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Author's Note
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Chapter 1: Theory and Harmony

A thorough understanding of intervals is of the utmost importance in studying all types of
music, as intervals are the building blocks of polyphonic music.

Each interval has vastly different sound characteristics and must be committed to memory aurally
and visually.

Intervals can be sounded together (harmonically) or sequentially (melodically).

There are twelve intervals in the space of an octave.

Interval Names and Symbols

Unison| m2 M2 m3 M3 P4 | A4/d| P5 mé6 | M6 | m7 | M7 P8
5
% 0 1 2 3 4 5 6 7 8 9 10 11 12
steps
Key: m = minor
M = Major
A = Augmented
d = diminished
P = Perfect
Ex. 1
Yasteps O 1 2 3 4 5 6 7 8 9 10 11
A Unison m2 M2 m3 M3 P4 A4 /d5 P5 m6 M6 m7 M7
s ' I bo o
© ot —oi—oi—fovel—of—Poj——o
J oo o0 60 o7 e e©o o1 © o o o o
Perfect Imperfect
1st Unison /2nds Seconds
Augmented Major
4th Fourths — © ° T | 7ths Sevenths
SthFifths  ~ Diminished Minor 3rds Thirds
8th Octave \6ths Sixths




Perfect Intervals: Octave, Unison, Fifth, Fourth

become augmented when enlarged by a half step
become diminished when reduced by a half step

Imperfect Intervals: Second, Seventh, Third, Sixth

1) Major Intervals
become augmented when enlarged by a half step
become minor when reduced by a half step

2) Minor Intervals
become major when enlarged by a half step
become diminished when reduced by a half step

Naming Intervals

To precisely identify an interval, generic interval classification must be made based on the number

of letter names spanned. For Example:

Ex. 2
letter names
p Ctof cC D E F
[7an) | 1 2 3 4
g ° |
4 |etters spanned
Ex. 3
letter names
p FtoAb F G A
) 4 N
(o W—1 S T— 1 2 3
;‘J_V O ‘ ‘

3 letters spanned

a fourth = generic classification

a third = generic classification

Once the generic classification has been determined, a more precise description (e.g.,

perfect, major, minor, diminished or augmented) can be made, based on the number of steps

between the two pitches.



Ex. 4

C C# D D# E F 5 halfsteps = P4 perfect fourth

A CtoF V V V V V
) 4
SV O
J o
% steps spanned
Ex. 5
F F# G Ab 3 half steps = m3 minor third
n FtoAb VoV
X f 12 3
';Jg [ @) A \“
% steps spanned
Ex. 6
Here are some more examples of intervals: (D=Doubly)
A P4 m7 M6 m?2 DA 6 P5
\ 1L
"f\“ © "ln N go b © ] Pay
ANV [ @) P~ Do Py O | ! N [ @) Pay by

10



Enharmonic Intervals

Interval types that contain an equivalent number of half steps but have different names (e.g.,
Augmented Second and Minor Third) are enharmonically equivalent. In other words, they are
aurally identical but theoretically different.

Interval Characteristics

In Western Music, the tonal relationships within the range of one octave have been reduced to
twelve equal intervals, the twelve notes of which comprise the chromatic scale, through the
system of equal temperament. A chart of intervals comprised in an octave is below:

Interval Characteristic

m2 Sharp Dissonance
M2 Mild Dissonance
m3 Soft Consonance
M3 Soft Consonance
P4 Consonance or Dissonance
T Neutral or Restless
P5 Open Consonance
m6 Soft Consonance
M6 Soft Consonance
m7 Mild Dissonance
M7 Sharp Dissonance
P8 Open Consonance

11



The Circle of Fifths

% ,\I(:l;(n' %
F .G
£ “’1 a C” ==
BEZB A - Minor Z#D
g b
£EE ) 3b C f4 3ﬁA%
f ch
4} 4%
Ab o E s
s Dy ‘“’l# - e
I 5h/7% 6b/64 7b /54 -

== Gb/Ft e

ey bt 444
Ch e .

Order of Flats Order of Sharps

Number of Flats-0 1 2 3 4 5 6 7 Number of Sharps-0 1 2 3 4 5 6 7
Key-C F Bb Eb Ab Db Gb Cb Key—CG DAE B F£C#




Chords and Their Formulas

Though there are many systems from which to build chords, tertian (third intervals)
harmony is the most common in western music.
The stacking of two third intervals produces triads, the fundamental structures in tertian harmony.
If these triads originate from one particular key center (signature) they are called diatonic triads.

Triads may be built on every note of a particular scale. A seven note scale yields the same
number of diatonic triads, not including suspensions which we will discuss later.

Diatonic Triads in C major

Ex. 8
C D- E- F G A- B®
Q P [ @) <
/\ Py [© ) 24 [ @) 24
&g 8 8 8 8 S <
J O O e
Roman Num. | i iii vV \Y Vi viie

Roman Numeral Symbols

upper case = major triad
lower case = minor triad
0 = diminished
+ = augmented

The Roman Numeral system employed has evolved for analysis of chord progressions

and their relationship to a relative tonal center. Roman Numerals will be thoroughly

discussed in an ensuing segment.

13



Building Diatonic Triads

The four basic diatonic triad categories are: major, minor, diminished and augmented

Ex. 11

)

Ex. 12

=)

14

1 M3
I m3

] m3
1 m3

M3
M3

C major

C minor

Cdim

Caug

Interval Composition

b3

b3

b5

#5



Building Diatonic Seventh Chords

Seventh Chords are composed of three thirds stacked vertically.

Ex. 13
Cu7 D-7 E-7 Fua7 G7 A-7 B-7v
4] o Q > s
C Major £—o S 8 (3] S 3 8 I
[ £an WD-2 4 [ P24 [ P24 [ @) P |
bll -g_ 8 5 [ © ) —d 1
Roman Numeral w7 i’ iii7 [\/mA7 V7 vi7 Vii7bs
Cm D-7 P  F7 G7 A-T¥ B-7%
o) | o | € > <3
Cmel.minor Z—o e - a3 < e} < I
88— —tg 18— to— & ————
U V_§_ 0 VO
Roman Numeral jmMa7 ii7 b ]+vA7 V7 V7 Vi7bs Vii7bs
CH D-7% ErwaT -7 G7 Ao BO7
Charm.minor A—a——fg——+8— 48— 83— 4§ —8—
Roman Numeral j-mA7 ji7bs b 1]+vA7 iv7 V7 bViMa7 viio?

The following reference chart includes both triad and seventh chords from major, melodic minor
and harmonic minor. Roman numeral description and modal scale relationships have been
included for study. "C" tonalities have been used in all instances.

15



Major Scale (Triads & Sevenths)

Ex. 14a
C D- E- F G A- B°
Triad 1? e 34 8 ﬁ
rrads s (@) «Q <> QL (@) S
ANV 2 4 <) 24 [ @) ~F
J O O i
R.N. | i i vV Y, vi- viio
C_> |w] mv] - > —
5 S 3 s = 2 g
) ) = ) El 5 5
> g > s 3 >
> 5
=}
Cm7 D-7 E-7 Fua7 G7 A-7 B-7v
[ . e >
V4 - =
Seventh A s s
A3V S =
J o = -
R.N. [ mA7 i’ iii7 [\V/Ma7 V7 vi7 Vii7bs
Triads maj = 1,1V, V
min = ii, iii, vi
dim = vii°
Seventh maj’ = [mai7 | [\ymai7
min’ = i, iii’, vi’
dom’ = YA
min’® = Vi’

16




Natural Minor Scale

Ex. 14b
C- pe Eb F- G- Ab Bv
Q 1 ] l)o ] Q
Triads A I b N ®J ] M ) L]
'(\\ Lo DD L =4 D<d Vtg D O V7
S g8 S
R.N. i iio 1 iv v VI Vil
z 5 ) g - < <
o (@) = > 2 = =
= s g s @ = $
S =} =) 5 ) .é_
=} fre
Q
>
c-7 D-7% =2 F-7 G-7 AbuaT Bb7
0 ! I —
Seventh A e i ] i ks i E
[ [an WL 2 D Ld D v D P
NV bh & b
J "o S v
R.N. i7 ii7bs 117 v v7 Va7 VIl
Triads maj = I, Vi, VII
min = i,iv, v
dim = i°
Seventh maj’ = (a7 mai?
min’ = i, iv’, v’
dom’ = VI’
min7b5 - ii7b5

17




Ex. 15

Triads

R.N.

Seventh

R.N.

18

Melodic Minor Scale

C- D- Ebt F G A° B°
/\ O (@) PS4 (@) <>
AN | o [ @] 1 &% [ @] &> [ @) ~F
o+g—8—18 8 =
i i I+ \Y; Vv vio viie
lw) - —_ — o >
% o ‘é_ = g g o o =
@ S = o X x Q 3 o
0 oy o o 2 o Py = g
= > > S5 < < 5 >3
(g} o QL Qo o L
Z N & N o 3
= - D =} h N
3 z =5
= > [N o
—t
D
o
CHT D-7 Epta7  FT G7 A-Tv B-7+
0 | ~ | Q -©
’\‘I D D
AN | 25 1 S
SV hes b —
J "o S v
iMA7 |i7 |||+MA7 |V7 V7 vi7b5 Vii»7b5
Triads maj = v, v
min = i, ii
dim = vi°, vii®
aug = "
Seventh min™’ = jmai7
min’ = i
dom’ = v, vV’
min7b5 - V|7b5, Vii7b5
augmaj7 = “|+maj7




Harmonic Minor Scale

Ex. 16
C- pe Evt F- G Ab B°
Q %)0 <
Triads A" bes S b 8 b8 38
98 88 &
R.N. i- iio [+ iv v VI viio
T g S ) a) = U >
o Q S S =3 s S =
3 S, ) 5 = o 3 3
o = o, = 5 o
@) S =} > a
> Q T+ L I+ Q
=4 =} [ ~ S (o] =]
Q o +
2 o 3 s o
= Q o
= o ] ) J
o =] o
- D
o
CHT D-7+5 Eptm7  F-7 G7 Abua7 Bo7
9 ! e —
Seventh A——g D S D s D S
NV HhS b&S —
J "o S i
R.N. j mMA7 jj7bs |1]+MA7 iv7 V7 V[ MA7 viio?
Triads maj = V, VI
min = i, iv
dim = ii°, vii°
aug = "
Seventh maj’ = V|
minmaj7 = imaj7
min’ = iv’
dom’ = VA
min’®® = i’
augmaj7 = “|+maj7
dim’ = vii®’

19




Harmonic Major Scale

Ex. 17

9
3
v

[
m

\
H

Gmaj Avt

00 =

Triads

oo
000
oo

AP
00

0

R.N.

<
.

o

€q uelphy <

(99 ueiuoj)

Jofen dluowJeH
£9q uelo] S,

Gq uepoq
q ueisAiyd
79 uelpAjoxIN <

(7# JOUIN 21POIBIN)
# paiuswsny uelpAl

Cm? D-7% E-7 F-maj7 G7

>
g
:-

B°7

-©-

J

Seventh

[0000]

B

000 0]
SE
N

Jzh S

ey

R.N. [ 705 iijma? iymal? V7 V| #mai7 viio?

Triads maj = I,V
min = iii, iv
dim = i°, vii°
aug = VI

Seventh maj = a7

minmaj7 = ivmaj7

min’ = iii
dom’ = v’

min’® = i’

augmaj7 = V|+maj7

dim’ = vii®

20



Double Harmonic Major Scale

Ex. 18
Crmaj Dbmaj E- F- Gmaj”® AVt Bisus?”
Q E [0 1+
Triads A bep g bR '8 b8 R
ANV 2 4 . € 5 [ @) ~F
J O O
R.N. | I iii iv \/b5 Vi+ viie
5 S s = = 2 S 3
= = a3 Y o,
e T S o B = 5 o
D ++ > =, QL > S
T N < Y c o
2 1x ®, > ® &
3 o o Z 3 ®
-_— (‘D
o > S [on
=3 o - ~
o - g
I+
N
Cmaj7 Dbmaj7 E-w7 F-maj7 G7” Aptmaj7 Dv7 /B
0 b b g 3 bg
Seventh Aq 1 a2 b a2 b L
SV I S =
J o Qg
R.N. | mai7 | | mai7 iijbb7 iymai7 \/7b5 \/| +maj7 V1|42
Triads maj = I,
maij - VbS
min = iii, iv
dim = Vii®
aug = VI
Seventh maj’ = [mai7 [|maiz
minmaj7 = ivmaj7
min®’ = i’
dom4/2 = VII*2
dom7b5 = V7b5
augmaj7 = V|+maj7

21



More About Seventh Chords

In case you did not understand some of the seventh chords already presented, let’s review
some basic seventh chord formulas.

Ex. 19

=1 3 5 7

) (@)
JTQZ
-

[ Fan) - [ Mo WL
ANV ~ m3 SV N [m3
J o M3 [ © M3

C-7 =1 b3 5 b7 C-T% -1 b3 b5 b7
NV bh VI3 SY VR < M3
[J) V-{:b-]m:), e V*E"]m}}

C7 =1 b3 bS5  bb7 ctMar _1 3 #7

ram; LIWH; -1 r;n\; #Q—
AN\IVJ Vh ms AV4 IH [IVI5
Q) v ©- |m3 U © V3

CMam =1 p3 5 7 C7 =1 3 #5 b7
fASs— " [ fan Y- 14
NV h [IVIS ANV’ ) VI3
Y YO 3 [ © i3

coMat -1 b3 b5 7 C-7# =1 b3 #5 b7
[ (an Y | L : N d‘i'l" s
NV hVae Im3 SV #hH A3
Y VO3 Y TS m3



Relative Major/Minor

Major and Minor scales are Relative when they share all seven pitches.

C Major...
C D E F G A B
2 |
 fan > » L |
D 4 * * - I
...and it's relative minor, A Minor
A B C D E F G
O
& |
\'j, ; F - L4 . - - :
Likewise, C Major is the relative major of A Minor.
Parallel Major/Minor
Major and Minor scales are Parallel when they share the same Root.
C Major...
C D E F G A B
2 |
 fan > » L |
D 4 * * - I
...and it’s parallel minor, C Minor
c D Eb F G Ab Bb
e [l ]
(s i - T — —
v - 4 be * I

Likewise, C Major is the parallel major of C Minor.

Diatonic Triads from C Major and C Minor

" C Dm Em F G Am B°
A" 4 Py 1|
ty 5§ ¢ ¢t +
I ii iii v v vi vii®
Cm D° Eb Fm Gm Ab Bb
9 . b | b .'"; LE I
G vg ] °§ ’$ > ® i
i ii® bIII iv v bVI bVIL

23



Chords for Songwriters

An expanded harmonic vocabulary includes secondary dominants, and chords derived from

parallel minor scales.

Triads

Primary C Dm Em F G Am B°
Cees | i ii \Y Y vi vii°
Sec. V A B C D E

Vlii VViii VIV VIV VIvi
Sec. vii° C#° D#° E° F#° G#°

vii‘fii vii®/iii vii°/IV vii°/V vii°/vi
Parallel Cm D° Eb Fm Gm Ab Bb
R‘A?r:g:a' i ii° bill iv v bVI bVII
Parallel Cm Dm Eb+ F G A° B°
sEels g i blll+ \Y v vi° vii°®
Minor
Parallel Cm D° Eb+ Fm G Ab B°
higimonic i i° blll+ iv V bVI vii®
Minor

Sevenths

primary CMaj? Dm7 Em7 FMaj7 G7 Am7 BQ7
Chords IMaj7 II7 III7 IvMaj7 V7 Vi7 Vii7b5
Sec. V' A7 B’ Cc’ D’ E’

Vlii Vliii VIV VIV Vi
Sec. viio? C#o7 D#o? Eo7 F#o7 G#o7

vii®’/ii vii®’fiii vii°’/IV vii°’ IV vii®’Ivi
Parallel Cm’ D97 EbMa’ Fm’ Gm’ AbMar? Bb’
Noral i i blMI™ v v bVvIMiT | VI
Parallel CmMaj7 Dm7 EbMaj?#S F7 G7 A@? B®7
Melodic iMaj7 II7 bl I IMaj7#5 Iv7 V7 Vi7b5 Vii7b5
Minor
Parallel CmMaj? D®7 EbMaj?#S Fm7 G7 AbMaj? Bo?
,\H/l?r:cr;onic iMaj? ii7b5 bl | IMaj7#5 iv7 V7 bVIMaj7 Viio?

24




Summary of Chords from Major, Secondary Dominants, and Parallel Minor Scales

Triads

Primary C Dm Em F G Am B°
Cheres | i ii \Y v vi vii®
Sec. V A B D E

V/ii VViii VIV VIvi
Sec. vii® C#° D#° E° F#e G#°

vii°/ii vii/iii vii°/IV vii°/V Vii°/vi
Parallel Cm D° Eb Fm Gm Ab Bb
N i i° blll iv v bV bVII
Minor
Parallel Eb+ A°
Melodic b“|+ Vio
Minor

Sevenths

Primary CMaj7 Dm7 Em7 FMaj7 G7 Am7 B®7
Chords [Maj7 i” iii7 [\/Mai? V7 vi’ ViiTes
Sec. V'’ A7 B’ Cc’ D’ E’

Vi V' liii Vv V'IV V7 Ivi
Sec. Viio7 C#o7 D#o7 Eo7 F#o7 G#o7

vii®7/ii vii®’fiii vii°’/IV vii°’IV Vi i
Parallel Cm’ D?" EpMar” Fm’ Gm’ AbMa7 Bb’
Natural i7 jj705 bl|Mai? iv7 V7 bV/|Mai? bVII7
Minor
Parallel CmMaj? Dm7 EbMaj7#5 F7 A®7
Melodic iMaj7 ”7 bl | IMaj7#5 Iv7 Vi7b5
Minor
Parallel B°7
ngmonic vii®?
Minor

25



Modal Mixture for Songwriters

There are 24 Major and Minor triads. These tables show how they each relate to C.

Borrowed from C Major

Major Triad

Relative Minor

Roman Numerals

C Am [/ vi
F Dm IV /i
G Em V [iii

Borrowed from C Minor

Major Triad

Relative Minor

Roman Numerals

Eb Cm blll /i
Ab Fm bVI /v
Bb Gm bVII / v

Borrowed from Parallel Modes

Major Triad Relative Minor Roman Numerals Borrowed from
Parallel

Db Bbm bll / bvii Phrygian

D Bm I/ vii Lydian

Gb Ebm bV / biii Locrian

Secondary V chords and their Relative Minors

Major Triad Relative Minor Roman Numerals V/x

E C#m / Dbm [/ bii Vi

A F#m / Gbm VI / bii Viii

B G#m / Abm VIl / bvi Viiii

26




Basic Triads

Triads contain three different pitches. Basic Triads are built by stacking pairs of third intervals.
The lowest pitch in one of these stacks is called the Root. The pitch a third above the Root is
called the Third, and the pitch a fifth above the Root is called the Fifth.

, m3 dim m3 M3 min M3 m3 Maj M3 M3 Awg

¢ = thg—H hg—3 ¢ 15 Hs tg
Triad Type Interval: Root Interval: Third Interval: Root Formula

and Third and Fifth and Fifth

Diminished, d, ©° [ m3 m3 d5 1 b3 b5
Minor, m m3 M3 P5 1b35
Major, M M3 m3 P5 135
Augmented, A, + | M3 M3 A5 13#5

Inversions are generated by changing which pitch appears in the low voice. A triad is in first
inversion when the Third is in the low voice. A triad is in second inversion when the Fifth is in
the low voice. A consequence of inversion is that the various intervals between the three voices
(Low, Middle, and High) change.

A dim Istinv 2nd inv min 1st inv I2r1d inv Maj Istinv 2nd inv
2 % | -——3 ; 18 |
P~ b b‘ * |=§ s & |
Triad Type | Inversion | Interval: Low Interval: Middle | Interval: Low Formula
and Middle and High and High

Diminished | 1st m3 A4 M6 b3 b5 1
Diminished | 2nd A4 m3 M6 b5 1 b3
Minor 1st M3 P4 M6 b3 51
Minor 2nd P4 m3 m6 51 b3
Major 1st m3 P4 m6 351
Maijor 2nd P4 M3 M6 513

27



Advanced Triads

Advanced Triads are built by stacking pairs of fourth intervals. These are called Quartal triads.

" P4 P4 Q P4 Ad Q+ Ad P4 +4Q
@ ; - - I I'l r ) kY ) L T 1
[ - - - - T.e T e

Triad Type Interval: Low and Interval: Middle and Interval: Low and

Middle High High

Q P4 P4 m7

Q+ P4 A4 M7

+4Q A4 P4 M7

Each inversion is treated as its own unique triad,

and its lowest note is reinterpreted as a new

Root.
) IQ 'sus4 | i.sz IQ+ Lydian I:man | +4Q sus4bs ; ihrygia.n .
Triad Type | Inversion Name Formula Interval: Interval: Interval:
Low and Middle and | Low and
Middle High High
1st sus4 145 P4 M2 P5
2nd sus2 125 M2 P4 P5
Q+ 1st Lydian 1#45 A4 m2 P5
Q+ 2nd Locrian 1 b2 b5 m2 P4 d5
+4Q 1st sus4b5 14 b5 P4 m2 d5
+4Q 2nd Phrygian 1b25 m2 A4 P5

28




Suspended Triads and Other Three Note Structures

Suspended triads are triads in which one member, usually the third, has been raised or

lowered one scale step.

Ex. 20a
C Csus*
4}
A
g —""G6——
Y O ©
Ex. 20b
C Csus®
4}
g
"f‘h - -
SV 24 L 4
J O O

In example Ex. 20a the (E) moved one scale step (major scale) up to (F) creating a C suspended
fourth triad. Example Ex. 20b the (E) moved down to a (D) creating a C suspended second triad.
There are two other types of triads commonly used.

Ex. 21
Clyd A

i

1L
o §
e

P

The (E) of a C major triad is raised a whole step to (F#) to accommodate the #4 of a Lydian scale.

Ex. 22 N
Cous*? A

[ @ a=d
©

AP
P

The Sus4b5 triad is slightly different in that the fourth (F) is raised and the fifth (Gb) is flatted as in

a Locrian scale.
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In reality, certain suspensions such as sus2 or quartal voicing are simply inversions of sus4,
Lydian or Locrian triads. It is because of their distinct sounds that | have chosen to name them in

relation to their actual voicing.

Ex. 23
Csus* Fsus? GQ (Quartal)
0 o
Y o

F“2 s a 1% inversion of C****
GQis a 2" inversion of C***

The Q (Quartal) represents a triad containing two perfect fourths.

Ex. 24 GQ =1 4 b7

g5

Here are some other symbols to know.

Ex. 25
G =1 4 7 GHQ =1 #4 7  GCsws* =1 4 b5 Ferva A =1 b2 5
9 ﬁc PS4
N O U ] 1 O
D —o Toe PO Po©O
[Y) ©

30



Chord Scales

Major Scale Modes

Scale Degree Mode Relation to Major Scale Most Common Use

[, 1M’ lonian 12 |3|4)|5|6/|7 Maj’
i, i’ Dorian 12 b3| 4|5 6|b7 Min? (naté)
iii, iii’ Phrygian 1 b2 b3 4| 5 |b6|b7 Min’, Maja/7

IV, V™7 Lydian 12 |3 |# |5 |6 |7 Maj’#
v, V’ Mixolydian 1123 |4|5]6]|b7 Dom’
vi, vi’ Aeolian 1|2 b3| 4|5 |b6 b7 Min’®®

vii®, vii’® Locrian 1 | b2 b3| 4 | b5| b6 b7 Min”®

Melodic Minor Modes

Scale Degree Mode Relation to Major Scale Most Common Use
i, im7 Melodic Minor 1,2 |b3| 4|5 |67 Min™’
i, i’ Dorian b2 1 b2 b3| 4| 5| 6]|b7 Min? sus49
blll*, blI*™7 Lydian Aug. 1| 2| 3 | #4 | #5 | 6 | 7 | Maj”™, Maja/b6
v, Iv’ Mixolydian #11 112 |3 |# | 5| 6 | b7 Dom™®
v, V’ Mixolydian b6 112 |3|4 |5 | b6|b7 Dom™®
vi°, vi’? Locrian Nat.9 1|2 b3| 4 |b5|b6]|b7 Min®*
vii°, vii’® Altered Dominant | 1 | b2 | b3 | b4 | b5 | b6 | b7 Dom/7Po#9b5#5




Harmonic Minor Modes

Scale Degree Mode Relation to Major Scale Most Common Use
i, im Harmonic Minor 1|2 |b3| 4|5 |b6| 7 Min™ oA/b7
ii°, i"® Locrian Nat.6 1 | b2 | b3 4 |b5| 6 | b7 Min”

bilI*, bIlI*™? lonian Aug. 12 3|4 /|#]6]|7 Maj’ss4#5

iv, iv’ Dorian #4 1| 2 b3 # | 5 | 6 | b7 Min7®#11)

v, V’ Phrygian Major 1 b2 3 4|5 |b6|b7 Dom’sus4b9 #5
Vi, Vim? Lydian #9 1 | #2 | 3 |#4 | 5 | 6 | 7 |Maj"™"™, Maja/b9
vii®, vii®’ Altered Dominantbb7 | 1 | b2 | b3 | b4 | b5 | b6 | bb7 Dim®’

Miscellaneous Scales

Scale Relation to Major Scale Most Common Use
Tonic Diminished 1] 2 b3 4 | b5|b6 bb7| 7 Dim’, MajA/b9
Dominant Diminished 1 | b2 | b3 b4 | b5 5| 6 | b7 Dom3Po#9b3
Whole Tone 1 2 3 #4 | #5 | b7 Dom’#*
Augmented 1 #2 3 5 #5 7 Augh/7Augh
Major Pentatonic 1 2 3 5 6 Maj®”
Minor Pentatonic 1 b3 4 5 b7 Min®*
Major Blues 1 2 b3 3 5 6 Dom’, Maj®”
Minor Blues 1 b3 4 b5 5 b7 Min”, Dom™®
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Chord Families and Their Scales

Major’ Type

Maj” Type Relation to Major Scale Characteristics
lonian 1 2 3 4 5 6 7 susd
Lydian 1| 2|3 # |5 6 7 #4 (#11)
Lydian aug 1 2 3 #4 | #5 6 7 #4, #5
lonian aug 1 2 3 4 #5 6 7 sus4, #5
Major Petatonic 1 2 3 5 6 no4or7
Major Blues 1 2 b3 3 5 6 b3, no4 or7
Augmented 1 b3 3 5 #5 7 b3, #5

Minor’ Type

Min” Type Relation to Major Scale Characteristics
Dorian 1 2 b3 | 4 5 6 b7 6
Phrygian 1 b2 | b3 4 5 b6 | b7 b2, 5, b6
Aeolian 1 2 b3 | 4 5 b6 | b7 b6
Melodic Minor 1 2 b3 4 5 6 7 6,7
Dorian b2 1 | b2 | b3 | 4 5 6 | b7 b2, 6
Harmonic Minor 1 2 b3 4 5 b6 7 b6, 7
Dorian #4 1 2 b3 | #4 5 6 b7 #4,6
Minor Pentatonic 1 b3 4 5 b7 4(11)
Minor Blues 1 b3 4 #4 5 b7 4, #4 (11, #11)
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Minor™ Type

Min"** Type Relation to Major Scale Characteristics
Locrian 1 b2 | b3 4 b5 | b6 | b7 b2, b5
Locrian nat2 1 2 b3 | 4 | b5 | b6 | b7 2, b5
Locrian nat6 1 b2 | b3 4 b5 6 b7 b2, b5, 6

Dom’ Type

Dom’ Type Relation to Major Scale Characteristics
Mixolydian 1 2 3 4 5 6 b7 sus4, b7
Mixolydian #11 1 2 3 #4 5 6 b7 #4 (b5), b7
Mixolydian b6 1 2 3 4 5 b6 | b7 | sus4, b6 (#5), b7
Altered Dominant 1 b2 | b3 | b4 | b5 | b6 | b7 b9, #9, b5, #5
Phrygian Major 1 b2 3 4 5 b6 | b7 sus4, #5, 5
Dominant Diminished 1 | b2 | b3 |bd|b5| 5 6 | b7 | b9, #9, b5,5,13
Whole Tone 1 2 3 #4 #5 b7 H#4, #5
Major Pentatonic 1 2 3 5 6 no 4 or b7
Minor Pentatonic 1 b3 4 5 b7 #9, no b7
Major Blues 1 2 b3 3 5 6 b3, no b7
Minor Blues 1 b3 4 #4 5 b7 #9, sus4, b5
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Diminished Type

Dim Type Relation to Major Scale Characteristics
Tonic Diminished 1 2 | b3 | 4 | b5 b6 |bb7| 7 9,11, b13,7
Altered Dominant bb7 1 b2 | b3 | b4 | b5 | b6 | bb7 b9, 3, b13
Augmented Type

Aug Type Relation to Major Scale Characteristics
Whole Tone 1 2 3 #4 #5 b7 #4, #5
Augmented 1 #2 3 5 #5 7 #2,5, #5,7




Scale Degree Names and Basic Progressions

Scale degree names are commonly used in traditional harmonic analysis. It would be a good

idea to become familiar with these terms for future reference in this text.

