7 bs | R |
R bs | b7bz | R |bsb7bz | b7bz | R
| | b7 bz | Rk [bs ] | | ] | || |bs
THREE OCTAHAVES
k| b7 [Tr bs | | | b7
bs bz R | b7 |
bs R | b7
bz | | bSby b7 R bS
b5 b7 bz
bz b7 bS bz bS b7
bs bS b=
R bz
bz bz b7 F bS
R bs | bz R
b7 bz | R bz
| R R
R bS | | b7
bz b7 | |
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C. SixTH AND DIMINISHED SEVENTH ARPEGGIOS

1. Major Sixth (also called “sixth”) By Finger Number.

TWo OCTAVES AND ONE ARPEGGIO TONE

(11 ][] 1 [ 11 11t 1 [t ] | {11 ]]11 1
= 11 1 | B 1| |
2 | z2 2221211 Z 3 | | 2 [2222 | ==
2z |z | z|laal[][a4]zzzz | |
44 4] a4 4 4 4
4 | 4
TWO OCTAVES AMDO TWO ARPEGGIO TONES
1 111 |11]1]1 1
| | 2 |
1112212 z 3 1111
4 4 z |
zz [ 2|1 4 | zz
2 1 4 4 || ]a
4 |
| 4 Zz3z
TWO OCTAVES AMND THREE ARPEGGIO TOMES
1 1|1 1|11 ]1 1|
111 ]z2]2 z 1|1
4 4
Tz |2 4 3
1 111 4 1
4 2
1 I 2 z z |z
4 4
3z 3 | | 4
4
THREE DCTAVES
1 11 |1 1
11 [1 z 1|1
4 4
R 3
11 4 1
4 2
1 z z
1
T3 2 4
2 2
z
4 4 | 4
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2. Major Sixth (also called “sixth”) By Formula.
TWO OCTAVES AND OME ARPEGGIO TOMNE

[z [ | | R | |r [srle|lzels|[z||ze] |5k 55 |SR3 &
R 5 R z | |k | 5F 5 | | |
z | sp e |36 |5 |3 z g | | e [srze [36
sk |& | Rlskr||]|se]|skrze | rR|[[sk®
26 |5 |4 z TG
3 | 5
TWO OCTAYVES AMD TWO ARPEGGIO TOMES
R sk |6 |36 [5]3 g &
| I |
sp|le | 36 |5 z 6 £ |srRze [ B¢
5 R 5 | R 5 R
zg |5 | = z | z g z
R 5 & rR|l]]lsr [5R |8
3 |
| 5 D z
TWO OCTAVES AMD THREE ARPEGGIO TOMNES
R 5|F: HERE 5| HE
sp|le |26 |5 z HE z
5 R R 5
TE |5 z z z
5 RIE R S R R
z z
5 RI& g R | & & z
5 R R
R ZE | | & R 6
R 5
THREE OCTRVES
R 26 |5 5 & | 5
sk | & z HIE z
5 R R 5
- E z z
R 3 R 5 R
z z
5 g R 5 z
R R
RI& g z &
& R 5
£
R 5 | =z 5 &
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3. Minor Sixth By Finger Number.
TWO OCTAVES AND ONME ARPEGGIOD TONE

HEREE Lo Jafo ][] 1| HEEEHEEE
1 111 1 1 |1 ]1 1 11 1 [z |
| 11 |1 2 | 2 2 2] 22 z | 2 | 3
2z |z |2 | 2 RE z | HEAEEEEN Y
4 [ [[[4[z]s3 44| | [|aafaallala
4 [ 4] 4 4 |
TWOa OCTAVES AMDO TWO ARPEGGIO TONES
L1t ][] HEEE 1 [1]1 i
1 11 1 o | 2
11 |1 2 | 2 22 1 [11]1
z 3 SRR - | = 4 11 1
4 1 |z 4 | 4 1 z
. 4 |z | 4 1 4 44 4 z L2
I [T 2] ]
T4 z |z TI X
TWO OCTAVES AMD THREE ARFPEGGIO TOMNES
HR 1 1| [ ] 1 1|1
1 1|1 2
11 = 22
z 1 | = | 4 11
4 Z 4 4 4
2 z
z 1 1| 1 1 1
1 111 4.
4 1 = | | 5
2 | zz |z | 444 |22 |2 z
z |z [4 ] ]]] HEEE | [4
THREE OCTAVES
1 1 ][] 1 { |1
1 1|1 | 2
z 1|1
z 1 2 4 11
4 4 4
z 1 4 11 3
z z 1
z 4
4 1 4 1 2
2 1 4 Z
z |z 2 z
2 z
z 4 4
4 4
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4. Minor Sixth By Formula.
TWO OCTAVES AND ONME ARPEGGIOD TONE

[le [ ] ]| R [ 1r [ ]|bz] || b= bz | [1le]] &e|ls5r]s
R b= 5 R bz bz | 6 | 5 g 5 R s | bz |
| R & | 5 bz | R | 5k 5 | bz | &
Sk |6 | bz bz bz | R g | bz s [Sr e r | [bz5ER
bz | | | [bz [& ]S sk || |se |5k e [bz
bz [ R | 5 5 |
TWO OCTAVES AWMD TWO ARPEGGIO TOMES
Llell]|® HERE bz | R | 5 I
R bz 5 bz & | bz
sk |6 HE 5 R HEERE
5 R bz| | s [bz | | bz | bz | R b35S R
b3 b3 ¢ £ | 5 & & |
- bz | R | S 5 R bZs5 R R &
- HEE bz | -
B R | & bz 5 R
TWO OCTAVES AMD THREE ARPEGGIO TOKMES
HIE R bz | | ] bz HE
R & | 5 bz
5 R bz 5 R
5 & | bz | | k| |bzs
bz g s R &
5 R
bz g R | & & bz
5 bZS R g
R 5 bz | g | R
bz | s |& [pzs r |5 R |6 £
rRle [bz] []] | [ [ [eb= BIE
THREE OCTHVES
& bz | | | 5 & | 5
R & | 5 | bz
bz & | 5
5 5 bz R bz 5
bz 5 R
= bz EE R
bz R bz
R g
R 5 & bz R
bz | R & &
R | R 5
g &
bz 5 &
R 3 |
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5. Diminished Seventh Arpeggio.
Any note can be a chord root.

fingering 1 fingering 2 fingering 3 — wide range fingering ————

(T[] [ @ [@[a 3@ L ]Q | [Q
1 1 (1 1 (1 1 1 1 1
2 2 20 |2 2112 1 2 2

4 @@ (@@ @[] [3 4| |0 @] |

6. Diminished Scale.

All circled notes are diminished seventh chord tones. Diminished seventh arpeggio fingerings 1, 2, and
3 above are each part of the respective diminished scale fingerings below by the same number.

I—fingering l—I I—fingering 2—| I—fingering 3—|
°7 chord with °7 chord with °7 chord with
lower chromatics 13b9#9#11 lower chromatics  13b9#9#11 lower chromatics  13b9#9#11

L Q1O
)] 2 |
3 [@)BEx
@ [ D|© @]1@i
7tonescircled  possible roots 7tonescircled possible roots 7tonescircled possible roots
circled circled circled
wide range fingering
1l ]
Ol 1{1)
[ (11 [ 101
SR 1 (3 1111
4z [ a@] 212
4z (2| |[43]3
(A1 3(3)3 4 4D
[ | @) [ 1[4
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D. FuLL FrReTBOARD CHORD TONES

MAJOR MINOR OOM.7th MAJ.TEh MIN.TEh MAJ.BEh MIMN.BEQ
SR 3 [=r [Tsr =z | spz || |SFR||&a[srzecce sk &

bz b7 b7 b7 b3 b7 | bz |
z [ = | 7z 7 | | [z¢ &

F 2 R K P25 RE [PF[SRE SRE |b7FES R R E R bZ5 R
&

b=

-
]
o
i
-
|
=
o
o
|
-
H
o —n
o
i
T —n

M
=
i
M
=
-]
M
M
=
A=
=
i
M

@ —{n
M
o
iH

@ N
o

b7 [ 55 R 5

[b3 | | |
3 sk | |e®|s5RzE
| [ ler LT[ T[]

an
A
on
an
A
an
on
)
=

TS5 R 52

b=

S
| | b3
SR 3 = SR 3 b & =
[ 1] [ ] [ 1] | [bz] ]

] |-

b3 b7 b7

MIN. 75 DDH.?FS DOM.7p5 AMNY MNOTE MAY BE A ROOT IN

[T1e 1] LIlrz| [|[rRZ| THE THREE ARPEGGIO TYPES BELOW:
b7 b3 whl? #ls t-l? t-l? !t-l? DIM.7th AUG. gth5
| bs | |3 z b5
R [b7bz [ R R |b7 R R |b7 R 9 ®
bS | [z45] [bs] =
a < [ 1] [« N 3 WL 0
bz bSb7 bz | #5 b7 kS b7 6 4K
| | = | EE: E sl 7 )
brbz|R | [b7[#5R | [b7] |R| g THE CIRCLED AREA
bS] bs | J= [ 1 1es]=z | IbS  etincien REPEATS EVERY 2 FRETS
R_|b7 | b7 R_|b7 AREA REPEATS @) @ Sth +5 15 THE SAME 43
bS | bz | #5] | | | #5 | | b5 ] EVERY 3 FRETS THECIRCLED  WHOLE TONE SCALE.
R | R Z | R Z AREA REPEATS AUG. IS PART OF 9TH £5.
b7bz | [ [b7b7 (45| [b7b7 [ [ | [b7 EYERY < FRETS
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E. “SkiMMED” ARPEGGIOS
1. Dominant 13th Skimmed Arpeggios..

RELATI¥E POSITION OF SKIM THE NOTES IN THE
THE CIRCLED NOTES IN THE DIAGONAL SHAPE (UP OR DOWN)
DIAGRAMS TO THE RIGHT skim R-3-5 skim 3-5-b7 skim 5-b7-9  skim all
5 5 b7 b7 9 [ 13
11
3 3 5 (5) E
R | b7 Ri[ b7 11
L] I (3)] 9 I I
skim Z2-5-b7  skim 3-5-b7  skim S-b7-9  skim bT-9-11
R [b7? (R)| b7 b7 IE [11
b7 E]
5 5 5
(5] 11
z z OIE [ T] 13
R skim Z-5-b7  skim 3-5-b7  skim S-b7-9  skim bT-9-11
(R)| b7 b7 | 2 11
b7
5 5 E)
3 o[ 11
b7 z ENE [ [ |13
5
skim F-3-5 skim Z2-5-b7  skim S-b7-92  skim b7-9-11
5 5 | b7 | 2 11
5 b7
z z (5) (T E
R b7 OILE (5] 11
| [ | [ | [9 | 13
skim 2-5-b7  skim Z2-5-b7  =kim S-b7-9  zkim bT-9-11
R [ b7 (R)| b7 b7 b7 9 11
5 5 5 (5) (% E
11
3 3 [EE | 13
R skim Z2-5-b7  skim 3-5-b7  skim S-b7-9  skim bT-9-11
[CALE b7 b7 3 [11
= ]
5 5 (s) (7]
z 11
(b7 3 (3)] @ | 13
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RELATIYE POSITION OF SKIM THE HOTES IN THE
THE CIRCLED NOTES IN THE DIAGONAL SHAFPE (UP OR DOWN)
DIAGRAMS TO THE RIGHT skim R-3-5  skim 3-5-b7  skim S5-b7-9  skim b7-9-11
| 3 | 5 b7 | o 11
R 3 b7
(R 5 (5 (b7)3
5 b7 {3) 11
| HIE | 13
b7

skim R-3-5 skim 3-5-b7  skim 5-b7-9  skim b7-9-11
R | 5 | b7 | o 11
3 5 b7
2 (R 5 (b7

b7 (3 11
3 | IRE | 13

skirm B-3-5 skirn 3-5-b7  skim 5-b7-9  zkim b7-9-11

R 5 b7 | @ 11
b7
(R)3 5 (5) 6719
b7 () 11
3 | T1 =2 | 13
5
b7
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2. Minor 13th Skimmed Arpeggios.

RELATIYE POSITION OF SKIM THE HOTES IN THE
THE CIRCLED NOTES IN THE DIAGONAL SHAPE (UP OR DOWN)
DIAGRAMS TO THE RIGHT ckim R-b3-5  skim b3-5-b7 skim S-b7-9  skim b7-9-11
b7 B b7 5E 11
b3
3 5 (5) (b7)9
b3 Q‘g} b7 EF;' 11 13
| E | |
R
skirn BZ-5-b7 skim BI-5-b7  skim S-b7-9  skim b7-9-11
R b7 R[F? b7 IE [11
b7 q
5 5 5 (b7)

skim P3-5-b7 skim P3-5-bF  skim S5-b7-2 skirn all
R [b7 R |[b7? b7 IE | 13
b7 11

h|3 @[3,"1 @F?I ! L?fl 1|1 IfIgF?'

skim b2-5-b7 skim bZ-3-b7 ckim S-b7-9  skim bT-2-11

R (RI[ b7 b7 E 11
b7
5 5 g
b3 b3 b3) 5|11 b7
| 9 | 13
b7
5
skim BR-bZ-5  skim b3-5-b7  zkim S-b7-9  skim bT-9-11
IE IE [b7 IE 11
b3 b3 5 b7
(b3) (5) (b7)°
R |7 @{j b7 11
HE | 9 | 13
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RELATIYE POSITION OF SKIM THE HOTES IN THE
THE CIRCLED NOTES IN THE DIAGOMAL SHAPE {UP OR DOWN)
DIAGRAMS TO THE RIGHT skim b3-5-b7 skim b3-5-b7 skim 5-b7-9 skimb7-9-11
R [ b7 (R) [ b7 [ b7 XE 11
5
5 5 (5] (b7)9
bz bz b3 11
| | 9 | 13
akim R-b3-5 skim b3-5-b7 skim S-07-07 skimb7-9-11
b3 b= 5 % [ @ 11
b7
] (R) (b3S (5) (ZE
b7 11
5 | E | 13
b7

3. Diminished 7th Skimmed Arpeggios.

R R R | R R

4. Augmented Skimmed Arpeggio.

REPEAT UP OR DOWN
EYERY FOUR FRETS
| RR
R

R
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CHAPTER 14: ARPEGGIO FINGERING

5. Major 13#11 Skimmed Arpeggios.

RELATI¥E POSITION OF
THE CIRCLED NOTES IN THE

DIAGRAMS TO THE RIGHT

SKIHM THE NOTES IN THE
DIAGOMNAL SHAPE (UP OR DOYN)

ki R-Z-5 skim T-5-7  zkirm 5-7-9  skim 7-9-#11
5 IE IE |#11
5 7 a
z (5) (7)

(R] [©1IE 13
[ ]7 [ ] | #11 |
skim Z-3-7 skim 3-5-7  szkim 5-7-9  skim 7-9-%#11

Gl | 7 | = a1l

7 5 7
5 (7)
(?j E () 13

z | | [#11 [
skim 3-5-7 skim 3-5-7 skirn all skim 7-9-#11

(R | | 7 | 2#11 9#11

7 5 7
5 (7)
IE (5) 13
3 HE | |
=kirn all skim 3-5-7  skim all but 13
5 7 5 7 [#11
Q
z (3) 7
LIF} 9 (5] 1%
| | |
skim allbutS  skim 3-5-7  skim 5-7-2  skim 7-9-#11
| 7 | 7 3 [#11
5 5 a
z (3] (57 (7
GIRE 9
| | | $11 13
EITHER zkim R-3-5 zkim 3-5-7 skim S5-7-9  skim 7-2-#11
[ 5 [ 7 5 [#11
z 5 2
(R (3) (5)7 (7)
!
7 | #11 1%
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F. 91H, 1171 AND 13TH ARPEGGIOS
1. Dominant 9th, 11th And 13th Arpeggios.

[z | = R |b7 b7 | 5 [z || R | [= R | |
R [ b7 z R E. b7 b7
5 | 11 5 R E. b7 5 5
s |1113 z b7 5 11 11
z |9 g | |11 z | z
R | 11 HIE
s || [ [z ]] R [b7 9 5 | |13 s | |
i1 | R [b72 11 11
z 5 IE z |9
R |b73 5 13 13k [b7 | R |b7
[ 11| | = 11
12 12

2. Minor 9th, m11th, and m13th Arpeggios

bz | | R | b7 b3 5 b7 bz HRE [ 5] |
) b7 bz [ |11
R | b7 s [1113 R E bz 5 R E 5
bz b7 b7 bz | |11 | R [b73
s |1112] [ | @ R . 5
11 | |11 13
bz bz | |11 [ R [b72 R | b7 |5 | |1z
bz [ |11
R [b7s HEE 5 13 5 13 3
bz | |11 ]| [bz]| 11| R b7
5 13 5 13 3
[ [11 ] L1 |

3. Major 9th, Major 9#11 And Major 13#11 Arpeggios

[z | o811 r || | 7 | 5 [ = || R E. 5 7
R 7 5 z R 3
7 5 12 z R 3 5 7 z | [#11
s | |13 $11 HE 5 7 R 3
z |9 | 7 z | |#11
$11 12
R E] R[] [z [ |#11] |5 12 5
7 7 R 3 |
5 12 5 12 7 EETRIEREDLT
s | 1z R R
z | |#11] |3 | s#11 BE 7
[ |1z
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G. SuspPeENDED 4TH ARPEGGIOS

1. By Formula.
R4 SR|SR4 | s []Sk4 s[|sr[|r | 5 5
| | 4 R4 || ] 4 4
5 R4 5 | | 5 R | 5 R | 5 R
4 EEETNRE | |4 |r4 | [5R SR4 | |5
5
For sus_2 arpegqgios, use these sus 4 arpeggios 4 R4 R R4 5 R
with the 4th as the root. 4
4 5 4
R
e
2. By Finger Number.
11 [ [11 111 | 1 [ ]111 1|11 ]]1 | 1 1
| | 1 11 | 2 1
S z | | [ [z = HREE | 11
4 | 44 233 z z |44 44 Iz 1
1
4 4 22 = 3 11
z
4 4 2
4
4
H. 771 SuspeNDED 4TH ARPEGGIOS BY FINGER NUMBER
7sus4 Formula =145 b7. The Circled Notes Are The Chord Roots
(T [0 1 [ [ i O T [0
t1 [ G [[]]]= 2z [] | 2 [[]
L IREEINN HEI'(TS:E z | [3(zn1
(333 [ 24 | [[44(ap4 [4(4) | 4 [44 | [(4)4 [ ] 4 4 4
3(3)
11 1] 1 11
1] | |
) [ HEE z (3] |
1:1%1 1(1)
FE: z
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I. WHoLE ToNE TyrPe ARPEGGIOS AND ScALE

1. Whole Tone Scale By Finger Number

Fingering 2

Fingering 3

Fing

[1.]
—
—_
=

kI — -

I VY B P B

P/ H— -
1 12—
f W —
L ] —]
1 | dpa|—
R B N

|
2
I
4
I

N ]

|
2
|
4
|

£ 1 P =

S P

Tritone, augmented, 7b5S, 785, 9b5 and 985 arpeggios
are contained within a whole tone scale built an their
chaord roots.

Any Note Can Be The Tone Center

2. Tritone. Any Note Can Be The Tone Center.

Fingering 1

Fingering 2

Fingering 3

Fingering <

— & —] D
LIl 1 .
_-n-_m_ [y
l— o — 2
Sl L

il

1

il

1

il

2

2

2

2

z

Z

z

IE

| 4

[ 4

z

TRITONE 15 EVYERY THIRD NOTE IN A WHOLE TONE SCALE.

| 4

3. Augmented Arpeggio. Any Note Can Be The Chord Root.

Fingering 1

Fingering 2

Fingering 3

1

[ 1

| 1

[ 1

[ |
11

2

1

2

2

[ |
11

2 2

z

z

z

Z

4 |

—
—

— b2

4 |

AN AUGHMENTED ARPEGGIO IS EVERY OTHER NOTE
IN A WHOLE TONE SCALE.
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4. Seventh Flat 5 Arpeggio By Finger Number
Circled Notes Are Chord Roots (Formula 1, b3, b5, b7).

Fingering 1 Fingering 2 Fingering 3 Fingering < Fingering S Fingering & Fingering 7
| 11 | 1 1| RN ul [ ]1]1
1 [ 1 | [ 1 z |1 1 4 1 2
| 2 z | {01 E]E ] 11 |2 | 2
(z] = oz [z z [1 R IERIE £z | 111
4 (2] £z | 4 [ T4[4 fz] 4 [4 4 4
4 4 Z 3 4| [4]]] |
4 [ | 4 [ | 4 3 1
7bS arpeggio = 7bS arpeggio on its' flat fifth. :
A 7bS arpeggio occurs on the 3rd of a 985 =z
(985 no root = 765 on its's 3rd). [T s
Fingering 1 Fingering 2 Fingering 3 Fingering < Fingering 5 Fingering & Fingering 7
| 11 |1 1| 1 [ 1] |1 ({1 1 [ [0
1 I | 1 23| 1 1 {11 2
[z | [&y] 1 |1 12 [1 1 z | 11 | 2 | =
E 3 [E] 2 z| 1 (213 | 4 |z |z z | 11
4 z | z | 4 [ |4 [ 4 z | (4] 4 {404
(414 (2)3 [« [ ][] ] |
4 [ | 4 [ | 4 z 1
)
5. SEVENTH SHARPF 5 ARPEGGIO BY FINGER NUMBER
CIRCLED NUMEBRERS ARE CHORD ROOTS (FORMIUILA 1, 3, #5,b7) Z)E
D11 [ [T 1] i1 1] [*] [Tt ] [T [ 14
| 11 1 1 1 [ 101 | 1 1 [ |1 11 1
| ] 2| ERNER 2) 1 Ll &3z | [=2] |
z z z |z [(=] = z | [2=z]= SIS
4 | |4 [J4]]]4 E @z | [4] REEEER
| 4| 4|4
(L] 1 [ L 1 {1
! | | =
| 2 1 |1 (2]
) kS 1 kS | > 11
: " (3 (2}
= 11
< 2 4
1 z
)z | [ 4 1
£ 1 4 2
| 11 22
(4] 23] | z
3 4
I 4
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6. 9th Flat 5 Arpeggio By Finger Number.
Circled Notes Are The Chord Roots (Formula 1, 3, B5, B7, 9)

HEEREOINE 1 L[] L [ 1 I 1 1] ]
(23] 2 2 (21 | 2 22 (2)] 2 2
ER 2 EER EXN
(2] [ 3 3
4| 4 4 4 (4)] | 4
L1 |
o] 11 1 When the flatted fifth of the 9b5 arpeqqgio
2 Is used as the root, the chord is 745 (a seventh
chord with a flat fifth and a sharp fifth).
3|3
Z] ([ a]

7. 9th Sharp Five Arpeggio By Finger Number.

HEEREOIE I [

2 (i?j

3 33 3 3

4 a]4 OINE] 4 (I 4
4

(J[11] A7b5 arpeqqgio occurs on the third of
a 945 arpeqgqgio.

()] | 1

|
(2

8. Augmented Scale.

FINGERING 1 FINGERING 2 FINGERING 3
ASCEND DESCEND  ASCEND DESCEND  ASCEND DESCEND REGRESSIYE
1 OIHIEERTOIIEE IR ETOIRERE | [ 1
(1) 2 | [z 1 1(1)(2)2 (132(z) 11 2

=]

2(;}{1 1 @%}22 323)(2 2| 3 3%1;}2 3 3{231%? 2{;1 1 1;;;

Iz 2(4)a :KIQ& E&i Al ) RS 212

C% 3 rﬁ P 3 (4 44 [(3123 2 |
4[4 (4)4 a(3) 4 (a) [ (0] 4

In the "regressive” fingering at the far right, any

“2" can be an augmented chord root when ascending
and any "1" can be an augmented root when descending.
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J. OTHER ALTERED DOMINANT ARPEGGIOS
WHOLE TONE TYPE
a#5#] ] 9%#11 a#5H ] 945 GRS a#5#] ] 95
rRIb7[ ][] R [b7] Rl [z Tz [v7[#s]] [R] | r | ]
| 245 | [#u] = $5 BUbT | | b7 [#5e | #U| 3 [ [#1] |40 $5 | | b7
AR E [ |2 3 bs | = ENEERREREE z | s
#5 | | b7 #11 b7 | R 5 | [b7 R
z I*11 | | #5 | [#u] | 45
[T Te
#11 | 3 | 2#1
R |07
[#11 |
MIXOLYDIAN 4 TYPE
7#11 T#11 a¥11 a#11 12b5 1Zb5 12411
IERRER [z [ [#1 R [b7 | BERGRER [ b7 | b7 |
R | b7 R | b7 SIE z [ o8| r [b7 bs | z #1|z | [#1
z HIER:EY bs | = r | b7 k| b7
s | | s |z By | | #11] || |13 #11 |
Z 132 | R 212
FLAT FIYE SUBSTITUTE TYPE
ChY1ZhS) (bY1ZhS) ChY1ZhS) ChY1ZhS) (bY1ZbS) (b 1ZbS) [hW1Zb5)
THSHO®1]  THSHOE1]  THESHARL]  THSH9¥ Chazhis Cesshi 745%3
(= | R [b7 ] | [r [T [#it] bs [ = | (= ]] | b7
R | b7 BiL| s4s| |#5| |bv#e| |F R[b7 [ | R [b7#s E
bS | = #5b9 3 | b7 #s | |5 |#e85 (b5 | |85 | R [b7 42
| %5 |p7 | 25| | Z (bY1ZbS) [bs | |45
#3 3 | [[= [ [#u1 | b7 [#5 74543 #2
ERICRERR
R | b7§s
b= $5ba

[bwabs) [bv1ZbSha) (b TS §9) (b7 bS#a) (b7 bS#a)

THSha®1]  TEIE]) 1Zb5ha 1Zb*11  (py7+a®11)  13b5SbH 1Z#5%] 1

R sk ||| R [b7] (b7 [ | [ | 1zba*i1 bs [ [ | [b7 ] |
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CHAPTER 15: PHRASING, MELODIC CONTOUR & DRIVE

A. PHRrASE DEFINED

A phraseés a section of a melody. Poetry and speech are given form by subdivisions. When someo
speaks without pauses and punctuation, it sounds like babbling. Melody also must have form. Just as lel
make syllables and syllables make words in speech, notes make motifs (“riffs” or “licks”), and motifs mak
phrases.

There is usually a pause between phrases, either a rest or a sustained note. A phrase can starton ar
of ameasure. To sound resolved, a phrase often ends on a note of the current chord. If it does not, it can su
a need for resolution.

B. BEGINNING THE PHRASE

Each phrase of a melody begins in relation to the rhythm of the accompaniment. The melodic phraser
begin on the first beat of a chord, before, or after. This diversity gives the music texture and makes it me
interesting for the listener.

On the first beat of the chordlin this case, the first note is most often a chord tone. If the first note is
not a chord tone, it is almost always short and resolves by playing a chord tone of equal or longer len
immediately afterwards.

Anticipated: before the first beat of the chordVhen a phrase begins before the first beat of a chord,
it anticipates (or leads into) the chord. The anticipated phrase may either (a) introduce the sound of the ct
immediately before the chord actually begins or (b) play tones that create a dissonance (not in the upcon
chord) to be resolved in consonance when the chord begins.

Delayed: after the first beat of the chordivhen a phrase starts after the chord has already begun, it
usually produces an effectsthtement and responsie chord makes a statement when it begins and the phrase
follows by answering. This melodic pause on the first beat of the chord could be thoughtaufcEhéed rest
melody conspicuous in its absence.

Toreinforce the statement and response effect, the chord may be played with a particular rhythmic the
followed by the same rhythmic theme (or a variation in the same rhythmic theme) played at the beginning of
delayed phrase.

C. ENDING THE PHRASE AND CONNECTING PHRASES

Phrases also end in relation to the chord in the accompaniment. It may end on a chord tone, an adc
chord tone, or a non-chordal tone. This diversity gives the music color.

On a chord tone.Ending the phrase on a chord tone produces the most resolved sound.

On a non-chordal tone A non-chordal tone is a melody note which is not one of the chord tones being
played by the accompaniment.

* Ending on a dissonant non-chordal topeoduces the feeling of irresolution and calls for an
immediate chordal tone.

* Ending on an added harmony of the cho@bme ending notes harmonize (sound consonant or
resolved) when added to a chord, even though they are not actually played by the accompany
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contour.

instruments. These ending notes are colorful. Different added harmonies are appropriate to each
style in which they are used. Heavy Metal tends to use simple added harmonies, (like adding a 9th
to a major or minor chord), while Jazz uses added upper harmonies such as, 11ths, 13ths and
uncommon altered tones.

Phrase-end concealment ou can conceal the end of a phrase by playing a short motif (riff) to connect
the end of one phrase to the beginning of another, leaving no break between them. This short connecting moti
may be employed in three ways:

Destroying the end of the first phrasechanging the melodic structure (somewhat drastically) and
leading into the next phrasén this case, the connecting motif is not part of the next phrase. The
end of the first phrase should sound as if it were abandoned before it could finish, then the second
phrase should start immediately so as to not lose the melodic continuity.

By phrase linkagewhere the boundary between phrases is bridged with a note or motif that is
relevant to the melodic structure of both phrases. To bridge the boundary in this manner, the end
of the former phrase and the beginning of the next phrase must have similar melodic structure. The
connecting note or motif should sound like it could belong to either phrase.

By phrase overlappingyhere a different instrument picks up the melody at the second phrase. The
second soloist would simultaneously play the last few notes of the first soloists phrase and use those
notes as the beginning of a new phrase. Thus, both soloists play the overlapping notes. The
overlapping notes should sound like they belong to either phrase.

D. MeLobic CoNTour AND DRIVE

If you were to write a melody down on the staff and connect the note heads with a continuous line, you
would recognize what is referred to as the “melodic line” or “melodic curve”. This line has an architecture, or

Horizontal and vertical basis.

Horizontally (in time), melody tends to use rhythms based on the accompaniment but at a faster level.
Therefore, it is good to study the rhythmic activity in the accompaniment parts.

solo.

Vertically (in reference to pitch), melody elaborates on the chordal structure of the accompaniment. It
is very useful to study arpeggios representing the chord progression in each area of the fretboard you wish tc

Components Of Melodic Contour And Drive.

Primary melodic tones.If a melody were reduced to its most basic component, this would be the
sustained and/or emphasized chord tones. They are the “backbone” of any melody in homophonic music
(melody with a chordal accompaniment).

Connecting tonesThe second most basic components in a melody are the non-chordal tones which
connect the chordal tones. These tones are exami@thpter 19: Non-Chordal Tones

Repetition of single notes or motifs (riffs or themé&@peated notes are similar in effect to sustained
notes. The primary difference between repeating a note and sustaining it is in the rhythmic effect.

Association(artistic expression regarding the rest of life) is a basic component of art, especially since
the age of perspective born in the Renaissance. Since music is not very capable of relating to the rest of the worl
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(exceptby lyrics, which are only associated with the music), repeating a motif is one of the most common musi
solutions.

Music without repetition virtually does not exisusic with little repetition is very hard for most people
to listento. In homophonic music, repetition is achieved through theme and variations. In Polyphony (includil
Counterpoint), repetition is derived through imitation. A common form of imitation inimprovised solos is them:
and variations, where a theme is introduced and then elaborated upon. Cauter 12E: Imitative
Counterpoint.

Ornamentationis improvised combination of the other three components. It generally decorates
melody with quick notes, whereas the other components are the melody. Once the main scheme of the me
has been established by the three components above, ornamentation may be added which goes beyond w
necessary to connect the chord tones and provide enough repetition to sustain interest for the listener.

Elements Of Tension And Their Effect On The Melodic Line Or Curve

Tensions a fundamental force in the “drive” or lifeblood of amelody. Like a greatwave, a melody move:
toward a goal, attains the goal in a climax and recedes. Increase the tension to build the emotive effect of
melody, climax it to drive the point of the melody home and decrease the tension at the end to provide cont
to the climax.

Melodies are not always culminat&bmetimes they are intentionally interrupted by the entry of another
melody or section. At other times they begin half way through, as they interrupt another melody or section
music.

A simple melody tends to have a visually simple cumdea complex melody a complex curve. A single
melodic curve can continue through two or more sections of accompaniment, but is less likely to do so if t
accompaniment sections are vastly different.

Certain notes may be very effective in the melody, particularly the highest note to be used. Overuse
any note, however, can bore the listener and render the note impotent.

Ascent and descentGenerally, upward movement in the pitch of a melody increases tension anc
downward movement decreases tension. The lower range of an instrument can increase tension in special
where the instrument is very noticeable due to a conspicuously different timbre in that range or the lack of ot
instruments in the same range.

The ascent and descent usually occur with a curve or curves involving scale runs. Connecting the n
heads on the staff, as suggested previously, would make these curves apparent.

Filling in involves an ascending skip followed by a descent or a descending skip followed by an asce
When higher or lower range is desired with few notes, skips are not filled in. Running up or down an arpeg
will produce a series of skips.

If a melody begins too high, it has no room to develop unless the instrument is capable of tension in |
low range. A melody usually doesn’t end on its highest note, unless the melody was intentionally interrupte
It should climax, then drop off at the end.

Change of rhythnean also increase tension. Diversity of rhythms is generally good: changing from
eighth notes to eighth note triplets to dotted eighths, etc. However, too much diversity can disrupt the rhythr
continuity of the solo. Generally, less diversity of rhythms is used at faster tempos and more at slower temy
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The rhythmic element in a solo is the heart of a solo and unifies the other elements, but it should not be
expected to stand alone: the other elements must also have content.

Change of timbre or dynamican increase tension, especially in Rock guitar music. Bright, harsh timbre
and high volume are characteristic of Rock music, but are useless unless they are presented in contrast to sc
timbre and low volume. Don't start your solo with screeching treble and with the volume “cranked to the max”,
or you won't have any room for contrast.

Longer phrases or less separation between phicaemtensify the solo if not overused. Longer phrases
must have interesting phrasing, rhythmic vitality, and fresh ideas to sustain the listener’s attention. Less
separation between phrases can be effective only if each phrase is creating enough excitement that the listent
is anxious to hear the next one.

More dissonant skips, chord sounds or scale sonadsll be effective in building tension in the solo,
but they must be appropriate to the style and played in such a way that they contribute to the movement of the
melodic line.

Change of accompanimenilhe following changes in the accompaniment parts can, by contrast, build
tension in the solo.

. Faster tempo builds tensidmt slower tempo can build tension if the dynamics become stronger
through louder and/or more accented accompaniment.

*  Thickness of the harmonic texture builds tengidrnloesn’t overpower the melody. Thicker texture
is created by the accompaniment when it employs more notes and/or dissonance. Thinner harmonic
texture can build tension if the dynamics become stronger.

* The relationship between melodic rhythm, harmonic rhythm and weatealso build tension.

Meter is the basic pulse (or beat) of the music. It refers to the grouping of beats as indicated by the time
signature, such as four quarter notes per measure in 4/4 time.

Melodic rhythmis the character of the rhythm set down by the soloist in relation to the rHat@nonic
rhythmis the character of the rhythm set down by the accompanists in relation to the meter.

Melodic rhythm, harmonic rhythm and meter in rhythmic unison is usually used for special emphasis in
expressing a short rhythmic theme. Overuse of this can be boring.

When the harmonic rhythm and the meter are the same and the melodic rhythm is different, the melody
is freer to express without distraction. This is the most common configuration of these three rhythmic elements.

Melodic and harmonic rhythm are sometimes joined together against the meter to play a short syncopated
(or otherwise rhythmically abnormal) theme.

Melodic rhythm and meter are occasionally the same, while a different rhythm in the accompaniment
is used. In this case, the melody “takes the back seat” rhythmically, allowing the accompaniment to make a
rhythmic statement. This technique of arrangement is often overlooked, but very useful for diversity.
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CHAPTER 16:
CHOOSING THE RIGHT SCALE
IN MELODIC IMPROVISING

A. UsING THE CHORD / ScALE CHART
the chart appears on the following 2 pages

The Basic Premise

Any scale which contains all of the notes in the chord will harmonize with the chord. Where thereis mo
than one choice for the scale, the following factors should be considered:

* How many accidentals (sharps and flats) are changing as you change from one scale to anothe
accomidate the chord progression? It is usually preferrable to change fewer accidentals.

* Where there is no change of accidental, you are using modes of the same scale, such as G major
A Dorian (A Dorian uses the notes of G major, with the tone center on “A”).

* Areyour choices of scales appropriate for the style? You often will compromise and choose scal
which change more accidentals than necessary to allow scales that will sound right within the sty
For use on a 7th chord (dominant seventh chord) in Blues, for example, the Dorian scale’s 7#9n
chord sound (see m7 on the chart) is often used instead of the Mixolydian “plain” 7th chord soun

Finding The Chord Type You Want.

Numbers above 7 in chord formulas can be converted to scale formula numbers by subtracting the
number “7.” A“9”inachordisa“2”inascale. Also, sus. 4 chords, use “4” in their formulas, in place of “11,”
and sus. 2 chords, use “2” in their formulas, in place of “9.”

Triads are shown at the top of the chart. If you want a scale for a triad, determine the type of sever
you want in the scale, and look up the seventh chord referred to in the “scale” column. For example, if you w.
a scale for a suspended fourth triad (sus. 4), use the scales shawn/for m7 where the scale contains a “4.”
If you then looked under “7” chord, one of the scales is Mixolydian, which contains the “1”, “4” and “5” tones
necessary for the suspended 4 chord.

Seventh chordsare shown immediately after triads. If you want additional tones added to the sevent
chord sound, look in the “add tone” column.

Ninth chords are constructed by adding a ninth to a seventh chord. For a minor 9th chord, look up “m7
then find the scales which have a “9”, which are Dorian, Aeolian or Dorian #4, so the minor seventh chord f
an added ninth.

Suspended seventh chordare constructed by replacing the third (“b3” or “3”) with the “4” i@ 7,
or m7 chord. 7sus. 4 chords would use the scales shown for 7th chords which have an “11” available as an
tone (remember: an “11” in a sus. 4 chord is called a “4”).