Ex. 26
In C major
I ii iii v \ Vi vii°
4]
)4
/\ O
[ Fan) O O e
ANV, O O o
Y o <
(%] [92] (V2] —
3 £ 5 g g £ 2
5 o o o 3, 3 o
=y [Y) o =] o =]
o = 3 [} o 0q
> =. S = —
=. =} —+ Q o
) Q =4 =]
3 )

These scale degree terms apply to all seven note scales with leading tones. In scales
containing lowered seventh degrees, the Leading Tone is replaced by the Subtonic.

Ex. 27
In C Aeolian
i ii° 1 iv v VI VII
4}
"4 - T
y A || by
{es I = DO a4
NV b O D
J o O i
wn wn wn wn
5} c < c 8 c c
=3 ° o o 3 o o
o o Q. o 3 3 =+
= Q o > o o)
=}
o =1 3 ] o 5
=} =. > - (@]
=. =} =3 Q
o ) -]
S ~t+
(s
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Basic Progressions
To better understand functional harmony, it should be divided into three basic subheadings

from the terms above.

1. Dominant Chords: chords which contain the 5t and 7t degrees of the scale. V7, vii’®.

Ex. 28
p KeyofC G7=V7inC
174 S (o) b=
V7 @& S o © o — |
9o o o ©° [ —F——
1 2 3 4 5 6 7 1 2 3 4
Ex. 29
p KeyofC B-7% =vii7®Sin C o o
.o v 0 () -y
VIi7e> 6 o © © ° | %

ANV

J o O
1 2

Note: the 4™ and 7" degrees are the least stable and therefore must be resolved.

2. Pre-Dominant Chords: chords which contain only 4™ degree of the scale

Ex. 30
p KeyofC Fua7 = [VMA7in C
\J Py O
|\V/MA7 G5 S S o ° x> o ;
J o O o L/J_/_.’ —
1 2 3 4 5 6 7 1 2 3
Ex. 31
p Keyof CD-7 =ii7in C
L] v c
7 o o —o —° %
R e ——
1 2 3 4 5 6 7 1 2
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3. Tonic Chords: chords which do not contain the 4™ degree of the scale

Ex. 32
Key of C
p CmT=1M7in C
\J O
|MA7 G = S = o ©
Y o O 0| | '
1 2 3 4 5 6 7 2
Ex. 33
p KeyofC E-7=iii7in C
o "4 =Y
7 @ o o ° =
J o o OL;_L/L/;
1 2 3 4 5 6 7 2
Ex. 34
n KeyofC A-7 =vi’in C .
- \J O ~
Vir _——————
J o O i m



Here is a clearer chart (major key).

Ex. 35
Dominant Chords

PreDominant Chords

Tonic Chords
> \/ —>Vii

| —»iii —»vi > |V—> i
~———_(triads and sevenths function similiary) /

In traditional harmony, the strongest and most common cadence patterns move clockwise through

each group.
Ex. 36
. D-7 G7 Cma”
A ii7 \/7 IVIAZ
(Pre Dom.) (Dom.) (Tonic)
Ex. 37
. E-7 A-7 D-7 G7 Cma7
& i’ = E: A7
)
(Tonic) (Tonic) (Pre Dom.) (Dom.) (Tonic)

In Ex. 35 there are two (or three if the progression is repeated) consecutive tonic chords.

The particular sequence of chords within group should also be noted in Ex. 37 (I - iii - vi)
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More About Roman Numeral Analysis

Roman Numerals are commonly used to describe chords within the diatonic chord systems.

Here are definitions of the two elements used in Roman Numeral Analysis.

Exact Distance: Distinctions between basic triads are indicated by the following symbols:
Uppercase Roman Numerals for Major
Lowercase Roman Numerals for minor
(°) and lower case Roman Numerals for diminished

(+) and upper case Roman Numerals for Augmented

Seventh chords use these symbols:

(Maj7) or (MA7) for chords containing a major seventh interval above the root and

(min7) indicating a minor seventh or (b7) interval above the root.

Secondary Dominant and Diminished Seventh:

The terms Secondary Dominant and Secondary Diminished Seventh chords refer to chords

outside the diatonic key which momentarly modulate to another key.

Secondary Dominant Chords:

Example 38 shows the Secondary Dominant chords from the key of C major.

Ex. 38
I ii iii v V Vi vii®
Cmajor = C D- E- F G A- B®
Sec. Dom.’s A B’ c’ D’ E’ \
S . ; ; not a stable enough resolution
\ \Y \Y \Y \ chord to have a Sec. Dom.
ii iii v \Y vi

Basically, the Secondary Dom.” chord is the Dom.” chord in the key of the bottom Roman Numeral.
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\J . - - o~ _my Py
N ({ [ N[ | ) -y 4 (= [
'(‘\ S MA I\ | 74 \ W 4
()
j 7 7
|mai? V i V

ii  Bottom Roman Numeral

A’ is the V' chord in the key of D minor. So in reality, D-’ functions dually as the

i’ chord in D minor and as the ii’ in major

Secondary Diminished Seventh Chords

Secondary Diminished Seventh Chords are leading tone seventh chords from the key of

the denominator.

Ex. 40

4}

v P -y 3 r_ N Ay — -y
A Chatl C#o7 D=7 o7  ——

= v =

A3V,

[J)

07

The Secondary Diminished Seventh chords in the key of C are:

Ex. 41
| ii iii v V Vi vii°
Cmajor = C D- E- F G A- B*
Sec. Dim” c#’  DHY  EY FH  GHY \
not a stable enough resolution
vii®’ vii®’ Vi’ Vi’ Vi chord to have a Sec. Dom.
ii iii VI V Vi
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Cycle of Fifth and Backcycling

The terms Cycle of Fifths and Backcycling are frequently mentioned in jazz theory. Here are

the definitions and examples of each.

Cycle of Fifths

A progression that is most commonly associated with Dom7 chords (V7) whose

roots move in descending fifths pattern.

Ex. 42

4}

v oy r_ 1 2 pe——— rum =3 ) Sy -—p

/ C7 F7 Bb7 Eb7 Ab7 D7 GbT R7

[a A\ =4 0] PYYY
[J)

Back Cycling

Harmonic movement, usually from a minor key to the key center a fifth above.

~

~
m

(N

Back Cycles and the Cycle of Fifths are terms that are commonly used. Keep in mind, however,

that both devices can be analyzed in other ways (secondary dominants).
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Roman Numeral Analysis and Chord Scale Choice

| have included two common harmonic progressions for purposes of Roman Numeral
Analysis and Chord Scale Choice. The key centers are circled. Capital letters are Major keys and
subscript letters are minor keys.

Ex. 44a
F-7 Bv-7 Ev? Abma7
9 7 RNV =117 —V/7 A7 1
y . 3 I [ I |
oJ
Dbma7 D-7 G7 Cma7 7z
9 IRVALAY Ry 17 \/7 A7 T ]
y.i 1 v 1 1 |
[J]
@ C-7 F-7 Bv7 Ebma7
9 \Vi K 7 —\/7 T |MA7 ]
A 1 I 1
[J)
. Abua7 @ A-7 D7 GmaT B-7 E7alt.
s P/ MA7 =il /7 — L 1 E pe—
o z - yourchot
A-7 D7 Gma” 7/
’? 7 I 7 I [MA7 I ]
[ an} Adorian —Dmixalvdian I ==Y Y [ |
;)_V ~aOiTart T DITrACTYy Uit I IToTart I 1
G > 5
74 ii7 —\/7  — 12V sV ]
y.i 1 1 [ : |
e
-7 Bv-7 Eb7 Abua7
Q vi7 — | N 7 £ T VA7 ]
y i I 1 I 1
eJ
Dbma7 Cu-7 F#7 C-7 B7
,? RVAVLY  — /7  — I Viio? {
(D H H N o ) S [

Bv-7 Ev7 Abma7 @ G-7% Calt.

s

75 /7t

AELE d /
1’ 4 HZ I /7 | [VIR7
AN Il

S
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44

@ E-7% ATalt c-7 F7

\/7Z \/7
A" A"

N

=I\IIA7

<

@ i Bv7 Ebma? A7
';A‘JT' ,

; Bbma7 @ E-7% ATalt D-7 @ Bv-7 Eb7
%‘Jﬂ;\] (aub for VI) { { I I
@ A-7 D7 G-7 c7 @ A-Tv D7alt
0 HHHY] \/7 I EE] \/7 I “7b: I \/7 |
N B0} b | | 1 K4 Vv | 1| | Vv |
%v“ H I i I |
GT# S C-7 s/
,? V7 f —~ I I
'9 i i i I

I IMAZ
I A
|

|

Ab7 s/ Bbwma” /s
@

@ E-7v ATalt @ D-7v5 GTalt

)74 7bh5 I \/7 I 11 7b5 | \/= |
"f‘!\ B I { \"4 { LA I AV AL I
6} | I 1 |
C-70%) E7ait Bbma7 s

Y 1) — —{ma7 = 1
[ fanY | | | 1 |
b.v I | | 1 |

You may have noticed the Ab” as being bll. The reason for this is b7ecause it (Ab7) is a tritone
substitute (to be explained later, so don't panic) for D’ which is ://_u in Bb Major. bll7 chords are
interchangeable for V7 chords when resolving to their respective Tonic Major or Minor Chords (we
will discuss this later in the book).



Basic Rules for Chord Substitutions

Following is a list of some basic rules for chord substitutions. The subsequent chapters

contain additional rules to accommodate the flow of new material.
All chord substitutions may be broken down into three catagories.

1. The bass note stays the same and the chord quality changes.

Ex. 45

Fmaj7 - F7

2. The bass note changes but the chord quality stays the same.

Ex. 46

F7/#5/b9/b5 — B9

3. Complete chord replacement.

Ex. 47

Bmaj7 — G_maj7

Rule I:

For basic chords, any modal extension may be added.

Ex. 48
1. G_7 (dor.) - G_9 I G_ll — G_13
2. D7(mix.) - D9 . Dll — D13
3. Bbmaj7(|yd.) - BbmaiB - Bbmaj7#11 — Bbmaj13

Any of these groups may also combine extensions such as —» G-/*/%,

Rule II: Major Chords

Substitute Major chords own mediant or submediant chord.

Ex. 49
A™7  sub. C#-’ (mediant) C#-’ =A™
F#-’ (submediant) F#-7  =A°
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Rule Ill: Minor Chords

Substitute Relative Major or Dominant Minor

Ex. 50

D-”  sub. F™(relative major) Fmai7 = p-°
A-" (dom. Minor) A7 =p-Yu

Rule IV: Dom.” Chords (V’)

Substitute Dom. minor for Dom. major (must return to Dom. major). This is also called "twoing the
five” because you are putting the ii’ chord before the V’. This is one of the most common
substitutions found in Jazz (Bebop).

Ex. 51
4}
orig A T
‘s L %4
A3V
[J)
4}
sub A D=7 T
[ fan 74 O
A3V
[J)
Also reverse works:
Ex. 52
4}
orig v N=T V.4
‘Aes v -~
A\3Y
(Y]
4}
sub 7L ~7 Py a—— &
S L w4 74 O
A3V
[J)
)
\V4 ~ oy oy ~__ oy oy
or A N=7 Y N=7 =7
[ fan 74 O 74 O
\\3V
(Y
4}
\V 4 ~ oy P oy
or A N=T N=T7 (=7
(s v v O
A3V
[J)
4}
\V 4 o~y ~ S oy ~_ oy ey
or A (51 N=T (=37 N=7 =7
[ fan Y ~4 v O v O
\\3V
[J)
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Rule V: All Chords

Substitute any chord which has a root a tritone away from the original chord.

Ex. 53
0
orig. s —Cwal—A~7 D=7 GT
NV
oJ
7 -y
sub A Eb —Ab Py

Or combine any lines but do not substitute for tonic chord (not yet!).

Rule VI: Dom’ Chords (V')

Substitute maj™ or maj’* built on the subtonic (bvii) of the Dom. chord.

Ex. 54

Both should be voiced in higher registers.
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Rule VII: Dom’ Chords (V)

Substitute min’ chord built on the mediant of the Dom’ chord.

Ex. 55
4}
. \J pr——
orig. A F7
o
4}
sub (i AT =F?
o
(Chord should also be voiced in a higher register)
Rule VIIl: Dom’ Chords (V?)
Substitute Dim’ chord built on bll of the Dom’ chord.
Ex. 56
4}
. \J oy
orig. A GT
\\_‘j
()
0
sub A Abo7 = G"v‘v’
ANV4
[J)

Also the other 3 symmetric dim’ chords and their extensions

Ex. 57
G7b9 — Ab07, B°7, D°7, Fo7

Extensions of Dim7 Chords

Ex. 58  Apo7 (Tonic Diminished scale)

MA9  (Cb) 11 (EbD)  b13 MA7
0 ; be \ o o ho
9 'l b = 'H = PO qO
D t ‘ ]
g | | —
Abe7 chord
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Ex. 59
Abo7

b_o_ ©
[ . o o I)_Q_ — —
)4 1 = © ul
(s PO re —
ANIVJ
()
1 b3 b5 bb7 MA7 MA9 11 b13

Extensions of Dim7 chord.
(happens to be a Dim chord itself)

Rule IX:
V’ chords may replace minors (secondary dominants) to set up a stronger harmonic cadence
(tonicization).
Ex. 60
|mai? vi’ i’ v’
f)
orig. & Coal A=T D=7 GT
' [ £an CMA ~ V=" L 4
ANV
[J)
f)
\ - - o oy - -
sub A Coat A7 N=7 ~7
[ Fan) > MA I ) | 74 \ WA
ANV
[
Imaj7 V7 II7 V7

Rule X: Dom’ (V’) chords

Altered (#9, b9, #5, b5) Dom’ chords may follow unaltered chords when resolving to their

tonic. The reverse is not true. When moving towards the tonic, you need to go from less tension to

more tension.

Ex. 61
[}
. \7 o oy A S G0 ~ -
orig. AT —ATEF D7
A3V
[
incorrect
o .l
m a -“'J nr7 A S I“ 7
H“u'—:)y At Dwa
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Rule XI: Dom7 (V7) Chords

Altered Dom7 chords can be used (even if not indicated) when the root of the chord is:

1. a 4™ higher (5" lower): A7 D™
2. % step lower ATt Ab™
3. aminor type with the same root ~ A’*" A~

4. Y% step higher A7t Bb™ |n

all other instances use Mixolydian or Mixolydian #11 scales.

Rule XIl:

A) When a Maj or Min chord is followed by a Maj, Min or Dom’ chord whose root is a 4™

higher, you may insert a Dom’ of the same root for half the duration.

Ex. 62
[
orig X Coal 7
: [ fan Y CMA " MA
NIV
()
)
sub A T C7 BT
* [ FanY CMA \ ) T MA
A3V
[J)
You may also insert the ii’ chord of the V’ sub
Ex. 63
[a)
orig - —vew & 7
: (A8 _SMA ™ MA
D
()
)
\ - - o~ wy auy — -y
sub A ——( 7 G=1_ (7 | YO |
s —SMA \~4 \ =3 T MA
o
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B) You may also insert a Dom’ chord a tritone away for the same duration.

Ex. 64

orig.

JE s
(
3
>

sub

e St
(
3
>
Q

H

or (b Cwa7  Db-7 &b Fra?
ANV
[J)

Rule XIII

A min® chord cannot be substituted for a min’ (ii-function) unless an altered Dom’ follows, thus
increasing the harmonic tension of the progression.

Ex. 65

wrong A6 p7 G

LY NS WO ~ -y
0.K. W: D TH#5#7 Gual
| 74 7 VA

ANV

[J)

Or in combination with tritone substitution

Ex. 66

~

Q)
b3
M

E:
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Rule XIV:

Min”® chords may be inserted before Dom’ (V') chords in major or minor keys.

Ex. 67a
4}
. \7 -y - -
orig. AGT Ca?
A3V
[J)
sub [ fan Y %4 1 1) Of Cmal
Y
[
or
Ex. 67b
4}
)V 4 oy -
orig l’r‘\\ Ul (’ 7
A3V
()
4}
sub A —PTH5 o7 C=T
(o ¥m b
[J)
Rule XV:

Dom®* (V’) chords can function as dom’’s or min’’s (dorian/aeolian)

Ex. 68
0
5 A/B——= B = FEua? —KeyofE
() /
Y V7 IMA7
0
A A/R——= B-YMH—= FET — KeyofA
:}y ¥
ii-7 V7
0
A AR = Fhjf—> A/R Keyof b(Aeolian Function)
V7 E



Rule XVI:

A blI”® substitution for V’ ™ works because they both share the same scale.

Ex. 69
o
KX —D-o7—— 78549 Co T
N LV ° \ W A S MA
o
G altered scale = Ab melodic minor
0
/) p_"j pb'ﬂls 7
SeMA
o
Db mixo. #11 scale = Ab melodic minor
Rule XVII:
Secondary Dom’ and Dim’ chords may be inserted before their respective resolution
chords.
Ex.70 ) _ _ —
Orlg. N | PV D7 | = § | "V
(o —S=MA p= = I MA
()
o
b AT AT N=T R7  m—p— -
sub. @ CMA Im | 4 D | = " MA
[J)
o
or b Cuml —CHOT [ D-T — D#OT [ 7 Faa?
()

Rule XVIII:

It is common to insert two diatonic chords seperated by a secondary dim”’ chord in places of little

harmonic motion.

Ex. 71
4}
orig X T 7 4 7
' (6N _SMA y.O y.O V.
ANV
e
sub X T D=T N#OT =7
' [ fan WA, 1)) v 74 | e
SU
¢J
|™mai? i’ Vii®’ iii’
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Rule XIX:

Maj’* and Maj’® chords can be subbed for any other chords from the same melodic minor

scale.

Ex. 72 Epmai7s for  C-™ (3,5,7,9) of C-™

Epmai7bs for F13 (b7,9, 3, 13) of F*®

Rule XX: Symetrical Scales

A) Diminished chords repeat every min3™ (4 frets) interval. Therefore, any of the four in

the cycle may be substituted for another.

B) Augmented Chords repeat every maj3™ (5 frets) interval, so the same rule applies.

Rule XXI: Dom’ Chords (V')

Dom’ chords can be moved in min3™ cycles to intersect at cadence points.

Ex. 73

[

orig. [fan N ) A UMA
A\3V
()
[
g may P——— ) - ~ -y

sub. 1 A7 b7 b7 A7 Doal
[ v WA ) | =4 \ wid ™ VWA
A\3Y
()
[

sub.2 A FH#T—FyT CT—A7 Dva”
A3V
()

0
sub. 3 mq"::pﬁ_w_gm"?
w
()
n -y

~
v
~t

sub.4 A _FH#T A7 CT EY Dina
ANV
[J)
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Rule XXII: Modal Chords

Modal Chords can be interchanged (Modal Mixture) as long as the basic integrity of the
chord remains intact.

Ex. 74
G™ (lonian) orig. Gma7/el
G™ (Lydian) sub. Gma7/HL
Bb-’ (Dorian) orig. Bb-*/°
Bb-’ (Aeolian) sub. Bb-7/*
Rule XXIlI:

The cycle of 5™'s (descending) may be inserted for any length in a progression as long as the
intersecting chord has either a V’ or a bll’” relationship to the resolution chord.

Ex. 75
0
oreg. (P (Al Cwa
A3V
[J)
4}
sub. 1 AT AT N7 T Caoal
) [ fan Y ™ /m | 74 LW CMA
A3V
()
sub. 2

C@ED
ﬁl

(

3

|

55



Rule XXIV

Bitonal chords from the Dominant Diminished scale can be subbed for one another.

Ex. 76
G13/b9

/® G Bb Db E

Ab B D F

Db E G Bb

MajA ) < @ G Bb Db E

su

Bass ©) E G Bb Db

G Bb Db Eb

@ Bb Db E G

\ G Bb Db E

/® G- Bb- Db- E-

Ab B D F
Db- E- G- Bb-

MinA ) < @ G Bb Db E

su

Bass © E- G- Bb- Db-

G Bb Db Eb

@ Bb- Db- E- G-

> G Bb Db E

Rule XXV:
A) Wheninaminii’™ V’ i’ progression, an altered Dom7 chord must be used.

B) All secondary Dom’ (V’) chords resolving to minor must have an altered V’ chord

Ex. 77

V7
|™mai? ii i’ v’

-
-

T
~

~
A 7 A~

¢

must be altered in some way
becauseit's resolving to C-7
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Rule XXVI:

Any chord can be replaced by another chord from its family.

Ex. 78
[}
orig. fes V™ OF CMA_
ANIVJ
[J)
[}
sub A MAT R T#5 =_7
[ fan Y | | L4).) | —
o
scale: F mel. min Ab mel. min Cionian
Rule XXVII

Dim’ chords that resolve to min’ chords one % step above can be replaced with a i’ V'

progression from the key of the min’ chord.

Ex. 79
0

orig. e Faml——F#07 G=7 c?
NS,
[J)
0

sub. AT A=TV5—"DT.1% ~=7 T
AN 1 MA A ) | 4R 71 1% \
N3,
()

Rule XXVIII:

Any chord whose chord scale contains the melody notes of a particular measure can be

substituted.

Ex. 80
F-7 Bv-7 Eb7 Abma7 Dbma?
0 . .
orig. 'Ci’mu iDO bf 'DJI Ia O
U + I
Dua7#1  GH-1 D#/B  BY®  C/F# Bua7#"
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Rule XXIX

Triads and Sevenths (V’) over Dom or Tonic bass notes are very common.

Ex. 81

) V7 ) )
|me _ i \
1]

[4)

ori é’ F 7 N7#% =7 CT

g A~ V" \ =4 \ i
ANV
[J)
4]

/ A/ CT?
sub. b BP/C DbJC | Absus*/C C’

[J)
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Triads Over Bass Notes

Triads over bass notes are used extensivly in contemporary jazz and classical music. The
triad can be of any quality (maj, min, dim, aug, sus, lyd or loc) and inversion.

Ex. 82a
G Triad
F# Bass Note
% 6 Triad
#S  F#Bass Note
Ex. 82b
A- Triad
Bass Note

% A- Triad 1stinversion

G# Bass Note

The seventh chord over a bass note looks like

this: Ex. 83
BbMA7b5
A
hi: 18° BbMA7bs5
o
- A Bass Note

The seventh chord may be in any inversion as well.
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The polychord differs from the triad over bass note by the presence of a triad or seventh
chord on both the top and bottom.

Ex. 84a
Da
Eba
#& D
g bﬁﬁ Eb
Ex. 84b
Fita
E-a
h ”n
& oS
Y o E-
O

To indicate the presence of a triad, a A (triad) symbol should be used.

Seventh chords over triads or other seventh chords are impossible to sound simultaneously on the
guitar because of the six string limit (on most guitars).

In some instances their effect can be achieved with a triad over triad or seventh chord over
bass note.

Ex. 85

JES s
dH ot

The G of the E min chord dually functions as the third of Emin and the b7 of A-7.
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61

Many times the root and fifth are sufficient in giving the sound of the bottom triad.

Ex. 86
An Ba Dba
g Gla) . G(a) PRCIVN|
\ L P Pas .b¥
& I8 +8 Po
o ©°© T <> Ko ¥
o o o



Triads and Seventh Chords Over Bass Notes and Polychords

Key of C: C triads over C bass notes not included, because they are simply triads. The last row of

generic chord names will help you when encountering these same relationships in other keys.

Generic Chord

Triad / Bass Name or
Chord Type Interval Interval above
Chord Name (Seventh or Mode) Relationship Scale(s) Top Triad
Db Db™’  phrygian b9, 11, b6 Phrygian MajA
C 7 Phrygian Major Maj7
Db- Db-""  galtered b9, 3, #5 Phrygian Major MinA
C 7 dominant Altered Dominant Maj7
Db° Db°™”  dominant |b9, 3,5 Phrygian Major DimA
C 7 diminished Dominant Diminished Maj7
Db* Db™*  dorian b2 b9, 11, 6 Dorian b2 AugA
C 7 Locrian nat 6 Maj7
Dbsus Db™¥7"*  |ocrian or b9, b5, b6 Locrian sus4A
C 7 altered dom. Altered Dominant Maj7
Db DbY™a”  phrygian b9, 5, b6 Phrygian Lyd.A
C 7 Phrygian Major Maj7
Db"* C Dom.Dim b9, #11, 5 Loc.A
C Maj7
D D’ 9, #11, 13 Lydian (Augmented) MajA
C b7 Mixolydian #11 b7
Dorian #9
Tonic Diminished
D- D-’ 9,11, 13 lonian MinA
C b7 Dorian b7
Mixolydian
Meloldic Minor
lonian Augmented
Tonic Diminished
D° D-"° 9,11, b6 Aeolian DimA
C b7 Mixolydian b6 b7
Locrian nat 2
Harmonic Minor
Tonic Diminished
D* C/P5 nosrd 9, #11, b7 Mixolydian #11 AugA
C Dorian #4 b7
Whole Tone
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Generic Chord

Triad / Bass Name or
Chord Type Interval Interval above
Chord Name (Seventh or Mode) Relationship Scale(s) Top Triad
Deust (C5/9no 3rd 9,5,13 lonian sus4A
C Dorian b7

Lydian

Mixolydian

Meloldic Minor

Mixolydian #11

Dorian #4

Pentatonic (Major)

DY CE/o/#11no3rd 9, #5,13 Lydian Augmented Lyd.A
C lonian Augmented b7
D' Abma7/bs 9,5, b6 Majb5
C 3rd 3rd
Eb c-’ b3, 5, b7 All minor scales MajA

C without ™’ 6
Eb- c-** b3, b5, b7 Locrian MinA
C Locrian nat 2 6
Locrian nat 6
Eb° c’ Dim’ b3, b5, bb7 | Tonic Diminished Dim’
C (Altered Dom. bb7)
Eb* c-ma7 Min™ma? b3, 5, 7 Meloldic Minor Min™’
C Harmonic Minor
Eb** C-®  aeolian b3, b6, b7 Aeolian Min”/6/(#)
C Altered Dominant
Eb"e c- dorian b3, 6, b7 Dorian Type Min*?
C Meloldic Minor
Eb"" core b3, #5, 13 Tonic Diminished Dim°®*
C
E cras Augm’ 3,#5,7 Lydian Augmented Maj’/#
C
E- cmai7 Maj’ 3,5,7 lonian Maj’
C Lydian
Major Pentatonic
Major Blues
E° c’ Dom’ 3,5, b7 Mixolydian Dom’
C Mixolydian #11
Major Pentatonic
Major Blues
E* c 1,3,#5 Whole Tone AugA
C
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Generic Chord

Triad / Bass Name or
Chord Type Interval Interval above
Chord Name (Seventh or Mode) Relationship Scale(s) Top Triad
sust cmai7/e 3,6,7 lonian Maj*
C Lydian
Lydian Augmented
gV Twelve 3,b7,7 Chromatic Scale
C tone
E'oc Ci3(nes) 3,6,b7 Mixolydian Dom®
C Mixolydian #11
Dominant Diminished
F F 3,5,7 Major Type MajA
C 5" P5
F- F- Dom b3, 5 Minor Type MinA
C 5 Tonic P>
Fe CraiT/is/suse 4, #5,7 Aeolian DimA
C Harmonic Minor P5
F* /o2 4,6, b9 Dorian b2 AughA
C Phrygian P5
Phrygian Major
Feust cQ 4, b7 Dorian Quartal
C Mixolydian
Fvd cQ+ 4,7 lonian Q. Aug
C
Floc ce 4, b5 Locrian
C
F# C7/oo/es b5, b7, b9 Dominant Diminished Dom®/*°
C Altered Dominant
F#- C13/oores b9, 13, b5 Dominant Diminished Dom?!¥/°9/*5
C
F#° c° 1, b3, b5 Tonic Diminished DimA
C
F#* covs b5, b7, 9 Whole Tone Dom®*®
C
Faust Twelve b5, 7, b9 Chromatic Scale
C tone
Fave C7/bo/v5 b5, 1, b9 Dominant Diminished Dom?/09/%5
C Altered Dominant
F'c cmair/it b5, 7, 1 Lydian Maj”/#
C Lydian Augmented
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Generic Chord

Triad / Bass Name or
Chord Type Interval Interval above
Chord Name (Seventh or Mode) Relationship Scale(s) Top Triad
G CMA9 no5th 5' 7' 9 lonian Majg no 5th
Lydian
G- c® 5,b7,9 Mixolydian Dom’®
C Mixolydian #11
G° c° 5, b7, b9 Dominant Diminished Dom’"*°
C
G* c-ma7 5,7,b3 Meloldic Minor Minma?
C Harmonic Minor
G csus? 51,2 lonian Sus?2
C Lydian
G Twelve 5,b9,9 Chromatic Scale
C tone
G"© (ol 5,1, b9 Dominant Diminished Dom?/*
Ab c-° b6, 1, b3 Aeolian Min”/*®
C
Ab- Comai7/e13 b13, 7, b3 Tonic Diminished Dimma7/613
C
Ab° Comai/o/b13 b13,7,9 Tonic Diminished Dimma7/e/b13
C
Ab* CcMA#S #5,1,3 Whole Tone Maj*
C Lydian Augmented
lonian Augmented
Ab*** Cl7Ve9/HS /S #5, b9, #9 Altered Dominant Dom?/#5/bs/#
C
Ab"* C-o/e® b6, 9, b3 Aeolian Min®/*®
C
Ab' Twelve b6, b9, 9 Chromatic Scale
C tone
A cl3me 13, b9, 3 Dominant Diminished Dom®¥/"
C
A- c® 13,1,3 Mixolydian Dom"
C
A° c° 1, b3, b5 Tonic Diminished DimA
C
A C13/susd/b9 13, b9, 11 Dorian b2 (Min)
C Dom 13/sus4/b9
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Generic Chord

Triad / Bass Name or
Chord Type Interval Interval above
Chord Name (Seventh or Mode) Relationship Scale(s) Top Triad
A co° 6,9,3 lonian Maj®”®
C Lydian
AV cL3/# 13, #9, 3 Dominant Diminished Dom?*¥#
C
Al c-%° 6,9, b3 Dorian Min®?°
C Meloldic Minor
Bb co/n b7,9, 11 Mixolydian Dom**
C
Bb- C7/sus4/b9 b7, b9, 11 Dorian b2 Dom7/sus#/9
C Phrygian
Phrygian Major
Bb° (ol b7, b9, 3 Dominant Diminished Dom”/**
C
Bb* cos b7, 9, #11 Mixolydian #11 Dom®®®
C Whole Tone
Bb™s* c-t b7, b3, 11 Dorian Min™!
C Phrygian
Aeolian
Bb"* C7/oust/3 b7,3,4 Mixolydian Dom7/sus4/
C
Bb'" c’e b7, #9, 3 Dominant Diminished Dom’/#
C Altered Dominant
B comai’ 7, b3, b5 Tonic Diminished Dim™’
C Maja
b9
B- cMhoril 7, b3, b5 Lydian Maj*/#
C
B° Cmai7/olsusa 7,9, 11 Harmonic Minor DimA
C b9
B* c-ma7 7,b3,5 Meloldic Minor Min™’
C Harmonic Minor
Bt cmai/i 7,3, #11 Lydian Maj’/#
C Lydian Augmented
B Chromatic 7,11, #11 Chromatic Scale
C scale
Bloc. Cmaj7/sus4 7, 3' 4 Ionian Maj7/sus4
C
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Ex. 87

E
C b6 (min6 above E)

What we have is a major triad with its b6 in the bass. The b6 is in relation to the note E (above it).
The interval on the bottom will always be that interval above the tonic of the triad (E in this case).