Optional chord namesare shown for m7 and m7b5, where their chord sound is used as a bluesy effe:
to replace 7#9 or 7b5#9 (see the 7th chord ch@gjional versions of the fifthare shown foA7 and 7 chords,
where a #4 can represent a b5 or a b6 can represent a #5.
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CHORD / ScALE CHART

triad Type chord formula scale

MaJor ......ccoeecerenene 1 3 5 e use same/ssdoy7

MINOr ...vvviirnrnnns 1b3 5., use same as for m7 or m7

suspended 4th ....... 145 e, use sam@dastar m7, where the scale contains a “4.”
suspended 2nd ...... 1 2 5 e, use sam@Aasfar m7, where the scale contains a “2.”
diminished ............ 1b3D5 ., use same as for m7b5 or 07

Augmented ........... 1 3#H5 o, use same as forVH#SHor

Seventh Chords Grouped by Chord Type

7th chord type  7th formula add tones scale har. mel. har. scale formula
in.. min. maj.
A7 (major 7th) ...}.1 3 5 7].A9....4 ...... 13 ... MaJor oo Joee b e e 1. 2, 3 4 ... 65........ 7
(opt.b5no11] A9.... #11 .. 13 .|... Lydian .............. oo e b 1. 2. 3 #4 ... 5. 76 ..
(opt.#5n06)[ A9.... 4 ...... #5b6 .. Major b6 .........]ecceee e b s 1o, 2 e 3 4. 5. 7b6 ......
(opt.bSnol11) #2 .... #11 .. 13 .|.... Lydian #2 ........}...... bVl e 1. #2 ...... 3. #4 ... 5. 6........ 7
(opt.b5nol11) #2 .... #11 .........]... .augmented scale......lo.....o b e, 1....... #2 ... 3. #4 ... 5.,
A7b5(optional #5) |1 3b5 7).9...... #5....131..... Lydian #5 ......}.ccccoin ] bll ... 1. 2 i, 3. #4...... 6#5..... 7
#2 ... #5....13 .]... Aeolian bl ......|.........]eccooiifennns qvi ..... 1. #2 ...... 3. #4 ... #5 ... 6........ 7
ATHS o L1 3#5 7..9... 4. 1B... major #5.....1.........|. (o] 1 10 AR S, 1. 2. 4. #5 ... 6........ 7
T o .1 3507..9... 11....18 ... Mixolydian ...l b e 2. 3. 4. 5. 6........ b7
(opt.b5n011) 9 ...... #11 .. 13 .}... Mixolydian #4 .|........|...... Vo] 1. 2. 3 #4 ... 5. 6....... b7
(opt#5n06)| 9 ...... 11 .... #5b6 .. Mixolydian b6 .f........|........ YRR 1. 2 o 3 4. 5 e b6 ...... b7
b9 ...11....13 .})... Mixolydian b2 .|........J..... e Vo 1. b2 ...... 3 4. S 6. b7
(opt.b5no11) b9#9 #11 .. 13 .)... dimin. half/wholg.......}....... ...l 1. b2#2 ..3 ... #4 ... 5. 6........ b7
(opt.#5n06)| b9 .... 11 .... #5b6 .. PhrygidaB .........|..... Voo, 1. b2 ...... 3. 4. 5. b6 ...... b7
(opt.#5n06)| b9#9 nll .. #5b6 .. Phrygian b4 ... |......... ). 1 ...... 1. b2 ... b3 ...... bd ... 5. b6 ...... b7
4 o1 ...1 3b547..9...... #5 ... whole tone sgale ... 0. o 2 1 3 #4 ... #5 b7
7#5(opt. b5 no11) |1 3#5b7[.9...... #4 ... ... whole tone scdle .....|....... b o, 1o, 2 i 3....#514. .. b7
TO5#5 e, .1 3 b5#5 bYbO#9 ................. ..Locrianb4.......|.........|........ VIl . 1. b2 ... b3 ... bd ... b5 .....bi#6 .
m7 (or 7#9n03) ..... 1b3 5b7[.9..... 11....13}..... Dorian ...coveeviibeveecc o e 1., 2 s b3 .54 6. b7
9. 11....b6 .J... Aeolian ..........feccoo o o e, 1. 2. b3...... 4. 5....... bB6
(opt.b5no11) 9 ...... #4 ....13 .|... Dorian #4 ........}....... IV e e 1o, 2 e b3...... #4 ... 5. bg ........
b2...11....b6 .|... Phrygian........foccco.. foeii o b 1. b2 ...... b3...... 4. 5...... bhb6 .
b2...11....13.]...Dorian b2 .......J........ ] o 1. b2 ... b3 ... 4. 5. b® ......
ME7) cooererrrerene .1b357..9.....4...bf ... Aedian........|.... oo 1o, 2 . b3....4........ 5. b6 ... 7
9. 4 ... 6..}...majorb3. ...l [ U IR 1. 2. b3 ...... 4. 5. 76 ..
9. #4....6 ... Lydian b3 ...l s V... 1. 2. b3 ...... #4 ... 5.6 ...
m7b5 (7b5#9n3) |.. 1 b3 b5 h7 . b2 .... 4 ...... bp...... Locrian ...} oo e e 1. iR 4. b5 ...... b6 ...... b7
9. 4. 6..)...0orian b5 .......0........ e e In....... 1o, 2 i b3...... 4. b5......b@ ...
b2...4.... 6...}... Locright ...........|.... 11 IS DRURRRY IO 1. b2 ...... b3...... 4. b5 ...... 6....... b7
b2...4... b6 .J... Aeolian b5 ......}.........|........ VI ......|......... 1. b2 ... b3 ... 4. b5...... b6 ...... b7
(o A ...1b3b56...2...... A5 . 7]........ dimin. wholefhalf...}........}eee o, Toeonnn. 1£3...... 4  b5#5...6.... 7
b2...4... b7 .}... Locrian #6 .......}........ | ESTRUS IO SO 1o, b2 ...... b3...... 4. b5 .....b8 ......
3. 5. b7 .}... Dorian #4 ........ ....... IV e b 1. 2. b3...... #4 ... 5....08 ...
3. 5. 7..)...Lydian #2........]...... bVI ... 1. #2 ... 3 #4 ... 5.6 ......
b2 ....b4....b6 .|... Mixolydian #1 .{. VIl f.....)......|.... 1. b2 ...... b3...... b4 ...... b5 ...... b6 ...... bb7
2...... 4 ... b7 .J...Dorian b5 .......}ceoo b e ... 1. 2 e, b3 ... 4. b5 ... ba ...
2. 5. 7..J...Lydianb3........ ) e L V... 1. 2. b3...... #4 ... 5.6 ...
3. #5....7 ...}... Aeolian bl ......|........]eccee s qvi ..... 1. #2 ...... 3. #4 ... #5 ... 6........ 7
b2...4... b6 .|...Locrianbb7.....}......L....... . LMIL..|..1 ... b2 ... b3.... 4. b5 ...... b6 ...... bb7
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Seventh Chords Grouped by Scale

7th chord type  7th formula add tones scale har. mel. har. scale formula
min.. | min. ymaj.
A7 (major 7th) ....... 1357.)09....4... 13 .. MaJor e e e 1. 2 . 3.
m7 (or 749 no3) ....|1 b3 5b7|(.9...... 11....13]1..... Dorian ...coovvveifevevc e b e 1., 2 s b3 ..54.
m7 (or 749 no3) ...|1 b3 5b7[.b2....11.... b6{..... Phrygian.....}oo.o..foe o b 1. b2 ....... b3.....4
A7 (major 7th) ...... 1357009, #11..13 ). Lydian ... 1., 2 . 3.
T 135H7..9..... 11....18 ... Mixolydian ..f.....cccoo b o e 2A........ 3 4.
m7 (or 749 no3) ....|1 b3 5b7|(.9...... 11....b61..... Aeolian ..o b 1. 2 s b3..54
m7b5(7b5#9 no3) 1b3b5b7.b2....4.... b6{..... Locrian ...} o b 1. b2 ....... b3 ..b%
(1111 N .1b357..9.....4...bf ... Aedian........}..... P 1o, 2 . b3.....4........
m7b5(7b5#9 no3) |.1 b3 b5 b7.b2.... 4 ...... 6.}.... Locrigh........... AU | I A PSS R 1. b2 ....... b3..... 4.
ATHS i .1 3#5 T7...9...... 4. 1B ...... major #5.....0......... J o] 11 FUUUUR 1....... 2. 4.
m7 (or 749 no3) ...|1 b3 5b7|.9 ...... #4 ... 13}{..... Dorian #4 ...... }........ IV 1. 2 i b3.....
7 (Opt.#5 nosb) ....... 1 35 b7[.b9....11 .... #56 .. Phrygign.........}.... Voo, 1. b2 ... 3. 4.
A7 (major 7th) ....... 135 7. f.#2....#11..13]..... Lydian #2 .......]........ BVI . e 1. H#H2 . 3.
...................... .1b3b56..b2...b4.. bG... Mixolydian #L ... VIl .f.......}eeeeeeee . 1o b2 04 L
m(h?) .................. .1b357..9... 4. 6f....... major b3 ...... 0. . v e lo...... 1£3...... 4. 5. 6........ 7
m7 (or 7#9 no3) .. .1 b3 5b7|.b2....11....13]..... Dorian b2 ...} ) A 1. b2 ....... b3..... 4....65.....b7
A7b5 (optional #5). 13b57/).9... #5 ... 131..... Lydian #5 .......]..cccooc il bll .. et 1. 2. 3. #4...... B6#5..... 7
7 (opt.b5 noll) ..... .1 35 Db7[.9.... #11 .. 13{..... Mixolydian #4 |.........J........ IV ...l 1. 2 e 3. #4 ... . DT
7 (opt.#5 nob) ....... 1 35 Db7[.9... 11 .... #5106 .. Mixolydian b6 |.........J......... A VAR S 1. 2, 3. 4...b6.... b7
m7b5(7b5#9 no3) |1 b3 b5 b7.b2.... 4 ...... b6{..... Aeolian b5 .....J..ccccofeen AV IO R 1. b2 ....... b3..... 4...0h65...b7
Th5#5 v .1 3 b5#5 bTh9#9 ................. ...Locrianbd....|.....|.... YALENUN I 1. b2 ... b3..... b4 ... b5 .....bE6
A7 (major 7th) ....... 1357.}49....4... b6 .|... Major b6 ..., | ...... 1. 2. 3. 4. 5.....706 ..
m7b5(7b5#9 no3) |.1 b3 b5 b7.9 ...... 4. 6.f..... Dorian b5 ... o b, I | I 1o, 2 . b3..... 8. 6bh....... b7
7 (opt.#5 nob) ....... 11 3 5 b7|.b9#9 nll .. #506 .. Phrygian b4 .. .L........|....... ] B || I 1. b2 ....... b3..... b4 ...... 5......b7H6
m(q?) .................. .1b357..9... #4 ... 6]........ Lydian b3 ....f.... o b VL 1. B3 #4 L 5. 6........ 7
........................... 135087..b9....11.... 18 ...... Mixolydian b ......J..... ...l V.1 e 2.4 5 B DT
A7b5(opt|onal #5))1 3 b5 7. #2...#5....13]..... Aeolian bl ....J........ b bvl....1........ H#H2 ... 3. #4 ....6#5..7
......................... 1b3b56¢..b2...4...b6...Locrian bb7 .|........feccccc b [ VI B2 4Ll D5 L D6 L DDT
b5 ., .1 3b507..9..... #5 ... whole tone sgale ..J.......}l..cc o 21 IS #4 ... #5 . b7
7#5 (opt. b5 nol11) 1 3#5b7[.9...... #4 ... whole tone scdle .....J.......leceeeeii o, 1o, 2 i 3....#5H14 .. b7
7 (opt b5 noll) ..... .1 3 5 b7|.b9#9 #11..13{..... dimin. halfiwhdle.....J....... ... ], 1. b2#2 ...3 ....... #4 ... ST b®
...................... .1b3b56..2....4/#5.7|.....dimin. wholefhalf..J......}L.ccoo.. oo 1o 88, 4 b5 #5....6........ 7
Triads With Add 6 and Add 9, Grouped By Chord Type
chord type formula add tones scale har. mel. har. scale formula
min.. | min. ymaj.
6 e .1354...9... 4. 7........ Major ....cooe. e v e ] - looeenn. 2. 3 4. 5. 6........ 7
9. #4 ... 7 Chydian e e b 1. 2 s 3. #4 ... 65........ 7
#H2....#4 ... 7 Lydian #2 .........}...... o) 71 ISR EUSUURUIN 1. #2 ...... 3. #4 ... 5. 76 ........
9. 4. b7 .{... Mixolydian .......}J........ oo f e 1. 2 3 4. LR ..
9. #4 ....b7 .)... Mixolydian #4 . |.........|....... | VAR I 1. A 3. #4 ... 5. 6.......
b9 ... 4.... b7 .}... Mixolydian b2 .|......J....... b Ve 1. b2 ... 3 4. 5. G.....
[0 T .1b356..9... 4 ... by ...... Dorian ........feceeceec e b SR~ USRI o XC U 4........ 5. 6...... b7
2. #4 ....b7 .)...Dorian #4 ........}....... W, 1. 2 e b3...... #4 ... 5. b@.......
b2...4.... b7 .}...Dorian b2 ........J........J........ | I 1. b2 ...... b3...... 4........ 5. b@ .....
2. 4. 7. }...majorb3......... ... | [ 1. 2. b3...... 4. 5. 76 ..
2. #4 .07 ...)...Lydian b3 ........f. V... 1. 2. b3...... #4 ..... 5.6
/9 (add 9) .......... ..1359..4... 6 ... 7l........ Maor .....oeeeefoenene v, vrrrernmee2 Lo 3 4. 5. 6........ 7
#4....6 ...... 7. bydian e e b 1. 2. 3. #4 ... 65........ 7
4. b6...7 ... }..majorb6...... 0.} ). I 1. 2. 3 4. 5. 7h6 .
4. 6 ... b7 .{... Mixolydian .......J........ oo b 1. 2 3 4. 5. ..
#4...6 ... b7 .|... Mixolydian #4 .|........|...... IV ] 1. 2 s 3. #4 ... 5. 6.
4. b6 .... b7 .}... Mixolydian b6 .f........J........ YRS S 1. 2 3 4. 5. 6 ......
m/9 (minoradd 9).1b3 5 9...4...... 6.... by ...... Dorian ...ccooo oo e b U o . BT S 5. 6........ b7
4. b6 .... b7 Aeolian ...} e b 1. 2 s b3...... 4. 5..n. bB6
#4....6 ...... b7 Dorian #4 .......}....... ) VAR IS S 1. 2. b3...... #4 ... 5. bg .......
4. b6....7 Aeoligfy ..........|.... {10 ISR R A 1. 2., b3 ...... 4. 5. b6 ...... 7
4. 6.... 7 major b3 ...l L 1. 2. b3...... 4. 5. 76 ..
#4..6 ... 7 Lydian b3 ........fec o, V... 1. 2 e b3...... #4 ... 5.6 ...
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B. DETERMINING THE ScCALE
AccorpING To CHorDS UseD IN THE ACCOMPANIMENT.

This procedure will work for scale tone triads only (triads constructed from a single major scale or major
scale mode). Use it on progressions which sound simple in structure and don’t employ changes of key
(modulation) nor chord mutation (s€&apter §. You won’t be fully prepared to analyze other progressions
until you have thoroughly studied this book.

* The tonic chord or “main chord” in the progression is the chord whose root is the tone center. The
progression should sound resolved on the tonic chord. You would expect the progression to end on
the main chord. The progression could end with a deceptive cadence where the ending chord would
not be the tonic chord, but it will generally end on the tonic chord. Determine by ear which is the
tonic chord in the progression.

* Once you've determined the tonic chord, you can look for the other chords on the scale tone chords
and modes charts in Chapter@ajor Scale Tone Chords and Modesd Chapter 4Modes Of
Other Heptatonic Scales.

* You can double-check pairs of triads with this procedure: using the chord pair charts in Chapter
25A, look up each consecutive pair of chords in the progression to see what possible scale steps they
might occur on. There may be more than one possibility. If there is a consecutive pair that is not
on either chart, this procedure will not work and you will need complete knowledge of Chapters 3
and 4 to analyze it.

» If any chord pair has only one possibility, look at the major scale tone modes and chords chart in
Chapter 3 to see if all the chords are also possible in the same scale tone set of triads. For this
application, use the chart in reference to major scales only, not modes. For example, if a chord
pair was Em and F, it must be lllm and IV. If Emis llim, then | is C.

* If no chord pair has only one possibility, look at the major scale tone modes and chords chart (and
following text) in Chapter 3 to see which combination of possibilities would allow all chords in a
single major scale tone group. For example, if one chord pair was G and Am, it could be | and lIm
or V and VIm. Ifanother chord pair in the same progression was C and F, it could be | and IV or
Vandl. IfGisl, C cannot be | and would have to be V..... butif CisV, G cannot be I. Still with
me? On the other hand, if G is V, C could be | and F would be IV.

C. DETERMINING THE ScCALE
AccorpING To NoTes UseDp IN THE ACCOMPANIMENT.

One sure way to determine the scale is by making a list of all the notes involved in the chords of the
accompaniment part. Determine the tone center by ear (Chapter 2 can help train your ear in this skill). If there
are seven or fewer different notes involved in all of the chords and the tone center is one of those notes, follow
this procedure:

* “Enharmonic” tones are those which have two names for the same pitch, such as “C# and Db” or
“Gband F#". If note names have flats and sharps, rename some of the enharmonic notes so that ther
are flat names or sharp names, but not a mixture of both.

 The musical alphabet is this cycle: “A,B,C,D, E,F, G, A,B,C,D, E, F, G, el¢/hen as-
cending, the next letter above “G” is “A” and when descending, the next letter below “A” is “G”.
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Put the notes in alphabetical order, starting with the tone center. If there are fewer than seven no
the additional note(s) will be added to complete the seven tone scale below.

» Compare the scale (or partial scale) with a major scale on the tone center to produce the scale forn
(seeChapter 12, Section)Alf there are fewer than seven notes you may have an option as to whicl
scale you can use.

For example, if the chords collectively have the notes “C, D, F, G, A, and Bb”, the formula is “1, 2, 4
5, 6, b7”. Adding a “3”, that formula is C Mixolydian. Adding a “b3”, itis C Dorian.

This gives you the scale. If you would like to be able to transpose the song to other keys, apply the form
to another major scale.

D. DETERMINING THE ScALE By EAR.

This is the most useful means of determining the scale, but it takes a good ear and knowledge of the
First, determine the tone center by ear. Then, determine the quality of the tonic chord. dhnd families,
as shown in Chapter 8, Section B - Tertian Triad Families:

* First determine the triad: is it major, minor, diminished, augmented or suspended.

* Thendetermine the quadrad (four-note chord): ifitis a seventh chord, which typeisit? Once yc
determine the type of seventh chord, are there more notes in the chord, like a ninth? Whether or
there are more tones, you’ll need to decide on which “add tones” (see Section A of this Chapter) y:
want, usually the “2”, “4” and “6” (*9”, “11” or “13").

* If not a seventh chord, the quadrad may be a sixth or add9 chord. Determine the type, then dec
on the add tones.

This should prepare you to determine the scale directly. You need to know the quality of the tonic chc
for each scale and mode. You can study that in Chapters 3 and 4. You can develop your ear with the ear trai
tape and Chapter 2: Ear Training.