Now that you are thoroughly confused, let’s look at it in a few more keys.

Ex. 88
_E_ MajA Majtriad over its b6 in bass
C b6
L _ A __H _ Mia
Bb ~ F D b6

These also all happen to be Maj’* chords as we can see.

Ex. 89
E _ EGHB _ CEGHE _ m
C C 1347
In many cases | have indicated a mode name in the Chord Type column. The Dbeor

chord example is named in two ways:
1. asaDb™ chord with Cin the bass

2. asa C phrygian chord
Although | personally believe that all chords should be named in relation to their bass note (in the

case of it is a type of a C chord, not a Db™37 chord in inversion) the other approach should
also be recognized. The scales in the chord scale section are related to the bass note.

Ex. 90

- C phrygian

C phrygian major
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Reharmonization and Chord Substitutions

Before going into some actual reharmonizations, let’s briefly discuss a few tradi-
tional substitute patterns.

Throughout the course of Jazz history, certain compositions have produced a variety of harmonic substi-
tute patterns. Works such as "Giant Steps", "Countdown", "Ladybird" and "Blues for Alice" are all tunes which
contain such harmonic substitutes.

The terms "Countdown Changes" or "Bird Blues" are examples of Jazz lingo referring to specific substitute
patterns in todays jazz scene. Let’s examine some traditional substitute patterns.

"Countdown Changes"
The tune "Countdown" by John Coltrane was first released on the album "Giant Steps" in 1959

on Atlantic SD-1311.

"Countdown" is based on the harmonic progression of a Miles Davis composition entitled "Tune Up". The basic
principle of chord substitution is as follows:

Ex. 91 i’ v’ [mai?
, D-7 G7 T
"Tune Up" 'I\é ey Sy Sy S Sy S — ey ey Sy —
eJ
o D7 BT AT BT Em? GT CwT
"Countdown" 'I:_\l“ ey ey S — — Yy Sy S — ——
o I ;
Depart » Return
Roman Num.= i’ blll’ bvI™” VI ™7 v’ | a7

_Imaj7

This Progression may be inserted in any tune with a four bar ii-V’ progression regardless of

what the rhythm section is playing under it.
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"Bird Blues"

A "Bird Blues" is a chord progression derived from the tune "Blues for Alice" by
Charlie Parker. It is based on a twelve bar blues and uses a series of ii-V substitution.

Ex. 92a
ori A4 71 y 4 y 4 y .4
g. @ 1 y L y L y L
[J)
\y - oy o~y
A Rb V.4 o N7 it
(e p¥*? v T U'alt
()
v - > N r 1 1 r_w A —_— -y ey
A ~=7 C7 DT7.1¢ (=T 7
(a0 | w4 \ >3 | vV'ait O \ >3
[J)
Ex. 92b
) v
j7 ++7b5 7alt 7 7 7 7
[m ii Vv’ ii ii ii Y
sub. AT 7T — =TV AT 1E N-7 ~7 ~=7 =T
(o, = Nait 74 | | w3 !
()
7 7 7 =7 7 7 7
| i Vv ii Vv i V
v - -t -y a -y Al -y
7 A=T DY Ab=T 95‘7'—_
‘W} —DV=t—Fb/ ~ | VA Y o 4
[J)
7
(F) v
i’ 4 I’ i’ i’ vV’
\J - pr—p— ) - oy oy
A ~=7 ~7 E7 D71+ (=1 7
) | w | o ! vV'alt O \ =
[
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Advanced Reharmonizations

To demonstrate advanced reharmonizations, | have tried to incorporate as

many substitution rules as possible.

Additional rules will be presented throughout this section in order to address the new harmonic
situations encountered. The type of tunes used for reharmonization fall into the categories of
Blues, Rhythm Changes and two "Standard" Jazz forms. Because of the high concentration of

Blues-form tunes, | will begin with more of its variations.

Blues
F Blues Basic

(o)

\7 r—p—

A 4 =/ 7 7 V.4
[ £anY ] yL y L y L
SP 4

[J)

)

)V 4 - -y
N b LY 4 b= 1 g
[ £an pv? VAo ' 7
A1V
[J)

)

\ oy - oy pr—p— ~ oy - oy oy
N gy 4 ( =/ =/ )/ | Y | R 4
[ £an \ O S A ) ] | 74 A\ 4 A )
SV
()

Substitution Characteristics
F Blues @

(o)

\7 oy - Py, oy
/N > | W | b RO/ Vadiihy 4 | gy 4
[ £anY ) DY’ D | ] |
ANVJ el
[J)

)

\7 PPy P oy § o g
N Rbh/ Rh/ RO/ | = DY/ 1L
'(\\ | O LA pv’? D L) JA™>) | VA 7i10
[J)

0
A ~=7 =T =T DT 1L (=T T
[ £anY \ & | ] VvV il \ 4 A )
J

1. Basic Bebop Blues

107

going to the ii’ chord (c-’) in next measure. Rule XVII
7
- B in bar 5 is actually an F*’ resolving to c - This is a common delayed resolution

technique and is used many times in ii — V’ — 1™ for the first 2 beats (or bars) of the I™’

chord as demonstrated in this example.

-B”inbar2is -
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ii7 V7 iomaj7 Imaj7

it
[rl
21l
mh
3

hs
e
M
]

MA'I

M

F Blues @
# F'j 7 RO7 =7 | oy 4 ﬁtBJ':
/ — 1 D | >3 I
ANI VA 3
()
) 4 P - poey 5 o -
A Rb7 Rb-7 =h7 ET/A D7 IL
[ fan DY DV = /M V'ait
A\IVJ !
[J)
-y - — -y Al Sy - 4+ -y
ﬁm:@.l ~b7 E7 Ab7 IDbl ~b7
L ' /o 4 | L
A3V
[J)

2. The second Blues is still a Bebop type blues with a few modifications.

- F#-"to B’ in bar 3 is a tritone substitution in the key of Bb with its i’ chord in front of it.
Rule XII part2

-Bb” to Eb’ in bar 6 is actually an Eb” to F’ resolution with the supertonic chord (Bb-’) in
front of the dominant. This brings up a new rule.

Rule XXX: Dom’ chords

Dom’ chords that resolve to Dom’ or Maj’ chord a whole step above.

Ex. 94a

4
X —bTiv5) 7 ar 7 177~
[ [anY | =g I MA v | il \ ! N, )
SY M Lt
[Y)

F mixolydian = Bb maj
Eb mix#11 = Bb melodic min F ionian =
F maj
A alt. dom = Bb melodic min D aeolian =

D phrygian = Bb maj

-y r_N -y
{2]£ V) [
it | 74




Ex. 94b

4]

\I o Sy

A\ AW PS Rbh, /7
[ £anY 1\ dit DVYMA”®
A1V

[J)

174 - ey -
y i AT IE E 7 ar £7
(es—Atalt mal—0F 1
\N\IV
eJ
)
v -y a -y
y . =h7 A=T
(es—LV /)
N3V
eJ
v -y a -y
ya A=T
T o}
\N\IV
eJ

The main reason that these progressions work is because of the strong resolution tendencies of
the Db, Bb and Eb (b7, 5" and root) of the Eb’

Ex. 95a
Eb7 Fmaj7 (F7)
h 7|
YW Y7 1 hey O
P 4\ = h” &8 [ Q] neS
[ fan VR T < 3 L
o 1T VO 5O fo—
bvil’ a7 (1)
Ex. 95b
Eb’ Bb™
h 7| L
Y V7 1 hey 9 ey 3
N = b’ &S <« ¥
N 2 V1 7 <« 7 M
AN\a v bho 7 PO
o 7 o O3
Iv7 |maj7
Ex. 95¢
Eb’ A" orthe 9" of Eb’ to 5" of A-/
h 9 | 5
Y b7l beéS <« o 11
A__""HhV S 4P 3 S
[ (an W A [ @) g
o R PO ——or o

w

72



F Blues @

7 R7 =7 AT N7 7~ 7 o 4

7 D  m— o | 7 | & AL L W |
oJ
\I 4 - —— gy
2 Rb7 =7 1F E7 A=TV5 D7
[ £anY | O L4 | S/ ] Y o W
A1V
()
\I _— ey -—p - > oy
/\ =y § (L . WENTH D/ & (o 1’t ( ["t
[ £an) LW 4 A>3 A4t vV aiv A\ >4
ANV
()

3. The third Blues begins on the bll” chord employing a cycle of 5™ substitution (Rule XXIIl)

and is intersecting with the Bb’ chord in bar 5.

- E®"js used in bar 6 as a tritone substitution for Bb”!

bS)

- the turnaround A’ D" G=" C"*" is a IlI” VI” II” V’ Dom’ cycle substitution for the usual I’ VI’

ii” V' progression.

Rule XXXI

Dom’ chords can replace either major or minors.

Ex. 96
4} )
\J - - o oy ~y \J Ly ) ~y
P 4\ | PV | AW Do/ (= { P 4\ (( AW D/ (= {
[ £an S MA ™ | Vil L W A = 10 A~ ™\ | VA L W A
[J) [J)
j 7 7 7 7 7 7 7
a7 \ ii Vv I VI Il \
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Rule XXXI cont.

Ex. 97
\I - -y a -y -~y
N (., { Nea [ D/ (=
[ fanY A% 1)) I\ | Vil \ W4
ANV
[J)
Imaj7 Vi7 II7 V7
ﬂ becomes ﬂ
)
v r ] -y rw_ A -~y
N o [ FA W Do/ ([
N | = ™\ | Vil -
NV
eJ
7 7
iii’ Vi i’ V
ﬂ becomes ﬂ
\J Jr—— o oy -
N = ( .]F N[ 01F | A WA ([ 14
l(\'\ - Uit ™ div air N dil
[J)
n’ \ik 1K vV’
F Blues @
. S v 4 =715 AT 1L D=7 ~T 7~_7 | iy
[ fan Y A I MA™ | S M adil | VAN \ W A | Ui | il
ANIVAES 3
eJ
\J . o [ —— - pry
N b/ Rbh./ b/ N | Y/ Ab _7 Db‘l
[ fan) DV | 0 L dmild | == ™ | 74 =17 d
ANV4 V)
[J)
Y oy ay R - ) R
V4t y gy 4 | G | gy 4 Db‘l N/l =/
[ £arnY \ W A ) | S M I o 4 | -
A1V
[J)

4. Blues #4 is commonly called a "Parker (Bird) Blues” or "Altered Blues” as we discussed

earlier.

The following turnaround is common in modern jazz.

Ex. 98

11
i
N

>

5
7
ANV
y,
VL bl bVII

Any or all of the chords may be made maj’ if desired.
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F Blues @

\J - P -

x Fl Fb‘l | | _775 Fo-dy ANTH Vel 4 b/ Abh 4 R/

’ | V4 V2L ait | O | - M\YMA

NV 4 bl
oJ
\I -y =) Sy -~y r-w A
V4t b/ =D/ Y, -y 4 D/ Db 7 Epl ”
N | 014 ” ™ | 74 D
NV =
eJ
\I " -y y) al A y ey
P 4\ NADee [ | | !bi 4
N o LA I /\_ A:SQS 16 b u,t
ANV 7 4 4
[J)

5. Blues #5 uses some interesting devices beginning with the cadence:

Ex. 99
0 =
;#Q:Ebt:m GT4lE =7

At first it looks deceiving but at a closer glance it makes more sense. The Eb’ chord in bar
one acts as a bll” tritone substitute to D-"** (which is actually a substitute for Bb’® in bar
[Rule VII]).

The D-** moves to G’*" and then to C-/, a substitute for F” (Rule 1V). The next substitute
is based on John Coltrane's "Countdown Substitutions” discussed earlier.

Ex. 100
[4)
¢ C-7 BV Abuwa? BT Bb7
(e MA | B D
Yo I I I =
m3 Resolve m3 T.T. Sub. Resolve
Ex. 101
4]
Whjﬁwf’/{: Chilt
o

This turnaround is a dominant pedal point that works on a modal modulation principle.
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F Blues @

17 A /— " p—)
4 Adddo | =y ~b/r

M—Fﬂm AT/ c/Tr v/

oJ

£ b4/ — c 5
ﬁn—AVsns\ VA I~sus T

eJ

7 o — —
2\ (~=7 V6 Rb /D | o /and mlﬁ

{es ‘ DY/D | A Ao AV/C—D?/C——
ANV 7 7 1 4/
eJ

6. Blues #6 uses a tonic pedal (bars 1-7) as well as a dominant pedal for the turnaround

Ex. 102
4]
& F/C Db/ | AvC Br/C
}\J‘V 7 7 Y B 7

You should play through every progression to gain an aural familiarity of each. The smart
musician will learn how to combine the progressions in different ways. In addition he / she will
create new reharmonizations based on the rules previously stated. Remember, all of the
measures between different progressions are interchangeable, provided the bassline and voice
leading are logical.




Rhythm Changes

Rhythm Changes is a term coined for the chord progression of George Gershwin’s "l

Got Rhythm“, The progression has provided a basis for many standard Bebop tunes. The most

common harmonization of Rhythm Changes is:

Ex. 103

A,

P
=/
]

~
A3

g,
(= ]&
N7 diL

o~y
D=/
| 74

pr—p—
=/
¥

~
A3

oy
(= [ .]&
A\ AL/ 19

Rb.
(e D"MA

| &
T

o~
N

(=T 1E
O ait

Rb /=
DY /T

=o7

Eb..
Y MA

pr—p—;
=/
]

7~
A3

L~y
(= ]&
A\ AL/ 19

o~
D=/
| 74

pr—p—;
=/
¥

-~
N

L~y
(= .]&
\ AL/ 19

Py
[ £anY DYMA

Dt
DY MA

=
1

-~
A3

Rb/C
DY /T

G7)

(D-7
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As you probably have noticed, the I™ VI” i’ V’ and iii VI” i’ V’ progressions comprise a large
portion of this harmonic progression. That is why this progression is commonly refered to as a
"Turnaround” progression. Here are some examples of substitute turnarounds which may be
employed in the first four bars of any A section in Rhythm Changes.

Ex. 104

original —Bbual——GT—FC-T——F7 I Bowa?l——( D=7
| 1 1

| DALY Y | 9 | .~ A )

MA | R, > | B4 | B4

B, PN | eed— " { W | oo
TAL] - (1 e B DAL [ e e e R

BEEFROARGE®ANOEOO®I@DO®OEO
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Rule XXXII

When creating triad over bass note substitutes, pay particular attention to the movement and
voiceleading of the upper triads. They shoud move in the strongest direction of resolution as if

there were no bass note below.

Ex. 105
[
#Bﬁ:gb = GH/E R7/F
VA ul \ ViS4 ul | 0.7 A ul
w T T LA T
() | 11 11 |
I 1 [} 1
m3 V. ——» (V) ——— (V)
Db ——» Gb = \Y,
= \Y,

Gb —> B

strong cadence of upper triads

You should also keep in mind the relationship of the bass note to the chords and how they move in

terms of cadential direction.

Ex. 106a
4}
ﬁv B‘p (‘ﬁ 1~ A/l R7/c
e
' ’ ' :
Bb G7/b5/b9 C13/b9 F7/b5/b9
I VI’ 1 v’
Ex. 106b
4}
#BW:Q}; = GrE R/F
D / 'I | i U"l | i U’I |
¢J
' ’ ’ ’
Bb Dblst inver. G bmaj7 F7/b5/b9
I bV bVI v’
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The Bridge of Rhythm Changes

The Bridge of Rhythm Changes uses a simple four chord cycle pattern over eight measures.

Ex. 107

o)

" e e

A D7 7 o7 7
(S 74 y.o L v 7~
A3V

[J)

4)

" ~r ——

y . C7 7 =7 7
{2y < 7+ | 7+
A3V

[J)

Since there are many approaches to this progression, | have isolated a few of the most common.

The ii” V’ approach

~

)
~

gt
st

)
~

=
»
\

G)

\Y

A

~

Q)

T

~N

P
%)

('\

)
~

—
»
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™~

\
™~
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»
B

N
N

\Y

)

>
A

-~

-~

B

=T

B

Ly

=T

mn

4
A )

n1

I O
A )

I'd
A )

You may use any combination of i’ V’ as long as the V’ chord is returned to (Rule IV)

Next is an example which uses altered Dom’ chords.
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4}
y. N7 1¢ 7 =7 D=7 (=T
[ £an) vV il o \ W4 | 74 \ Al 1%
ANV
e
)
. S—— 4% 12 ~=T CTit = 7{p5) 7 #5/#9)
N A3 A\ ) L | ] ] aiv 7
ANV
[
Using Tritone Substitutions
Ex. 110
0
&A=’ D7 Ar=7 b7
ANV
e
4}
\J L~y Ly — - o~y
2 =T CT EH#=T R7
[ Fan) A\ 4 A\ ) | | B
ANV
[
Using the Cycle
Ex. 111
starts in same place
0 — — — — — — =
2 N7 (=7 CT =7 Rb7 =b7 AbT 91)1
[ fan | 74 A3 ] | 914 | —_ ™\
ANV
[
ﬁtritone away from C finishes in correct spot
X—pT R7 E7 AT D7 (eva CT E7
@ A\ A4 | B | — ™ | 74 A\ 4 A3 |
¢J

Any of these chords will also work.

Ex. 112
Chords Mixolydian
D’
F;bs
A7
cmev
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Mixolydian #11
D7b5

A_maj7

B_13b9
Cmaj7#5

E7b6

F#_9b5
G#7a|t

Altered Dominant
D7/#5/b5/#9/b9

Eb-m27
1309
Ghmai7#
Ab7
Bb”*®
C-%5



Ex. 113

G7 G7b5 G7/#5/b5/#9/b9
B-7°° D-ma7 Ab-m37
D-’ E-1309 Bb-13*°
Fmai? fmai7s Chmai7#s
AT*® Db’
B-%" Eb™®
cHy" 95

It’s your job to figure out the substitute changes from the modal scales of both C’ and F’.

Using Triads Over Bass Notes

D>

)
m
QY

;

E>
0
‘@)
b
P
~\\I
a1
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Reharmonization of Standard Forms

Reharmonization No.1

Bb-7vé C/Dv G/EY AbuaTH

F-7v%

sub

\ A" MA

=b7y
=

Y oy
[ RD=/{ )

\ DY

-
[ b arf Y
\!

)’ 4
N\
[ £anY

original

Gsvs* /E

Asvs* /AP

G/Av

[ (/Y
\ N/

G7sus*

Db/C

A
J

(
\ S MA

A
J

(
\ SMA

P
[ D)= [ Y
\ V¥V

MA

AT /ED AV/ED  G/CH

F-7%

G-

\ k=" MA }
Ev7

RbETH
DY

=y
[ b Y

-
[ (={ Y

A-1l Fémal?  Gma? Bv-7

C-7%

——
[ A
| -

o~y
[ e/ Y}

3
]

[

(>
L OMA

(D YSYVEA)
¥ diL )

B/D

A

174
7.
(S
\\3V,
[J)

3
J

C/D

G/C#
CTalt

GmaT?

A
J

[
\ NIMA

A
J

B/A#

\LMA

[ DVAR)
\ V¥V

F/8

-
[ N/ Y

W

F#-Tv6

el
[ Ab/[#F Y

oty
Y

o~
[ RIY

\ D

G/EY Av/G

Bp-7+%

F-13

3
]

Ab,,
L AAYMA

ey
[ =D/ Y

\

| -y

Rb=T
U'

B/C#
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[ e Y

\

Dv/C

G/Ab

G-

ROTH

\

| B

=T

-~

G-T% Gb7%

G/Eb  Gh/Ab

D/Eb

Bb-11

oy

[ L&)

N Uit j

=TV
| w4 1

A" MA

-y
[ =D/ Y
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e’

Pl -p
[ 1RD=( )
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sub

original

84

Reharmonization No.2

BOmaT# A7alt Ebma? Fsus*/A
4
KA1 ==Tv5 AT D =7 =7
(g - ] —Aait} W > ] | )
()
F-7 F#7 Bua7  D7Gma7 BV Ebwa7 AVTY#
[
X =T RETH =b. 7T —AbTH
(&5 ) DY) | ) A )
eJ
EY/D G-¢ C™ Fmat? Bv-7 Eb7
o
T ==TY5 AT D=7 Rb=T EbTY
(o \DYma—) = Altait) . 7 ) D" =)
eJ
Fe/p DT# G-7 G-T/C EbtmaT? Av13v5
N . — —_
& (Fmal D7 (G=T—CT)  (A-T") (D7)
N3V
eJ
Dy7v5 BuaT# Ebma? G-
[
A— T 7 =7 V.4
(o VOt y L W > ) yL
()
F“MA7*5 F7§US4
o
X —1 AT (V.4 R T [V .4
o VA i y L DYMA—} yL
()
E-9/" CHuaT" D12 Ap-#aT
o)
= ) AT D=TV5 =T
o= i A lalt} | 74 } 2 'git}
eJ
FémaT¥  FJF# Bv/F B/F A/F  EQ/F#
4
KX —1=Tv5 oy R T
o+~ } ] DYMA—}
()




Common Tone Reharmonization

Rule XXXII

Any melody note may be retained as a common tone (in any voice) for the purpose of
reharmonization.

To demonstrate this, | have compiled a short list of possible harmonizations of the note C.
Remember the note C may be in any voice.

Ex. 115
Root ) )
C C- c° c+ csus4 clyd cloc cmai? c_7 c’ C-mai?
c7(sus4) c_7b5 co7 C+7 comaj7 c+maj7 c_7#5

C C C C C C C C C C C

Db D Eb E F F# G Ab A Bb B

C- C- C- C- C- C- C- C- C- C- C-

Db D Eb E F F# G Ab A Bb B

cO cO CO cO cO cO cO CO cO cO cO

Db D Eb E F F# G Ab A Bb B

c* c* ct c c* c* c* c ct c c

Db D Eb E F F# G Ab A Bb B

Csus4 c sus4 C sus4 C sus4 o sus4 c sus4 c sus4 o sus4 C susd4 C sus4 C sus4

Db D Eb E F F# G Ab A Bb B

Db D Eb E F F# G Ab A Bb B
cloc Cloc cloc Cloc cloc cloc Cloc cloc cloc cloc cloc

Db D Eb E F F# G Ab A Bb B

Db | pymir | —C F Ab C- F- (o c cet | v c°
Db Db Db Db Db Db Db Db Db Db

Fsus4 Gsus4 Flyd F#Iyd F#Ioc Gloc Ao F#o
Db Db Db Db Db Db Db Db
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Ab

C F Ab C- E- A- o
7 7 7b5 +7
b b b b D D D D D D D
C+ Ao F#o Csus4 Fsus4 Gsus4 clyd Flyd F#Iyd F#Ioc G loc
D D D D D D D D D D D
C F Ab C- F- A- C°
E MA13 E _6 E 13 E o7
b b b Eb Eb Eb b Eb Eb Eb Eb
c+ Ao F#o csus4 Fsus4 Gsus4 clyd Flyd F#Iyd cloc F#Ioc
Eb Eb Eb Eb Eb Eb Eb Eb Eb Eb Eb
G loc
Eb
s | s C F Ab C- F- A- C c A°
E E E E E E E E E
F#o csus4 Fsus4 Gsu54 clyd Flyd F#Iyd Cloc F#Ioc Gloc
E E E E E E E E E E
- - C Ab C- A- c c A° F#°
F F F F F F F F
csus4 Fsus4 Gsus4 clyd Flyd F#Iyd cloc F#Ioc Gloc
F F F F F F F
; C Ab F C- A- F- A°
maj7#11 _7b5 o7 7b5
F# F# Fit F# F# F# F# F# F# F# F#
Csus4 Fsus4 Gsus4 clyd Flyd F#Iyd cloc Gloc
F# F# F# F# F# F# F#
; C Ab F C- A- F- (o
maj7sus4 1 _11b5 7sus4
G G G G G G G G G G G
Ao F#o c+ Csus4 Fsus4 Gsu54 Clyd Flyd F#Iyd cloc F#Ioc
G G G G G G G G G G
; C F C- A- C° A° F#° c
maj7 7 +7
AT AR ART L T TAb | Ab | Ab | Ab | Ab | Ab | Ab
csus4 Fsus4 Gsus4 clyd Flyd F#Iyd cloc F#Ioc G loc
Ab Ab Ab Ab Ab Ab Ab Ab Ab
c Ab F c_ c+ csus4 Fsus4
7 7#9 o7 7b5
A A A A A A A A A A A
Gsus4 clyd Flyd F#Iyd Cloc F#Ioc G loc
A A A A A A A




MA9 K 9 _9b5 o7 C F Ab C- A- F-
8o B Bb" | Bb Bb Bb Bb Bb Bb Bb Bb

co Ao F #o c+ csus4 Fsus4 Gsus4 clyd Flyd F #Iyd cloc
Bb Bb Bb Bb Bb Bb Bb Bb Bb Bb Bb

F#Ioc Gloc
Bb Bb
g | € gmme F_| Ab | A C F- c | oA |
B B B B B B B B B
c+ Csus4 Fsus4 Gsus4 Clyd Flyd F#Iyd cloc F#Ioc Gloc
B B B B B B B B B B

Remember, this is just a list of easily nameable chord voicings.

As you can see, it is mind-boggling how many there are. Try to experiment voicing each one of
these chords with the note C on top. This will give you a greater understanding of voice leading
and increase your chord vocabulary tenfold.
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Modal Harmony and Theory

| would like to begin this section on modal harmony and theory by recapping some points
already covered.

1. Intheory, any combination of modal tones over its tonic produces a modal voicing.

Ex. 116
a. b.

N 1 N |l)0

\J 1 [ J DO

7\ 2% P = (- A~nrian A b =0 Al¥ A~m
[ £an ML= — U uvulralt [ ) V¥ = art. uurttr.
ANV O YV O

g 9 v 8

O

2. The construction of a modal voicing is dependent on the presence of two factors:

a) Aclear definition of the chord's quality (maj, min, etc.) including the seventh if
desired.

b) Emphasis of one or more distinguishing chord tones.
Ex. 117

B6 = modal disclaimer
—— quality min?

© — modal tonic

3. For comping purposes voicing families should be learned horizontally on the fingerboard.

Ex. 118
© O ==
bo © — j— +o l)e'o:
Q — S o0 o© o
(i <
A3V,
[J)

88
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Each note of the voicing moves up the scale diatonically.