Scale types often need to change during the course of a chord progressi@hange the notes that
are necessary to accommodate the melody and chords. You can change additional notes to attain a scale fa
to you and the listener. Additional changes in the scale should not conflict with the harmonic structure (no
inthe chords, melody and accompaniment) unless you wish to suggest a different chord progression melodic:

Suggesting a different chord progression.As a rhythm guitarist, you can play substitute chord
progressions which still move to the main chords, but in a different way. Or, you can replace one chord w
a succession of chords that generally have the same sound as the original chord. These couklibsitaited
chord progressions.

When you think of a substitute chord progression and play it melodically, it could be called :
superimposing chord progressiaince the original chords are still being played by the other band members
Superimposing chord progressions is fundamental to jazz melody and the concept is working its way more
more into popular music forms like Blues, Rock and Country.

A common, simple example is playing a Dorian scale over a 7th chord (dominant seventh). The Dori
scale suggests a m7 chord, which is the same as a 7#9 no3 chord, and works well to express a darker ma
blues-related styles.

In another example, the chord progression involves D6 and A7. The chords suggest the D major sc
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which contains all the notes of both chords. However, the D major scale may suggest too bright or happy a mooc
for the song. By superimposing a D7 chord sound with D Mixolydian scale over the D6th chord, the mood can

be effectively darkened. Or, if you wanted a more exotic jazzy sound, you may want to superinddis#ld D
sound over the D6 chord, by using D Lydian.
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CHAPTER 17: ORDER OF MELODIC IMPORTANCE

There is amrder of melodic importangstylistic by nature, which indicaties the degree of emphasis for
each tone in soloing on a particular song. Playingto a conservative audience, you would tend to emphasize r
fundamental chord tones, such as the root, third and fifth. With more adventurous listeners, you can explore
more colorful and provocative tones such as the seventh, ninth and thirteenth.

The tone center is usually the most important note, but there are exceptions. The tone center n
temporarilybe the less important during a chord which doesn’t contain it and where the tone center would
be a usable harmony to the chord. During the tonic chord in a Jazz or other colorful style where the up
harmonies of the chord are emphasized (7th, 9th , 11th, 13th), the tone center would be redundant. In su
case, the listener would be aware of the tone center without the soloist having to play it.

The same background music is used for all the examples in this section (B). In the first example, t
melody uses primary chord tones. With each of the following examples, more and more is done to elaborate
the melody except that the elaborations that were done in Example 6B3 - Blue Notes are not included on
examples following it.

The non-chordal tones included in some of the examples will be covered in more d&tagpiar 19:
Non-Chordal TonesThe following symbols will be used:

R = root of the chord 3 = third of the chord

T = tone center of the key or scale b3 = flatted third of the chord
P = passing tone 5 = fifth of the chord

N = neighboring tone b5 = flatted fifth of the chord
A = anticipation 7 = seventh of the chord

L = leaning tone b7 = flatted seventh of the chord
S = suspension 9 = ninth of the chord

E = escapetone

C = cambiata

O = pedal point or organ point

V = pivot tone

A. PrimARY CHORD TONES

Theprimary chord toneare the root and fifth. They are usually the most important melodic tones, but
can be over-played to the point where “the thrill is gone”. These are the fundamental tonal structures througr
the duration of each chord. In colorful styles the root may be avoided, as mentioned previously.

Example 6B1 (on tape) - Primary Chord Tones

C G F G C G Gsus

e oo L P o2 g £= £ .

h}E:’" e e E E E —
F 5 5 2 5 F E R pedal S = R = R

B. CHorD CoLORING TONES

Chord coloring toneare usually the second most important melodic tones. The primary coloring tone:
are the third and seventh (second or fourth may replace the third in a suspended chord). These determin
basic quality of the chord.

Secondary chord coloring tones are the sixth, ninth, eleventh and thirtéethiinteenth is called a sixth
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if the chord has no seventh. Along with the primary chord tones, you can select particular coloring tones and
make up an arpeggio representing the most important melodic tones to play during a particular chord.

Example 6B2 - Chord Coloring Ton@s tape) adds thirds, sevenths and ninths to the chordal tones from
Example 6B1.

Example 6B2 - Chord Coloring Tones

c ¢6fF ¢ ¢c 6 F ¢ cgfF &8 C G Gsus
L -h-'l = | 1 L | L | =i |Id:I |-|&- |# ||#£F ||# ii:l 11
" 55 5§ I 5 7 7 5 R3Z 3 R3S 3 R

Pentatonic scalesan be used to provide “clusters” of primary chord tones along with chord coloring
tones. These are not included in the example, but should be easy enough to use in improvising over a chor
progression with the use of the chart below. Each pentatonic scale would suggest a different style according tc
the notes in its cluster:

pentatonic scale chord sound style

minor 7/11 ................ M7 e Blues-influenced, Rap, Hip Pop

Major 6/9 .................. 6/9 ., Country, Motown, Be-Bop (major), Hip Pop
dominant 7/11 ........... T o Raga-rock, Spanish Metal (Phry. Maj. 3rd)
Minor 6/9 ........cccc...... MG/ ..o, Koto (Japanese), Be-Bop (minor)

minor 7/11b5 ............ M7b5 ..o Dark Blues/Jazz

dominant 9 ................ LS Jazzy Blues, Jazz, Funk, Hip Pop

MINOr ..o, MO e Jazz, Jazzy Blues

Major 9 ......oevvvvvnnnnns A9 ., Jazz Ballads, Bright Mood Jazz/Rock, Hip Pop

C. BLuE NoTES

Blue notesre usually flatted thirds, fifths and sevenths in a chord (where the third, fifth or seventh was
natural). For example, where the chord has a fifth, you would use a flatted fifth.

In the order of melodic importance, blue notes replace natural versions of the fifth (a primary chord tone)
or of the third or seventh (chord coloring tones).

Example 6B3 - Blue Notésn tape) darkens the mood by adding flatted chord tones. Chapter 4, section
B and Chapter 5, section E2 elaborate on altering the mood.

Example 6B3 - Blue Notes

C G F G C G F G C G F G t G Gsus
}-’I } I.' | Fh o 1 L | = 1 P l:ll.I -F- -IP IF#’ Ihrph-ﬁp 18
e+ e = i ——
“ B B35 b7 S 3 b5 7 b7 S bS5 ¢ 3 3 RO9 b3 3R
b3 2 R
Lincd
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D. Non-CHorDAL TONES

Non-chordal tonegnon-chromatic) are the tones of the scale which are not in the chord. They are thir
in the order of melodic importance and are used to connect chord tones. Non-chordal tones are covered in d
in Chapter 19 Example 6B4 - Non-Chordal Tongm tape) includes a great variety of melodic devices.

Example 6B4 - Non-Chordal Tones

C 6 F G C G F G C & G
== o
hﬁ;l:” i = e e

R 5 S45 ELS SCLR SNYRYNY SCCRF Z3PSHNR

F G
i I LAY ¥

= !ﬂ..‘?

Tt :zp SFPFRFP33 R3 RYNYNY 3 F R

C . G Gius
tf fefefaf oy,

1 1

1 1 Le 1
| | 4

1

E. CHromATIC TONES

Chromatic tonesnay be third or fourth in the order of melodic importance. Chromatic tones are third
in the order of melodic importance when they connect chord tones with a continuous run of half steps or emp
lower chromatic embellishments to chord tones (precede a chord tone from a half step below). Chromatic to
are fourth in the order of melodic importance (1) when they connect non-chordal tones to other non-chor
tones or to chord tones or (2) when they employ lower chromatic embellishments to non-chordal tones (prec
non-chordal tones from a half step below). ListeBxample 6B5 - Chromatic Tonésn tape):

Example 6B5 - Chromatic Tones

] f
— !
C

-
1
i+
on
[
— 14

RSNYRYNYseo ppazps N R

Gsus

G
FLE2Lpf sl £ wlp

1 S— 1

| S— 1

—F=LFFFFFF3 FFFF R 3 RINYNY Z FF R
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CHAPTER 18: MELODIC ARPEGGIO STUDIES

A. CHorD Procressions WiTH Stepwise RooT MoOVEMENT.

IA7 to 1lm7 in C major.
cay  Dmv cay DY cay  Dm7 cay  Dmv

o T T .

G s

4131735471 11413114 11312313 411113 32

- T 5 5 E—5-7-5 i P —
- A __g 5—7 5 —19 7 5-9 ;—8—=& 7
— B 7 g-a a 7
Cavy

[ al

E g [ ]

el 1
e 5
[ A
- B

C Dm C Dm C Dm C Drm
FI . .
z% e I N I - —
| | '—.—' - E— .
e & "'Jerj d F r E
J4 24124 ¢ a1 113343 11112 34 .
1131 34 33
- T 5 E—E5-7 55—
- A - —5- —7 E—5-7—7
— 5-2-5 a 5 7 7 5 5 7 o] Fa
- Bz E— 7 8 : 7 5
" C
4
0
1
5
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[Im to I1Im in C major.

Dm7 Em7 Dm7 Em7
3 3 Om~y Em<Y Dm~y EmY
3 3 - 3
A mull I £ o = T
P - ._'d-"—.-.# .~ "F;h‘ - 5
i - ! 1 4 .‘?ﬂ';_'_-
¢ "z 3 I?I 3 3 3 bl e 7
3 3 3 3
41421314313 141441321321 133133212313 414114341341
—4f
- T —a 10—10 G
[ A 2 P El'._-"'EI_F"'ID?IIDE?-EI_?-EI ID-?_IDEI.?_EI-?EI m-?lﬂ'._-"zlﬂ'g_?ﬂ—
FB—al—s—" - 10—10-7—
10
Dm¥
75
l] r
El
- T
[ A
- B
10
IV to Vin C major.
F G F 5 F G F G
EEE - .. &
) > i ——— -'.
|
ﬁz"—l_. P i . T
d 3131 114 31213431 a3 331312 3132 121
o] T
— T G 10 10—10-5 g
A ?E? o ?E_EEI g? IDID—ID—?H?E 1] 7
— B —=5 5 10
[3
. 0
* 2
- T g
A
- B
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Vto IV in C major

G ; G F 5 ; 5
- aft £ -
- - = .1'_'._#.!_' » -_._.!_F.- P oles— el
@ PR > - . ] »
_.'_I': IF | | i_* - |_r # A ‘
e - I - 2 ! = 2 3 2 = - - -
3 2 2 5139
131311213332 111111123231 41111311:213113 o 131 4
LT 1z 1213 13—15—17-17-15""|3— 13— 1215
= ﬁ-lE 12-14 14 12-12 14—14 12-12 14—14 1z
B 12—12— 1515 12-17 15—15 12
- B —14—14 15-15 14 I
VIm to V in C major
& E] Py E] Fiyy E] gy
= r
=t Sa=reie—r
L
13 221 114 g 333 3111 11 31 3_1_3 3
12
T 13 17—I15—13 1z 10
[ a — 14 ”14 12—1z - ——1e— T — e o
- B 1< 12-10

I, IVand V in C major.
C F C E} C F C E}

ﬁ T T 1Pl
‘ﬁ_ﬂ'r' '_'_' = e T'I"_'_'_' ._l_.—l"

E --' e ——

44412214 41473321 44413 211 d 44933211

1 1—

- T 1 K 1 o—=5 3
[ —5—5 — 4 E—5 2 5—5——4

n—2z K b—2-5 o b—-3
- B 3 a-5
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Major and harmonic minor modulating through six keys.
CavT D’y Efn? FaY E AT Em7fbs C#°7

%{--“LLL. “LLL. -"L“T*"Ju"#c

‘q I
14211 341 31431134 14213412 43212 41¢c

Dmima?) Em765  FAT*S Gm?7 A7 BbA7  C#°F  D*°7
. —;ﬁ;E;[] » 'ﬁgg.
%_P—.—"'r- - s hJ*J':\_ﬂ_jtrr.

| _

1 432341 3 4 3212341 32141234 2141413534

5 E-8-5
. - -5— - 7
_i Pl ?EEE?E 5 — E?a — i
- B —5-8 —8 i
EaY F#m7 G#*m?  AAT B7 C*m7 D¥m7bs F°7
igﬁ&g JJL!1L' "iJLJ1L- '1JJ11F11F o P
o 4 & L1 | i T
= et - et
v =
use the same fingerng the four bars beginning with CAY, bt wp four frets,
F#*mima?) G¥m7b3 AAT*3S Bm7 C*7 DAY E#=7 G*7
-
Fh_a _.'."
igﬁh# ,rlehL']J .41#' T pﬁ' T st Tithe
T et - |

use the same fingerng the four bars beginning with Doofma?), bt mo four frets.
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AbAT BbrmY Cm¥ DbAT EbY Frm? Gm7ba  A®Y

at aw -

gL - Fa al T .._‘ 'h_,_
bt tlre et e -
; F_._r" r

I d ! ‘

use the same fingenng the four bars beginmang with EAY, kot wp four frets.

Bbmima7) Cm7b5 DbAT#5 Ebm?Y F7 GbAT a°TF B=7
-
= s an a1 » i
oI J:!*"—-—F Jefle. hefrrfe, he? e
W - »
| |
!:I I ! ____

use the same fingering the four bars beginoang with Fém{ma?), bt vp four frets.

CAT

-0

e
e 1
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B. CHorD ProcRrEssioNs WITH RooT MovEMENT IN PERFECT FOURTHS

The beginning of this example uses scale tone chord arpeggios of the C major scale. The latter portion

of this example uses arpeggios for scale tone chords from harmonic minor and melodic minor, as labeled above
the music

A1l one octave higher than written |

CAT O~ Em7 FaT GY AmT Em7bS
—— —— [ [ -.-
| |
: - P _._L'—r' r
@. """'__L-_-—.—." _'_-_-_._.‘
'-' S
Zel4d 1214 1 133114 12341142 41233214
12 13—15-18———13-17—
— T ————&-12-6—4&-12—13-10 12-15 13 12-15 13 o
— A 9 9 10 12 4—1z 14-15
| 10 12-14 15
— B
A1l one octave higher than written
Em7 AmT DM~ GY Co Dm? - GV
[ al £ - ] - ._'
% ._F—PT. r A I '1 h‘l e h|1 " h
| | Ty i.l
) [ [ ._'_'_'_. '1'_
413133 1 341 c 114 13 3 3 1 3 1143313
19-15 17-15—17 15 15
- T 17-15—I17 15-15 5—13 17 10 0-13-12 ———
[ A 17 17-16 17 12 10 2-10
[ B 17 12 12—

A1l one octave higher than written |
CaT AT Om7 GV EmY  AmY Dm7 G7

ﬁ'p: _.F:.____:::JkL_ et et e

g -

14312 3 31145313 91141231 21313131

T - 8-12-1ﬂ—aﬁ1n-13-12 - R 131412 - ERECLA .
:g—m 10—12 L —

© 1996. Jim Gleason. All Rights Reserved.



CHorD ProcrEssioNs WiTH RooT MoveEMENT IN PERFECT FOURTHS Pace 219

All one octave higher than written |

C Fwrond e wdnor |
Ca G7 Dm7bS G709 Crm G7 Dm7bS G7b9
#
o — e ! N _'jlz'_r' =
.,EJ a4 ._'—'I'L._'—l—._-i?"' o r_
e 1 143541 14221214 2 11 341 311314311
1.3
- T —13 5—15 13=12 12—15————15-15—1512—
B l2—12 12 15 15-12 12 L= 13 —
[ A 15 12-15— 15—13 15 15
- B
A1l one octave higher than written |
L aelodie ranor |
Cm Dm7 F7 GY F7 GY F7 GY
# -
é ! = ” '—-_!1”—-—¢'—' :
e I
e 2 1 31 4 123114 3 12311413 13211141
13
- T —13 13-15 16-13 12-15 13 15312
- A 14 14—12 14 12 14 12
B 15 15 15-13-18-15—15—-13—15 15—12—

One octave higher than written

me— =
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C. SixTH ARPEGGIO EXERCISES.

s . DE BTG s
k2
- - o gy -
g
%‘ R T et T T raat el T a CFF
i !
213 1314 131 3133 313 =113 111 T Gcad 131
0— - —
T 57— 7E- " 7E PR — 7—7—8§ 7572
— A B 7-4-7 7 7 B
— q =7
fits D& Eme fals
- -
_'_F ._F Z --r——r—r- - - f._'-l-ﬁ'-
# ! I | H | |
l:l h ] h
1234 123 3432 242 1311 313 4314
g l2—g 10 7
T 0 10 10—12-10 g-7——g- 70 —1I0—7-10
—A 1 1 ”EH 7 =
— B

D. Abb NINE ARPEGGIO EXERCISES

. iZ addg O adda -
.E:h:——'m'—' Q:
m - > - - F rl '| .F
Y I

11313111 41113111 33121333 13231334
5

—T 5 B—F 5-F E—5
— o —— 57—7E—F& E—E5-7-5—5 7 7—7 —7—7
— A 5 7 7 7
B a—
Cadda Drm o addg
» =
;thﬁ_.  Euw v mew s Ty
= o M
i1313111 921413111 32131333 453332313
: 1]
- T—F5 5-§-5—F—F———FE—F 10
A 7575 7—5 ——7 10—10-310- 710—
e 55 7 77
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arm adda izadda Fadda
-
'_'_’-_.'L i » . P D
- l?. ,_r‘ =
14 32 341 1243 414 S
1244 3144 50442441
— T—E1E-1D id i a-10—a-10 G
— ia g 7 =10 7 T—10 10-7—
- B 10 F——10 g
arm adda izadda Fadda
y Tre = e —— - » i —
% ) o — .?l — —
14 32 341 1243 414 S
1244 3144 15440441
— T—E1E-1D id i a-10—a-10 G
— ia g 7 =10 7 T—10 10-7—
- B 10 F——10 g
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CHAPTER 19: NON-CHORDAL TONES

The tones of a chord generally sound consonant, resolved and complete in themselves. A non-chordal
tone (or non-harmonic tone) connects chord tones and produces a feeling of restlessness until it resolves on
another chord tone. It may be taken from the remaining scale tones that are not in the chord or may be a chromatic
tone (notes between scale tones).

Non-chordal tones are usually categorized in two main groups: those rhythmically weak (occurring
between chords) and those rhythmically strong (occurring at the beginning of a chord).

Skips are intervals of a minor third (three frets) or greater. They usually involve skipping one or more
scale tones. Stepwise implies movement from a scale tone to the next one consecutively above or below.

A. RuyramicaLLy WEAK NoN-CHORDAL TONES

Rhythmically weak non-chordal tones include passing tone, neighboring tone, suspension, anticipation,
escape tone and cambiata.

1. Passing Tone.

A passing tone passes between chord tones. The chord tones need not be of the same chord: the passing
tone could connect one note of one chord to a nearby note in another chord at a chord change. When involved
in a chord change, the passing tone occurs before the new chord (if a connecting note started on the new chord
and resolved to a chord tone later, it would be called a leaning tone). It may be chromatic. Groups of two or
more consecutive passing tones may occur, as shown in the last two examples below. “P” indicates passing tone:

p PP PP

P|J_: P | — C
|
|

!§|"§J ’3 = beEe—* g

==

|

SR S A

A neighboring tone moves away from a chord tone by a single scale step and returns to the same note.
An upper neighboring scale tone is a scale tone above a chord tone. A lower neighboring tone is a scale tone
below a chord tone. In the example below, “N” indicates neighboring tone.

N

2. Neighboring Tone.

A lower chromatic neighboring tone is a half step below the chord tone it preceeds, where the scale tone
is awhole step or more below the scale tone it preceeds. This has been historically established as an alternativeto
the scale tone, and it does not necessarily suggest a change in the scale. An upper chromatic neighboring tone
has not been established, however, and would sound like an alteration of the scale. In the example below, “LC”
indicates lower chromatic neighboring tone.

N LC

L = |J.l¢ﬁu|
o d a3 2o 8+ 3
Jd B B B B B 1=
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3. Suspension.

A suspensiors a chord tone in the previous chord that is held over to the next chord. Two suspensions
may occur at once, as in the examples marked “double S” below. “S” indicates suspension:

doubl
o double
S

5 5

[4
| L - |

!:ﬁ;‘j ﬂe_u: ﬂe—‘: S
—F—

-

f_
0.
£

B,

4. Anticipation.

An anticipationis a non-chordal tone that is played before a chord and held over onto the chord. “A”
indicates anticipation:

" | A | A
%g l!l ] ] :

41 | I | =
o i o 4

Suspensions and anticipations usually resolve. They commonly resolves down, but may resolve up or
may not resolve at all ( which, in one point of view, makes it part of the next chord). Two or more may occur
at once on different notes of the chord. Two may even resolve to the same chord tone by one resolving up ant
one resolving down.

5. Escape Tone and Cambiata.

Theescape tonandcambiataare similar. An escape tone moves away from atone in the previous chord
(usually by a scale step) and then skips in the opposite direction to a tone in the next chord. The escape tone’
movement away from the tone in the previous chord is contrary to the motion between the chord tones.

A cambiatamoves by a skip (usually a third) away from a tone in the previous chord and then moves
in the opposite direction to a tone in the next chord. If the movement away from the tone in the previous chord
was a third, the move in the opposite direction to a tone in the next chord would be stepwise. The cambiata’s
movement away from the tone in the previous chord is in the same direction as the motion between the chorc
tones. “E” indicates escape tone and “C” indicates cambiata:
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B. RuyramicaLLy STRONG NoN-CHORDAL TONES.

The leaning tone (also called appoggiatura) is a thythmically strong non-chordal tone occurring at the
beginning of a chord and resolving during the chord. It may be (1) a scale tone or chromatic tone below a chord
tone, where it would resolve up to the chord tone, or (2) a scale tone above a chord tone, where it would resolve
down to a chord tone. “L” indicates leaning tone:

L L L
E:.llil Ta -_E,‘l J-__'J Ta
= o3 | =Y

. - &

C. PEDpAL PoiNT AND PivoT POINT

Pedal point or “organ point” got their name from a style of organ playing where a note would be sustained
by a bass pedal while the chordal structure above it would pass through chords and keys otherwise unrelated to
the bass note. This practice has been extended to include “pedal point” in the upper octaves, such as the note
labeled “pedal” in Example 6B1 - Primary Chord Tones (pedal point is not necessarily a primary chord tone).
In the upper octaves of an arrangement it is called “inverted pedal point”.

Example 6B1 - Primary Chord Tones

C G F G C G Gzus

o oo o, a2 e g = £ .

I:l}E:”' e — : : : —
B 5 5 5 5 R R R pedal & 5 R 5 R

Example 6C3 - Pedal Point (on tape) uses some chords such as Dbma7 and G which generally would
not harmonize well with a “C” bass note. However, the chords work as a group with the bass note.

Example 6C3 - Pedal Point

C B Bb F Fm Eb Dba? Cm? Bb F
] - L ;’ ;’ . r— i Il"l L_l i Il"l 1 1 IFI H

4]
$|
|
#|
|

—|
[

|
I
|
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Example 6C3 - Inverted Pedal Point (on tape) displays the pedal point used in the upper part of an
arrangement.

—F E_EEE Fucy fuy Saeem—

i
i
T

e
-

RE Eb Dm7  |Fm/Eb Eb Dba? Cit/F | Bb FAG ¥
== =i
= o b Lo b-_rl' == :r

Pivot pointis a note which repeats alternately with a series of other notes. The series of other notes is
usually a scale run, ascending or descending. Where the pivot point odeéxasnple 6B4andExample 6B5

it is labeled “V”.
Example 6C4 - Non-Chordal Tones

C G F G C G F G C & G
o ———
IES=====
E 5
F G C G Gsus
P _Sge rE Frfeff ep .
It 1 1 1 i il Irlll ii
T Czp SFPRF33 R 2 R¥YNYNY 3 PR

Example 6C5 - Chromatic Tones

c 6 F
R ILT 5 S
F & : G c G Gsus
e 11 siipp L LLLeL,E o pbp,
|: 1 1 i' L ! i | — 1 ii
RaNYNY 3 FF R

—== . FFFFFP3 FF FF R 3
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CHAPTER 20: BLUE NOTES AND CHROMATICS

Examples 6D 1 - 12 (on tape, example numbers are circled):
b7 bY & 5 3 bY bY
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A. BLue NoTEs

Blue notesire usually flatted versions of major thirds, perfect fifths or major sevenths in a chord. Whe
a flatted version of a chord tone is used melodically, it produces dissonance. In the Blues style, this dissone

has become a familiar representation of sadness, longing, oppression, or a similar dark mood.

To further the range of expression, the flatted notes can be bent any degree toward (or to) the chord tc
they were lowered from. The closer a flatted note is bent toward the chord tone, the brighter the mood (or |

dark).

To produce a bluesy effect when a lowered chord tone is used immediately before an unaltered versi
it must have a duration long enough and/or enough emphasis for the listener to hear the dissonance and re
the dark expression. If the lowered chord tone preceding the unaltered chord tone is too short, it will have

effect of a lower chromatic embellishment without the bluesy expression.
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B. CommoN DESCENDING FIGURES.

Example 2 is to be used on a dominant seventh chord. Examples 3, 4, 5 and 6 can be used on a ming
7th chord or, for a very bluesy effect, on a dominant 7th chord or Major 7th chord.

Descent from tones of the m7b5 chondiinor seventh flat five arpeggios contain the three common blue
notes “b3, b5 and b7”. Lydian Diminished Mode VI has the formula “1, 2, b3, 4, b5, 6, b7”, which is the same
as Dorian with a flatted fifth. Itis a good exercise to memorize m7b5 arpeggios as scale tone arpeggios in Lydian
Diminished Mode VI and practice descending through the scale, emphasizing “b3, b5 and b7”. Example 1 at
the beginning of this section illustrates this descent through Lydian Diminished Mode VI with the tones of the
m7b5 chord on the beat. Example 5 is a variation of this descent through Lydian Diminished Mode VI which
is more commonly used.

C. CommoN AsceENDING AND DESCENDING FIGURES.

Lower chromatic embellishments to chord toaestones a half step below chord tones which can be
used to lead into the chord tones. They briefly mutate the chord quality and produce a bluesy effect on all chord
tones except the root. They can be used on the root, but lose the effect of briefly altering a chord tone, since
flatting a chord root would constitute a chord substitution (by changing the letter name of the chord). The “lower
chromatic embellishment” for a chord with a flatted is actually scale tone “2”, and for a chord with a flatted
seventh is actually scale tone “6”, but the effect is the same.

Examples 7 through 12 illustrate 7th, m7 &ath arpeggios with lower chromatic embellishment to all
chord tones except the root. Examples 7 and 8 can be used on a 7th chord, or on a major 7th for a very blues
effect. Examples 9 and 10 can be used onam7, on a 7th for a very bluesy effect, or on a major 7th for an extremel
bluesy effect. Examples 11 and 12 can be used on a major 7th.

D. FiLLinG IN BETWEEN ScaLE ToONES.

Chromatic tones can be inserted between any two consecutive scale tones of a whole step or more. Scal
tones sometimes measure as much as two whole steps apart (four frets); as in the dominant 7/11 pentatonic sca
whose formulais “1, 3, 4, 5, b7” (it is two whole steps from “1 to 3”). Some heptatonic (seven tone) scales have
scale steps which measure one and a half steps apart, such as the flatted sixth to natural seventh steps in harmo
minor or the flatted third to sharped fourth steps in Lydian diminished.

Chromatic tones inserted between scale steps are usually shorter and less emphasized, or at least are
longer or more emphasized than scale steps. One exception is the leaning tone, which is €ivapest ir9B.

E. FiLLing IN BETWEEN ARPEGGIO TONES.

Chromatic tones may be inserted between any two consecutive arpeggio tones. They are least ofter
inserted between the third and the root. Chromatic insertionis rarely applied between arpeggio tones further thar
a major third apart.

Example 6E2 - Chromatic Descent On A 13th CHordtape)Xescends and then ascends through the
tones of a 13th chord arpeggio, inserting chromatics between the arpeggio tones. The chord tones are identifie
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above the staves:
Example 6E2 - Chromatic Descent On A 13th Chord
Y111 position

M-
i
o
*
=

When an arpeggio has a major third, it is common to use a lower chromatic before the major thir
followed by a chromatic run from the third to the fifth. This is demonstratexbiimple 6E2 - Chromatics From
b3 to 5(on tape):

¥Ill position

Chromatic tones inserted between arpeggio tones are usually no longer in time value nor mc
emphasized than the arpeggio tones. One exception is the leaning tone, which may be longer and even |
emphasized. The first note of the above example is a leaning tone.

F. “Be-Bop” ENCIRCLING

A Be-Bop encircling figurés a special combination of chromatic insertion between scale tones, lower
chromatic embellishment and upper neighboring scale tones. It is applied differently in ascending runs
compared to descending runs. The arpeggio tones are primarily played on the beat.

Ascending runs begin with either an arpeggio tone (Be-Bop ascending example 1) or an arpeggio tc
preceded by a lower chromatic embellishment (Be-Bop ascending example 2), then continue with a chrom:
run up to but notincluding the next higher arpeggio tone. Just before this arpeggio tone, the next scale tone al
the arpeggio tone is played. ListerBxamples 6E3 - Be-Bop Ascending 1 armh2ape.

© 1996. Jim Gleason. All Rights Reserved.



Pace 230 CHAPTER 20: BLUE NoTes AND CHROMATICS

Examples 6E3 - Be-Bop Ascending

1 2
YI1l position one octave higher than written
L7 s . yup 3 .5
ET T —— H—= ==Ky ‘.‘.13 =]
"B

Descending runbegin with an arpeggio tonB€-Bop Descending Examples 3a anfiataan arpeggio
tone preceded by a lower chromatic embellishmBetBop Descending Examples 3b anyl #ien continue
with a chromatic run down to but not including the next lower arpeggio tone. Just before it, a tone a half step
(chromatic) below itBe-Bop Examples 3a and)3tr one scale step below it is played (Be-Bop examples 4a
and 4b). Examples 6E3 - Be-Bop Descending 3a, 3b, 4a, aratelbn tape and written below:

Example 6E3 - Be-Bop Descending

3a 3b 4a 4b

Y11l position ohe octave higher than written
L7 s z 5 3 5 z 5 3
l-l=2= Fil h:-ii'-‘”h: Fil r.1=--_ih‘Fi|h=-E.;*h= Filr._I:
:!HWJ_&._ !’*L_‘_Hﬁ'lldn w i'n.q 1L +H'||.-|
_T =
F A 05— o e e Y e e
"B

Skips to arpeggio tonesay also be inserted immediately after any arpeggio tone in the encircling figure,
as inExample 6E3 - Be-Bop Encircling With Sk{ps tape) below:

¥I1Il position one octave higher than written

Cf o7, 567 S zR_,3 9P _, b7 RS
- . —
:1 1118 o 11 Q11I [=] 11 1D_E I:I.“-\. n-‘D 1110_"9 11 n1D 11ID_E

TheBe-Bop Encircling Exercisam the next six pages use on the three most common chord types: 7th,
minor 7th and major seventh. They are shown in the key of “C” for easy analysis. The 13th chord form (7th
type) uses Mixolydian mode, the minor 13th form (m7th type) uses Dorian mode and the major 13th#11 form
(major 7th type) uses Lydian mode. Once you become familiar with these forms, you can use portions of them
within your solos. The m9th form can be used for Dorian or Aeolian. The major 9th form can be used for Major
or Lydian. By omitting the third and fourth bars of the 13th, minor 13th or major 13th chord forms, they are

reduced to 9th chord forms.
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BeBor ENncIRcLING ON NINTH CHoRDs IN C

¥Ill position
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CHAPTER 20: BLUE NoTes AND CHROMATICS

Be-Bop ENcIRCLING ON THIRTEENTH CHoRDS IN C

I1l position
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Be-Bop ENcIRCLING ON THIRTEENTH CHoRDS IN C

¥ position
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Be-Bop ENcIRCLING ON THIRTEENTH CHoRDS IN C

Y111 position
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Be-Bopr ENcIRCLING ON THIRTEENTH CHoRDS IN C

VYillpos. Xpos.
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Be-Bop ENcIRCLING ON THIRTEENTH CHoRDS IN C

THIS EXAMPLE 1S PLAYED ONE OCTAYE HIGHER THAN WRITTEN
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CHAPTER 21: POLYTONALITY IN IMPROVISING

Certain pentatonic scales can be played with their tone center on the third or fifth of a chord to emphas
upper chord tones. Here are three common examples:

pentatonic’s tone

chord pentatonic center on chord’s: chord sound

CA7, CA9 E minor 7/11 3rd @13th(nollth)
C7,9 E minor 7/11b5 3rd C13th(nol1lth)
C7,C9, C7sus4. G minor 7/11 5th C11th(no3rd)

Polytonalityis the use of two or more keys in a piece of music at once. A primary scale is always in us
with its tone center on the chord’s root. A secondary scale, with a slightly different key signature and its to
center on a chord tone other than the root may be used in soloing to produce a polytonal effect. Here are t
common examples which extend the use of the pentatonics in the examples above (the “change in key si
shows the change the secondary scale makes in the overall key signature):

scale on 2nd scales’ tone change in overall
chord chord root center on chords’  2nd scale key sign. chord sound
CA7, CA9 C Major 3rd E Aeolian #4 £13th#11
C7,C9 C Mixolydian 5th G Mel.Min. #4 C13th#11
Cm7,C'm9, C7sus4 C Aeolian 5th G Dorian nat.6 Cm13th

Superimposing chord progressicare very common to Jazz. The improviser conceives another chord
progression which has the same basic sound and usually contains the same main chords as the chords play
the accompanists. This second progression allows the soloist to give the music greater tonal dimensiona

These diversions are temporary excursions into polytonality. The chords connecting the main chords
the progression played by the improviser may be vastly different from those played by the accompanist. A
of the types of chord progressionGhapter 25: Scale Tone Chord ProgressioiChapter 26: Other Types of
Chord Progressiomay be used. If the accompanist uses a scale tone progression to conect main chords,
soloist may other types of chord progression and vice versa.
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CHAPTER 22: FRAGMENT PATTERNS

A single fragment pattern sounds like an exercise. However, if you learn a number of fragment patterns
and use them to connect your main melodicideas, they can be very effective. Don’t use the same fragment patter
for very long. A measure or so of the same fragment pattern is too long, since the listener comes to expect wha

will be played next.

Review the fragment patterns from Book 2. Learn to play all fragment patterns in varied keys and
positions. Mixing fragment patterns can be effective in avoiding the “exercise sound”. If each fragmentis brief
enough, they won'’t sound like exercieses at all, but will instead contribute to a very interesting melodic line.

Onthe following pageshe fragmentis the circled notes at the beginoirgpch fragment pattern. Every
few bars will begin with a letter or letters above the staff. These letters indicate the following:

S = e Fragment in 16th notes
[ I = Fragment in eighth note triplets
SR . = Fragment played retrograde (the fragment is played backwards) in 16th notes
TR i = e Fragment played retrograde (the fragment is played backwards) in 8th note
triplets
SV S Fragment played in 16th notes vertically inverted. Each interval up in the original
fragment now goes down and vice-versa.
TV ., = Fragment played in triplets vertically inverted.
SVR ............. = 16th notes, vertically inverted, retrograde.
TVR ..o S eighth notes, vertically inverted, retrograde.
2S, 2T, 2SR, etc. =.... same as the series above with the entire exercise displaced
rhythmically to start on the second , third, fourth or fifth note as
indicated.
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FrRAGMENT PATTERN 10

FRAGMENT PATTERN 10

VII position
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CHAPTER 22: FRAGMENT PATTERNS

Pace 240
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FrRaGMENT PATTERN 10

==

3 3 33 3 33

TUR

-

C o
L |

g )
]

3I3I33

3

i
T ||‘
L

T 3 a3 3 38 333 33TT T

3T

T30

35H

5
1
T

-
|
1

1

3TH

33 355333 23333233303

1|
1
1

5
|

I —

3

- —
3

3

a3

3

350

3

3TU

N N N

e ]
H o
leka
HH o
™ =1
T —-———
H telasas
[ |
F 5
- h.r
[
™ ™
™ ||nu_.
™
L oLy
0=
=]
W i
Ly
==== |
F
Ha
| ™
o A ] T
.-..”* H e
AT
o T
™ 1]
o
L Bl T
~H 18
B [

© 1996. Jim Gleason. All Rights Reserved.



CHAPTER 22: FRAGMENT PATTERNS

Pace 242
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FRAGMENT PATTERN 13

VII position
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CHAPTER 22: FRAGMENT PATTERNS

FRAGMENT PATTERN 14
VII position
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Pace 246
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FrRAGMENT PATTERN 14
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CHAPTER 22: FRAGMENT PATTERNS

Pace 248

FRAGMENT PATTERN 15

¥V position
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FRAGMENT PATTERN 15
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Pace 250
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FrRAGMENT PATTERN 15
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Pace 252

FRAGMENT PATTERN 16

Y position
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FRAGMENT PATTERN 16
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CHAPTER 22: FRAGMENT PATTERNS

Pace 254
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FRAGMENT PATTERN 16
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¥ position

CHAPTER 22: FRAGMENT PATTERNS

Pace 256
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FRAGMENT PATTERNS 17 anD 18

FRAGMENT PATTERN 18

VII position
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Pace 258

FRAGMENT PATTERN 19

VII position
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FrRasMENT PATTERNS 19 AND 20

Pace 259

FRAGMENT PATTERN 20
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FRAGMENT PATTERN 21

¥ position
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FRAGMENT PATTERNS 21 AND 22

FRAGMENT PATTERN 22

X position
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CHAPTER 22: FRAGMENT PATTERNS

FRAGMENT PATTERN 23

¥V position
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FRAGMENT PATTERNS 23 AND 24

Pace 263

MOTES FOR FRAGMENT PATTERNS 24 - 28

VII position
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FRAGMENT PATTERNS 25 THROUGH 28

FRAGMENT PATTERN 27

a

. d=a0 §

-
©

Y5 3§ s 3 3 3

5
T
1

T

>
—T
T—
3 3 3

303

e
T 23 3 33 3 3

L
3

5H

T

=
303 333

TR

-+

.-Fll.i

Ep ey
,.IISSIS-\J ] J;:; _\j' '\."'\."'\.":g f;fgfg f; J'ISS 3333'3'3'3

FRAGMENT PATTERN 28

1Id

an $

o4

FC TN J

i3

I O3 33z

3I 3I
=

4 33

i
T
>

3 3

33

2 3

3

SR

=

a3 33

33 33

TR

LH-
e *
2 BEk
STTT™
3_|J_.
il
o
[ TR o
._rH_...s._
[
T
-.J.l.-
w far]
LTI Lo
[ar]
£ )
o3
[ar}
[ar)
[}
| 1 o
A
=&

© 1996. Jim Gleason. All Rights Reserved.