4. Labeling chords by mode is helpful to the improviser in that it provides the appropriate

scale choice and a more descriptive harmonic interpretation.

Ex. 119

F#- least specific
F# aeolian
F#-7 (aeol.)
F#_7/b6

Amaj7sus4

F#

most specific
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Sharp and Flat Direction Modal Modulation

Sharp and flat direction modal modulations, also known as upwards (sharp) and

downwards (flat), occur when moving directly from one modal center to another. It can be better
understood by using this chart:

Modal modulations can be used in place of more common modulation devices such as secondary
Dom’, secondary Dim’ or chromatic mediant modulations.

Ex. 120
C
£ s
< s
= o
2z e
S 5l
o ‘3

F#/Gb

Sharp direction / upward modulation:

Moving modal center around the circle or adding sharps to naturals.

Flat direction / downward modulation:

Moving modal center counterclockwise or adding flats to naturals.



Upward Modulation

Ex. 121a
BY/A = A Phrygian Gsus*/E =E Aeolian

4} ‘ '
A (Fmaj) {Gmaj)
D o
J 8 o
—
upward
)eo o)
/’.
O
©
' |
F —» C —» G
2 keys in a sharp direction
Ex. 121b
GQ/A =A Aeolian DlydA =D Lydian
h o
J o o
© I b
upward
) O Aoy
&) w
rd
O
o
' |

c —» g ——%» D ——» A

3 keys in a sharp direction
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Modulating from A Phrygian to E Aeolian (2 keys in a sharp direction) we can generate many
more harmonic resolutions between the parent groups.

Ex. 122

A Phrygian W E Aeolian

Bb Lydian » F# Locrian

C Mixolydian \ G lonian

D Aeolian \A A Dorian

E Locrian \i B Phrygian

F lonian \ C Lydian

G Dorian \§ D Mixolydian

Also any combination of left to
right movement as indicated from
A Phrygian.
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Downward Modulations

Ex. 123a
EQ/F# =F#Aeolian  Clyda# =CLydian

0 .
- A—— (Amaj)——(Gmaj}———
y . \ Iy ( Iy
o ©
© — o
downward
6 ) I"ln
°)—o©o #O
u'O
# =
| |
A — D —» G
2 keys in a flat direction
Ex. 123b
A-13 = A Dorian Eb/D =D Phrygian
o)
\ 4 [(Crat) [PRhmrmat)
2 tomar) (ooa})
D Ho L]
J Te o
_ >
downward bo
6 ) O
6):
d
O

@) @ ®

G—»C ——» F —»Bb

3 keys in a flat direction

Before we go on, | want to remind you that these resolution tendencies are dependent on
clear modal voicings.



Modal modulation between melodic minor scales tends to be more ambiguious than
the major. This is caused by its inherent interval properties, chiefly the pair of tritones.

Ex. 124
C melodic minor

A tritone

)V 4 |

'A\\_\Jm Ltr’o © o 0|

J o O e ————

tritone
Sharp Direction (Melodic Minor)

Ex. 125

C/Av =Ab lyd. aug. C-7 = C mel. min.

4}
\ 4 . N PN N \
ANV >
Jg & 8
upward
O—< bey
71 ©
PO
| |
F mel. min. ———» C mel. min.
1 key in a sharp direction
Flat Direction (Melodic Minor)
Ex. 126
B dor. b2 D/B» =Bb lyd. aug.
N ) \ . .
A 1o U<y
NV &9 I Q)
J '8 TS
—_—
N downward N
6 ) ~F ~F
> =
| |
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@

@

A mel.min. ——» Dmel. min. ———» G mel. min.

2 keys in a flat direction

Harmonic minor modal resolution is similarly ambiguous.

Sharp Direction (Harmonic Minor)

@) @

®

E harm. min. ————» B harm. min. —— F# harm. min. ———» C# harm. min.

3 keys in a sharp direction

Flat Direction (Harmonic M

Ex. 128
Alyd. #9 A harm. min.

inor)

[
&

@ @

Db harm. min. — Gb harm. min. — B harm. min. —»

4 keys in a flat direction
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E harm. min.

@

—» A harm. min.



Resolution Tendencies Between Modal Groups

Resolution tendencies between modal groups (major to melodic minor for example) do
not fit into a standard formula. They are related to voice leading rather than the internal
structure of the two parent scales. Try these on the piano.

Ex. 129
(a.) (b.) (c.)

p Bphry.maj.  Eloc. D alt. dom. G ael. A lyd. 49 D loc.

v
A\

EES
bo bo Mo bo
[ R o '8 S go '8
o ° o
(d.) (e.) (f.)

p G phry. maj. B dor. Aion. aug. G loc. F4 mel. min. E mix.
r’r“:\ T bey o T o
ANV 1L Q) O [ @] | Il ) .

[J) l [ © gl O F'le_ O

e is 8 foo TP is
9to b
e ©



Voice Leading

Voice leading is the interval movement of like voices between two chords. Good voice
leading involves either common tone or stepwise motion of the voices while following natural
resolution tendencies.

Ex. 130
B-7%  Bb-6 GQ/A AV G-7 GhuaT/6  Fma7

/\ e L O 1 O Ln Ln L
[ £anY > Pa Yy O ho L | VX7 O
Lo g Lo g o o — — =
© - T bo =
X X X X X X X X X X X X X X,
6 [) 50 YA Y) 461% 3616 [ AEK ) [

Smooth voice leading is difficult to achieve on the guitar because of the large number of left
hand chord forms involved.

Resolution

The term resolution implies a change from one chord to another. Half step resolution should be
used whenever possible. Here is a chart of V' to I™¥ resolutions.

Ex. 131
v’ a7
R ————>5,#4,1(6)
3 ——*R6
5 —— ™R3

b7 —————»3,#4

9 ——*>#5,7,(5)

11 ——— 9,7 both weak

13 ————————— 9, #4

b9 — 5,6

#H9 ————»7,6

b5 —»R,9

#5 ——»9,3
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Here is a linear resolution example:

Ex. 132a
G | Cin7
b6 5(Ph4ry. :naj.) b (5 3
] —
NIV 3 i | I é'
Ex. 132b
7 7
Galt . #9 b9 (6) C’: s

f 3 ..#5 l)._ l).'. hl.'. "'H’_ 9

\J A L HI g I I '”'I P }
‘ﬁﬁw L_%EPI |- I I [

()

Harmonic resolution

Ex. 133

h ube 1 O n .|h-e. —— &O
X4 e jo X4 T
AN 7 "W~ 'O [ fanY Ll B I
NV X 'O Pay ANV O O
[J) J— — [J) — Te-

el © el
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Resolution by skip is also effective when approached correctly.

Ex. 134
D-7 G7# Cma”
11 3 11
9 #5 (9) 9
0 T e
(s I i o o e m—
NV 4 | _J |
¢ — ! |
Harmonic resolution by skip
Ex. 135
G7alt Cma”
n be fo
A 4548 jo
[ fan YA ~F O
NV & O O
eJ — pe
o
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Mirror Modal Equivalents

Here is an ascending C lonian scale. It is constructed out of a specific pattern of intervals.

C Ionian
"? - i
 fan ° r ® i
\!_)U - - & ] ]
M2 M2 m2 M2 M2 M2 m2

A mirror image of the ascending C lonian scale is created by constructing a descending scale
from C using the same series of intervals. This mirror image is a descending C Phrygian scale.

-GMZI,.MZL_mZ.MZ M2 M2 m2

1;;: [ be —

C Phrygian

[ ]
-

This unique relationship makes lonian and Phrygian Mirror Modal Equivalents.

This process can be extended to every mode of the Major scale, resulting in three pairs of
modes. They are:

lonian - Phrygian

Lydian - Locrian

Mixolydian - Aeolian

The remaining mode, Dorian, is reflective because of its palindromic interval pattern. This
causes Dorian to be its own Mirror Image when it is reflected.

C Dorian
[
1" I
& : . : =_——
3 — - be
M2 m2 M2 M2 M2 m2 M2
- l)q -
& r J — 1
_‘/’— = e - r
C Dorian

Another example of a reflective scale is the Double Harmonic Major scale.

" C Double Harmonic Major
& o bar L .
%’ - be b .
m2 A2 m2 M2 m2 A2 m2
- P Le
0 P r J — T
# — [ be r 3

C Double Harmonic Major
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Here the seven modes of the Major scale are paired with their Mirror Modal Equivalent, and
arranged in order of brightness. The ascending modes move from bright (Lydian) to dark
(Dorian). The descending modes move from dark (Locrian) to bright (Dorian).

C Lydian

PO

‘{

M2 M2 M2 m2 M2 M2 m2
-
o e e,
be =
C Locrian
C Tonian
0
'A& ° » * . 2 =
¢ o L4 et
M2 M2 m2 M2 M2 M2 m2
& -
o = be - - b =
L -
C Phrygian
A C Mixolydian
\r ]
{:3 P~ r s . pe =
[ L4 b
M2 M2 m2 M2 M2 m2 M2
< - l’. L‘: r )
_5/_)= b P > >
C Aeolian
C Dorian
[4)
¥ I
J - L vo * -
M2 m2 M2 M2 M2 m2 M2
b l). 5
O o r ) — t
Bz — e . =
C Dorian

Bright — Dark

Lydian lonian Mixolydian Dorian

Locrian Phrygian Aeolian Dorian

Dark — Bright
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The modes of Melodic Minor also include three pairs of mirror modal equivalents, and one

reflective mode.

Melodic Minor: Mirror Modal Equivalents

Melodic Minor

Dorian b2

Lydian Augmented

Altered Dominant

Mixolydian #11

Locrian Natural 2

Mixolydian b6

Mixolydian b6

Harmonic Minor and Harmonic Major: Mirror Modal Equivalents

The modes of Harmonic Minor transform into the modes of Harmonic Major when reflected, and

vice-versa.

Harmonic Minor Modes

Harmonic Major Modes

Harmonic Minor

Mixolydian b2

Locrian Natural 6

lonian Augmented

Phrygian b4

Dorian #4

Dorian b5

Phrygian Major

Harmonic Major

Lydian #9

Locrian bb7

Altered Dominant bb7

Lydian Augmented #2
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Lydian b3 (Melodic Minor #4)
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Chapter 2: Chord Forms

Triad (and Suspension) Chord Forms

The diagrams of triadic shapes are intended for harmonic and melodic use. Practice moving
horizontally and vertically between shapes. This will acclimate your left hand to the fret spacing of
the individual shapes.

o o

‘ Root position
‘ : 1. Inversion
®

2. Inversion
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Major Triads

stringset E-A-D

stringset A-D-G

stringset D-G-B

stringset G-B-E

106

Major Triads
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Minor Triads

stringset E-A-D

stringset A-D-G

stringset D-G-B

stringset G-B-E

Minor Triads

.ill : -
oo
o Hel e
HEEE
o |lo o
ol o o
o

0]

o
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Diminished Triads

stringset E-A-D

stringset A-D-G

stringset D-G-B

stringset G-B-E
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Augmented Triads

Augmented Triads

stringset E-A-D

stringset A-D-G

LK
L X J
L X ]

stringset D-G-B

o | 1o

stringset G-B-E
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Suspended Triads

[T Jo| T8 .|| Jo!

Suspended Triads . '
O

|||||:|—|’|||,ui

|.i | |:ﬁF| | |,|_|E
stringset AD-G q o

@ .I @
stringset D-G-B . .I
O .ﬁ

T HeHe - He

stringset G-B-E . .'_'.

stringset E-A-D
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Lydian Triads

stringset E-A-D

stringset A-D-G

stringset D-G-B

stringset G-B-E
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Lydian Triads
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Locrian Triads

stringset E-A-D

stringset A-D-G

stringset D-G-B

stringset G-B-E
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Drop Voicings

Drop Voicings are conmonly used on the guitar because its tuning does not permit easily
reached 4-way close stuructures. A Drop voicing reorders the chord providing a more usable

inversion.
Voicings of Cmaj’
Ex. 136
4-way close Drop 2 Drop 3 Drop 2+3 Drop 2+4

1 B — B — B — B — B
2 G  — — G —_— —
3 E — E —_— — — E
4 C — — C — —

G G
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Root
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D i mmaj7b13
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Dom7b5

Root
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Dom
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Triads over Bass Notes

The subsequent chart contains six different forms of major, minor and suspended four
triads over bass notes. | have included the bass note-to-triad relationship in addition to the
common chord label.

Ex. 137
o Maj iad
ajor tria
Majh <
4
with its fourth in the bass

b) .

c - C triad

F

T Its 4 F, in the bass

c) or

Bass C triad

F"  no34=
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MajA
= Phrygian
7
x
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MajA 4
=Dom
b7
2. 4
000
¢
R 4
©
(@) ®
®
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Major Triads

Bass Notes
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MajA
= Min’
6
R 4
51606
b 4
—6 @
117
| ®
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:Maj7#5
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1 1e
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e
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MinA

Maj®
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Minor Triads
Bass Notes
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Spread triads over bass notes

The term spread triad over bass note implies a triad in which the middle note has been

raised an octave.

Ex. 138
closed spread or open
9 o
g =Cmaj o =Cmaj————————
J o ©

Whenever possible, the spread triads over bass notes have been reduced to seventh chord

structures.
Ex. 139
E
E 4 A
— = Cma™ = ¢ E Gt B
C
1 3 #5 7

C
Because T~ is a type of Cmajor chord it will be listed in the major chord category. The voicings

labeled "Twelve Tone type" are derived from the chromatic scale. These only include chords with

three consecutive chromatic tones as in:

ELyd
ELyd 4 A
C

3% step intervals
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Major Type Spread Triads
Bass Notes (C)

% % % % % %
3 c 7 é Q 12 6
| ® © | |
5 ® o ® ®
N N Q 15 _c)
7 B Q B

12 Q

* * X % X X
3]G c O 12| |© | ®
-~ 9-@ .

s & | © ||

| | 15_63 (G
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Minor Type Spread Triads
Bass Notes (C)

D_b
% % % % b 4 b 4
3 0® ® o o)
A 5 o[ 5
5_ C —@
| | @ 9 Q@ LI
7 i ®
Eb
c
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9 9
3| 01®  ® B
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5 12 12
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i ® || 6/o O
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u a ® ©
5 7 12
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Dom’ Type Spread Triads
Bass Notes (C)
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Diminished Type Spread Triads
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Twelve Tone Type Spread Triads

Bass Notes (C)
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a ® o1 E
5
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C
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Quartal Voicings

Quartal voicings are constructed by the superimposition of diatonic fourth intervals. The
three part quartal voicing is most commonly used because it functions nicely in an upper-structure

capacity. For this reason the (Q) nomenclature has been devised.

Three Part Quartal Voicings

Ex. 140
co DQ EQ F+4Q GQ AQ BQ
Cmaj g = 3 g 8 8 8
NSV S 4 <> QL < o
J & O e
Ex. 141
+4 P4

N TN
a) F“Q = F B E —» 1 #4 7

P4 +4
SN
b) cQ® = C F B—» 1 4 7
P4 P4
NN
c) GQ = G C F — 1 4 b7

Four, Five, and Six-Part Quartal Voicings have not been specifically labeled.
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Stringset E-A-D

Root
%X %X X

00

®

Stringset A-D-G

Root
% % X
00
o7
5
% X %
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3part-Quartal Voicings — Major Scale
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Stringset D-G-B
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Stringset G-B-E
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X X X
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Stringset E-A-D-G
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Stringset A-D-G-B
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Stringset D-G-B-E
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5part-Quartal Voicings — Major Scale
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Stringset E-A-D-G-B-E
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6part-Quartal Voicings — Major Scale
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Stringset E-A-D

Root
X X X

00
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Stringset A-D-G

Root
% X X
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®
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X X X
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3part-Quartal Voicings — Melodic Minor
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Stringset D-G-B
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Stringset E-A-D-G
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4part-Quartal Voicings — Melodic Minor
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Stringset D-G-B-E

236

X X

Root

00

®

%




5part-Quartal Voicings — Melodic Minor
Stringset E-A-D-G-B
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Stringset E-A-D-G-B-E

238

Root

00

®

®

acJ2)

6part-Quartal Voicings — Melodic Minor
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3part-Quartal Voicings — Harmonic Minor
Stringset E-A-D

Root 2 b3
X X X X %X % X X X
56 565| | | &6
o7 | ®
5 b6 7
X %X % X %X % X X %
000 o0
® o7}

Stringset A-D-G
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Stringset D-G-B
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Stringset G-B-E
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Stringset E-A-D-G

Stringset A-D-G-B
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4part-Quartal Voicings — Harmonic Minor
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Stringset D-G-B-E
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5part-Quartal Voicings — Harmonic Minor

Stringset E-A-D-G-B
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Stringset E-A-D-G-B-E
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Skipped String Voicings

Skipped string voicings are particularly useful on the guitar. They consist of a quartal type
voicing on the E,A,D or A,D,G strings and a melody note two strings above.

Ex. 142

Q skipped string

7
o0
= melody note
9 o

The voicing above is comprised of the notes E, Bb, Eb, Db. On its own this chord is incomplete but

if played over certain bass notes it produces such chords as: F#'3, C7#9%°, P79, A70309 pMARLLES, | Go7b13

Try to discover all the substitution posibilities of each form.
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Melodic Minor Scale Skipped String Voicings
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Dominant Diminished Skipped String Voicings
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Here is an example of using skipped string quartal voicings in an F blues.

Ex. 143

F7 :
A l’f ” 11,1t l’ £ o} :!r =2 l’ﬁ =

% rd
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- Sva
0 rﬁ”ﬁfr*ﬁfﬁtf."fer bah
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F7 * o
i-F ]':F b :_:s]ﬁt:

\_3_I \_3_|\_3_|

A )

land

ir
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Open String Voicings

This section includes some of my favorite open string voicings. The open string(s) can occur

as any member of the chord. Play through all the chords putting a check next to your favorites. It is

also a good idea to organize the chords into progressions in order to remember them.

D6/9/sus4
% o @)
5
7 ® o
FMA9
o o
5 ®
7| OO
Ab_ll/bG
O O
5
®
7
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Polychords (Triads over Triads)

The polychords in this section are moveable but have been specifically labeled for easier
understanding. These kind of voicings work well for intros and endings where there is more
harmonic freedom.

c#° B-’ i ﬁ

F- EA EbA DA
3 |ge| | @ [ 900® ;¢ ' ¢ o0
® . Tee|| 00 |®
5 | O 9 |

® 12@ /

211431 4 3 1111 142311 231411

[Tood] [Toees : [[Te0d : [To] s
_. 9._(0) _.(0) _. ®

4 2111 2 31111 4 23111 4 21311
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Using Comping Voicings in New Ways

The comping voicings on the following page may be used in a variety of ways. To

demonstrate, let’s look at some possible substitutions for Eb",

Ex. 144

a) Eb”/#/% = 3 #5 b7 #9

G B C#H F#
sub. Gmes = g 3 bs 7
b) Eb”*% = b9 3  #5 R

E G B D#
sub. 1 b3 5 7
c) Eb”*% = b7 b9 3  #5

Db Fb Abb Cb
sub. Db- = 1 b3 b5 b7

Any of these substitutions (and their inversions) will work in place of Eb”", because they all share

the same parent melodic minor scale (E melodic minor).

Consult the substitution section for further applications.
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Constructing Chord Scales

Chord scales for comping and soloing may be constructed from upper-string voicings. For
demonstration purposes let’s use an F7 chord.

What | would first do is decide on an appropriate scale, in this case we’ll use Fmix#11. Then, using

the parent melodic minor scale, list all of the chords generated by the scale.

Ex. 145

C_maj7 B7/#9/b9/#5/b5

D7/sus4/b13 Ebmaj7/#4/#5 F7/#11 G7/b13 A_9/b5

Next | would isolate all of the chords whose root was a basic chord tone of F’.

Ex. 146

~

Ebmaj7/#4/#5

/1 3 5 b7

F7/#11 A_Q/bs C_maj7

Out of these chords | would pick two, in this case C-™¥ and Eb™”/#/# on which the scale would be
based. By alternating these chords and their inversions an Fmix#11 scale may be built in the top

voice. This may be done by alternating voicings as seen here in Ex. 147.

Ex. 147
Fi! C.MA7 Ebm A7*4 C.MA7 C.MA7 Ebm A7=w4 Fq( A.7b5 )
N o o | © | e 3 o3 oS
X 5 0] v‘\L) 08 02 PO O
(OERX it o o © o
U L L4 «

Remember, you may mix together any of the drop voicing groups for these purposes.
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Chordal Scales

Major Scale (Bebop)
Root 2
X X X %
® ® o
D0 QN ®
®
5 6
X X X %
© LK
(s2] o) (R o)
a7
Root 2
X X X %
Y. ® 0
D0 QN ®
#4 5
X X X X
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XX7
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Major Scale (modern)

Root
X X X

®©0

®

099

Dorian/Minor (Bebop)

Root
% % %

®000

X % %
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Dorian/Minor (modern)
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Root

[ é [
: 60| 0 00 : 00
®0
5 6 b7
— é —
:@w ® ®06 :
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Root 2 b3 4
X X X X X X X X
BK-X) | ®0 o0 B
L ® u B L
[ Q [ — [
5 6 b7
X X X X X X
06 56 ®
®_ ®




Aeolian/Minor
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(041 7]
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0
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T e 1 1e [1[® EEEK:
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B ® B ® | @
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X X X X X X
B KX 00 HK-X
_ © | _
_ ~ 2 | 2
. ® | ~ ®
Dom’ (unaltered)
Root 2 3 4
To[ 1o [[36]0 [0 6
| ® ® | ® (R o)
| o | ® 6
5 6 b7
i 560] |66
(b7 L2 o) Q0
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Dom’ (altered Dom)

Root

o6 o
| ® (b ]
| Q (R
TeTe] [lelee
1 ]e ®
®
X X 6
(b7
ee
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Root

TTTTe [ .
. - e PP
e0o| [Teoo| [T

#4 #5 b7

60 | S

® i o

— @ B
@ ®
Dom’ (Dominant Dim)

Root b9 #9 3
86 [6]6] (66 [|é
| ® 0 ® 0 | ® ®

#4 5 6 b7
86| |66 (66 [|®

o (7 i o5) ® ®
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Root b9
X X X %

X X X X
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Diminished Scale Voicings

The accompanying diminished voicings can be used in tonic or dominant situations,
depending on fret position. Most of the voicings are derived from this pattern.

Ex. 148

7YY
o o

LK.
o000

The open E and A strings work nicely as bass notes for these type voicings.

Ex. 149

a) A7b5b9 b) EoMA9
X O (o] X

s @l @ @
7 ®
o

oo o

The voicings are grouped in pairs because they are the same shapes transposed.

Ex. 150

d ) d

Remember, all of the voicings are moveable by minor thirds.
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Dim’ Type Comping Voicings
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Stretch Voicings

For lack of a better term, the following harmonies are called stretch voicings. | recommend
that you practice these voicings for no more than ten minutes at a time. This will prevent any left
hand discomfort caused by the reaches involved. If you experience some pain it may simply be
related to the stretching of the left hand muscles.

This pain, however, should diminish as your left hand muscles become more accustomed to

the stretches.

| would also like to remind you that all of these voicings can be moved modally on the fingerboard.

Ex. 151
© Ke X
h o o o = oo T oF
e — S —  — — e E—
[ £anY O ~
ANV y
[ — . .
original Modal Movementin Cmajor
voicing
from key of
Cmajor
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X X
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280

Stretch Voicings
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Chordal Lines (i’ V7 I™)

Here are some chordal lines for ii’ V' 1™’ progressions. | have used some single notes for

variety.

Try transposing these to all twelve keys. Transposing helps you to better understand the variety of

chord fingerings on different string groups.

After mastering these, work out some of your own for minor ii V's.

Ex. 152a
D-7

G s
EHiﬁrj —

f »
% ; 'F —r >
| |
Ex. 152b
D-7 GTalt Cma7
4—5—‘4 J J l).b -J- I)J J O

<
v
9
O
)

Ml s g

volelole)

Ex. 152d

O
Q%

D-7 GTalt

BB
TN
oolofols
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Ex. 152e

p-9 G ) cs

fH I I I | o
*—is

===t

S—

Here are some examples of ii’ V/ ™’

designate the use of the same voicing.

Ex. 153a

(D7) (D7) (D7) (D7)

G-7 F#97 G-7 A°T G-7 G-7

chord lines in the key of Fmajor. The arrows are used to

single note

AT G-T G-T F#°7T G-7 cmt@

Fua?

» o Y X
= £ . I:IIIIE #_ ' be E
I — b ﬁ;IE g —
° I
Ex. 153b
(D7*7)
G-T  G-TF#°7 G-7 C7¥ (G-™7) c7 Fua?
o l,
G A - -I'- IJ ] N
&1 =
Y 3
Ex. 153c
G-7 CTalt Fmaj7
A j he be * o i Lo be | b —a
] | Ve
k h h -
. — VF i 1
[J) 3 ___J | — |
Ex. 153d
CTalt
g b
(4} l I) II)
7 - D,
y = 3 ] ! =
() | I
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Chapter 3

Mode (Scale) Practice

Modes should be practiced every day to warm-up the hands and develop fingerboard
understanding. They should be practiced to a metronome in a variety of rhythms (eighths,
quarters, eigth-note triplets, sixteenths, sixteenth-note triplets and dotted rhythms) paying
particular attention to sound clarity.

Thorough knowledge of scale fingerings (two and three notes per string) will enable you to execute
even the most difficult passages.

| would recommend practicing one scale group (major, melodic minor or harmonic minor) per day,
isolating one mode for the purpose of interval studies. Practicing too many interval or arpeggio
studies in one sitting will only add to your confusion.
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Major (Root Position)

Triads

Major (3™ in Bass)

O 4
L'
12
o
[l d| Iol |
Minor (Root Position)
O 4
2
©
09
I hd IOI [
Minor (5% in Bass)
O 4
2
1
° 4
1 1 1 IOI |
Diminished
O 4
2
©
° 2
L 1 1 1™l I,

0 4
3
12
o 3
1 1 1 | |°|
Major (5% in Bass)
O 4
2
O
00
I |°| |
Minor (3“ in Bass)
O 4
Q
Q
o
| |°| |
Augmented
0 4
Q
O
00
L1 1 |°| I
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Modes of the Major Scale
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Modes of the Melodic Minor Scale

Melodic Minor

Dorian b2

©

0000

12
D
L
oo

Mixolydian #11

o0

O

00,0
000
O—10—0
00 —0
P-4 P-4 PN b B
Lydian Augmented
0,0, 0
000
o100
00— 0

o160

O —0

Mixolydian b6

Locrian nat.2

O

00,0
o6 0
000

O—0—0

©
000

OO

22
2

Altered Dominat

00

00

sies

5




Modes of the Harmonic Minor Scale

Harmonic Minor Locrian nat. 6

00,0 o—60,—0
o 00 000
0—10—0 01600
00 —0 0 Gﬂo
- D=4 4 44 P ot B
lonian Augmented Dorian #4
o600 00 o
o—1600 000
00 O L'¢ 00
00— 0 O —0 g
> INPNAA {i ) Pl AP
Phrygian Major Lydian #9
o 0,0 90,0
o100 o160
060 0 0o —60
0—010 00 oO
Altered Dominant bb7
o600
00 o
000
O 0&3
hed PR P-4 B DB I
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Miscellaneous Scales

Tonic Diminished

Whole Tone
L Jmmmt 2 a4
1 Jmmmt 3
o —©
O—0—0

P b PN b PR

O

Dominant Diminished

4

L2

o
4
0

124

O

O
O
0

Augmented

0000

124
4
' 4

O

b2

L2

2

©
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Blues and Pentatonic Scales

Pentatonic Scales:
Major: 1 2 3 6
Minor: 1 b3 4 b7
Maj / Min (6™/Root) R/b3™ 2md/4t
L & O, © 1 I 3
Q © 1 It 3 @ ©
Q—10 Q—0O QO 4]
O g Q 4 1 g
S 1% 1 [P 11 Q19
Position | Position Il Position Il
3%¢/5% 5%/b7"
4 2 Jud 4
O—0 o0
3 Q L4
3 o O ©
1191 1S 19T 1]
Position IV Position V
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Blues Scales:

Major: 1 2 b3 3 5 6
Minor: 1 b3 4 #a 5 b7
Maj / Min (6™/Root) R/b3™ 204/t
Q 4 1 Tt 3 00,0
Q 4 OO o 4
Q1010 0100 O 4
Q—10 O 4 O—00
hd P} {PY S
4
Position | Position Il Position llI
31¢/5® 5%/b7®
4 O, ©
9 —60/0 000
© Q L4
910 o O 4
1191 1919191
Position IV Position V




Close Position Fingerings

Close position fingerings work on a one finger per fret principle. This allows the left hand to
be in a compact position giving the fingers greater striking power.

The added striking power creates a percussive attack aurally resembling a picked note. If you are
already familiar with these fingerings move on to the two note per string scales.