CHAPTER 22: FRAGMENT PATTERNS

Pace 266

=

FRAGMENT PATTERN 29
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FRAGMENT PATTERN 31
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FRAGMENT PATTERN 32
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ET
EA o= = fo—=_— REPEAT UP 1 FRET FOR
-B = ~— EACH KEY (8 NOTES)
I T— [ I 1 1 I G I 3
—L I = '-"I H:!?! I = '-'!I : | g I; ;i d_i_‘ I#
af a af | |
%t T 1 £ : T EI ﬁE h 1™ * - T
o = — o — — i — =
J-tt '- Y 1 -.- 2 .& '- Y H 11 E :t
e e e
al d | 1 1 ] al al al
%ﬁ 1 1 1 1 11
FRAGMENT PATTERN 33
¥ position - o 2
F 4k
F o T —

F o S

Hm™.
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FRAGMENT PATTERNS 32 AND 33
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CHAPTER 23: RHYTHMIC READING

ExampPLES 1 THRouGH 43: REeviEw OF RHYTHMS CoveRED IN Book 2

2nd Position 1st Position
1 Z A 4 5 o 7 & g
— # e e e e e e

ll'—#’l::-
A

. — — — . . — 3
%‘I I i_? j  m— I &ﬁ i T T—1 i_: 1 o : —
e e == ! 1 ==
=
1st Position
S5 34 40 41 42 43

Ful 'H:ﬂl- 8 - LY LY LA Y 1 LY
ﬁ‘r= {= { itlF_rl : Ll | L — I'.! {

E =
=T - S e} = o g’
=

The continuous, low-pitched bass note in examples 44 through 400 is provided to establish the beat.
The high-pitched notes are the rhythms you should concentrate on. It is usually a quarter note. When
it is not a quarter note, the continuous bass part is written on the added staff below the examples.
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131 132 133 134
135 136 137 138 139 140 141 142 143
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EE: 145 146 147 143
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223 2249 225 226 227 228 229

Pl = _oF oF ____ oF oF! o o o  oFl JF  OF O 3
I'llﬂ-l-—l---_l-—l'l-__l-
I

230 239 240 241 242 243

e e e :
W IFEI 1 IF 1 : IFIFI IFIFI Il"l 1 1 : 1 I I I I || rd F' ! -E Il"l Il"l Il"l Il"l Il"l Il"l 1 : IFIFI
al al _
Thisisthe bassline which serves as ametronome, not the exercise — # iﬁ:nqmﬂm
FrrrE rFrrreErEIEFUFF
e 245 246 2477 2485 e

gl
b bl b
| ]
| |
| ]
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RHyTHMIC READING ExAMPLES 223 THROUGH 285

Z67

266 (continued )
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Pace 278

315
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(the metronomic bass part continues in quarter notes)
324
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Pace 280
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RuyTHMIC READING ExampPLES 358 THROUGH 400
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CHAPTER 24: USES OF CHORD PROGRESSIONS

A. CoMPOSING.

To develop your abilities as a composer, study scale tone chord progression by memorizing triads, 7th
chords, mode formulas and scale tone root chord progression for major and harmonic minor scale in Chapters
3 and 4. Then study Chapters 25 and 26 on chord progression. If you want to paint, you must first develop your
palette. If you want to write music, you must first develop your tools and elements.

B. SuperIMPOSING CHORD PROGRESSIONS IN COMPING AND SOLOING.

Compings improvising your chordal accompanime8aloings improvising a melody. In improvising
a melody or in comping, you may imagine and play to a substitute progression (which could replace a chord or
group of chords) which is being played simultaneously with the original chords. This would be called a
“superimposing chord progression”. The superimposing progression should be one that would blend with the
chord or chords it is played over. Usually the original chord(s) and the superimposing progression are from the
same general chord family (s€bapter8: Chord Familigs This is much of the essence of Jazz melody.

Example 5C1 - Superimposigiyes an example of a melody composed on a substitute progression. On
tape, the example is played in four versions: (1) the original chord progression without the melody, (2) the
substitute chord progression without the melody, (3) the substitute progression with the melody and (4) the
original chord progression with the melody. Remember the end result, as discussed above, is the original chord:
with a melody composed on a substitute progression.

Example 5C1 - Superimposing (original chords)
69 CAQ

L : 1Y 1 A IF‘.!IIE 1 1 II 1 1 1

Example 5C1 - Superimposing (substitute chords) The melody is the same as the example above.
Dm7 Db9 CaQ Am7  C#°7F

A -"3'th -73': -"I'S_“*h i | A i 3 -‘:33

.-"3"'\-\. -
1




CHAPTER 25: SCALE TONE CHORD PROGRESSION

A. HEeptatonic (7 ToNE) ScALE ToNE CHORD PROGRESSION

A heptatonic scale tone chord progression is made up exclusively with the tones of one seven tone scale.
One of the most important devices in improvising or composing a melody on a chord progression is recognizing
scale tone groups of chords.

Chord roots are the notes after which chords are named. For example, the progression Cma7, Dm7,
G7sus.4, Am7 uses the chord root movement “C, D, G, A.” A chord progression always involves a sequence
of chord roots: the order of letter names after which the chords are named. The chart below illustrates the three
types of movement with major scale tone chord roots.

A tonic chord is the “main chord” in a chord progression; the one you would expect the progression to
end on. The progression sounds resolved when you arrive at the tonic chord. The root of the tonic chord is the
tone center.

Heptatonic scale tone chord progression may involve combination chord stepwise root movement,
perfect fourth root movement, or root movement in thirds.

Major Scale Root Movement

Progression In Perfect Fourths: 7-3-6-2-5-1-4

5 4

The sequence up in perfect fourths is the most common chord root movement. The sequence can be used
in reverse, which becomes chord root movement up in perfect fifths. The major scale is the only heptatonic
(seven tone) scale which can be arranged entirely in perfect fourths or perfect fifths: the scale tone sequence 7
-3-6-2-5-1-4.

The stepwise cycle of chord roots is the second most common. It may be used in clockwise or
counterclockwise order.

The cycle of thirds is the least common chord root movement. It may be used in clockwise or
counterclockwise order. Thirds are the most common intervals used consecutively in harmonizing a melody.
See Chapter 7: Intervallic Types Of Harmony.

All heptatonic scales may be played in stepwise order or in thirds. The major scale and its modes are the
only heptatonic scales which can be arranged in a sequence of seven tones in perfect fourths. Other scales and
modes may involve flatened or sharped versions of the numbers above, such as bIIl. Of course, the number “1”
is rarely altered. They can involve parts of the following series of perfect fourth root movement:

#4 7 3 6 2 5 1 4 b7 b3 b6 b2 bS
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A chord is in root position when it is named after its lowest note. For example, a Gm7 chord with “G”
as the lowest note is in root position. A Gm7 chord with “D” is notinroot position; itis inverted. Chordinversion
is discussed in Chapter 11.

The scale tone root position chord progression in perfect fourths (same as down in perfect fifths) has a
“pivotal” quality, since some tones stay the same while some change. For example, tones 1 and 3 are in both
the Ichord (1357 of G major) and the IV chord (4613 of G major). Additionally, tones 2 and 4 are in the IIm7

chord and in the V7 chord.

Ga? % CA7Y W o am? | DY I

46

5
[ [ 4 r4 |
£ 2 217
573 K [ | | ]

ING MAJOR: [a7=1357 I¥a7=4613 lIm7=2461Y¥7=5724

In scale tone stepwise root position chord progression, chord roots move up or down one step at a time.
This produces a “walking” quality, since most or all chord tones move up or down together in steps (example
in G Major): I chord (1, 3, 5) to Il chord (2, 4, 6) to III chord (3, 5, 7), etc.

G [ Am Yoo Bmo Wl
[5 4 E 57
z
| =z z
ING M&JOR: | =135 llm =246 Illm= 357

Scale tone root position chord progression in thirds. Heptatonic scale tone chords with root movement
in thirds often need to change only one note in progressing to the next chord (example in G major ): I chord (1,
3,5) to I chord (3, 5, 7) to V chord (5, 7, 2) to VII chord (7, 2, 4). This produces a transformational quality,
since only one tone changes as this type of progression shifts around the tertian cycle (1, 3, 5,7, 2, 4, 6, 1, etc.).

C YW oEmo IV G [l Bm 1l
[ = | 5 [ ¥
1 = b
[ =
4 ] & |
ING MAJOR: I¥Y=481 ¥Im=613 I|=135 Mm=357

PossIBLE MAJOR ScALE ToNE TRIAD PAIRS

root movement chord types chord pair between roots Key of C Key of A
stepwise Major to minor I  Im 1 step (2 frets) C Dm A Bm
V  VIm 1 step G Am E F#m
Major to Major v Vv 1 step F G D E
minor to minor Im IIm 172 step (1fret) Dm Em Bm C#m
minor to Major IIm IV 1/2 step Em F C#m D
dimin. to Major VIIdim I 1/2 step Bdim C G#dim A
thirds Major to minor I IMm 2 steps (4 frets) C Em A C#m
IV VIm 2 steps F Am D Fi#m
Major to dimin. V  VIIdim 2 steps G Bdim E G#dim
minor to Major IIm IV 1 1/2 steps (3 frets) Dm F Bm D
Mm V 1 1/2 steps Em G C#m E
VIim I 1 1/2 steps Am C F#m A
dimin. to minor VIIdim IIm 1 1/2 steps Bdim Dm G#dim Bm
perfect fourths Major to Major I v 2 1/2 steps C F A D
\Y I 2 1/2 steps G C E A
minor to Major Im V 2 1/2 steps Dm G Bm E
minor to minor IIm VIm 2 1/2 steps Em Am C#m F#m
Vim IIm 2 1/2 steps Am Dm F#m Bm
dimin. to minor VIIdim [IIm 2 1/2 steps Bdim Em G#dim C#m
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The chord progressions on the following pages illustrate chord root movement in a few keys. Practice
playing the examples in the following manner:

(1) Play the perfect fourth chord root progressions in order from left to right. Also play them from right
to left, making perfect fifth chord root progressions.

(2) Play the stepwise chord root movement progressions in order through the circle clockwise and
counterclockwise.

(3) Play the chord root movement in thirds progressions in order through the circle clockwise and
counterclockwise. You will probably find root movement in thirds least desirable.

1. Major Scale Chord Root Movement.
C major scale chord root movement.

perfect fourths |

Bm7b5 I Em I Am I Dm 1 G 1 C 1 F I

) ] Y ERpP e T

scale tone 7 scale tone 3 scale tone 6 scale tone 2 scale tone 5 scale tone 1 scale tone 4

C 1 C |
o a o a
L w o e
[ o o o [ o 000
ﬁ scale tone 1 m _% scale tone | |
scale tone 7 scale tone 6 scale tone 3
Am I F 1 G I
o o o =)
Eradt JLinmn
scale tone 6 scale tone 4 scale tone 5
G Dm I Bm7bs I
scale tone 5 scale tone 4 scale tone 2 scale tone 7
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G major scale chord root movement.

perfect fourths

F#m7b5 II Bm I Em

et | el efege ] 4T

scale tone 3 scale tone 6 scale tone 2 scale tone 5 scale tone 1 scale tone 4

S
-
]

scale tone 7

G I G 1
k=l =)

[ | | | [ |

| Am I Em 1 __H
F#m7b5 11 H— —H o o o oo Bm 1
scale tone 1 _# # scale tone 1 ﬁ

scale tone 2 scale tone 3
scale tone 7
E I C 1 D 1
Y —— °¥ﬂ thirds T
L Tt 3
scale tone 6 scale tone 3 scale tone 5
C 1
b 1 o o Am oL F#m7b5 1I
L35 Fhan i
scale tone 5 scale tone 4 scale tone 2

scale tone 7

“E” major scale chord root movement.

perfect fourths |

D#m7b5 1 G#m IV C#m IV  F#m I E I A 1

YD T O (T P

scale tone 7 scale tone 3 scale tone 6 scale tone 2 scale tone 5 scale tone 1 scale tone 4

]

scale tone 7 scale tone 2 scale tone 6 scale tone 3
C#m IV G#m IV A 1 B i
T v ST [ ;

|| sy |
scale tone 6 scale tone 3 scale tone 4 scale tone 5
B I A I F#m I D#m7b5 1
; jroes rracs
EE==1 ] Iﬁ [
scale tone 5 scale tone 4 scale tone 2 scale tone 7
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“D” major scale chord root movement.

perfect fourths

C#m7b5 II F#m I Bm II Em 1

e

S

i

25 5 IR

scale tone 7 scale tone 3 scale tone 6 scale tone 2 scale tone 5

D I

C#m7b5 11 %
_ﬁ scale tone 1
|

scale tone 7

Em 1

e

scale tone 2

Bm II

scale tone 6

scale tone 1 scale tone 4

D I

25

scale tone 3

Bm Il F#m 11 G I A I
scale tone 6 scale tone 3 scale tone 4 scale tone 5
A I G I Em 1 C#m7b5 11
| [l
i arel |
|
scale tone 5 scale tone 4 scale tone 2 scale tone 7

CommMoN HarMoNIc MINOR ScALE ToNE CHORD PAIRS

root movement chord types chord pair between roots Key of C Key of A
stepwise Major to Major V bVl 1/2 step G Ab E F
dim.7 to minor VII°7 Im 172 step B°7 Cm G#°7 Am
minor to Major IVm V 1 step Fm G Dm E
thirds Major to minor bVl Im 2 steps Ab Cm F Am
minor to Major IVm bVI 1 1/2 steps Fm Ab Dm F
dim.7 to dim.7 I1°7 to IV®7 1 1/2 steps D°7 F°7 B°7 D°7
or IV°7 to bVI°7 1 1/2 steps F°7 Ab°7 D°7 F°7
or bVI°7 to VII°7 1 1/2 steps Ab°7 B°7 F°7 G#°7
or VII°7 to 11°7 1 1/2 steps B°7 D°7 G#°7 D°7
perfect fourths m7b5 to 7 IIm7b5 V7 2 1/2 steps Dm7b5 G7 Bm7b5 E7
7 to minor \'4 Im 2 1/2 steps G7 Cm E7 Am
minor to minor Im IVm 2 1/2 steps Cm Fm Am Dm
aug. to Major bIll+ bVI 2 1/2 steps Eb+ Ab C+ F

The chord progressions on the following pages illustrate chord root movement in a few keys. Practice
playing the examples in the following manner:

ey

to left, making perfect fifth chord root progressions.

2)

counterclockwise.

3)

Play the perfect fourth chord root progressions in order from left to right. Also play them from right
Play the stepwise chord root movement progressions in order through the circle clockwise and

Play the chord root movement in thirds progressions in order through the circle clockwise and

counterclockwise. You will probably find root movement in thirds least desirable.
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2. Harmonic Minor Scale Tone Chord Root Movement.

The most common root movement, perfect fourths occurs only through the harmonic minor series 2 - 5
- 1 -5 and the pair b3 - b6. In the key of A minor, II -V -1-1IV wouldbe B - E - A - D. Chords built on those
scale tones of A minor could make the chord progression Bm7b5 - E7 - Am - Dm. Chords built on scale tones
bIII to bVI in Am could make the chord progression G - C. See the examples below.

Stepwise chord root movement is second most common. Stepwise root movment through chords built
on A minor scale tones could make the chord progression Am - Bm7b5 - Caug. - Dm - E7 - G#°7 - Am.

The two cycles at the bottom of each page illustrate the cycles of diminished 7th chords (roots progressing
in minor thirds) and augmented chords (roots progressing in major thirds). The cycle of diminished 7th chords
progresses in minor thirds, while the cycle of augmented chords progresses in major thirds.

“A” harmonic minor chord root movement.

perfect fourths

Dm I C aug. I FA7 I |

Bm7b5 1II E7 1 Am 1

W R e B Y

scale tone 2 scale tone 5 scale tone 1 scale tone 4 scale tone b3 scale tone b6
Am 1 Am I

G#7 I [ Bm7b5 1I FA7 1 —ﬁ Caug. 1
| | |
#ﬁ scale tone 1 ﬁ _& scale tone 1 ﬁ

scale tone 7 scale tone 2 scale tone b6 scale tone b3
FA7 1 Caug. 1 Dm I E7 1

scale tone b6 scale tone b3 scale tone 4 scale tone 5

E7 [ Dm [ Bm7b5 11 G#7 I
scale tone 5 scale tone 4 scale tone 2 scale tone 7
B°7 1 Caug. 1
scale tone 2 scale tone b3
G#7 X D°7 1V
scale tone 7 scale tone 4 th1r dS
G#aug. V Eaug. V

F°7 VI ﬁ ﬁ
ﬁ scale tone 5 scale tone 7

scale tone b6
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“E” harmonic minor chord root movement.

perfect fourths
F#m7b5 1 B7 I Em I Am I

] el O FE

scale tone 2 scale tone 5 scale tone 1 scale tone 4

G#aug. I CA7 Il

Em | Em 1
D#7 1 F#m7b5 1 CA7 I G#aug. 1
— [n] I
| | $| * scale tone 1 scale tone 1 ? |
l E% m 1T
scale tone b3

scale tone 7 scale tone 2 scale tone b6

—

B7

BIY

scale tone 5

CA7 | G#aug. 1 Am 1

£, &t

scale tone b6 scale tone b

scale tone 4

(O8]

B7 I Am I F#m7b5 1 1
scale tone 5 scale tone 4 scale tone 2 scale tone 7
F#°7 I Caug. I

scale tone 2 scale tone x

D#°7 X A°7T IV
aeL e aEL o
scale tone 4 hir
scale tone 7 scale tone G# aug. IX t dS E aug. IV
Co7 VII E @
scale tone x scale tone x

scale tone b6
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3. Melodic Minor (Ascending) Scale Tone Chord Root Movement.

The ascending form of melodic minor is the same as a major scale with a b3. The descending form of
the melodic minor scale is the same as Aeolian mode. Aeolian mode is also called natural minor scale. Melodic
minor (ascending) chord root progressions move up in perfect fourths through scale steps 6 -2 -5-1 - 4.

“A” melodic minor (ascending) chord root movement.

perfect fourths

F#m7b5 1I

Bm II E7

dEud

scale tone 6

Am I
G#7bS I —w
scale tone 1
scale tone 7
F#m7b5 1

=]

scale tone 6

E7 I D7

Am I D7

I

scale tone 2 scale tone 5

Bm II

scale tone 2

Caug. 1

scale tone 1 scale tone 4

A

F#m7b5 1

i

scale tone 6

D7

#ﬁ'

scale tone b3

I

i

e

scale tone 5 scal

e tone 4

scale tone 4

Bm II

iyl

scale tone 2
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w Caug. I

scale tone b3

E7

scale tone 5

G#7b5 111

dihos

scale tone 7
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4. Harmonic Major Scale Tone Chord Root Movement.