Major Scale

lonian Dorian Phrygian

©
~]o)

o
00
O

o
o

10
O

€0
©
0000
©
0000
®

G
®
(;%

©00

Lydian Mixolydian Aeolian

~]o)

>
®
® 60

%
%
%

clelele

o oo o
o
o

)
or-1-)
©

©O

o0
®

Locrian

O
O

%ééé ©
ol o
00000

295



296

Melodic Minor

29

©

0 —0
0—0

X

Melodic Minor Scale

Dorian b2 Lydian Augmented
O®

00 01600

3 OO

3 11O Q10T—0®

hd P bt

Mixolydian #11 Mixolydian b6 Locrian nat.2
® ® O
010 —0:0 00 0—0
Q—O o—0{0 0000
O—® Q0 —T® QG

O
O

4
o




Harmonic Minor Scale

Harmonic Minor Locrian nat.6 lonian Augmented
L' 1O @
2403 00
00 —0 00
O® 2 10O,
191913 had B P
Dorian #4 Lydian #9
® @
010 —60:0 O—10
00 2403
QO—© Q—0r©®
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Scales with two notes per string

When playing through the following scale examples you will discover that unlike most
scales, these ascend in pitch while the left hand moves towards the nut (this is generally associated
with a descent in pitch).

This unusual movement will open up your fingering possibilities and lead you in different directions
while improvising. These fingerings work nicely if you slur on each string.

Modes of the Major Scale

00

©
®

lonian: e
(T T 112
Q70T 10010
00
Dorian: a @
| o—0

G)

Phrygian: ~
00
1

Lydian:
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©, ~ @ - JOJO), QC
861 LTI ITIL
© @ 00| © -1-2
1-1OX- © 00| @1 |
[~ | 90 | O |
000 000 a o |
|99 | | |

- e ®
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Modes of the Melodic Minor Scale

o0
Melodic Minor: 0_ @
o0
[T 1 1191 |g
0 0 00 O
o0
Dorian b2 a $,
o—o
[T T 119712
000 00
o 0
Lydian Augmented G @
o0
T 11 |“|_€/°
00 00 O
919
Mixolydian #11 0 &
o0
EEE |“|_\2/°
0 00 0 O
919
Mixolydian b6 a \j./: =9
[T 111192
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Locrian nat.2

Altered Dominant
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Modes of the Harmonic Minor Scale

07— 70,0 1 2O

1 312
Harmonic Minor: 0_ @
| o0
(T 11912
9.0 00 O
1] Om
Locrian nat.6 a O
@ 4
[T T 119712
0 0,0, 0,0
1 SR 3
lonian Augmented o @
00
[T 1111912
Q90,—10,0, ©
1 212
Dorian #4 0 @
o —©
[T T 19 1,0°
Q1000 &
1 4]
an Ma o1
Phrygian Major o= =e
[T 111192
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Lydian #9

Altered Dominant bb7

303

00 0 00
00
00
o—o
EEE |“|_\1J°
o 00 ®
o o
o ®
o—o

[T T 11 191°1




Examples of Extended Range Scale Fingerings

OO0
Major: 0 o o
| O O—0—0
e =< < I I O O
00 0101000
-
Major: ao o
0—0
o HEEEEEEEEEE
0,0 ®
o lele 1o
Aeolian: e o
O O—0
| 1 1 [ I [ 1 1711
ool Jo o>
Mixolydian: ne o
O—®
& HEEEEEEEEEE
O 1000, 0,0
00
Melodic Minor:

Harmonic Minor:

00 00
%Eeo
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Diatonic Intervals

Practicing scales in diatonic interval combinations should be part of your daily practicing. It
will help you develop both technical and improvisational skills as well as improving left and right
hand coordination.

Here is a example of the diatonic intervals of a (C) major scale.

Ex. 154a

2nds

O O
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A3 [ @]
O O
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¢
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¢
C
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O O
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0
¢
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e
¢

-V X O O

>
o)
e
o)

O O

¢
g
0

¢
g
0

O

O

0

O O

o)

O

0

0
J
¢

O

0

O

¢

O O
-

() o O

Also practice descending. Then practice all scales and modes in intervals including all auxiliary
scales such as the diminished, augmented, whole-tone, pentatonics and Blues.
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Diatonic Arpeggios

In addition to intervals, all scales should be broken into both diatonic triads and seventh
chords. | suggest practicing these within the close (2 note per string) and open (3 note per string)
fingering systems.

Here are a few practice examples.
Triads (in C Major)

Ex. 155a

Jz et

.

i
(11

A

e

e

‘_11 o

Ex. 155b

C B° A- G F E- D- C
_,9_ i [ l‘ﬁl\
© E e ° =
[Y) — — -
Ex. 155¢

C D- E- F G A- B° C
0  — 1 i
@ e — !
Ad%-ﬂ —
Ex. 155d

C B° A- G F E- D- C

T__

o
]
\
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Seventh Chords

Ex. 156a
Cma7 D-7 E-7 Fua7 G7 A-7 B-7% Cma7
h 1 ”’ o o £
r’\r:\ ‘I ® = o - e
%- s * EE— [ b I I
Ex. 156b
Cm7 B-7v% A-7 G7 Fuma? E-7 D-7 Cma7
(7an) o i L
ANV | |
LY e —ll ~L &
Ex. 156¢
Cma7 D-7 E-7 Fua7 G7 A-7 B-7% Cma”
0 - T -r
o r
** — = = —
Ex. 156d
Cm7 B-7v% A-7 G7 Fuma7 E-7 D-7 Cma7
Hn 2 o T r— ™~ —
X o , |
(S @ — L
ANV | |
o — = .

Try to experiment with as many variations of note and chord order as possible.

Triad Variation

Ex. 157
C D- E- F G A- B° C
4} y
)V 4 T | |
A i o '—f
D1 I F [ [ — 1
dJ 9 e € LJ  — =
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Seventh Chord Variation

Ex. 158
Cma7 D-7 E-7 Fua? G7 A-7 B-7v%
o [F— possssee o 9
A—4 P
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Spread Triad Arpeggios

Ascending & Descending
<. C/E G i /G CE .

NS S

7. - o

%J A L/ r/ — r/ L/ A

Cm Cm/E}, Cm/G Cm 155%5 Cl;n/gb Cm
o X o 10 10 o

CE__E E B L.F W e

‘é = .

% & — r/ — r/ L | &

o C°/E} C*/Gh Cce C*/G C°/E} o
g 1ot 9% 10% 9% 10% gekedt

b,
0 % —g % b i :E h %
%# I ' o .P o

A — [ o - L/ A

C+ C+/E C+/Gy C+ CH/Gy C+/E C+
gerte torker 9% 1o 9% To|srans| gerit

A % 1|_ % # o » % z » % %

X 1 .

85 - e l’/ — L L/ A
Csus4 Csus4/F Csusd/G CxxsuxS4 ?;%%/G CSESi/F Csus4
8eH 0]scun) 10feer] 10 10 8eH

A %/1 % % » % £ » % %/

b | .

Y * L/ L — r/ L/ o
Clyd Clyd/Fy Clyd/G mxcxlyxd S%ﬂzg} f}?dffﬂ Clyd
gerlrls 10% e % ’% gerlrls

A %/m % ” #; ” %/

%X H:#E” o g o
s * — — — [— L/ o
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Seventh Chord Arpeggios

| have compiled this chart of seventh chord arpeggios by combining all of the possible
chromatic alterations of the basic chord tones. the naming of arpeggios relates to the intervals
above the root (see seventh chord formula chart).

Seventh Chord Formulas

Maj’ 1 3 5 7 MajA®@® 1 4 5 bb7
5
Dom’ 1 3 5 b7 Maj/bs/sust 1 4 b5 7
Maj® 1 3 5 6(bb7) Dom”®*t 1 4 b5 b7
Aug™’ 1 3 #5 7 MajA®® 1 4 b5 bb7
5
Aug’ 1 3 #5 b7 Maj7/sus/# 1 4 #5 7
Aug™® 1 3 #5 6(bb7) MinA29® 1 4 #5 b7
5
Min™7 1 b3 5 7 MajA™ 1 4 #5 bb7
5
Min’ 1 b3 5 b7 Maj7/sus2 1 2 5 7
Min® 1 b3 5 6 Dom?/sus2 1 2 5 b7
TonicDim 1 b3 #5 7 Majt/ss2 1 2 5 6(bb7)
MajA*® 1 b3 #5 b7 Maj’/sus2/#s 1 2 #5 7
3
Min®/# 1 b3 #5 6 (bb7) Dom?7/sus2/# 1 2 #5 b7
Maj’’*® 1 3 b5 7 DinA9/b13 1 2 #5 bb7
Dom™° 1 3 b5 b7 Maj7/o5/sus2 1 2 b5 7
8 1 3 b5 bb7 Dom”®2 1 2 b5 b7
Dim™’ 1 b3 b5 7 Dom*, 1 2 b5 bb7(6)
Min”/* 1 b3 b5 b7 Maj’/s 1 3 4(bbs) 7
Dim’ 1 b3 b5 bb7 Dom”/**® 1 3 4 b7
Maj7/sus4 1 4 5 7 Maj®/** 1 3 4 bb7
Dom”** 1 4 5 b7 Min™mai7/ees 1 b3 4 7
Min?/e2® 1 b3 4 b7 Min®/2%> 1 b3 4 6(bb7)
Maj/sus?bs 1 2 4 7 Dom™sus#®s 1 2 4 b7
Maj®/sus%> 1 2 4 6 (bb7)
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Maj
Min
Dim
Aug
ASus* "5

-ASUS4(nO Sth)

Sus?

SustS

SUSZ/4 (no 5th)

SUSZ#5

Sus*

Sus4b5

Sus4#5

311
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b5

#5

b5
#5

Triads and Suspensions

Phryg.A
Loc.A
Lyd.A
Maja®s
Q

Q

+4Q

+4d4

O e = = Y

b2
b2
#4

H4
H4

5
b5

#4

b7

b7

00O 00 00 00 00 00 00 0



Seventh Chord Arpeggios Root 6

312



Tonic Dim MajA?/31

Maj7/b5/sus4 Dom7/b5/sus4
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314

Maj7/sus4/#5 MinAaddQ/Sm

M aj 7/sus2/#5

Dim07/MA9/b13

MajA®@®/5th

Dom7/b5/su52

D0m7/su52/#5

®

0o
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Maj7/su52/bb5

Maje/susz/bbs

Minmaj7/bb5

D0m7/su52/bb5




Maj Min Aug

—|
| || ——
LI | | | —— LI | | S—— LI | | | ——
Asus *m°t® -Asus *m°® sus’

2/4 no 5th 4/b5

Sus

Sus
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4/#5

Ssus
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Seventh Chord Arpeggios Root 5

Maj’

Dim®’

Min™a7
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Tonic Dim

Q
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MajA?/31

1] e
11e
®0| [©

Maj7/b5/sus4

09
[

®
()

Mins/#S Maj7/b5

©
09
©
R34

Dom7/b5/sus4 MaJAbQ/Sm




Maj9/5u54/#5

PO

® o
[

®

[ Tos0

600

i ®

11 ]e
—
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MinA44/5th

Maj7/su52/#5

Maj7/b5/su52

®

®
Q

00

MajA* /5™

Q
66

7/b5/sus2

Dom

Dom7/su52/#5




Minmaj7/bb5

(=Y

900

Maj7/su52/bb5 Dom7/su52/bb5

MajG/susz/bbS
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Min
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These particular bitonal arpeggios alternate between the bottom and top triads.

Bitonal Arpeggios

Ex. 159a
C
C-
l, ©
o —
.e. —
4 O — —— — —r
- O . e
[ fan Y /1 1 Pay ) o~
ANAVEES 3 ha ~F 1 (=
v 2 T c -
Ex. 159b
C
o
.9. —_—
© -
n 1l “0 — _):
A o o >
[ £an) o> ~F ! ) o~
Jg o © n = C
1/ B
Ex. 159c
F#
— closest available chord tones
C- \
bo
A / by O =
\J Ll 1L o~ |
/\ > LL UL LA | _
N ] > NO b ) -~
\J > by ~F b LT ( =
VD | A
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Major and Minor Bitonal Arpeggios

The charts include only major and minor triads over major, minor, diminished and

augmented triads.

C-
=1 3 5 #9
Db
— =1 3 5 b6
c
Db-
=1 3 5 b6
c
D
— =1 3 5 13
c
D-
=1 3 5 6
C
Eb
—= 1 3 5 b7
C
Eb-
= 1 3 5 b7
C
E
—= 1 3 5 #5
c
E-
=1 3 5 7
c
F
— =1 3 5 6
c
E-
=1 3 5 b6
F#
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b9

b9

#9

#9

11

11

b9

11

#11

11

#11

#11

33

13

b7

#5

#5

b7

b7

b9

#9

b9

b9

#9

#11

#9

11

sus4

#11

#11



Maijor Bitonal Arpeggios (over C at the 8™ fret)

54
o
54
o
O
54
@

5
@
5
@

| 1! |

19T Tol |
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Minor Bitonal Arpeggios (over C- at the 8% fret)
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Diminished Bitonal Arpeggios (over C° at the 8™ fret)

©
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F#- G G- Ab
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Augmented Bitonal Arpeggios (over C* at the 8™ fret)

C- Db Db- D

D- Eb Eb- E
c c c c
) | o ) | o
i [ &0
— @ EEEEE Bl —
©
o6 ®
® ®

E- F F- F#

o
o
@
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More About Practicing Scales and Arpeggios

In order to maximize your practicing time, scales should be practiced in the combinations in
which they fall in a particular chord progression.

Ex. 160
ii7 V7 |[MA7

o)

\I r_N -y ] P -

(s p=1 (S Cwat

\\_v

e
Comb. 1 D-Dorian G-Mixolydian C-lonian
Parent Scale (C-Major) (C-Major) (C-Major)
Comb. 2 D-Dorian G-Alt.Dom. C-Lydian
Parent Scale (C-Major) (Ab-Mel. Min.) (G-Major)

There are many combinations to choose from if you consider all the possible scale choices for each
chord.

Ex. 161

i’ v’ |7
Dorian Mixolydian lonian
Melodic Minor Mixolydian #11 Lydian
Aeolian Whole Tone Lydian Augmented
Phrygian Dominant Diminished Major Pentatonic
Minor Pentatonic Altered Dominant Major Pentatonic P5
Major Pentatonic M2, Major Pentatonic Tritone M, |Major Pentatonic M2
Harmonic Minor Phrygian Major

After getting comfortable with the mode changes you should begin connecting them by diatonic
interval patterns.

Ex. 162
D-7 (Dorian) GT7alt (Alt. Dom.) CuaTH  (Lydian)
2 be P be | f . 2
[ {an W/ g vr— J i -
l/ [I—

3rds (in 2nds)

As you can see, the interval pattern continues on the closest available note of the next mode.
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Chapter 4: Linear Studies

ii VI Progressions

The major (key) ii V | progression can fall into a number of different catagories.

Ex. 163

336

a)

b)

d)

” V7 Imaj7
Dm|n7 G7(13) Cmaj7

unaltered (basic)

ii7 V7a|t Ima]7

Dm|n7 G7/#5/b9 Cmaj7

with altered Dom. Chord

i’ v’ I’
D_7 G7(9) C7(13)

Dom.” tonic chord with unaltered V'

07 7al 7al
i Vat Iat

D_7 G7/#9/#5 C7/b9/b5

altered Dom.” tonic chord with altered V’

ii7/b6 V7a|t Imaj7/#5

D_7/b6 Absus4 Cmaj7/#4/#5
G

modal ii V |



The minor (key) ii V i Progression contains a half-diminished supertonic chord, an altered

dominant seventh chord and a minor or minor-major seventh tonic chord.

Ex. 164
ii7b5 V7a|t I’ (maj7)

D-7b G7/#s/b9 C-7 (mai?)

The following examples are in two or four bar phrase lengths. The interval relationship of

the melody notes to the chords should be analyzed as follows.

Ex. 165
G-7  CTW  Fu
#1113
A 1 b3 5 b7 -
A E ] — y 4 y 4 y 4 y 4
v | [ y A y A y 4 V4
¢J l”
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ii V's in One Measure

Ex. 166

Major keys

a)

Fmaj7

C7alt

Gm7

b)

Fmaj7
O

Gm7
vi

o
=
|

C7alt
Y ]
—

10

10

1

1
1

Fmaj7

C7

Gm7

c

he

3

bo

10

10

13

12

.
Va

b}
2

10

¢l

Fmaj7

o

C7

fe

Gm7

d)

10

Fmaj7

CTv9

Gm7

e)

Lo

Fmaj7

C7alt
He

Gm7

b/,

fe

10

1

10
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ag)

Fmaj7
w ]
L

C7v9
ke
£

ot

T

te

7

Fmaj7

C7

O

LY

Gm7
-

h)

Fmaj7
©

10

H

C7v9
=

Gm7

i)

1

10

Minor keys

i

Dm7

ATalt

Em7b5

2 ol

(Y

ATalt

Em7b5

k)

12)

(
\

9.
Va

1
1

10

10

10

)

Dm9

ATalt

sl.

Em7b5
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m)

Dm9

ATalt

Em7b5

ot

|

O

T

n)

Dm9

ATalt

Em7b5

ot

bl

o)

Dm9

A7alt

Em7b5

sl.

e

ne
|

sl.

3

5

8

p)

Dm9

ATalt

Em7b5

— 33—

Lo

sl.

33— —_—

q)

Dml1

ATalt

Em7b5

r)

Dml1

ATalt

Em7b5

e

e
|

il

(N L@
A3V
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One Measure ii V I's in Major

Ex. 167

a)

"

Am7

10

1
1

10

12—11—9

Fe}
)

12
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10

Gmaj7

sl.

1

10
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S
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7—9——1(9)

10—8—-7

10
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P
O
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-T—10
A

c)

Gmaj7

Am7

sl.
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I}
J

10

10

10

M—9>~~<7

12

13

12==13—12—11—1—10

9—10

T
LA
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d)
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o )
'l OWJ
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= s =
'Y o
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7 T
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o
o
=
~
o
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o
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o
=
N
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o
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e)
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Emaj7

sl.

B7alt

F¢m7

He e £ ﬁFAE
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6—8

(1)

6—7—11

7=—=9
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5=——<4

5—4—7

4

k)

Am7

1412

4
4

14—11

14

1315-1213

1215

12
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13

121312

4
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1

121415
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Amaj7

=
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11510
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3

T
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n)

Fmaj7

C7alt

sl.
~~

911

sl.

sl.

10~11

13—{—14

13

11

10—7—9

Q
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11—10—9

10

7
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Cmaj9
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12
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q)

Cmaj9

G13+9

Dm7

)

| YR

—

12—10

Q
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1

10

12

1
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G7v9
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H

12—15—12
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13
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s)

Cmaj7

G7alt

sl.

10—7-10-12-10-12

9—6—9
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M

sin

One Measureii VI'

Ex. 168

a)

GT7alt

Dm7b5
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@ [ 4

e

| 1l

-

b)
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G7v9

Dm7b5
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1

Dm7b5

<)
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-DID e
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1

G7alt

Dm7b5

13-12-10

9—11~12
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1
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Dm7b5

I' |

P —
174 4

3—
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Gm7b5 C7alt Fm7
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i’ V7 1™ substitute patterns

The substitutions presented in this section may be used over the major ii V'’ ™
progression. | have indicated the root relationship of the first substitute chord to the supertonic
chord to better facilitate the transposition of these progressions.

Ex. 169
i’ V7 1™ Substitues

Interval |D-/ G’ cma’
Relation

R D™’ F’ Ab’ B’ cmai?
R D™’ F/ Bb™ Db’ cm
T8 | Ab™7 B’ Ema7 G’ cmai?
R D-7 G’ Ab-’ Db’ cma
R D- F-7 c™a7 (E-7)
R D-7 Db- cmai?
M2 | E A D’ G’ cmai?
M3l |Bb’ Eb’ Ab’ Db’ cmai?
Ty |AbY Eb-’ Bb-’ F-7 cma
M2 P |E7 B-’ Gb-’ Db-’ cmai?
R D-7 Eb’ Ab’ Db’ cmai?
M3l |Bb’ Eb’ Ab’ G’ cmai?
m3d |B- Gb’ Db- Ab-’ cmai?
M2 P |E7 B-’ Fit-’ c#-’ cmai?
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Examples off ii’-V7-1m3i7 Substitutions

Ex. 170

(Cmaj7)

(G7)

(Dm7)
Dm7

Original:

Cmaj7

Db7

Ab7

i
|

1

—4

6

a)

Cmaj7

G7

D7

e

A7

E7

o

e
|

P d e
—

0
i
y -
(5 #o

5—4—-7

6

b)

D#m7 Bbm7 Fm7 Cmaj7

G#tm7

D@

bl

6——5———(5)

10 1"

9
I
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Turnarounds

The term turnaround commonly refers to a four chord progression found in the last two
measures of most AABA and blues form tunes.

Its purpose is to relieve monotony and help to aurally define the form of a tune by creating
strong harmonic motion which ultimately resolves to the tonic chord. The frequent use of
turnarounds in the jazz idiom requires the improviser to have a large variety of harmonic and
melodic variations from which to draw upon.
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IV'7/.., V7 Exercise

Ex. 171

F7

G7v9 Cm7
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Turnarounds Over Four Measures

Ex. 172a
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Turnaround Substitutions

The following examples demonstrate the use of triadic substitutions over to turnaround progression.
Try to come up with your own lines based on these principles.

Additional substitutions can be found in the triadic superimposition chart later in this chapter.

The Triads are labeled for analysis

Ex. 173
[ Fmaj7 ] [ Ab ] [ Db ] [ Gb 1
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Cycle of Fifths

The term cycle of fifths or simply cycle describes the movement of dominant seventh
chords with a descending fifth or ascending fourth root pattern. The cycle may be superimposed

over any progression as long as the intersecting chord's root is a P5 or m2 above its resolution
chord.

Ex. 174
intersecting
F#7 BT ET AT DT GT (7 @ chord
H
i ——— BT - ET Rb7
@_4 ] | BAd L] | O LA
[

359



Ex. 175
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Cycle of Fifths Exercise

Here is an extended cycle of fifths exercise
based on the shapes from the previous page.

Ex. 176
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Ex. 177  Try to break up the rhythm in different ways.
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Pentatonic Scales

A pentatonic scale is simply a scale consisting of five notes. The two most common
pentatonic scales are:

C major pentatonic:

scale degrees of Cmajor scale

o 1 2 3 3 6
v = - - ~7 ~J \>4
A
[ Fan) Pay O
D p=s o
e) © O N

and

A minor pentatonic:

scale degrees of A natural minor scale

o 1 h2 y c h7
v = = >~ 4 - ~4 T
A
[ fanY Pay
ANV > ~¥
() J— © O -
-©-

The following chart is of pentatonic scale usage over major’, min’, and Dom’ chords. They should
also be grouped into progressions and used over chord changes.

Ex. 178a

D-7 G7 Cmaj7
[4)
7
N\ E marneant R wrmar nant G rmMmarnaent
@ 1 |||C|'| !\JCIIL- Ullla_l !JCIIL. \JIIICI_I .LJCIIL.
[J)

Ex. 178b

D-7 G7 Crmaj7
0
N (a1 nant Dadmairnant G mMmarnant
@ L ITidy JCiit DU 1iidy PJTTIL Jiiid) JCTIt
¢J
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Ex. 178c

Cmaj7

G7

D-7

C a1t nont

L gy JCTit.

(- mMmarnant

J1iray PTiit.

Ph mar naoant
OV 11iaj !JCIIL.

/\
[ £anY
ANV

Ex. 178d

Cmaj7

G7

D-7

7\ G rmarnant
& S 1Tiagj PJCTiL.

Pentatonic Usage over a ii V' 1™ progression

ANV

GTalt

be

Db Maj. Pent, --=---===-====-=== ------

CMaj. Pent, --------=-==--------

DMajPeft, === == === === =
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Pentatonic Scales Over Maj"”’ Chords

start major pentatonic chord tones start minor pentatonic ~ Maj / Min
on on Ex. C™

1) Root of chord 1 2 3 5 6 6™ of chord C/A-

2) 5% of chord 5 6 7 9 3 3" of chord G/E-

3) 9% of chord 9 3 #1116 7 7% of chord D/B-

Pentatonic Scales Over Min” Chords

start major pentatonic chord tones start minor pentatonic ~ Maj/ Min
on on Ex. C-’

1) 3“of chord b3 4 5 b7 1 Root of chord Eb/C-

2) 4™ of chord 4 5 6 1 9 9% of chord F/D-

3) b6™ of chord b6 b7 1 b3 4 4" of chord Ab/F-

4) b7™ of chord b7 1 9 11 5 5% of chord Bb/G-

Pentatonic Scales Over Dom™" Chords

start major pentatonic chord tones start minor pentatonic ~ Maj / Min
on on Ex. C’

1) Root of chord 1 2 3 5 &6 6% of chord C/A-

2) b3“of chord 1 #9 11 5 b7 Root of chord Eb/C-

3) 3“of chord b9 3 #11 #5 7 b9™ of chord E/Db-

4) #4™ of chord #11 #5 b7 b9 #9 #9" of chord F#/D#-

5) b7 of chord b7 1 9 11 5 5% of chord Bb/G-

6) 6™ of chord 13 7 b9 3 #11  #4™ of chord A/F#-
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Or In Relation to One Pentatonic

C major Pentatonic C D E G A A minor pentatonic
Maj’ cme’ 1 2 3 5 6
Fmai7 5 6 7 9 3
Bb™ 9 3 #11 6 7
Min’ A7 b3 11 5 b7 1
D-’ b7 1 9 11 5
E-7° b6 b7 1 3 11
G-/ 11 5 6 1 9
Dom’ c’ 1 9 3 5 13
A’ #9 11 5 b7 1
D’ b7 1 9 11 5
a7 " #11  #5 b7 b9  #9
Ab7?" 3 #11  #5 (7) b9
Eb’?" 13 7 b9 3 #11
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Melodic Minor Pentatonics

By making a simple adjustment to the Major and Minor Pentatonics, we can create

pentatonics from the Melodic Minor.

Ex. 180a
CMajor Pentatonic C Major b6 Pentatonic
Al 2 3 5 6 1 2 3 5 (b6)
\J -
@ O [ @) — P l[)()
J o O © - (84 =
Ex. 180b
A Minor Pentatonic A Minor b5 Pentatonic
5 b3 4 5 b7 1 b3 4 (b5) b7
l’f‘\\ > ] >
o O © — O bo —
[ © s ©

o

Other Melodic Minor Pentatonics can also be created with different combinations of 5 note

patterns.
Ex. 181a
B7#9#5 (B Altered Pentatonic) D Minor 6(9) Pentatonic
p 1 #9 3 #5 b7 1 2 b3 5 6
\ 4
(s p= O O o
ANV Iy ~F O O
Yo © #° o ©
Ex. 181b
Bb Augmented Major Pentatonic G Dorian b2 Pentatonic
P 1 3 #4 #5 7 1 b2 4 5 b7
”f‘vh Lh O
b_o_ ke 2 L‘e
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Triadic Superimposition

Triadic Superimposition is the melodic or harmonic stacking of triads over existing
harmonies.

Ex. 182a

Harmonic superimposition.

Csus4 Triad A Triad G Triad
[a O 11 © 9 8 s
\ 4 -y 3 Y@ ) 13 ©—S
N O b/ UC» #1711 ~F
N bl
ANV [®)) O Pay
[ O — ©
o
D-it Gt Cmaj?
Ex. 182b

Melodic superimposition.

D-7 G CMajt
11 9 5
A by 3 o 13 5 9
o ——5—® @ 3
D4 e T e o a—
[J) - — I
Csus4 A Triad G Triad

The addition of lower chord members (3rds, 5ths, 7ths) in melodic and harmonic usage will keep

the superimpositions from sounding detached from the harmony (though this may be desirable in
a more modern context).

The triadic superimposition chart is broken down into the basic chord types maj’, min” and dom’,

all with C as the tonic. | would suggest transposing these to different keys in order to create
harmonic and melodic lines over common chord progressions.

Make a list of a few superimpositions over ii V | progressions and then try to improvise over one or
more of the chords using triads.
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Ex. 182c

F-7 Bb’ Eb™
@  |Abtriad E triad Csus*
Q@ |F- Bsus* Dsus*
(3 | Absus’ (aeolian) |G Triad F triad

The Ab*** triad used on the Fm’ chord produces an aeolian sound where a dorian sound is

normally heard. This type of interchange is called modal mixture (which will be discussed later in

this chapter).