Harmonic major scale is the same as a major scale with a b6. Itis given its name because it is the same
as the harmonic minor scale with a natural third (a major third above the tone center). Perfect fourths occur in

harmonic major only through the series 2 -5 - 1 - 4.
“A” harmonic major chord root movement.

perfect fourths
Bm7b5 1 E7

i

scale tone 2 scale tone 5 scale tone 1 scale tone 4

A I A I

G#7 I —# Bm7b5 11 FA7 1 —# CHaug. 1
|| I ||
#ﬁ scale tone 1 ﬁ _& scale tone 1 ﬁ

scale tone 7 scale tone 2 scale tone b6

scale tone 3

E7 I

scale tone 5

Faug. 1 C#aug. 1I Dm 1

scale tone b6 scale tone 3 scale tone 4

E7 | Dm 1 Bm7b5 11 G#°7 I
scale tone 5 scale tone 4 scale tone 2 scale tone 7
Aaug. I

B°7 I

Ras

scale tone 1

scale tone 2

G#7 X D°7 IV

major
ﬁ ﬁ thirds

scale tone 4

scale tone 7
Faug. VI C#aug. 11
F°7 VI w
scale tone b6 scale tone 3

scale tone b6
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B. ScaALE ToNE CHORD PROGRESSION WITH INVERSIONS

1. Scale Tone Stepwise Bass With Chord Inversions. In addition to scale tone groups of chords with
root movement by scale steps, the bass notes of chords may move be scale steps where the “bass notes” (lowest
chord tones) are notchordroots. See Chapter 11A. Chord Inversion. Inthe following example, the bass descends
in C major scale from “C” to “F”.

IN C: I¥Ychord Ychord I1¥Ychord Ichord I1Ychord
FoovIn G YIlF Yoo L I F I
.E? .E? -t
BASS: C B A G F

2. Scale Tone Bass Movement Up In Perfect Fourths With Chord Inversions. Scale tone bass notes
may move up by intervals of a perfect fourth even if the bass notes are not chord roots. See Chapter 11A. Chord
Inversion. In the following example, the bass moves up in perfect fourths from “A to D to “G™:

IN G: Ychord Ichord 1¥chord
D [ G [ C b
ij: Bj_{ EETTX
[ @]
*
BASS: A D G

C. CHANGE OF MopE ANDp KEY
1. Changing Tone Center In The Same Key Signature.

While staying within the given notes of a particular heptatonic (seven tone) scale, you can redetermine
which note is the tone center. This does not alter the notes used, but changes the intervals relative to the new
tone center.

The notes of C Mixolydian are “C, D, E, F, G, A, Bb, C”. If you were first using C Mixolydian in a
composition, then changed tone center to “G” within the same group of tones, the new scale would be “G, A,
Bb, C, D, E, F, G”. This new scale is G Dorian. Comparing the notes to a C major scale would result in a
Mixolydian formula with “b7”. Comparing the same notes to G Major would result in a Dorian formula “b3,
and b7”. Here is an illustration:
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C major G majo

1z % 4 5 & 7 1 1 2z 3
At 0 EF G A B C A" A E
ﬁ P » T — e—= & iy
e e O [

2 4 1 2 4 1 3 4 4 1 3
—T - T
iy T ——_ En—m Lt
—B-z—10——— LB

C Mixolydian G Dorian

1 2 3 4 5 & b7 1 1 2 b2 4 5 & E-F? L

C b E F G & EBb C G A& B C D E 2z

Il-a--. 4% Ia-. 4% o At —

e = O = e

2 4 1 2 4 1 3 4 4 1 % 4 1 3 1 z
—T T 5
— A ————7——10 A ——7—&—10— Emt 1S
L B-g—10——— CH—

C Hizolydian Scale Tone Triads
C | Dm Il Edim.IIIF Yoo Gm VI am X Bk K C Xl

15 Wt )

CEG DF& E GEb FaC G EbD &HCE Eb DF CEG

G Dorian Scale Tone Triads
Grm Yl Am ¥ B ¥ C [ Dm [l Edimu Il F Yo Gm VI

R ) e e

G EbD & CE Eb OF CEG DFa G El FacC G EbD

m [

Here is an example of two 4-chord progressions involving the above change of tone center with the same
note group:

C Mixolydian G Dorian
I T = 1 v O e 1 1 SO " Gm Il C [ F I Gm [

PesaEfees cafasesaess cap et fooneCRant i gsecn

2. Changing Tone Center In The Same Mode.

This change involves changing to a new tone center (i.e. a new key) without changing the mode or type
of scale. For example, changing from C Mixolydian to G Mixolydian or changing from A harmonic minor to
E harmonic minor. This could also be called modulation (change of key) without change of scale.
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Here is a chart of the sharps and flats involved with major scale tone mode modulations. These apply
only to major scale tone modes:.

modulate: add to key sign. Modulate: add to key sign
up a P4 1 flat down a P4 1 sharp

down a step 2 flats up a step 2 sharps

up 1 1/2 steps 3 flats down 1 1/2 steps 3 sharps

down 2 steps 4 flats up 2 steps 4 sharps

up 1/2 step 5 flats down 1/2 step 5 sharps

down 3 steps 5 flats or 5 sharps up 3 steps 5 flats or 5 sharps

3. Altering The Mode On The Same Tone Center.

In this case you would keep the same tone center and flat or sharp one or more notes in the formula of
the scale to alter it. For example, C Mixolydian has the formula “1, 2, 3, 4, 5, 6, b7” and C Aeolian’s formula
is“1,2,b3,4,5,b6,b7”. If your composition started in C Mixolydian and you changed to C Aeolian, you would
be flatting the third and sixth of C Mixolydian.
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A. CHorD ProGrEssions WiTH CoNNECTING CHORDS.

Chord progressions usually consist of main chords connected by scale tone, chromatic, diminished
whole tone chordsA connecting chordeads into the chord it proceeds. It is tension-producing and dissonant
in context. The chord that follows a connecting chord is usually more resolved (consonant) or, at least, will sc
lead to a chord that is more resolved. The example below uses diminished seventh connecting chords.

ORIGINAL PROGRESSION

Em7 Xl A2 Xl Dm7? X G9 I C13 VI
HEH bele] B bl Ty
WITH CONNECTING CHOEDS

Em7 xIl G#°7 X A9 X C**7 NI Dmy K F**7 ¥l G2 X C13 Y

HHHH Bt etes eteH T gt [eTee M

cannecting cannecting connecting

1. Inserting Scale Tone Chords.
Chords constructed from the same scale as the original chords may be inserted between them.

Original chords I With inserted scale tone chords I
a C F G a C Dm Em F G
2=
C Il F I G I C | Dm Il Em | F I G I
S ¢ S
¢ Y ® ¢ ¢ |[oe Y L)
* o6 | |0 * ¢ o | |0
I | | I I_T I I | | I I_T

2. Chromatic Embellishing Chords.

Chromatic embellishing chordse root position chords used to lead into a chord root from one half step
above or below. A sequence of two or more chromatic embellishing chords would (with their roots) fill in evert
one half step to the chord being anticipated. Chromatic embellishing chords are commonly the same type a:
chords that follow them, but can be other qualities.

Al: N C##9 || D9 I BbYb3 W A13 W

Tlel 4800 foTor ofe[T 100,
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3. Chromatic Passing Chords.

Any two chords of the same quality may have chords of the same quality, diminished seventh, dominant
type or altered dominant type chords filled in between them chromatically.

Bm¥ VIl Bbmy YI1oAmT N Ab1E Y G133 (Il ORYITH  Eb*7 % Bb12b5 VI
S $1e88) S1eew) (L0LH 618 EITHER OF 7 1N
r1 PLACE OF |
chromatic Bbm7: (T=thurmb)

passing chord

4. Diminished Type Connecting Chords

A diminished 7th chord (abbreviatéd@) has the formula “1, b3, b5, bb7”. “bb7” is the same
intervallically as “6”. This chord is made up of “stacked” minor thirds. The interval from each chord tone to
the next is a minor third, one and one half steps. Therefore, any tone can be aroot. When fingered on the guital
a °7 chord of7 sounding riff (motif) may be moved up or down by intervals of three frets and still have the same
notes.

c*7 I ER®¥ % GBAY M A°F KL CF 0 KIW

N bt it R

* Diminished Seventh Chord To Seventh Chord On the Same Radbis creates a chord
change with one common tone: the root. “b3” moves to “3”, “b5” moves to “5™ahdb 7 ”
(double flat seven, which equals six) moves to “b7”. Example belGWt@#AA7).

* Diminished Seventh Chorés Upper Chromatic Embellishment To a Minor Seventh Chord.
A diminished seventh chord (°7) may precede a minor seventh chord (m7) chord if its root is one
half step above (or one half step below, as mentioned above). This sounds better in some situ-
ations than others, so be discreet.

ce7 NI Bm@d NI D#*e7 N B9 N AT IV AT Y
£ i t @]ﬁ % * % t %
|
upper chrornatic Tower chromatic ?Tto T on
to m7T chord zarme Foot

Diminished “sounding” chords such as m7b5 and 7b9 can often progress the $@rokeards. Test
before use.

5. Whole Tone Type Connecting Chords.

Whole tone type connecting chords are made up exclusively of the notes of a whole tone scale.
Augmented, Major b5, 7b5, 7#5, 7+5, 9b5, 9#5 and 9+5 are whole tone chords.

*  Chromatic Augmented ChordThe root of any chord with a perfect fifth may be preceded from
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one half step below by the root, third or sharped fifth of any whole tone chord.
AT#D VI aqec maly F#m7 VIl Bb YD W

progress o (&
either of 'TT N

*sR 37 these: #5 0f 4T#S  Root of AT®S Zrd of ATHS
up 142 step wp 172 step up 172 step
to F® to Bb to D

* Whole Tone Chord Up a Perfect FourttAny whole tone chord may usually progress up a perfect
fourth to any chord root. This works best if the chord following the whole tone chord has a perfe
fifth in its formula.

E9#2 % ASBES NI DY Y

EupaP4 & up a P4
to & ta D

Whole tone “sounding” chords such as 7/#11, 9/#11 or 13b5 can often progress the same as whole t
chords.

B. CommoN ToNE CHORD PROGRESSIONS.

Any two or more chords that have one or more notes in common can be considered for use togethe
a progression. Whether or not they should be used depends on the remoteness of the keys from which they
and familiarity within the style they are being used. If similar common tone chords have been used before
the style you wish to use them, they will probably work. When common tone chords fit the style, they are a gr.
advantage in temporary modulations. They connect chords that otherwise wouldn’t connect.

E | Dsusd | F/f9 | C |

T e R L A

C. CHorD ProcrEssioN EmBRACING A MELoDIC LINE.

1. Chord Progression Embracing A Scale Tone Line.

Itis very common to have an ascending or descending scale tone run or “line” within a chord progressi
This line is usually the lowest or highest notes in a series of chords and is not necessarily made up of chord rc
and may involve changes in the key signature.

Here are two examples of chord progressions employing lines. Each example is four chords long &
is shown first with the line in the bass and then in the treble.
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Descending line in bass Descending line on top

C . _ilj Em/B | F/a | 3 I C Ml Em/AB VI Ffa W G [
‘ ZI‘HH EZ]EZE%ZI‘HZIH

C B & E C B & G

Ascending line in bass Ascending line on top

Cm I GmdD I CmAEb 1Y BbAF | Cm Yl Gm/D ¥ Cm/Eb ¥l Bb/F X
iﬂ

Taxt] et ot e [T et Ty e

C D Eb F C O Eb F

2. Chord Progression Embracing A Chromatic Line.

Often a chromatic line is used within a chord progression. It works basically the same as a scale tone
line, but uses notes out of the scale, since itis chromatic. You must use changes of scale or alteration of the chor
to produce chromatic lines. Like the examples above, each of these two examples is four chords long and is
shown with the line in the bass, then in the treble.

Descending line in bass Descending line on top
Amo Y Amimadiv amy N D9 1Y Am Vo Amimadily Am7T (I DI I

_*j]i EETYT _% ﬂ__o [ [ ]
[ [ u K % |
P HTH e
A [ 3 F# A G* E F*
Ascending line in bass Ascending line on top

O VI D+ NI Bm M DY NI D W D+ N Bmo VI DT W
EETTE _*_E: (TN (TN ﬂ__t m
HHH He ﬁj

& e B C i A B C

Lines often use scale and chromatic tones. This example has a descending line in the bass employing
scale and chromatic tones:

F/9
D " A VI GAE I GmABRY I DAA % CAG 1l Bb/AF |
I REFEAT
FE ? ] * ] I.I n n n PROGRESSION
[ [ dp [ f | EETTIREETT NREN YT BRT-RW-E-552
s
D C B BEb & [ F

© 1996. Jim Gleason. All Rights Reserved.



ProGREssIoNs EMBRACING A MELoDIC LINE; PARALLEL MovEMENT  PaAcE 299

D. ParaLLEL MoveEMENT OF A SINGLE CHORD TYPE.

1. Symmetrical Use of a Single Chord.

Occasionally, chords of the same quality are used with the chord root moving by arepeating interval, st
as repeatedly up in minor thirds. This usually involves around three or four repetitions, then resolves witt
change of interval. In the following example, the Bm7, Am7, Gm7 and Fm7 are the sequence. The seque
resolves easily to F#m7, since Fm7 acts as a lower chromatic embellishment with the same chord quality.

F#*m7 Il B9 | Am7 % G133 1l Bm7 Il Am7 % Gm7 Il Fm7 |
L AN1TN %Em L1 AT TTAR AR TT AL BETT R AN T TY

£ beats 4 beats, 4 beats & beats 2 beats 2 beats 2 beats 2 beats
TRy TWH:EJ

F#m7 [l B9 EA? |

ﬂwmﬁjﬁ“

4 beats 4 beats
= EAY TwieE ]

2. Harmonizing a bass line with a single chord.

Harmonizing a bass line with a single chord works particularly well if the bass line is made up with
minor 7/11 pentatonic scale. It works fairly well with minor scales like Aeolian mode. Make up a very simpl
bass line in minor 7/11 pentatonic scale (key of “A” is “A, C, D, E, G, A”). Then play the same line with all “no
third,” all major, all minor or all minor 7th chords. You'll find these particular chord qualities usually work best
in this application.

Original bassline.

L
. - v I 2 g -
1 d d 4 4 1 1 a
- T
A
— B —3 a 7 = 3 =]
= =]

Original bass line harmonized with "no third" chords.
Cn3 Il Dn3V An3 V An3 V En3 VIl Dn3 V Cn3 Il Dn3 V
[ | K1 L 1 L 1 K1 (i ] [ ] [ ]
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E. SussTITuTE CHORD PROGRESSIONS

Substitute chordare used to either replace or expand the original progression which “worked its way”
from one chord to another in a progression.

1. Extended Chords.

An extended chorddds chord tones to the top of a heptatonic scale tone chord from the tertian series
“1,3,5,7,2,4,6,1”

Major scale tone triads, 7th, 9th and 11th chords can be extended by substituting larger tertian scale tone
chords. It helps greatly to think of the chord in relation to the key in order to determine the chord type. Refer
to theMajor Scale Tone Tertian Chorda$art in Chapter 7. Toward the top of the chart, the chord types
(identified at the far left) from triad through 13th chordtaréian chords. Any blank spots (—) indicate that
the chord was left out because it is too dissonant or otherwise not useful.

If the original chords were the triads built on steps 1, 6, 2 and 5 in the key of C, the original chords would
be C - Am - F - G. Extending each of those triads to the next larger tertian chord would change the chords to
the following tertian seventh chordsAT Am7, A7 and G7.

Original chords | Extended chords
a C Am F G a CA7 Am7 FA7 Gg?
EES S = &g :
£ 3
C I é\m I F I G I cA7 I Am7 | FA7 | G7 I
[ - ® L)
¢ X 9 9 ® L . L 4

! jannnhunnnnfsi T

The same proceedure may be followed for chords of other scales such as harmonic minor, melodic minor
and harmonic major. Look at the tertian chords including triads, 7th chords, 9th chords, 11th chords and 13th
chords for each of those scaleCinapter 4: Modes Of Other Heptatonic Scales.

Determine the tone center for the section in which the chord you wish to extend is involved (remember,
you can only extend triads, 7ths, 9ths or 11ths). Next, try to determine the type of scale that is being used, first
listening for the general sound such as major or minor, then using the scale tone chord charts, try to find a
particular scale or mode of a scale which has all or most of the chords in the section of music you're considering.
Then see if the root of the chord you want to extend is in the scale. Ifitis, use the tertian chord area of the char
(triad through 13th) to see if you can substitute a larger chord. If you hit a blank on the chart for a 9th chord,
look below to see if an 11th or 13th can be used. If you hit a blank for an 11th chord, look below to see if a 13th
can be used.
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2. Modified Chords.

A modified chordhlters, adds, or suspends tones on a chord to modify its effect in its progression to t
next chord.

Original chords |

Em? ¥l &3 ¥l DmY X G9 [ C13 %I
LA TI N LA TT N i_}ll L AL T

fazfEEcrs

Modified chords
Em7bS 1 a7#5#0¥| Dm7/11% G13susdi C13 W
[ ] | L AETT N _._._._._ﬁ ]
_I'_L’j _&.Lﬁ + % » |
|

[1 | [1
[
altered altered add tone suspen.

Alter The Chord Quality For A Change Of MoodChapter 6covered an “expressive series of substitute
major scale modes”. The chart at the beginning of that section indicates change of mood from brighter mc
to darker mood. The same series can be applied generally to chord qualities (some chords may be dark
brighter than the chart suggests in certain applications):

> > BRIGHTER MOOD > > >
‘ < ‘ < DARKER MO0OD < 3
ALTERED ¥||DIHMIN. (PHRY MA_3rd||¥l & Har.|| 11 TYPE ||¥ TYPE|| | TYPE I¥ TYPE
TYPE =Har Min. ¥ |[Min.TYPE [also Y7890 ||7 thru 13||&7 Thru a9 AT thru alZ$11
Y type with TYPE 7 thiru m3 |7 thru mils
bs, $5, U0, P¥3,  lland mCh7) [land w7 #9
b2 andfor §9 7b9, 7509

Alter The Chord Quality To Strengthen The Movement Of The CAarddpdagressaagiven a stronger
tendency toward the chord that follows it in at least the four ways described below.

Change a chord to a V type or altered V tyfpts root moves to the root of the next chord up a perfect
fourth, up one half step or down one half step.

ORIGINAL CHORDS WITH ALTERED CHORDS
BoaY Ml oAm7d Y Gm7d (Il C9 [ BeY %1 Am7 % GF*S 111 C9 |l
W TYPE alt.w’ TYPE

Change a chord to a more dissonant sound preceding a release of tension on the nexAltéicd.
V types work well for this.°7 and m7b5 work well in some cases to replace m7 type chords. See the examp
below.

ORIGINAL CHORDS TH ALTERED CHORDS
Am WV G Il F 7 I YOIV G IT1

[T (¢ & ; H *.o_#li?_u
e et e (e T 1,

I I
=Y TTFE

=]

I E7 I

T
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Change the heptatonic scale of a certain group of chords to a different scale that alters the chord group
and makes it stylistically more effective in leading to the next chord.