Check the scale derivation column to see if the chord function matches with the scale or not.
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Triadic Superimposition Chart (Maj’)

Chord | Superimposed | Location from the | Note functions of | Modal sound (scale derivation)
Triad root of the chord superimposition

cm7IC Root 1 3 5 lonian, Lydian
C+ Root 1 3 #5 Lydian Aug. (lonian Aug.)
c Root 1 sus4 |5 lonian
D M2 9 #11 |13 Lydian (Lydian Aug.)
D° M2 9  |#11 |#5 |Lydian Aug.
D M2 9 5 13 |lonian, Lydian
E M3 3 #5 |7 Lydian Aug.
E- M3 3 5 7 lonian, Lydian
E* M3 3 #5 1 Lydian Aug. (lonian Aug.)
sust M3 3 13 |7 lonian, Lydian
F P4 sus4 |13 |1 lonian
F- P4 sus4 |#5 1 lonian Aug.
F° P4 sus4 |#5 |7 lonian Aug.
Fi#- +4J #11 |13 |b9
F#° +4J #11 |13 |1 Lydian (Aug.)
Faeust +4J #11 |7 b9
G P4l P51 5 7 9 lonian, Lydian
G P4{, P51 5 1 9 lonian, Lydian
GH- M3{ m6 #5 7 #9
G#° M3{ me #5 |7 9 Lydian Aug.
A- m3J M6 13 1 3 lonian, Lydian
A m34, M6 6 9 3 lonian, Lydian
B m2J{, M7 7 #9 #11 |Lydian #9
B- m2{, M7 7 9 #11 |Lydian
B° m2J M7 7 9 sus4 |lonian
B m2{ M7 7 3 sus4 |lonian
Bus m2J4 M7 7 3 #11 |Lydian (Aug.)
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Triadic Superimposition Chart (Min” **)

Chord | Superimposed | Location from the | Note functions of | Modal sound (scale derivation)
Triad root of the chord superimposition
c-"® | c- Root 1 b3 |5 Minor (all)
coust Root 1 4 #5 Minor (all except Locrian type)
Db+ m21 b9 |11 |13 |Dorian b2 (Dom’ function)
Db" m2P b9 |5 b6 | Phrygian
D- M2 9 11 13 Dorian
D* M2 9 #11 |b7 |Dorian #4 (Dom’ also)
D° M2 9 11 b6 |Aeolian
[ M2 9 5 13 |Dorian
DP* M2 9 5 b6 |Aeolian
Eb m3 b3 |5 b7 | Minor (all without b5)
Eb- m3 b3 |b5 b7 |Locrian (all), Dorian #4
Eb° m3 b3 b5 13 Locrian nat.6, Dorian #4
Eb* m37 b3 |5 7 Melodic + Harmonic Minor
Eb** m3P b3 |b6 |b7 |Aeolian
EbY m31 b3 |13 |b7 |Dorian
F P4 11 13 1 Dorian
F- P4 11 b6 |1 Aeolian, Phrygian
F P4 11 13 b9 |Dorian b2
F° P4 11 b6 |7 Harmonic Minor
Foust P4 11 b7 |1 Minor (all without 7)
F#° +40 #4 13 1 Dorian #4, Locrian nat.6
Fi#' +40 bs b7 |9 Dorian #4, Locrian nat.2
G P4l P51 5 7 9 Melodic + Harmonic Minor
G- P4 P51 5 b7 9 Dorian, Aeolian
G° P4l P51 5 b7 |b9 | Phrygian
G* P4l P51 5 7 b3 | Melodic + Harmonic Minor
G P4l P51 5 1 9 Dorian, Aeolian
An M3J me b6 1 b3  |Aeolian, (Phrygian)
Ab- M3 m6 b6 |7 b3  |Harmonic Minor
Ab** M3Jd me b6 |b9 |b3 |Phrygian, Locrian
Ab" M3 me b6 |9 b3  |Aeolian
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Chord | Superimposed | Location from the | Note functions of | Modal sound (scale derivation)
Triad root of the chord superimposition
A° m3J{ M6 13 1 b3 Dorian
A" m3J M6 13 b9 11 Dorian b2
A m3<4 M6 13 |9 b3 | Dorian (#4)
Bb M2 m71 b7 9 11 Dorian, Aeolian
Bbs* M2d m71 b7 b3 11 Dorian, Phrygian, Aeolian
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Triadic Superimposition Chart (Dom’)

Chord | Superimposed | Location from the | Note functions of | Modal Sound (scale derivation)
Triad root of the chord superimposition

c’ C- Root 1 3 5 Mixolydian
C- Root 1 #9 5 Dom.Dim.
c° Root 1 #9 #11 |Dom.Dim., Alt.Dom.
c’ Root 1 3 #5 Whole Tone, Alt.Dom.
coust Root 1 4 5 Mixolydian
cve Root 1 #4 |5 Mixolydian #11, Dom.Dim.
Db m2 b9 11 |#5 Phrygian (major)
Db- m21 b9 |3 #5 |Alt.Dom., Phrygian Major
Db° m21 b9 |3 5 Dom.Dim.
Db* m2 b9 |11 |6 Dorian b2
Db m21 b9 #11 |#5 Alt.Dom.
Db" m2P b9 |5 #5  |Phrygian Major
Db"* m2m b9 |#11 |5 Dom.Dim.
D M2 9 #11 |6 Mixolydian #11
D- M2 9 11 6 Mixolydian
D° M2 9 11 |#5 Mixolydian b6
D" M2 9 #11 |b7 | Mixolydian #11, Whole Tone
D> M2 9 5 13 | Mixolydian
Eb m37 #9 |5 b7 |Dom.Dim.
Eb- m3 #9  |#11 b7 Dom.Dim., Alt.Dom.
Eb° m37 #9 #11 |13 Dom.Dim.
Eb** m31 #9 #5 b7 Alt.Dom.
E° M3 3 5 b7 Mixolydian (#11)
E* M3 3 #5 1 Whole Tone, Alt.Dom.
' M3 3 13 |b7 | Mixolydian (#11)
F P4 11 |6 1 Mixolydian
F- P4 11 |45 1 Phrygian major
F* P4 11 |6 b9 | Dorian b2 (Dom’ function)
eust P4 11 |b7 |1 Mixolydian
Fit +40 #11 b7 |b9 |Alt.Dom., Dom.Dim.
F#° +AJ #11 |6 1 Mixolydian #11
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Chord

Superimposed

Location from the

Note functions of

Modal sound (scale derivation)

373

Triad root of the chord superimposition
F#" +43 #11 b7 |9 Mixolydian #11
Faeust +40 #11 [(7) |b9 |Upper Extension
G- P4, P51 5 b7 |9 Mixolydian
G° P4l P51 5 b7 |b9 |Dom.Dim., Phrygian Major
Ab M3 me #5 1 #9 Alt.Dom.
Ab* M3l me #5 1 3 Whole Tone, Alt.Dom.
Ab*** M3 me #5 b9 #9 Alt.Dom.
A m3J M6 13 b9 3 Dom.Dim., Dorian b2
A- m3J4 M6 13 1 3 Mixolydian
A° m3J{ M6 13 1 #9 Dom.Dim.
A* m3J, M6 13 |b9 |11 |Dorian b2 (Dom’ function)
At m3J4 M6 13 9 3 Mixolydian
A m3{ M6 13 |#9 |3 Dom.Dim.
Bb M2y m71 b7 9 11 Mixolydian
Bb- M2d m71 b7 |b9 |11 Dorian b2, Phrygian Major
Bb° M2d m71 b7 b9 3 Dom.Dim., Alt.Dom.
Bb+ M2Jd m71D b7 b9 #11 |Dom.Dim., Alt.Dom.
Bb"™ M2J m7p b7 |3 11 | Mixolydian
Bb'"* M2y m71 b7 |#9 |3 Dom.Dim., Alt.Dom.
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Triadic Improvisation

He
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11

13

.

Ebadd9

Eb
Db
13

—3
L be
= bd
D@
1—13

sl.

6——7
13
Absus4

Ve
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2
12—13

Db
Bb

10

Eb

L

a/H‘lﬂr

9—12—M1

Db

Ex. 183a

G7(+9)
4

Ex. 183b
G7(9)

e ~

A3

9

Ex. 183c

G7alt
Ex. 183d

G7alt

o)
o)

DbaddB

1

1

18 4

10
Eb*

1

Ebsus4

sl.

VE"RT D

11——=56
be -He |

A
6
Ebsu54

10

Bbsus4

Dbadd9

Eb

Absus4
e

107"
Db

4
Absus4
D@
Abm

[ £
ANV

Ex. 183e This one uses some added note arpeggios.

GT7alt
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Seventh Chord Superimposition

Seventh chord superimposition works the same way as triadic superimposition.
We are just stacking a seventh chord instead of triads.

Ex. 184a Melodic usage

Am7 D7alt Gmaj7
! m— o bt_ /—P\ P 1 P
A T | | b. 9 | [r— s
A%  —— I I  — — I  E— - —— i
@_4 P b \ F | 4 | | Ve [T [P | | | [T | B I |
!) v | 1 | %. Q|' bgl 1 .I %. =| | | 1]
H H P P sl. P
7 6
F 8 7—6
A 7 9 8
9 10 8
rB——7—10 9 8 9 7
11 10 7
| | T —
Em7 Cmaj7 Gbmai7(bs)
Ex. 184b Harmonic usage
Cmaj7 Am7 Cmaj7 Cmaj7 Ab7 Bbsus4(9) Cm7b5 Bm7
Am7 D7alt Gmaj7
o
E o | bE be S ¥S
0] I I . e 1|
1 E b | "o 1 |
1Y | 1 |
!) L lF [ I 1 |
12
- B 3 12 13 15 B 1 1
:?10 10 10 10 13 15 13 16 16
B 12 10 11 15, 15, 13 15 14

Once again, try to group these together in progressions to facilitate the contextual integration of this concept.
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Seventh Chord Superimposition Chart (Maj’)

Chord |Superimposed | Location from the Note functions of Modal sound (scale
seventh chord | root of the chord superimposition derivation)
cm’ D® M2 9 #11 |13 7 Lydian
D’ M2 9 #11 |13 1 Lydian
D7/sust M2 9 5 13 |1 lonian
E-’ M3 3 5 7 9 lonian
7% M3 3 #5 |1 9 Lydian
E7/sust M3 3 13 |7 9 lonian
F#-7o° +AJ #11 |13 |1 3 Lydian
G° P4, P51 5 7 9 3 lonian
G™ P4l P51 5 7 9 #11 |Lydian
Gmei7/suss P4l P51 5 1 9 #11 |Lydian
G#-"* M3J mé # |7 9 #11 |Lydian Augmented
A-° m3J4 M6 13 1 3 #11 |Lydian
A-7 m3{ M6 13 |1 3 5 lonian
A-"7 m3J M6 13 |1 3 #5 |Lydian Augmented
Ama/sust m3{ M6 13 |9 3 #5  |Lydian Augmented
ATt m3{ M6 13 |9 3 5 lonian
B-° m2{ M7 7 9 #11 |#5 |Lydian Augmented
B-’ m2J4, M7 7 9 #11 |13 Lydian
B7/sust m2{ M7 7 3 #11 |13 |Lydian
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Seventh Chord Superimposition Chart (Min

7 (b5)(h7))

Chord |Superimposed | Location from the Note functions of Modal sound (scale
seventh chord | root of the chord superimposition derivation)
C-79EN | ¢ Root 1 b3 |5 6 Dorian Types
c-ma7 Root 1 b3 |5 7 Melodic + Harmonic Minor
c-"™ Root 1 b3 |b5 b7 |Locrian Types
C/sust Root 1 4 5 b7 | Dorian, Aeolian, Phrygian
C-maTs Root 1 b3 |#5 |7 Harmonic Minor
c-"% Root 1 b3 |#5 b7 |Aeolian, Phrygian
Db™’ m21 b2 |11 b6 |1 Phrygian
Dpma7/bs m2 b2 |11 |5 1 Phrygian
Dpma7/#s m2 b2 |11 |6 1 Dorian b2
Dbma7/sust m2 b2 |b5 |b6 |1 Locrian
Dpve/mai? m2 b2 |5 b6 |1 Phrygian
D-’ M2 9 11 |6 1 Dorian
D-7/%5 M2 9 11 |b6 |1 Aeolian
D7/ M2 9 b5 |b7 |1 Locrian
D"/ M2 9 bS5 b6 |1 Locrian nat.2
EpMAe m3 b3 |5 b7 |1 Dorian, Aeolian, Phrygian
Ebma7 m31 b3 |5 b7 |9 Dorian, Aeolian
Eb’ m31 b3 |5 b7 |b2 |Phrygian
Eb-7 m3 b3 |b5 b7 |b2 |Locrian
Ep™a7/bs m3 b3 |5 6 9 Dorian
Ep™mai7/#s m3 b3 |5 7 9 Melodic + Harmonic Minor
EbYe/ma7 m3 b3 |6 b7 |9 Dorian
[ P4 11 |6 1 9 Dorian, Melodic Minor
F-’ P4 11 |be |1 b3 | Aeolian, Phrygian
F-5 P4 11 b6 |1 9 Aeolian
F7/suss P4 11 b7 |1 b3  |Dorian, Aeolian, Phrygian
fyd/dom? P4 1 |7 1 b3 | Melodic + Harmonic Minor
FMne +4J b5 |b7 |b2 |b3 |Locrian
Fyma7 +AJ bs |b7 |b2 |11 |Locrian
Fgmai7/os +4J b5 b7 |1 11 | Locrian
Fymai7/s +A] b5 |b7 |2 11  |Locrian nat. 2
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Chord

Superimposed
seventh chord

Location from the
root of the chord

Note functions of
superimposition

Modal sound (scale
derivation)

378

F#Iyd/maj7

G7

Ab"A®
Abm
Ab’
Ab7/b5
Apmei7/suss
Ablyd/maj7
Ablyd/dom7
A-7/S

A7/su54/ b5

BbMA6
Bb™
Bb-’
Bb-*
Bb7/#5

Bbmaj7/sus4

Bb7/sus4
B7/#5

+4$

P4l P51
P4d P51
P4l P51
P4d P51
M3d méeT
M3l mé61
M3l méeT
M3l mé61
M3l mé61
M3l mé61
M3l mé61
m3J M6
m3J M6
M2y m7
M2l m71
M2y m7
M2l m71
M2y m71
M2l m71
M2y m71
m2J, M7

b5

b6
b6
b6
b6
b6
b6
b6

b7
b7
b7
b7
b7
b7
b7

1
7
b7
b7

R

(on

2

N N N P NN

b2

b3
b3
b3

b2
2

2

b2
2

b3
b3
b3
2

b3
b3
b3
b3
b3
11
11
11
11
b5
11
11
5

11
11
11
11
11
11
5

b5
b5
5

5

b5

b6

b6

b6

Locrian

Melodic + Harmonic Minor

Dorian, Aeolian

Phrygian, Dorian b2

Melodic + Harmonic Minor

Aeolian, Phrygian
Aeolian, Phrygian
Locrian

Locrian nat. 2
Phrygian
Aeolian

Dorian #4
Dorian

Dorian

Dorian, Aeolian
Dorian
Phrygian
Phrygian
Locrian nat. 2
Dorian
Aeolian, Phrygian
Melodic Minor



Seventh Chord Superimposition Chart (Dom’)

Chord |Superimposed | Location from the Note functions of Modal sound (scale
seventh chord | root of the chord superimposition derivation)

c’ ct Root 1 3 5 6 Mixolydian
c’ Root 1 3 5 b7 | Mixolydian
ct’ Root 1 3 #5 |b7 |Whole Tone, Alt. Dom.
ol Root 1 3 b5 |b7 |Whole Tone, Alt. Dom.,

Mix.#11

C/oust Root 1 4 5 b7 | Mixolydian
Cve/e? Root 1 #4 |5 b7 | Mixolydian #11
Db® m21 b9 |11 #5 |b7 |Phrygian Major
Db™’ m21P b9 |11 #5 |1 Phrygian Major
Db-* m2P b9 |3 #5 |b7 | Alt. Dom., Phrygian Major
Db-"7 m21 b9 |3 # |1 Alt. Dom., Phrygian Major
Db®’ m21 b9 |3 5 b7  |Dom. Dim.
Dbem™’ m2P b9 |3 5 1 Dom. Dim.
Dpmai7/es m2 b9 |11 |5 1 Phrygian Major
Db™a7/suss m2P b9 b5 |#5 |1 Alt. Dom.,
DbYe/me? m2 b9 |5 #5 |1 Phrygian Major
Db-m27/# m2P b9 |3 13 |1 Dom. Dim.
D’ M2 9 #11 |13 1 Mixolydian #11
D-/ M2 9 11 13 1 Mixolydian
D7/ M2 9 #11 |13 1 Mixolydian #11
D’/* M2 9 #11 |[#5 |1 Whole Tone
D7/sus4 M2 9 5 13 |1 Mixolydian
Eb’ m3 #9 |5 b7 b9 |Dom.Dim.
Eb-’ m31 #9 #11 |b7 b9 Dom. Dim., Alt. Dom.,
Eb-° m3 #9  |[#11 |b7 |1 Dom. Dim., Alt. Dom.,
Eb-7/*® m3 #9 |#11 |13 b9  Dom. Dim.
Eb”" m3 #9 |5 13 |b9 |Dom. Dim.
b7/t m3 #9 |#5 b7 |b9 |Alt. Dom.
bV m3 #9 |13 |b7 |b9 |Dom. Dim.
E-7* M3 3 5 b7 |9 Mixolydian
E°’ M3 3 5 b7 |b9 |Dom.Dim
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Chord |Superimposed | Location from the Note functions of Modal sound (scale
seventh chord | root of the chord superimposition derivation)
omai’ M3 3 5 b7 |[#9 |Dom.Dim
a7/ M3 3 #5 |1 #9 | Alt. Dom.

Emai7/es M3 3 #5 |b7 |#9 |Alt. Dom.

7 M3 3 #5 |b7 |9 Whole Tone

E-mai7/#S M3 3 5 1 #9  |Dom. Dim

fai7/suss P4 11 |b7 |1 3 Mixolydian

F#° +4 #11 | b7 b9 |#9 Dom. Dim, Alt. Dom.
F# +AJ #11 b7 |b9 |3 Dom. Dim, Alt. Dom.
Fi#-’ +AJ #11 |13 b9 |#9 |Dom.Dim

Fi-5 +40 #11 |13 b9 |#9 |Dom.Dim

F#-7°° +4J #11 |13 |1 3 Dom. Dim

F#'% +A] #11 b7 |4 3 Mix. #11, Whole Tone
F#7°° +40 #11 b7 |1 3 Mix. #11, Whole Tone
F'vae? +AJ #11 |1 b9 |3 Dom. Dim, Alt. Dom.
G-/ P4l PSP 5 b7 |9 11 | Mixolydian

G-* P4l P51 5 b7 |9 3 Mixolydian

G- P4l PSP 5 b7 |9 #11 | Mixolydian #11

G- P4, P51 5 b7 b9 |11 |Phrygian Major

G’ P4l P51 5 b7 |b9 |3 Dom. Dim

Goma? P4l PSP 5 b7 |b9 |#11 |Dom.Dim

Gmai7/suss P4l P51 5 1 9 #11 |Mixolydian #11
G P4l PSP 5 1 9 11 | Mixolydian

G-/ P4d P51 5 b7 |#9 |#11 |Dom.Dim

Ab’ M3 m6 #5 |1 #9  |#11 | Alt. Dom.

Ab™* M3l m6T #5 |1 3 #11 |Whole Tone

Ab7ss M3 m6 #5 b9 |#9 |#11 |Alt. Dom.

A m3{ M6 13 |b9 |3 #11 |Dom. Dim

A’ m3J M6 13 |b9 |3 5 Dom. Dim

A7 m3J, M6 13 |1 3 5 Mixolydian

A-° m3J M6 13 |1 3 #11 | Mixolydian #11

AT m3J M6 13 |1 #9 |5 Dom. Dim

A7t m3J M6 13 |9 3 5 Mixolydian

AV m3J M6 13 [#9 |3 5 Dom. Dim

Bb® M2y m71 b7 |9 11 |5 Mixolydian
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Chord |Superimposed | Location from the Note functions of Modal sound (scale
seventh chord | root of the chord superimposition derivation)
Bb™’ M2y m71 b7 |9 11 |13 | Mixolydian
Bb-’ M2y m7 b7 |b9 11 |45 Phrygian Major
Bb-° M2y m71 b7 |b9 |11 |5 Phrygian Major
Bb-"* M2 m71 b7 b9 |3 #5 | Alt. Dom.

Bb°’ M2J m71 b7 b9 |3 5 Dom. Dim
Bb°ma’ M2J m71 b7 b9 3 13 Dom. Dim
Bb™mai7/#s M2y m71 b7 |9 #11 |13  |Mixolydian #11
Bb7/# M2l m71 b7 |9 #11 |#5 |Whole Tone
Bb™mai7/bs M2d m71 b7 |9 3 13 | Mixolydian
Bb™ M2y m71 b7 19 3 #5 | Whole Tone
Bb'y/mai7 M2d m71 b7 |3 11 |13 | Mixolydian
Bb-mai7/#s M2 m71 b7 b9 #11 |13 Dom. Dim
Also From The Dominant Diminished Scale

Chord |Superimposed | Location from the Note functions of Modal sound (scale
seventh chord | root of the chord superimposition derivation)
c’ Root 1 #9 |b5 |13 |Dom.Dim
Eb®’ m3 #9 b5 |13 |1 Dom. Dim
F#° +4J bs 113 |1 #9  |Dom. Dim
A m3J, M6 13 1 #9 b5 Dom. Dim
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Hybrid Arpeggios

Hybrid Arpeggios do not fall into triadic or seventh chord categories but contain
pieces of each. Added note chords are types of hybrid arpeggios.

Ex. 185a-c
1 9 3 5 1 3 #11 5 1 3 4 5
Cadd9 Cadd#11 Csus4(3)
Y ——— | IT —— | I ——— | Il |
N A p— [ [ [ I p— [ [ [ I p— [ [ [ 1 |
| | | P I | | 1
- o
=
A
2 5 2 4 5 2 3 5
-HB—3 5 3 3

This next chart contains serveral possible hybrid arpeggios over each of the four chord types.
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Hybrid Arpeggio Chart (Maj’)

Chord Hybrid Structure Note functions of Modal sound (scale derivation)
superimposition

cma’ (O 9 3 5 lonian, Lydian

G 6 7 9 lonian, Lydian

3 #11 |13 Lydian (Augmented)
#11 |45 7 Lydian Augmented
3 4 5 lonian

#11 |5 13 Lydian

#5 13 7 Lydian Augmented

Dadd9
Eadd9
Caddll
Daddll
Eaddll

(Chans 7 1 9 lonian, Lydian

1

5

9

3

1

9

3

5

1 3 #11 |5 Lydian

9 #11 |5 13 |Lydian
cadom 1 |9 |3 |11 |5 |lonian

3

9

1

9

6

7

3

3

6

Cadd#ll

Dadd#ll

Geddor 13 |7 |1 |9 |lonian, Lydian
3 #11 |5 13 |Lydian
9 3 #11 |5 Lydian
3 #11 |5 13 | Lydian

Dadd9/11
Cadd9/#11

Dadd9/#11

A-299 7 1 3 lonian, Lydian

B-2ddt 9 3 #11 |Lydian
#11 |5 7 Lydian
#11 |5 13 |7 Lydian

7 1 9 3 lonian, Lydian

E_add9

[-addo/11

A\-20d9/11
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Hybrid Arpeggio Chart (Minor’)

Chord Hybrid Structure Note functions of Modal sound (scale derivation)
superimposition

c-’ Eb?e®° b3 |11 |5 b7 | Dorian, Aeolian, Phrygian
Feddd 11 |5 13 |1 Dorian
G**® 5 13 |7 9 Melodic Minor
Bb™® b7 |1 9 11 | Dorian, Aeolian
Db b9 |b3 |11 |b6 | Phrygian
Ebdtt b3 |5 b6 |b7 |Aeolian
feddit 11 |13 |b7 |1 Dorian
2] b7 |9 b3 |11 | Dorian, Aeolian
(Chans 5 7 1 9 Melodic Minor
Ep?idéit b3 |5 13 |b7 |Dorian (b2)
eddnil 11 |13 |7 1 Melodic Minor
Dp2dd#1 b9 |11 |5 b6 | Phrygian
Dp2ddori b9 |[b3 |11 |5 |b6 |Phrygian
Eb2ddo/int b3 |11 |5 |13 |b7 |Dorian
eddo/i 11 |5 |13 |7 |1 | Melodic Minor
C-2d% 1 9 b3 |5 Dorian, Aeolian
G- 5 13 |b7 |9 Dorian
F-2099 11 |5 b6 |1 Aeolian
C-ddo/m 1 |9 b3 |11 |5 | Dorian, Aeolian
F-ddo/ 11 |5 |b6 |b7 |1 |Aeolian
G- 5 |13 |b7 |1 |9 |Dorian
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Hybrid Arpeggio Chart (Min™)

Chord Hybrid Structure Note functions of Modal sound (scale derivation)
superimposition
(e Eb-24% b3 |11 |b5 b7 |Locrian
F#® b5 b6 |b7 b9 |Locrian
Fydintt b5 b7 |1 b9 |Locrian
Feddo/L b5 b6 |b7 |1 b9 |Locrian
Abt b6 |1 b9 |b3 |Locrian
Eb-ddo/1t b3 |11 |b5 |b6 |b7 |Locrian (nat.?2)
Ap?@e/1 b6 |b7 |1 |b9 |b3 | Locrian
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Hybrid Arpeggio Chart (Dom’)

hord Hybrid Structure Note functions of Modal sound (scale derivation)
superimposition

c’ (O 1 9 3 5 Mixolydian
cedan 1 3 11 |5 Mixolydian
caddnt 1 3 #11 |5 Mixolydian #11
D?0% 9 3 #11 |13 |Mixolydian #11
D 9 ‘3 ‘#11 ‘5 ‘13 Mixolydian #11
DRl 9 #11 |#5 |13 | Mixolydian b6
F#20%° #11 |#5 |b7 |b9 |Altered Dominant
Fyedonit #11 b7 |1 b9 | Altered Dominant
GH#*%® #5 b7 |1 #9 | Altered Dominant
GH#M #5 b9 |1 #9  |Altered Dominant
AL 13 |b9 a9 |3 Dominant Diminished
Bb%® b7 |1 9 11 | Mixolydian
Bt b7 |9 3 11 | Mixolydian
Db-2% b9 |#9 |3 #5 | Altered Dominant
G- 5 13 |b7 |9 Mixolydian
caddom 1 |9 |3 |11 |5 |Mixolydian
Caddorin 1 |9 |3 |#11|5 | Mixolydian#11
Db-d¥/11 b9 |[#9 |3 |[#11 |#5 | Altered Dominant
Do/ 9 |3 |#11|5 |13 |Mixolydian #11
padda/iLL 9 |3 |#11 #5 |13 |Mixolydian b6
S #11 |#5 |b7 |1 |b9 |Altered Dominant
G-/ 5 |13 |b7 |1 |9 |Mixolydian
G/ #5 |b7 |1 b9 |#9 |Altered Dominant
Blyddo/iit b7 1 |9 |3 |11 |Mixolydian
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Playing Over Unusual Resolutions

@ Dim7 chords resolving down by % step to minor

Tunes found in:  All the Things You Are
Wave
Triste
Night and Day
Body and Soul
Here’s That Rainy Day

The resolution tendencies are as follows:

Scales BO7 (tonic dim.)

n N o be bo

A S fo © © —

[ fan) ~F bl

14

Bbm7 (dorian) !

X b O PO — —

[ Fan L=

o
Ex. 186a
% step resolutions

i 1 Maj9 b3 11 bi3
/Q Bo7 (Tonic Dim.) ) l N o
= fo— fo————— @

Sy

Bv-7 (Dorian)

é@[<>
*
'y

1 9 9 b3 11 11 5 b7
Weak (Ok. But Not As Strong)

Ex. 186b

whole step resolution

b5 Maj7 b13 bb7 Maj9

A — L2 be
[ £an) 1’4 4
o

v 4 10 b v [ )
&

Y 11 5 5 1 11
Weak
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Ex. 186¢

Bdim7  1/2 step resolution + Bbm7
bV\ﬂ
f Py > ® b.’ f' = — n
GEr T 1 | |
D) | I !
sl.
H P —
7 10 11
T 8 6 9
g} 9 O 7
B
Ex. 186d
Bdim7  Whole step resolution Bbm7
H
’J? | i ! J . ® - ° = b — T
[ a0 Vi—‘—|—';4F | DF
ANV | | | || |
D) : ] 1 i |
H H
T e 5 2
I A hd b A hd I~ (R) A I~
. - 4 4 5 (5) 6 - 5 -
LB 3 6 6 8 .
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@ Dom?7 chords resolving up by whole step

Tunes found in:  Just Friends
Yardbird Suite
There Will Never Be Another You
Donna Lee
Cherokee
Stella By Starlight

Scales Eb7 (mixolydian #11)

>

g
8
e

Fmaj7 (ionian, lydian)

oy O P OO )l
A 4 T

5
0

Ex. 187a

% step resolutions

J Eb7 1 9 #11 5 13 Ib7
l’f\:\ T Iﬁ! Ib’ o be
o pe o 1

A FMaj? ,

v 4 ] 1 A | P
@ : ey —te o} 1
ANV | P P

2, ’ e e

13 7 7 11 #11 #11 #5 13
Weak
Ex. 187b
whole step resolutions
on EBV7T 1 9 3 #11 5 13
X 1 D@
— s he—®

'\Q‘? be o =
0 FMaj7

';\? » o » . o g T

N 1 9 1 3 9 #11 5 13 #5
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Ex. 187c

Eb7 5 . Fmaj7
o) F @ ° ! [r—
== = 1 |
RGr a3 i | | — il
eJ —_—
T 8 5 A
I e A I~
g 8 7 )
Ex. 187d
Eb7 P ,
H 3 sl. Fmaj7
— 33— 3 b'—\'- sl '-\3\! —3—
! I 1|
r ] o [ [ | | 1 |
L 4 P .dl. bil, j| [ — 1 |
3 1’3——" ‘\3. 3 \_/e'
H P S sl
- 6=~—=<5 "
9' S S " - 6~—5 S
'B— 638 h R 8
8 6—5 (5)

You will find the whole step resolutions are not as strong as half-step ones. The harmonic tendencies of

Eb”to F™¥ are the same for the chords.

Ex. 188

H7ALT -

3 A7RLT e
7

s B

7
5 HRLT - >

7
7 HHLT - »

390

Fma_\7
Dm
gyas’?
UL

7 7
FIAT0p €
An
fim

Further explanation of this concept can be found in
the harmony chapter.



Other Resolutions To Know

1. Third related chords (similar types)

Ex. 189
c’ o Eb™
F-/ — D
7 AD™
B-/ — > G-’

2. ii V's moving up and down by half steps

Ex. 190a
0
A X N.YT (3% Db ~ (b
’\\f_\\\] V1 LA | [ LWL |
¢
Ex. 190b
4)
& 7 F-7 Bb7
¢
3. i7 Vi7b5 ii7b5 V7a|t
Ex. 191
0
7 B-75—FETalt
¢

Many of the other resolution possibilities are covered in the harmony chapter.

Remember: Try to take advantage of half step resolutions because they make the transitions much

smoother.
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Melodic Ideas

A small collection of scale tones can bear a large amount of melodic
material through the use of octave displacement.

A four note order such as G C D E can become this.

Ex. 192 & 193
| | .
A H Vay H H T : H
V q I f P [ o P | |
[ — —] — — a——" 7 —
ASVEES S Py | I .I =l T | | % v
oJ | |' e _—
H H H H H H
T 5—8 8
yiy —5—7 5—7 - —5—7 7 A ——
B el 7 fol § 57 ol 7 4 o)
Try this over C, Csus4, Bbmaj7, F#7alt, Em7b6. Odd number note ideas metrically overlap in the measure.
H P /—P\ H
N -
n | | ¢ - £ . S T
A o o - —— ' # H
[ ) bt ¥ F | ‘k; | 1 |
A3V | | | 1 |
J o I |
H P /P\ /P\ H
5 3 7 5 8
T 7 8
A 4 7 4 5
-B—3 5

5 Note Grouping
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Try this over Em7b5, Cmaj7, F#7alt, D7#11

| have included some more examples like these from different scales.

Ex. 194a

sl.

sl.

4
4

11

12

12

H

q
1

1
1

.
Vs

Ex. 194c

o

|

Ex. 194d

LY

(Y

sl.
T

be

Ex. 194e

O

Ex. 194f

o ®

£
—

sl.
—

H sl
f/";E: .

>
o L@~ T
e

T

"
2

sl.

sl.

10

11==12—9

10

H sl
TS
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Major Scale Impressions
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Ex. 195d
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Ex. 195m
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Modes: Linear Approach

The following line studies should be practiced in all keys and positions on the guitar. Each study concentrates on a particular mode and
strives to bring out its own distinctive flavor.

This is done through the use of target notes and intervallic structures.

Since no harmonic analysis has been provided, it will be your job to look for harmonic structures such as broken intervals, diatonic triads and

seventh chords.

Ex. 196
[ F Lydian Major 1 [ ] [ Fadd9 ] [ D# Lydian +] [ D7sus4 ] [ B +7 ] #9
B7alt p P
— ) P
A e A 3 I_/_\, o ; " P sl H
Y7 I 1 [ — I
(S £ £ | g F—’—J—ﬁzﬁﬁpa I
ANSV A 3 | | I | I - - feo |
o —— A L = G
~—
/P\ A P P P sl. H
= 8 8—7 7 5 5
I 6 6 6 8—=6
yiy 5 5 5 5 4 7
D 7 7—5 5—7
D 6—5—3 6
3—5 7
~————

This can also be used over:

F7#11, Ebmaj7#5, Am9b5, Cmmaj7, D7/sus4/b9 (C melodic minor chords)

Before we go on | would like to make an important point regarding passing tones.

Because of the abundance of linear possibilities using only scale tones, | would encourage developing lines without passing tones so as
to not cluster your playing with superfluous notes. This is why most of the examples contain only scale tones (a great starting place for
developing these kinds of lines are the diatonic triads and seventh chords we covered in both chapters 1+3).
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Modal Lines (Major Scale)
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Ex. 197f
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Ex. 197k
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Ex. 197p
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Modal Lines (Melodic Minor)

Ex. 198a
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Ex. 198e
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Ex. 198i
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Ex. 198n
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Blues Sounds
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Ex. 199f
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Diminished Sounds

Ex. 200a
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Ex. 200f
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Ex. 200p
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Whole Tone Lines

Ex. 201a
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Ex. 201f
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Modal Mixture

Modal Mixture is the combination of one or more
modal scales over a given chord change.

Ex. 202
Bvmaj7
‘0
A4 7 7 7 7 7 7 7 7
%) y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
eJ
Bb pent. Bb ionian Bb lydian Bb lydian aug.
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74 ) 7 11Z) #>
2 2 [ u i il
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The color tones are the most characteristic notes of the mode. | have
used them as structural points from which to build my lines.

418



Minor Sounds

Ex. 203
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ANSVA 3 " L Ld \;_II— [ D o] o | I ® ] J i
J  glEe) L Lid I — ¥ ¢ 3 -
Target Notes _70
H P H H P
2
T 5 e 5 2
' 45 3— 3 -
A 54 3 3 3 53
HB————4—5 2 3 5 5 2—3
5 0
Dominant Sounds
Ex. 204
[ FPent ] Mix. ] [ Mix. #11 ] [ Dom. Dim. ] [ Alt. Dom. ] [ Tonic Dim. ]
F7 " P H /‘L P
— —3— -
A prm— P — 0 I be e 3 g b /b' ko te M 4
)7 I —— | P I I Y — Y 10 ] (o) [ =1 == (lbel - - " |
y . | | Ibel b — P | 1 | Wl | v — 1 J L i |
[ (. N J [ | | L I | P I == | —— e i |
%)v —F I r | | be | — — )’II’ ]|
Target Notes —3— —3 —_3— =3
H H P H sl. P sl.
T - ; 8 7% 7 - —7=—9—10—9—— 7
- 7— 8 8 9 - 7 6— = 9~—7
D 8 8 10 9—8 6—38
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Using One Interval Set Over Many Chords

Many of the greatest players have been the ones who learned to incorporate a
limited amount of melodic material into the most harmonic structures.

Ex. 205a Ex. 205b
Esus4/3 Esus4/3
P P
o P Y
R - “ : S
dal ¥ v T 7o e [ aa
@‘4 ! - L — I - fe | e —— i il
S~
/-P\ P sl. P /'P\
- 5—4 5—4 7 5
| 5 - ) o 5
A ° 5 - i
7 6 7 6
B 7
7v5
ol = Cmaj7sus4, D-7/13, F/E, G7sus4,
C i7sus4 H /\ A-7b6, B-7b5, Cmaj7, D7/sus4/b9,
/—Q A
hmal sus o . - ; = Ebmaij7/#5, F7b5, A-7b5/59, B7alt
)74 |. | 1|
P f r ] | | 1 |
S | —— | il |
\\.jl | | 1 |
sl.
H —
8 12 13
T 12 8
T‘]Z 10 12
B 10

This particular Esus4/3 hybrid structure could be used over these chords.

Emaj7’ Esus4, F#_7/9’ A/G#, Amaj7’ B75”54, A/B, C#-7b5, D#Jbs, A_maj7, B7/5”54/b9, cmaj7#5’ D7b5, E75“54, F#-9b5, G#?alt

Hybrid structures are useful in these instances because many can be found in more than one scale.
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This concept can be similarly applied by transposing a particular interval structure over many chord changes

The interval structure used is comprised of a whole-step half-step alternation

--H-- = Half-Step
--W-- = Whole-Step

Ex. 206a --m3-- = Minor Third
A7(49) Ddim7
b b o g e
I ! ! H— f
(es—7 — | |4 i
ANSVAL 3 I 1]
oJ
= 8 6 5 = -
| o] o]
A
B
Ex. 206b For the sake of variety
Up1l P
half-step /\
A R
I [ | I © n
&% ' —_— = 4 H
D)
. P
T - 11 10 8
A 10
B
Because of its interval structure, this type of idea can function in a variety of ways
Ex. 207a
F7alt Bbmaj7
#9 b9 R b7 5
g be W by e
67 | 2 i o i
oJ
T 9 7 6 -
A 8 7
B
R b7 13 5 5
Ab13 Bbmaj7
Ex. 207b
Bbm6 Am7
-W-- -=H-- --W-- --H--
o) bf w b. H o w |
Y | | . De %o n
| [ | I 1 |
& ——— —— ! 4 1]
o 4 3 2 R R
T 9 7 6 -
A 8 7
B
#9 b9 R b7 3
C7alt Fmaj7
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This example is over a standard progression

Ex. 208

F7

Cm7

A7alt

EQ

#11

13

b7

b7

'be'fo
—

b9

#9

5—8—=6

Ebmaj7

R
be

#9

Bb7 o

Variation

Fm7

b:_7

b7

b3

6

Dm?7

ATalt

Bbmaj7

Ab7

b7

b9

#9

b7

b2

13

b7

be
P&

Am7 D7alt \,iation Gm7 CTalt 4 iation

Bbm6

Bz

b7

b9

]

|
[
—

G7(49)

D7alt

b9

#9

#11

b7

b2

0
n

sl.

be

I
I
— .7

sl.

7
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Another great way to practice is to take a particular chord shape (triad, seventh chord, hybrid structure) and use it over
as many chord changes as possible in a tune

Ex. 209

E° Bbadd9 Cm7/y Gb745

o L o
) ” — - be b ——F—4 |b'b b —. 1]
A% be—1— 1% i e . >y — I i P—'—F 3 I % )
&4 1 A — [ i ve—& [ —— < i pliﬁ_,—(:ﬂ
i L I N — I — ¢ 1

5 8 10
T 8 11 13 9
A 7 12 1
B 8 7— 11—10—8 13—12—10 1
D 12—11—9
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Outside Playing Over One Chord

Here are a few examples of outside playing approaches on

one chord. You provide the analysis.

Ex. 210a
Gm?7
£

D@

o

sl
>

A

|

LY

10

10

10

1

4
1

10

12

13

P
1

12

2
9

"
2

Py
2

sl.
\

b

sl.

1

7

Ex. 210b

P
ve
|

sl.

Dm7
N _*

sl.

sl.

1

10

11

1
1

10

1

7—8—5—=6

7—5=—6

be

e
I

be

)" A

10

1"

10

10

12

1"

1
1

.
Va

Ex. 210c

6~<5
~—

1"

Q
O

11>~<8—10

13—1

13

Ex. 210d

Abmaj7

sl.

Q
(e}

12—11-10

10

10

1012

1

10

10
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Ex. 210e

Fmaj7

€

sl.

P
Vr be

10

e

10—9=~~<8—10

el
e}

12>~<11

10

10—11

Fe
O

10

C7
A — 33—

Ex. 210f

'-\3\, P—3—

’\,.3\ H —3—

sl.
—3

o

+ b®

i
H.
S——
H

D@

o

be

J b

5=~——4

3=——4

4

U

be
A d

S~

—3—
—

—3—

A — 33—

R

JF

Ex. 210g

vill [
aSll /-
A
il
il il
(Y -
o
R
H'H_u
NG

10

10

1

10

1"

Q
O

11—9

10

10

9=—=10

12>~<7

11=—=12

10

10

Ex. 210h

Bb7alt

9—6—7—

9=—11

sl.

[Ty

1

e

3=~1

2—1—

"

10

10

10

Q
s}

9=—=10
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o

3

be

Y 3

-B—o

Ex. 210i

Emaj7

H

1
bel

e
|

lbhe @®VF

.
i

7—10~9

10

11

9 11—8

1"

10

Q
(e}

1"

10

—8—10—11

Q
O

9—1

12—9

1"

9

Ex. 210j

s
boh L@ |
pevoget

VeI

DO o
Frel

be
PYY
-

10

9—11-10

10——9
10—10

Q
O

Q
e}

1

911

1

-
|
R
D

1

11-13—13—11—

13

1

13

12

9—11——9

12—11-12

Ex. 210k

®

e

bl

— |
—

——

G7

1058

[}

12

10

13-11

1

Q
e}

\
Y

10——12

8-—=9-12

Q
e}

10—7—(10
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Chromaticism And Twelve-Tone Applications

Chromaticism  a

nd

twelve- tone  techniques are not commonly discussed in

jazz improvisation books for reasons that are unclear to me. The use of chromaticism in jazz

became popular during the bebop era through the use of approach notes

and chromatic enclosure of chord tones.

Ex. 211a
Gm7 C7 Fmaj7
A " S~ —— P
A N—
D4 ‘ﬂn‘.-" | — — I — — ge L I s i
) [ SN R N S— 4
K 3— ~
o
H P
T
A g 0789567 45— — - -
B 9—10 7 o
Ex. 211b
Btm7 H
ho e 7 b 2 . be -
* 1 QF ' q be D® | [ [ [ [ ]
i f T+ i i L L i {
[ | I ]

D4
J
H H
8 7 6
== 6 9 9
A 8 7 6 8
B
| =)
Ev7 Abmaj7
P
| | Tr—
| | | | — | [ — ]
[ [ | [ [ — ]
[ .0 — | | | | | | | M‘T 1 1 F 1|
\NSY e — — 1 I I I [
oJ e b
>
I —— 8—7—6—8 5
A 5—8 76 5—4
B 6 8—7—6—3
6—4—3—4
Ex. 211c
D7 P H
A | Y — sl H P
x ; ﬁ Eﬁ ! | | [ | | | | | | N 1|
[ | o o hg | [ [ [ | [ | I— % s - I
P | e} I VY g @ hg | | | V| 1 —
A3V Al I o | IVI L < e L b & r A I%. & bé .I IV.I .‘I. I_'I | | | Al 1 |
J ~_ d q 7 35
P H KA H P
5 —4—3
i 4 3—1—2
A 2—5 523 |4
B 3 6—5—4—3—5 —
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Chromaticism is best used when there is a target note, preferably a lower chord member, that

falls on a strong beat.

Here are a few examples of common chromatic approach usage.

T =Target
P.T. = Passing Tone

Ex. 212a
Cmaj7 [ Approach Tones ] T [ Enclosure ] g T
u sl
o) s ﬂf bf #o P} ° L P}
s I il | 1 1 e P He rd | N |
ﬁ ° g  — | I I T I e #e I y 3 1|
I 1 I [ il I .| & 1|
H sl.
F ~ - 12 11 10 9 - o - = -
A o 10 - - 12 - z
| =)
Ex. 212b
Cmaj7 Encl x Dm7 [ Enclosure ] G7
PT H . [ nolosure ]/_\T H /‘l\ . sl. — PT. T sl
ipﬁﬁi'—ﬁ?—g % 1 i Tr—  —— ]
o i I
R a— — tH4 £ i e — | T —y
Q) SN———
H H H sl. sl. sl

T 8

A 8 9 11 9 10 9 8 6——7—<5—714

D 7—10 7—5—4 7

1= 8 7—=5

Cmaj7 Target [ Enclosure ] sl. T
A sl. 3— P.T. s. T ) e~
! — ~ I |
I s 5  —+ I I - 1|
2 | - i
o s__———* et | |
~_
sl sl sl

-

A 7
A5 5 8 9 9 10

D 7 10

7v8
Ex. 212¢ The B natural is a target note from A# while also functioning as part of a diatonic enclosure idea.
Dm7 HG7(b9$$9) [Approach Tones] Cmaj7
PT_H T PT. T PT. T PT. P Enclosure T
H l/‘\; /\ /_\T [ o ]

A o £ fe £ b fo Lo 4o He he .

)7 AP [ il I T i T b il ul o o Fg o |
A @ =— [ I T I I I I [ o I i |
(es—| —_— | & i i i 1 I I i 1 1 |
\\'jl ! I —— I | I i |

H H H P H

T 4 12 3 15 12 14 15 14 13 15 12
A—12—15 - ° - - 15——12——13 14
| =)
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Chromatic usage in diatonic scale lines (without discussing enclosure) is usually best if confined to
filling in whole steps with one chromatic passing tone. The bebop dominant scale is an example of
this kind of idea.

Ex. 213
D7 (D Bebop Dom)
P
be P
: E ﬁ ! i sl. P
1 —
/1 P [ T | ]
Vs 3 T ——— | [ | e Py | [ | | 1}
’ﬁ)ﬂi — B - I S i
/—P\ P s, P
10——9 8 7
T 10——8 7 - -
A - 11——10——9
B 10 9 7
10

You might try the same thing with both major and minor type scales as long as the passing tone
falls on a weak beat.

Ex. 214

p Hereisan example of an A-dorian line using passing tones.

Am?7
T P u P
PN N
LEE T e
@ —
o

r) o He o
i i i 1 ud ] ud {
i | i - i i i
ﬁ | H T I L — 4|
P
— P H P
12 11 10
13 12 1 10 10 12
13 12 10 1 12
sl H
sl. H | H sl. H
! f - p— |
—— T— — i —
#ﬂﬁ—r o be ! — _ Ld ':Ei
D i | | o i { i { i i i i
oJ T ~—  — | | | | I
sl. sl. H H H sl. H
LA 12 q1—10——9 10—6——9——6————7——9——10
13~~<12—9—1—10—8—9
L e b A P y
- —~ P § sl.
i Gter BB 2 el 4 L
e e
[ [ [ | | ;I; | [ | | [
— I — N ——
= :

H ~ sl. P P sl. sl

[e)]
~
|
O‘
©
o]

[e<]

11~<10—8—7

11~<10——9—8~<7

[$,]

N
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An example of usage on a Dom’ chord.

Ex. 215a

sl.

c7

b

5=——4

5— 24

5———2

7

D@

I
-

4 3

e

sl.

or a Maj’ chord

Ex. 215b

sl
N
7T—10=

7—10—9—8—10

10

9—10

10

10—9—8—7

10——9

Gmaj9
s

£

2

[ £4n)

10

10

11

12

e
3

4
1

D)
Va

13
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Twelve Tone Triadic Formulas

Here are some formulas for creating twelve tone rows comprised of triadic groupings. This
is an incomplete list but should provide the basis for creating your own rows.

Group
| Cm Dm E F#
Formula Min M2 Min M2 Maj M2 Maj TTL
I (ol Dm Eb* F#
Formula Aug M2 Min m2 Aug M2 Maj TTL
1] c Eb F#tm B°
Formula Aug m31 Maj m31 Min P4 Dim m21
v o Fo Gm A
Formula Dim P41 Dim M2 Min M2 Maj m3
Y, c Db* D* Eb*
Formula Aug m21 Aug m21 Aug m21 Aug M6
Vi Csus4 DbsusZ D Elyd
Formula Sus4 m2 Sus2 m2 Maj M2 Lyd m6
V" Csus4 Dlyd Bbo B
Formula Sus4 M2 Lyd m6 Dim m2 Maj m2
Vil cot D* G#m A
Formula Sus4 M2 Aug TTQ Min m21 Maj m3
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| have given the interval relationships between triads to facilitate transposition. The formula can be
started on any of the triads and continued around the loop. For example:

Group Il Formulas

@ Aug m31 Maj m31 Min P4 Dim m21
@ Dim m21 Aug m31 Maj m31 Min P4
@ Min P41 Dim m21 Aug m31 Maj m31
@ Maj m31 Min P4 Dim m21 Aug m31

In four differnt keys it might look like this.

@ c Eb Fé#m B°
@ Db° D* F Abm
©) E Gm c Db*
O Am D° Eb* Fi

On the next page you Il find a few lines that demonstrate this concept.
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Ex. 216a

Group |
Cm7
Cm Dm E Fi# H s. Cm Dm E F# Cm
H sl. /_\ p'\j’\ H sl.
—3—— P 3 iy ﬂf — e | — ‘Vln/j;\‘ ) ho
A T i —- " i n
| P [ [ | [ [ | Iy | I
1 i g P I [ — Hg ® He f [ il
S ;l‘ ‘| 17— | — 1 — \/é ) 1 I if
B — —i— —
— —
H P sl. KA }—‘l\ P sl H sl.
T ——5—1———— -8 = —7 8
A 7—6—— - 10 6—9—8——
B— 658 8—7
\J\_/U
Ex. 216b
Group |
Cm7

sl. P o~ P sl. H sl
6—9 8
T 7 8 7 8
A 9 8 7 6
3=—=7—6—9 10 6 9 8
-B——3—6—5 8 7
3

Ex. 217 This gl:guc:mbmes two groups as well as a transposed group. Group Group Il transposed

T 7=—=10 8—=10 12—14 1 0=
A 8—=6 10><7 8 13 15—11—13 7—8 11—10
B 5—8 9—10 1214
D 7
4—8
p—a
Group IV transposed
E G " Bbdim » Ebdim Fm
P ; be
I n
I i
o i
1—© i
12 1 10
A 13 12 9 11 8 10
B 14 12=——=10 1 10
B 11 10 —(10)
Ex. 218 Resolution notes become members of other triads and a new row is continued.
Group VI Group VII
Dbsus4 1 Flydian Eb Dsus2 Csus41 D lydian B Bdim
St -
A I? o e st | st ./\ 1 '& > U \ ! /I:
Y be 1 D T—1 P # # T b 14 n
Y A o~ bhe 1 [ i i o be i
{es—1 { Do > e 1 { I o 1t i
\‘.jl I — I I ud [ — I I | [ 1]
— = —L_ = — e — —
H sl. sl KA H sl. H
F 12
11—13 10 8 12=~<10 13=—14 11
LA - 10——<8—— 7—11—13 10—12 13 11—14
B 10 14 13

The line above might work over Db7sus4, C7alt, F7alt, G7alt etc.

Remember it is usually a good idea to connect the triads as
smoothly as possible to create a more seamless effect.
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Twelve-Tone Formulas Using Seventh Chords

Twelve-tone rows can also be formed by combining three seventh chords. This is an example of
a twelve tone row using seventh chords:

Ex. 219
DMaj7
AT 40 3
wo 5 7 ° P s W 1__3 #5 bbg £ #g
) =  "he 2 £ =
i o ®bhe 1| T
GRSEfISS . e Ls
.‘.
. Cmaj745 Ebmmaj7 ATHS Fsus4

Row of 3 seventh chords

Try to come up with your own progressions and lines from this concept.

A few thoughts about triadic an seventh chord rows.

1. Because they are cycles (keep repeating) they can be continued and will keep
producing twelve-tone rows.

2. In order to find chords that the rows sound best with, try to take advantage of the cyclical
nature of the formulas. Begin and end on the same triads or seventh chords. In the
example below, the row begins on an Eb- triad and uses Group IlI's formula we get C,
Eb-, Ab°, A", triads whose harmonic rhythm may be broken down like this:

Ex. 220
Ebm Abo At C Ebm Abo At C

NS

This progression could be used over an Eb-’ chord because of the beginning chord Eb- or on an
F#°" chord because the beginning chord Eb- produces an F# chord and the departure chord to
the next measure is a C major triad which produces an F#”***° chord.
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Ex. 221

F#7alt Bmaj7 ( Min7)
Ebm Abo At C

0

Y F#3 F# 70509

The outer chords are most important because they establish the tonality and then lead you to the
next tonality.
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Non-Tertian Twelve-Tone Rows
Dodecaphonic rows can be constructed through interval systems. Grouping of thirds might look like this.

Ex. 222
. H /H\
RS o
#% s He o bf‘ Py el #_
Wy ' [ I Py @ I n
| P #P i [ [ @ [ [ 1]
44— [ He bt i [
I | #
oJ
H H H
6 9
F 7 8 - 7 10
O O
A 6 9
D 7
8
As we can see in the previous example, the interval relationships are not alway strict in nature (some may have
extra intervals for linking purposes).
Ex. 223
P sl.
' 5
A Fourth based row | b' l, , S
T D be % N ]
be Ve ] | [ y ) |
4 Ve [ - [ J [ [ o P |
I I L | 1
oJ —_ — bl r 4
3 N~
P sl.
T - 9 7 —
A 10 Q © hd (o} I~
O J J
B 8 5
Fifth based row /S/—\
A ﬁ b' | sl. o
Y [ P 7 be I N ]
y [ et be ve T 2 |
(e | T e I be r I P S |
ANSY 4 ® b [ v I < 1
J —_—— R e
sl sl.
T
5 a
A - . 10 13 p ” 16
-B—10 6 9 12
8

o
3
e
ﬂ {1‘
N
o
[Y
EX3
Ex=
iﬁ
fo
i)

P sl. P
11 12 6 7 4 5
T 1 12 5 8 6—4
10 12 13 5 6—7 5 |

FA-—10 12 - 13—12 7 4 8—6

D 12 12

12 14
o)

. # 4 o - f
(S 7P s b H
A\SY I o} s i

v % *

T Q A/ I3

| 8 6 5

A 6 " 4 7

R - a

o °

Non-Systematic Row Non-Systematic Rows may use many interval
Ex. 224 f:ombinations I?ut §hould avoiq any harmonic structures
[ Row 1 11 Row 2 1 in order to maintain the equality of each note.

N
:
T
w
/
N
»
~
&)

wp>—
o
4
fe
e

This type of line works equally well over free tunes and chords such as C7alt. Twelve-tone rows may be played in inversion (mirror
of intervals), retrograde (backwards) and retrograde inversion (mirror of intervals and backwards).
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12-Tone Triad Etude No.1

l b

.I’H-.
ble

&

I
s

h|
VHT

0

.|
DY

v

ve

be

)
il
7

—

|
g

bet ¢

o)

i)
L) oefe
mul ™
N
B I~
-
k)
P8
IR
] A i
g |
-\ o
N |
)
N
Al
RN
- gy
B
Bl s
X
L) s
TN
L)
&
o
' /’
D
] ]
Jo N
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L_3——J

|
D
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.‘.
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3
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|
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1 bt
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Modal Shapes

A modal shape is a fingerboard pattern whose intervals produce a modal or chordal sound.

Ex. 225

7@ o

12 Q

This shape (Ex. 222) if played in an ascending manner would look like this:

Ex. 226

1%

f)
’\\I [
(s s

E\T

s v vl

These notes form an E**® hybrid structure which is derived from these scales: E-ionian, E-lydian, E-
mixolydian, E-mixolydian b6 and E-mixolydian #11.

This shape may also be played over any chords derived from the parent scales B-melodic minor, E-

major, B-major, A-major and A-melodic minor.

Ex. 227
Bb7alt’ Emaj7l Amaj7/#11' F#mll' E/F#, D/C#, E7SUS4, Dmaj7/#11' Cmaj7#5' Ammaj7, D7#11' etC.

Experiment playing the shapes in different interval combinations as well as combining them
together to create longer lines.

Ex. 228
Eadd9 _

o

A )

X
XX

2 St
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Combination of two hybrid structures
Ex. 229 Eadd9 and F#add9 over Bb7alt.

T fo
I P P P 1 bt
A 9 1 9 11
B o "
| =) 7 1'_1 I 1
> QU@ TTTTTTTTTTmTmmmooomoossosooooosoossosooosoooooooooooes "
—~ #i—#\ p sl H sl
L e — — sk
plde M o4e 4, o H H R He £ e 4, WP o
)74 | [ bl ."F vy Py F = [ [ bl o
” ! | [ [ e | >y r ] | [ |
[ fan Y [ [ bl ot J | [ [ [ [ |
%JV [ T [ [ g [ [ [ I
P sl. A
— P sl. H H — A~ — H P sl.
1 — 119 18—19—18—16~14
AI : 1 . P E— - 16— —15—16—15
B 1314 16—14~13

These are the three hybrid structures
involved in this line.

® [ J (X (]
(]

®
vo @ [[I e =T ee
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Next is an example of a free line using harmonic shapes.