ORIGINAL CHORDS WITH ALTERED CHORDS
D7 % Gin7 III Cm IID Din 7RSIV G749 11 Ctn DI

1T T aat [elelT et 1,001

C Aeolian C Hartnonic Minor

Alteration of a chord so that one or more notes will chromatically lead to one or more notes of the next
chord.

ORIGINAL CHORDS WITH ALTERED CHORD
Bm7 VII Em7 WV AY VoD Vo Bm7 VIIETRS VI AT K ki

ihecafrissehacsalcamsthesaatienal i iliame

[ A LU O

these 3 notes lead
down 172 step to
niotes of the AT

3. Upper Or Lower Third Substitute Scale Tone Chord.

A similar sounding substitute chord may be used where its root is a heptatonic scale tone third above or
below the original chord. The substitute is usually scale tone, but may involve notes out of the scale if the sound
is similar. These substitutes, like most others, don’t always work well, so experiment with them before use in
a song.

In this example, Am and Dm chords have been substituted for the F chord. Am’srootis a scale tone third
above “F” and Dm'’s root is a scale tone third below “F”.

ORIGINAL CHORDS SUBSTITUTE CHORDS
c MIIF VI G %OF A T O 1y VI Ame KD G BoDm B OC NI

Tatt Bl e B Taet ) e AR TETH Rl

inC: | I Y I I inC: | Y Im 4 [1m I

4. Alternate Connecting Chords.

An alternate connecting choréplaces a connecting chord (or chord group) with another with a different
chord root (or different chord roots) which still progresses to the chord following it. See the example below.

ORIGINAL PROGRESSION WITH ALTERNATE AND EXTENDED CHORDS
Em7 Xl A2 Xl Dm7y X G9 [ C13 WD EmS X1 EBTZ ¥l Dm2 X Db13 [X¥ C13 W

HEH len HHH e e B el TN P e,

extended alternate extended alternate
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5. Flat five substitute.

This is a special type of connecting chord. Substitute a dominant seventh type chord with its root on t
“b5” of the original chord’s root. This is usually done in a sequence of chord roots moving up in perfect fourth
A very common device in Jazz and Jazzy Blues chord progressions. Note in the example below that blll |
b5th away from VI and that bll is a b5th away from V:

ORIGINAL PROGRESSION
Bm?7 Yl Em? % aAamy Y D9 % GAT [

Em%:éim &Eﬂf

IN KEY OF G: ||Im7 YimY e L. &7

WITH b SUBSTITUTES
B %I Bb13 WI Am7 W Ab13 IV GAY |

L AFTY X E]% /99 E}% ’E#ﬂ

b5 of E b5 of D
IN KEY OF G: [Ilm7 =013 Im7 =bl13 AT

6. Substitute Chord Groups (Turnarounds).

You may expand a chord inteabstitute progressionhich leads up to the next chord. The substitute
progression should be one that would blends with the chord it replaces.

ORIGINAL PROGRESSION
Emy Xl A9 XI Dm7? X B9 X C13 W

LI alee U ates T
WITH CHORDS EXPANDED INTO SUBSTITUTE PEOGRESSIONS
Em?d Il F#m7 15 (6 ¥ G#=7 ¥ A9 ¥l C*m7b3x| Do Rl ED®TF K1

)

substitute progression for Emy substitute progression for A9
Dmy ¥ Em7 WIlI F& VI F#*7 VI GO ¥ Dm7 /A Y Bbe Y1 Db13 [X

i

substitute progression for Dm7 substitute progression for G9
C13 Il

Hit
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A turnaroundis a short chord progression placed at the end of a section of a song which provides a
cadence and leads back to the beginning of the section. Standard turnarounds in Jazz use the cycle of perfe

fourths and the flat five substitute.

Here are more standard Jazz turnarounds. Each progression begins with a bullet (¢). Alddaeker to

Em3 W AF*F5bOY

DmS 1

G7#30ll] CAD#=11 ||

| & L!||| B ] L_i_*]ljl |!
EEETT EEETY ;4_:.
EmS % EB13 % DmS9 [l Db13 11 C13 1

EEETT

[ | & j__.ﬂ: | &

EEETT

LT3

LarT3

?

?

?

5, Part 4: Chord ProgressionThe last progression is nine chords long.

IA7 VIm7

IA7 IlIm7
A7

A9 VIm9

[Im7 V9 o IlIm7 VI7 Iim7 V7
IIm7 V9 e [lIm7 bllI7 Im7 blI7
[Im7 V9 e [lIm7 VI7 [Im7 bll7
IVA7T#11 V7#9

e Im7 [Im7b5 V7b9

* Im7 bVII6 bVIA7 V7#5b9
e Im7 bllI7 bVA7 V7#9

bullet (¢). This is the type of progression discussed earlier in section D.

| bIll 11 bl « 1 bl bVII (bll)
| bIll bVII IV « 1bVII bl IV

| bVII bill V « 1bllIV bVI

| bl IV bVII « 11V blll bl
11V V bVII « 1BVII IV V
IBVILV (bIl) 1 blll bVI bVII

Parallel modulation of a short chord progression is the repetition of a short chord progression in an
intervallic pattern. At each specified interval, the short progression will reoccur in another key. Here is an
example using the short progression IiIm7, V9, Ima7, 16 in the keys C, Bb, then Ab. The last two chords are an

ending cadence.

[ bVII bl bll
I bl IV V

VIV
| bVII 1V blll
I bl bVI bll

[ bVII bl bl

o 16 #7 lIm7 #lI°7 lim7 bIlI13 1Im7 bll13 16

Some turnarounds use chords of all the same quality. Try the following turnarounds with all 7th type
or Major 7th type chords. Numbers in parenthesis and all “I's” are optional. Each progression begins with a

e 1bIll (1) V
e 1blll bVII V
« 1 bVII bl bVII
« 1blll V bVII
« 11V bVII blll

* | bVII bVI bll

Dm7# * LY % CaAF MITTCE VI Cmd VI FS VI BbaY VI Bba W

I sless Haeb orte) BN lem Hasb arte
I I

Bom7 W1 EBS W AbaAT IV aAbe [T Gisusdlll CAT [

L AT TT N

A Tt

2

e

teht e
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6th arpeggio fingering 182-183 chord families...87-90

7362514 numerical pattern in music...132-135 chord fingering...149-169

7th arpeggio fingering..174-183 chord, flat five substitute...302

7b5 arpeggio fingering...196 chord inversion..91, 291, 292

7#5 arpeggio fingering...196 chord, major sounding...87, 88

9th arpeggio fingering...193 chord, major seventh type...88

9b5 arpeggio fingering ...197 chord, minor sounding...87, 88

9#5 arpeggio fingering...197 chord, minor seventh type...88

abbreviations...14, 31 chord, modified...301

accidental s...117 chord names...31

accommodating chords...69 chord over bass note...89

accumulating flats...61 chord progression...282-304

add nine chords...152 chord progression, turnarounds and cycles of short...303, 304
add tone chords...89 chord progression embracing a line...297-298

Aeolian mode...44, 47, 128, 129 chord progression, supporting melodic lines within...92
alphabet, musical...206 chord progression, ear training for recognition of32
altered dominant arpeggio fingering...198 chord quality (chord sounds)...87-90

altered mode on same tone center...293 chord quality, altered...90

alternate picking...113 chord quality, ear training for recognition of32

alter tone chords...89 chord, repetition of on different roots...299

alto voice (second from the top in four voice harmony) 190 chord root...13

anticipated phrase 269 chord root, ear training for recognition of..32
anticipation ...224 chord root movement, harmonic major scale tone...290
appoggiatura...225 chord root movement, harmonic minor scale tone...287
architectural aspects of music...200 chord root movement, major scale tone...285

arpeggio fingering...170-198 chord root movement, melodic minor scale tone...290
arpeggio, skimmed (swept)...188-192 chord root movement, perfect fourth ...283-291
arpeggio studies, melodic...213-222 chord root movement, stepwise...213-217, 283-291
arpeggio tone, filling in between , see BeBop Encircling chord root movement, thirds...283-291
arrangement...202 chord/scale chart...203-205

arranging, use of the expressive series of modes in...77-81 chord sounds, general...87

ascending and descending melodic figures, common...227, 228 chord, substitute...300-304

augmentation (thythmic)...104 chord, suspended type...89

augmented arpeggio fingering...195 chord tones and the rules of harmony...98

augmented chord sound...87-88 chord tones, coloring...209-210

augmented scale...197 chord tones, essential...91-92

bar...29 chord tones, full fretboard...187

barré chord...12 chord tones, lower chromatic embellishments to..229-236
bass clef...29 chord tones, non...211, 223-229

beats...29 chord tones, primary...209

Be-Bop music...229 chord, tonic...34, 283

Be-Bop encircling...229-236 chord voicing...91-94

blue notes...209, 210, 227-236 chromatically descending from the chord root...160-161
bluesy substitute modes...73-75 chromatic insertion, see BeBop Insertion

cambiata and escape tone...224 chromatic passing chords...296

canon 104 chromatic scale...148

change of mode and key...292-293 chromatic tones...211

change of rhythm...201 chromatic tones and the rules of harmony...98

change of timbre or dynamics...201 clef...29, 148

chord, add tone...89-90 close voicing...91

chord alteration...89-90 common tone chord progressions...297

chord, alternate...302 comping (improvisied accompaniment) with the expressive serie8(8 Imodes
chord, alter tone..89-90 composing, use of the expressive series of modes in...77-81
chord, augmented sounding...88 composing, uses of chord progression in...77-81

chord, basic tertian...88 connecting chords...295, 302

chord coloring tones...209 consonance...72

chord, common tone...296 contrapuntal harmony...95-112

chord, connecting...295, 302 contrary motion...59

chord diagrams...149-169 counterpoint,,,95-112

chord, diminished sounding...156 counterpoint, imitative...104

chord, dominant 7th type...149 counterpoint, species of...96-98
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cycle of seven mode fingerings, alteration...65-68
cycle of seven mode fingerings, stepwise...41-47
cycle of thirds...83

descending and ascending melodic figures, common...227-228

deceptive cadence...34

delayed phrase...199

diad...33, 37-40, 83

diagrams, dots on...12, 13

diminished chord sound...87-88

diminished scale (also called diminished 7th scale)...186
diminished seventh arpeggio fingering...186
diminished type chords...156

diminution (rhythmic)...104

direct motion...95

dissonance...72

dominant 7/11 pentatonic scale...53
dominant 7th arpeggio fingering...174-175
dominant 7th type chords...149

dominant 9th pentatonic scale...146
dominant 9th arpeggio fingering...193
dominant 11th arpeggio fingering...193
dominant 13th arpeggio fingering...193
dominant 13th skimmed arpeggios...188-189
dominant arpeggio, altered...103-106
dominant chords, other...155-156

dominant chord sound ...87

Dorian mode...42, 46, 126, 127

dots on diagrams...12, 13

dynamics, change of...201

ear training...32

economy picking...113, 114

encircling, Be-Bop...229-236

enharmonic tones...206

episode...104

escape tone and cambiata...224

essential chord tones...149-161, 209-212
exposition of the theme in a fugue...104
expressive series of major scale modes...69-81
extended chord...300

fifths, ear training for recognition of...32
flat five substitute chord...302-303

florid counterpoint...98

flow (economy) picking...113, 114
formula...34, 117-119

formula, mode...34-40

formula alteration...41-86

fourths, ear training for recognition of...32
fragment patterns 235-268...238-270
fret...30

fretboard chord tones...187

fretboard diagrams...12, 13

fretboard note names...30

fugue...104

Fux, Johann Joseph...96

harmonic major modal tone centers...159
harmonic major scale...37, 38, 194
harmonic major scale tone chord root movement...290, 291
harmonic major scale tone chords...40
harmonic major scale tone modes...40
harmonic minor scale...134-137

harmonic minor scale tone chord root movement...287-289
harmonic minor scale tone chords...37, 38

harmonic minor scale tone modes...37, 38
harmonic minor scale tone chord pairs...285
harmonic rhythm...202

harmonic use of the major scale mode series...76-86
harmony...83-87

harmony, general rules of ...98-99
harmony in sixths...99-103

harmony in thirds...99-103

harmony, two part parallel...99-103
heptatonic scale...37, see major scale & all 7 tone scales
heptatonic scale tone chord progression...283-291
heptatonic scale tone cycle of thirds...283
homophony...95

imitative counterpoint...104
improvising...190-270

interval...32, 117-119

interval recognition...32

inverted chord...291

Ionian mode same as major scale

key 33

key, change of...293-294

key and mode, change of...292-294

key signature...33, 292-294

leaning tone...225

letter names of notes...29-30

Locrian mode...44, 47, 132, 133

Lydian diminished modal tone centers...39
Lydian diminished scale...143

Lydian diminished scale tone chords...39
Lydian diminished scale tone modes...39
Lydian mode...43, 47

main chord same as tonic chord

major 6th arpeggio fingering...182-183
major 6/9 pentatonic scale...145

major 7th arpeggio fingering...178, 179
major seventh type chords...151

major 7/11 pentatonic scale...146

major ninth arpeggio fingering...193

major 9#11 arpeggio fingering...193

major 9th pentatonic scale...146

major 13#11 arpeggio fingering...193
major 13#11 skimmed arpeggios...192-193
major arpeggio fingering...170-171

major chord sound...87-88

major scale...33, 115-123

major scale fingering...41, 120-123

major scale mode formulas...34, 35, 61
major scale modes...34, 35, 41-81

major scale modes, expressive series of...136-149
major scale tone 7th chords...162-169
major scale tone 9th chords...33

major scale tone 11th chords...33

major scale tone 13th chords...33

major scale tone chord root movement...285-287
major scale tone chords...32-35

major scale tone tertian chords...83

major scale tone triads...162-169

major scale tone triad pairs...284
measure...29

melodic contour...200

melodic curve...200

melodic drive...200
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melodic fragment patterns...238-270
melodic importance, order of...209-211
melodic line ...200

melodic line, supporting within chord progression...92

melodic rhythm...202

melodic use of the expressive series of modes...69-76

melodic minor (ascending) scale...142
melodic minor (ascending) scale tone chords ...38
melodic minor (ascending) scale tone modes...38

melodic minor scale tone chord root movemnent...291

melodic minor modal tone centers...38
melodic skips...202

melodic tension...201-202
melody...199-270

melody, harmonization of...99-103
minor chord sound...87-88

minor arpeggio fingering...172, 173
minor scale...see Aeolian (natural minor)
minor 6th arpeggio fingering...184-185
minor 6/9 pentatonic scale...145

minor 7/11 pentatonic scale...145

minor 7b5 arpeggio fingering...180-181
minor 7b5 chord, descent from the tones of ...296
minor 7/11b5 pentatonic scale...145
minor 7th arpeggio fingering...176, 177
minor 7th type chord...150

minor 9th arpeggio fingering...146, 193
minor 11th arpeggio fingering...193
minor 13th arpeggio fingering...193
minor 13th skimmed arpeggios...190-191
minor (ma?7) arpeggios...157

Mixolydian mode...44, 47, 124, 125
modal scale relationships...64

modal scale tone chords...35

mode ...33-81

mode and key, change of..292-294

mode fingerings...115-133

mode fingerings, alteration cycle of seven...65
mode fingerings, stepwise cycle of seven...218-219
mode formulas...34

modes, expressive series of...69-86
modes, major scale...34, 36

modes, substituting for expressive purposes...69-86
modified chord...301

modulation (change of key)...292-294
monophony...95

mood...69-81

motif ...200

motion of voices in counterpoint...95, 96
movable diagrams...13

natural minor...see Aeolian

neighboring tone...223

ninth chord arpeggios...193

non-chordal tone...211, 223-229
non-harmonic tone same as non-chordal tone
notational symbols...14

note names...29, 30

oblique motion...96

octave...32

open voicing...91

order of melodic importance...209-211
ornamentation ...see non-chordal tones

parallel motion...95, 99

passing tone...223

patterns, melodic fragment...238-270
pedal point...225-226

pentads...83, 145-147

pentatonic scale... see minor 7/11, minor 7/11b5, dominant 7/11, minor
6/9, dominant 9, minor 9, major 9 and major 7/11 pentatonic scales.

perfect fifth, ear training for recognition of...32
perfect fourth, ear training for recognition of ...32
perfect fourth chord cycles...157-159

perfect fourth chord root movement...284-291
phrase...199

phrase, beginning the...199

phrase end concealment...199

phrase linkage...200

phrase overlapping...200

phrasing...199-200

Phrygian major third scale...138, 141

Phrygian mode...43, 46, 130, 131

pivot point...226

polyphony...95

polytonality...237

primary chord tones...209

punctuation ...199

quadrads...83

quartal harmony...84

quintal harmony...85, 86

range of voices in harmony...98
repetition...200

rhythm, melodic...201, 202

rhythmic reading (thythmic ear training)...271-281
rhythmic time values...20

rhythm tracks...11

riff...200

Roman numeral...13

root position...284

root recognition, chord...32

scale...see major, Dorian, Phrygian, Lydian, Mixolydian, Aeolian, Locrian,
harmonic minor, harmonic major, Phrygian major third, whole
tone, augmented, chromatic and pentatonic scales.

scale/chord chart...203-205

scale, choosing the right for improvising...203-208
scale fingering...115-148

scale recognition...32. 206, 207

scale, source...64, 117

scale step...117-119

scale tone, melodically filling in between...228-236
scale tone 7th chords...93, 162-169

scale tone 9th chords...93, 162-169

scale tone 11th chords ...93, 162-169

scale tone 13th chords...93, 162-169

scale tone bass up a perfect fourth...291

scale tone chord progression...283-291

scale tone root chord progression in thirds...283-291
scale tone root chord progression in perfect fourths...283-291
scale tone stepwise chord root movement...283-291
scale tone tertian chords...83

scale tone triads...83

scale tone upper or lower third substitute chord...302
scale type, ear training for recognition of...32
sextads...83

similar motion...96

sixth chord arpeggio fingering...182-185
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sixths, ear training for recognition of ...32
sixths, fingering...101

sixths, harmony in...100

skips...223

source scale...64, 117

species of counterpoint...96-98

staff...29

stepwise chord root movement...213-217, 283-291
stepwise cycle of seven mode fingerings...218-219
stretto...104

substitute chords...300-304

substitute mode...69-86

superimposing chord progression...282
suspended chord...89

suspended chord sound...87

suspended 4th arpeggio fingering...194
suspended type chord...89, 153
suspension...89, 224

sweep picking...113, 114, 188-192
symbols...31

tablature...15

taped example list...10, 11

tempo...202

tension, melodic...201, 202

tenths...101

tertian harmony...83, 88

thirds, chord root movement in...283-291
thirds, ear training for recognition of...32
thirds, fingering...203, 204

thirds, harmony...83, 84

timbre, change of ...201

timbre, use of same or different in harmonies...100, 101
sime signature...29

time values...29

tone center...32, 34

tone center, ear training for recognition of...32
tonic chord...34, 283

transpose...104

treble clef...29

triad arpeggio...170-173

triad families, non-tertian...89

triad families, tertian ...88

triads, harmonic minor scale tone pairs of...285
triads, major scale tone pairs of...284
tritone...195

two part parallel harmony...99-103

voice leading...(see counterpoint)

voice motion...95.96

voice range...98

voicing...91

whole tone chord sound...87

whole tone chords...154

whole tone scale...195

whole tone type arpeggios...195-198

whole tone type connecting chords...296, 297
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