Ex. 230
81)(1 """"""""""""""""""""""""""""""""""""""""""""""""""""""""""""""
P P
H SN o . P H
e e £ = ’ : fe
| P I J | | | = [ ] Ao bl
!) I j| -I e | | | | L d |
P P
H P = P
— 10 15 10 17 12 16 ” 16
A > 12 14 16 14 13
B 12 -
e A

H H
9 H — Y
11 11 14 19 21
T 14 12 14
yiy 13 11
a8 13
o
Shapes used:
[ JRE ® ® o ||
12 [ X )
YY) (YY) oo °©
000
T = [TT] ¢ . h
) o =
15 @ K 19 [
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Tonic and Dominant Diminished Scale Shapes

These shapes will work over the chords: F#°, A7, C°7, Eb®’, F13*°, D3, B39 Ap™3"®

Ex. 231
7] | O00® 7| | @ 7| | 000® 7 o 0 7 ® 5@ ®
® ® ®
9 9 9 9 9 7 | @ @
(XXX (] s000 o o
® 9| | ®| ®
12 12 ® ® @ ®
0000 ®
15 ®
®
Here are examples of some other shapes
Ex. 232
Bm’ Aeolian Maj* Min® Lydian Alt. Dom.
x % ®x % x % x x x®
XXX K ® 00 © ® ¢ [TIK ]
(AKX
i# ORK 2K ) % ? O) k_L CAK I )
®
 IKINK ® [ 2O % [ ®
Altered Dorian Tonic Dim. Min® Melodic Minor  Whole Tone
x % x x x %
® ® @066 o0/ 00 o000 o _30 ® ®
®
® o oo (X ) ‘::o ® o
o0 0 O o L 2K | ° [ 2K
K @0 o000 s © o
Maj7b5 Maj7/9
® x xX %X %
KXX [ [ ] o0 00 KEXXEK B INK X

o

0

442




Unorthodox Left Hand Techniques

This section will deal with melodic patterns utilizing large intervals on one string. The execution of these lines will
require an unusually large stretch of the left hand. Be careful not to over-practice these techniques because the wide
hand stretches and may lead to injury if not approached with caution.

Ex. 233a

e
10

Ay

/

14—11—9
'B——7—12 12
Ex. 233b
b ~
) A . o be ey, heTe
n —— ~ e 2, ' -
\ F Py [ = [ I I
o I Py Py [N | [ [ | I
Ji | D@ [ " he ¥ [ | oI J [ | I
v a I I}
.
H H P H H P P
8 11 16—11 14
T 14
X 9 7—12 12—10—15
A 1—=6 9—7
B 6—4—9
1—6
N—
Ex. 233c
H
H /-\
H
_— —, e B E
H H H |
0 " W ./.\.-r#F.-rF_é,‘ '
[ 2 [ | I
' — i H
-
S—
H H H H H H H H H /ﬁl\
11—15—13
T 10—14 10—14
812 8 2
A 7—11 7—11 1
B 6—10 6—10 10
5—9 9
S—"
Ex. 233d
I I}
[ )
Il I
[ 1}
H H
— — H H H H H H H
19——i7—14—i7 :
T 11—i6—15—16
A 8§ 14—11—i4
A 8——13—10—13
B 7—12—9
Ex. 233e
F ettt ettt A
H P H
H P H
HooP H H ° H /b_\
: o > e 0.
1 Py | | r ] 1 r ] [ 1]
EF F EF [ Py [ [ [ [ [ 1|
[ = [ [ [ | I 1 |
J ° S — % %—‘;— |.
H P H
H P H H P H H P H —
12 18—12—15
-

12—18—12——15

18

12—19—12—15

19

18

|
A —12——18—12—15
=)
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Modern Linear Examples

Sweep picking is an exciting technique because it enables the guitarist to execute ideas that are next to impossible with
conventional alternate picking. The following ideas demonstrate some different arpeggio structures made possible through
sweeping. Make sure to pay particular attention to the strokes indicated. Strict odd-even (odd number of notes on a string allow
sweeping,

Ex. 234a

even number allow direction change) sweep technique is not always followed. The position changes can be
derived through stroke indications.

T 10 10 il 1 8 8 _
9 9 | 7 7
A 12 12 | 10 10
‘B—12 12 W0 10 :
12 10
Ex. 234b
Gmll
—_— o
Pt be e — = £, P i
S e T ™ S — W%f#f*f‘? e | f
@4 ‘I ’I P u7 | » I I — I i
/3/ \3\‘ A b" 1/3/ 33— 1/3/
mA AR AV YV VYV (o T T T T T TV VR VA o T T V
3—6 8—10 8
T —3 6—— 8 P —— 10
AE —s ° e ——10
Ex. 234c
sl
o g 3 3 . —©
H = 3 S #: ﬁ e M > —
1y P Py [ —— [ Py | I [ [ d [ [ [ é [ ] | N
(s . —" —— o  ——— P — o i i fl
\;)V [ d .I [ I v — | 1}
—3_, - o3 3 g -3
vV VvV Vv VA" R A A~A v Vv v VvV vV ~mAArAR"RARA
T~
5 9 10 10 12
== S 8 10— ——10
A 7 9 12 12—
B 7 12 12
10—5 15—29
Ex. 234d
Bm7 or A/D C#m756
H
2 iz eele. —i=
4 o 'hll T I
@ | = T I=I | | [ [ [ 1}
~— ~—
" , mFARAAARAYVAYYVYYVVAARRAARY AY VYV VY
7—12 7—12
T - - —10 12-10— —10 12-10—
A 9 M—12— Py 9 9— " 9 9— ~ 9
B 12——12 12 12—12 12—
9—10——10——10 9 9
SN—
Ex. 234e
Amaj7
p —— o 4 ——3—— —3— he He S
1y [ hl o E.d T 1 | I— ]
(s o o I i [ [ @ | i —1 |
\5} — [ [ L é J | — d 11_% [ : [ L r J #.JI |
R < l/l’S/ \3\‘~‘ #—. ./l/3/ 33—,
[ T o R o N o I o N o R VAR VAV Vv vV v [on I o A o N o Y o I o N VA VA VA VA VAR
- 5—4 2——4
T ——5 5—— —s ——
A 7— 6 4— -6
B [— p— S—
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— e T E
—_— o - -
P et i e e #F e e — # ol — — —

Y e | o bl | | Lo u.i | | I L. I N
Y I ;| P I I | — | I ho | I | I I
[ £ | Ao = | | —— = il & V| | 1
ANS VA S © A (— — L a— o i

3
oI N I N v v v Vv Vv m " R AR HA
7—9 16——19
T 9 9 16
9 1
A S 9 L — pre—
B "— pPS—

Ex. 234f
Bm7 or E7sus4

[l o B o BV VARY HHHHVPHV VVmAammAamy VVVARAAARAA Y, RV VVV VARARAA AY

9—14-9 12 1617
T p— 11215 PyRCAC 12 2 YR
LA o 12 14— 14 14— 11— 14 16—
HB—o9 12—14 17-16 14 4 4
1412
Ex. 234g
E749
h
)7 . |
V. J W]
D4
oJ
" v v v v AR ARrARAAR YV V VYV VVAREARAAARYV, "
15 (15)—13 15—13
T 14 15 14
iy 13 15 15 13—15—13
A 15 15 18 14 —
B 17 17 14
19—16
-
o) ﬂ b'_ " X H' l)r_ E —
7 Y >y 1 r T 5 ® T 1 r P — |
” bt 2 s Py | Py be el [ | [ Py * [ [ I
[ fan Y bl sy Py |l [ [ | e VT [ [ | [ [ | [ |
\;_)V [ L d e r = [ [ [ [ = [ 1]
v v v Vv e rmRrAAR YV V V VAR A~A |2 A A o o I I
10—12
T 8—9 11 12 11
AT Py— A—s PP Ly PP
B 1 1 2
B 11 11 11—13 14
13
Ex. 234h
Ftm7 o
— 3/‘ =
—3— —_—— — 4, 1= E o o
I I 4 I 1 I fo G Lia |
[ fan Y [ [ g bl [ — I v LJ.i | | - bl [ | |
ANV .| =l 2 [ [ E— % #' | .4 [ ] % I
J 5 — = e — L
3,
[ T o N o Y N o HE o N VA A VA VA VA oo T o I o N o N o N o O VA VAV A VA VA
4—7 9—12
T 5 7 9 12
6 9 8 11
A 6 9 1 14
B——7 9 11 14
9 12 9 14—
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o —F
o e t — —
£ ﬁ;ﬁfr#__#'gr:ﬁ. gt L f
[ - P o [ — ) i
%JV#W L 3 ' L 3 1 NI\,I I%' 3 i
p—
N 3 I/3/
i
m A A A A A VvV VvV Vv Vv Vv Y I o E D N N )
0
11 12 17——19
F 12 14 17
yiy 13 14 16
13 14 18
-B——14 16 16
16 17 14
Ex. 234i
ATalt Dbmaj745 Bbmmaj7 Eb7:11 b
— _— >
) —3— | > b" o L 1\3\ /3 | l — ﬁ F bf'
P& e be I " — I " — —— 4P—i9f—i
'\M =I | — | Ve i [ | |
:)V — - I,I4 e —— bel I 3 | | 1
- 3 —3— be e 3
[ N T I o Y O o IV VA VA VAN VAR (o T o I o I o O o N o Y VA VA VA VA
5—6 11—10
T ——4 - ——10 s
A 5—— S 10—— ~ 15
-B——3 8 8 15
1 11 6 18—
h
)”
V.
%’
1/3/
I o o N A o v V.V vV V. V n
17—18 16
T 16 8 16 18 16
A p 15 17—15 15—13 17 PE— 15 Prr—
4317@15 ° 5

-
12 12—10 10

[$,]
w
w

©
(o)

Make sure to practice the arpeggios in chapter three with the sweep
articulations indicated. These will give you the technique and
melodic material to develop your own sweep ideas.
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Pedal Point Soloing

Pedal point can be used in two different ways in soloing.

1. Lower pedal point — the pedal note occurs at the bottom of the melodic line

Ex. 235
Pedal Point r— J J J_
o} A [ | T — “ HJ
37, | N 7% I g [ i ; | r#e 1 A
[ J I 1]
of I I 1]
e =y
7
F 7 9 10
A 6 7 9
D 7 9 7 7 7 7 7 7 7 7
0 IO\
=] V)
2. Upper pedal point — the pedal point note occurs at the top
Ex. 236 of the melodic line.
Pedal Point
o - o o o |
i i i I ud " ' i
(e 2i—1 L [ /. i — I [l @ I s m
ANV 3 K 3 1 I 1]
dJ l/
T
14 13 14 11 14 14 14 14 14 14
A 14 12 11
D 14 12 12
Try these few lines to get a feel for the use of this device.
Ex. 237a
Cmaj7 Dm?7 Ebdim7 Em7
o) > # > o
b 4 T # [ n
y [ [ 1]
(e Py Py I Py I m
ANSY 4 ol il I e 1]
oJ | | |
T 9 9 2. 10 1 1 10 2
A 9 9 12 10 10 11 11 12
B 10 10 10
Ex. 237b
Cmaj7
22 a
) : [r—
b 4 - > I ! ! [ [r— r— [ r— — n
y I P P T [ e — o — )
{eS I b b | & [ [ [ & | [ [ | g T [ [ g [ T 7
ANS Y4 I P P o e | o o | | o O g | g O g T 1
J © © © © -+ o o o
8 8 7 7
9 qQ (o} qQ (o} (o} (o} Q. Q 10 (o} qQ 10 (o} (o} 8 Q Q. 8 Q
737 = 10— T Z = 10— ~ 10 Z = 10— =10 - = 10— = 10—}
o
Ex. 237¢
L e e atutuielie ettt a
8 New Pedal

Pedal Point

13 12—15—13—15—12—15 13—12—13 13
14 14 12—16—14—16—12—16

I
A - °
B
=]
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A Ionian to A Mixolydian Study

Instagram (5/25/20)

B VIl

|
~
)
T
m
N~
()]
m
D)
(o]
m
N~
(o))
M,I,_
(o))
~
MV_
~
[e)]
m,h_
~
(o))
m
~
(o)}
~
o
N~
N
~
N
[¢]
T
N
i\
N~
=
(o] v
~<gm

»

of P T

& #4¢°

oJ

12

14-12-14——12-14—|

4
4

9
J

11—9—11 —11

1
1

9—11 9

7—9-12

9
J

7

5

Slower

@

R
'y

Y

/'y
/
(

\

14

)
)

14—12

14 11—14——

14—

14

12

12—17

<

o

<N

~

14

12

14

12

14

12

15

1

14

11—14

14

14—12

12—14

1/1
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11—15—17

13

1

5

13

10

Q
3

11

4
1

9

10

1/1

©
[32]
© ,,I ~
| 1o}
o T o
2 & 2
| o
© 2
5 5
o]
&
b
n ~ o
(52 5
© N I
& &
© =
o
=
=
g
[ce]
@ o
5
y o b1 2
d < &4 S
u ~~ I~
= 5
=~ |
NS i o
Q 1 N ~ T
— | ©
n m [t} |
S 5 . 2 <
i
R = . o __m
- ®© ) f =
O % 8 " \ 7 s = v
— ~ | o~ =
~ o & ] X T o e
T ) ) | ek
N
m v N ~
- el
A) © n.—n. o 1 W
s N o - a i
‘7| 0 o
® e Am oﬂ & J
Y b N S (I W ]
} * i %
o ol © 4 E
T =
o
e =
‘.II Qr % m
« T ~ &
o) o 5
Ll = , Ar
7 2 T
. ®©
3> 7 =] l
ee ] @U 9 020020 . =4 — ™ 'y 7 Ai..
> =Wy =) = = (1
F e » @ LE &
<« 1 )
=X =0
N H-<gm N H-<gm & H-<fm < H<gm
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A Lydian Study

Instagram (10/3/19)

:

—

H.

1
1

12—9—10

Zo}
J

7

1

4—6——9—6

T
A
-B——s6

6—7

7

9
J

12—16—14—12

14—12—10—1—14—12—10

12—16

13—14

14

13

1

[YRNEN
(YN
LYnN
k)
s o 4
e
2\
=z )]
N
ﬁ b
\ )
==
)]
o J o
= J =
»
= =
L)
= =
e==
e
A )
L Y
N
= =
B )
A%
N
jas) jas)
k)
k- o o
B
I

12—19—16

10

9—11

11

Te}
J

1

12

11

-B——11—12

H
12—14—16—12—14—16—12

16—12

14

16—13

16—13—

);2

P
P
16—14

14

16)

(
\

16

b x

17

)

7

T

2
3

16

2
K}

16

14

9
Va

16

14

14

1/1
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C Mixolydian Study

Instagram (4/30/20)

Slowly Accelerate H

il
/‘l
\3
%
|

H
H H P H H
12—13—8
T 11—13 1 10
A 10 10—12 10 10 10
a 10—12 10
B 10 10 13—10—12 12
8 10—12 13—
A Little Quicker ; Rit. b>
H H H . /“\ — H
éz s
D)
H H H H H H H H
13—18——
T 13—15 15—A7 -
A 12—14—10 12 156—A7
a 12—14 15—17
B 13—15 12—13 13—15
12 10 12
Quick Again
> P
o '_/_\ P
= £ - - . ;
Lo — — — S ,
Y 1 1 | ]
y A | o o | e
(e —/ of 1
Vg 7/ Vi 1 r ] b 1
D _—
P
P P
20 17—15
T 18—15——15—18 17 1
A
a 15—t
=) [}
18—13 15
Fast Rit. Gracefull
® o 2 @ @ (U Y ©
I P— X SO
| [ [ [ I [ 1|
y - r be | ———— % — b o |
Py v [ P q | |
¥ v gl [ [ e I 1 |
o | i . be 4 4 <
— =
@ @ @ @ @ @ letring ------- 4
T
10
A 14 12 10 8 7 5 3 2 5 8
15 13 12 10 8 6 0 8

1/1
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E Mixolydian Study

Instagram (11/23/19)

H @ P P H @ P PN P p
14—19—14
T 17 17
A 16—=<—71—14 19—14—16 16—14
5 12—16—12—14—19 19 16 16—14
D 14—= 12 17—12—14 14
12—17 17 14 17—
P
H —

n
i)
B
B
L)
L)
=
ﬂ _~
L)
.

sl. H H H H H H H H H H /l{\ H /L
— 12—17 12—17—19—14——
A 11—13 13—14 12—16 12—16 12—16
A 1—14
B 11—12 12—14 14— 16 14—16
12~<10——14
N———
P P
—
o P_H =
#_ e I o ® - H s @ H H g 0] M H @ H @
A T | — . L — S I
= [ — — Tt - Fie P Fﬂw
P P H H sl H @ H 0] H @ H 0]
T
A 18—16—————16—18~16—14 14 13 13 1 1 9 9
' B———17—16—17————16—14—16—16 14——12—14 a4 12—11—12 Zio M—9— 11— 11—

Ritardando

sl —
. i
ﬁf—|—|—k. —S———1l
Qg v [ - i || ~ 1 |
o L@/ HT [l | 1 |
o fe/i =
let ring - - - -4
KA
T M 16
I B ———10 o
A L—— 6 - 9— 14
B 9 9—7 5 [ 7—9—11

©
( T
T
T
1
&
o

1/1
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D Bebop Dominant Study

Instagram (7/23/19)
D7 @
H H P
P P P
A % P H .\P - P H M 0] P H ® T 4 — P
P e i
D4 o 7 — T
Q) . T w T - @
p
® PH P P H ® P H ® P H H ~ P P
— 510-8(8) 7 ——
A 1 9 12-9-11 1 9 9 7 7—9 9 11109
48—1271271079,10 12-10-12 12—10—910——10—9—7——7—9 i 12-10—
10 10
P P D7
./3/‘ PR 3 > 4 n » \P P " ~
A ”l o ® - e
o [ ars 1]
= i I
o fo—] i |
|_3_|
_/
P P
H ~~ H ~~ P P H
12—17 14-12 14-12-10
T 15 15 13-10
A 1 12—14 12—11-12 12—11 12-10 12 i
'B— o e 2 - 10-12—9 5

453
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B Minor Study

Instagram (8/21/19)

(YN

Bml1l

o

12

10

10

12

b))
2

ONNX N~

F

o

14—16

12—14

14

19—16

17

22—17

12—17

9
J

17—12

14

16

14

7

10

H P Ue

|
I
[ .Y —

S

1
1

.
Va

4
1

14—1

1/1
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D Aeolian Study

Slow and Steady

H

Instagram (5/30/20)
Andante
A A 5 Q-
)7 A ) . I . ]
(‘@ 12 "q e e |
oJ = e I
T
14 15
A 12 12
D 13 12
10 10

Accelerando

N>

5

v

H
T
A 12-14 10 10—12—9 9 7—9 7 5 3
8 12 15-12-14——14-12-10 1012 12-10N8——7 7 8 5—7—3—5—
B 12 13 10-8 5
13 10
Very Slow Ritardando Andante
e £ |
I
bt I
H P
10—15—13 17—15—13
T 8 11 17—15 15 13
A 7 9 17—15 15—14
a8 7 5 8 17—15—17 —
B —7 8——5 7
Quick Ritard.
P @ 0] ® =
© e 1 L 0 0 ® Ou A
e e — e EEas===
e = = o 1% |
: & !
CD P H P ® ® ® H ®H P ® ® CD H AANANANANAA
T
A 15 14 12 10—15—12 12-10
a8 15 4 1015 15—10 15 10—15—12 —10
B 12 12 1015 15—10 15 10—15 13
12 12
Slow Ritard. Steady Ritard. Sorrowful
BX ™
o
I /1 [ © e [ Il |
I’:l' | Il
7 —
[e)
—-
T 11
A 10 9= 9 7= 7 5= 3 2-= 10
8 A~ 2 a0 A~ e —— 5 14
B 12-10 12—-12 10——10 8 8 5 5 12
10-13 13-12-10-8-12 10 8 6 3 10
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C Mixolydian #11 Study

i)

C7

[£.. Y /]

NS,
D)

1/1

10

10—14
10

Cc7
\ ©

11—10—M

10—15

11—10—111

Q
o

10

P
/N

6——14—10

T /L
10—
11—10—8=<7—10

A
©

O
10

11

10

10
10

10—11

456
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Instagram (1/11/20)

E Altered Dominant Study

bl

N YA

S

3—

I
& /
o
S
o
~
o
o
o
= [T
N
e
=
=) 7
N
o
|
o
S
ol
wn
1
[se}
1
N
T
o
1
[se}
@
N
o
e}
[se}
L2
# (Y
N
S
jas)
[ce]
(e}
fes}
e}
o
=| (T
(e}
[{e}
o
_l e
NN
[e)}
=
0
©
jas
e}
e}
fes}
w
<
[ce]
T
L
DOWLXNO
H-<Con

H H P P

i
o
-
L
=
o
-
o
©
o
-
=0
T
o
-
©
o
~(
-+
ha
T
2
©
A
o
©
-9
o
-
=\
N
-
o
HA1
©
<
=
=
i
©
=
-
=
©
o
= -
o
©
=
o
-
o
-
<+
s
©
=%}
o
-
I
L32]
= T
o
=\T
©
<+
s
o
-
<

P

H

10

9

10—11—

10

7—9—7

7T—5—7

7

he He

P

Ho @ up

P P H
F\' e _»

£rL .

i seek

N

in
1
N
Ail
e}
—
[aed
—
©
(o]
-
o<}
N
1
o
-
-
1
o
—
iy
-
o
1
N
—
[ee]
N
1
i
N
-—
L=<}
(o]
—
o
-
i
(a0
—
/0
a2l
-
Lee]
(3]
—
(o<}
o
1
o
—
_.IT m

wwo

o

8

10

15—15-13-11

14—12-14—12
15

15-12

15-13-12—(12)

156——18—16-15

18-17

175151 37?124 5-12—13

1/1
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Whole Tone Study

Instagram (11/1/19)

11—7

9
I

Te}
J

H
—~
11—13

10

P
O

12—10

Q
3

10

1

Py
e

Ao
L d

PP

10

10

12—10
12—10

Q
3

10

11

7

H.

)
{
)

(3)

!
(

<

1/1
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E Augmented Scale Study

b

TR

o)

-

i

mf

13

12

10

2
9

10

1

10

.

r_

he

(Y

(YN

e

(Y

T

b
all

e
]

O

15

2.
Z

16

1

13

12

11

13

12

13

12

13

T2
A

#

all

bl

(YN

10

10

10

11

2
Z

13

)
Z

11

15

OO N

o

A
-B—10

4
1

11

2
Z

1/1
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D Minor Improv
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Sunday Morning Warmup

Instagram (2/2/20)
"3 3 H o " o H
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Chapter 5: Technique and Practice

Bass Lines

A good place to begin talking about bass lines is in relation to the two most

common harmonic rhythms in jazz.

1. 2 chords per bar

2. 1chord per bar

When we have two chords per bar there are three basic types of lines to choose from:

Two Chords per Bar:

1. Roots followed by upper or lower diatonic neighbor.

D.N. = Diatonic Neighbor
C.N. = Chromatic Neighbor
I = Inversion

Ex. 238
Cmaj7 DN Am7 DN Dm?7 D.N. G7 D.N.
o)
. — i — g |

!%94 'Il I o - I I H

= s < = v

-

|

A 2 0
-B—3 - 0 0 - 2
Ex. 239 2. Roots followed by chromatic neighbor.

Cmaj7 - Am7 CN. Dm7 CN. G7 CN.

o)

A — . — g |

D I I — — I I H
4 -
J 4 #j h_—‘l #J b;l - .
-
| .
A 0
-B—3 — 0 4 - - 2 :
3. Ascending or descending inverted movement.
Ex. 240
Bmaj7 D7/A Gmaj7 Bb7/F Ebmaj7
1 [} ]

9 I : I n
y .t I I |
— i i i i bo il
v s = L A
-

|
AB 1

2 2 G O 2 2 1 1
4. Doubling the root on chromatic basslines.
Ex. 241
Bbmaj7 Bdim7 Cm7 C#dim7 Dm7

)

i T T i |
& ! ! ! = ! = ! | i
J by e h—J ) ! < #fl - o
-

|
A
B

6 6 7 7 8 8 9 9 10
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One Chord per Bar:

1. Play the basic triad (in any inversion) on the first three beats
and an upper or lower neighbor on the last.

Ex. 242
[ Basic Triad ] N.T. [ Triad ] N.T.
Abmaj7 F7+9 Bb7

o)

) - /1 N N  — T n
Y 3 ’ f f 1 ’ I |

' ' be ' | : | : | i
b < - v =
-

I
A
B 3 6 2 S 0 3 2
= 4 6

2. Four chords a P5" descending apart.
Ex. 243 A. Scalar ascending (use appropriate modes)

R Am7 NT D7 NT Gmaj7 | NT Cmaj7

i T " T T — I I T n
G+ 1 | T T & . s 4 e he—B——|° i
NSV, I I I - — P —® I 1 1 i
oJ j e ! #J L4 hd | |
T 0

I 0N hd I~
A 0 4 - 7 8 -

‘B o 4 7 8
7 8
On minor chords, neighbor tones fall on the 4" beat on Maj & Dom they fall on the 3"
Ex. 244 B. Scalar descending (use appropriate modes)
Am7 D7 Gmaj7 Cmaj7
) | .
) I f T : I I T : I n
y | I I f  — N I I f T 1 il
(e @ P | I 1 f T T I V| I I I |
%)v L he P — ‘| _JI I I he P - I = i
+ =

-

A2 0
8 4 2 0 4 2 0
D 3 2 0 3
3
Note: there are no passing tones in Ex. 244 because there are five scale tones between chords.
Ex. 245 3. Chromatic

A AT e N.C.T. Am7 e N.C.T. D7 N.C.T. Gmaj7

iy T N I T i |
y . I f 7 I i |
(s T T T T 7 T 1 1 T T I i |
\;_)1 I I -JI b-JI — I be - I I I i |

i i 5 s a8 * B s

-

|

A 1 0
—B—o 1 2 1 0 - 0 ) 0 - -

4 4 3
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Also Try:

471

There are many combinations of chroma%c type lines. Use these as a point of departure

Ex. 246a
A7 Am7
o}

A5 | 0
D4 f f i il
J 3 v be s s
=

|
A
4870 7 a A 0
Ex. 246b
A7 Am7
JQ I N

y 4f I N

s I I | 1]

\;)V [ — — J I — 1}

@ #1 ©

=
I

A

HB—o0 . - 2 0
Ex. 246¢
A7 Am?7
D I Il |
M | 1 |
s I I I | 1 |
ANV 4 [ [ [ I 1 |
J 3 o » be s
=
|
A
B0 - . 6 0



One Chord for Two Bars

In this instance we want to arrive on the fifth of A7 at the

beginning of the second measure.

Ex. 247a
R A7 —— N S 5th . N.T Am7
- / i I |  — T I I n
y - 3 | I " I o I 1 I I | ]
D4 E— I o he I g Ho € G | O |
L 1 " m al T
Y 3 3 B
-
I 0N
A 7 4 4 - 6 7
-B—o0 0 4 8 7
Ex. 247b
A A7 N.T. 5th Am7
i T T  — I 1]
y o " I I — T " I |
(s T I | [ — I I T I ]
A\SY I JI he g - - J I I i
Y 3 # & L =
-
|
A 4 3 2 0
-B—o 4 4 2 0
The second example used the F# (13™) on the A’ for the sake of variety.
Ex. 248 Open strings in bass lines can lead to more intervallic sounds. .
A E7 tritone sub (Bb7)  Amaj7
iy " T I T " I I |
y ! I I I . I [ i |
(e I io P e I T T | i |
\;j} P % & P I I I | |
= 4 b s
K/
-
|
A 4 5 6
-B—7 7 0
0 7 6
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Pedal Points

Pedal points are used in jazz to create excitement behind a solo. They many times

provide a springboard to more chromatic type playing and can bring a solo or certain section of a
tune to climax.

The most common type pedal points are:

Tonic Pedals

Ex. 249
F Blues
F1
o}
)\I > y 4 y 4 y 4 y 4 y A J y 4 y 4 7 A y A y A y 4 y A y 4 y 4 y 4
@ / y A y 4 7 4 y A y A y 4 y A y 4 y A y A y A y A y A y A y A y 4
[J)
FPedal==rrr=rrmrrsmnrir e ec e e s s e e s s e e m e r e e
5 Bv7 F7 A-T D7
o}
I‘\l y 4 y 4 y 4 y 4 y 4 7 4 7 4 y 4 7 4 7 4 y 4 4 y 4 y 4 y 4 J
l\(y\\ y 4 7 4 y 4 y 4 y 4 y A y 4 y 4 7 A y 4 y 4 y 4 y 4 7 4 y 4 y 4
[J)
-------------------- PegalCont. & = =t = F = = r e Walk
,  G-1 C7 F7 DY G=1: - G
o}
)\l y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
@ y A y A y 4 y 4 y 4 y £ y 4 y 4 y 4 y 4 y 4 y 4 y 4 v 4 y 4 y 4
[J)
Dominant Pedals
Ex. 250
Y (Dominant Note)
A-T D7 GMaj7 GMaj7
[}
I‘\’ > y 4 y 4 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
@ y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
[
D Pedal
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Rhythm Changes

Ex. 251
BYMaj7  G7 C-1 F7 D-7 G7 C F7

[}

\y
l"@ : Il Il Il Il Il Il Il Il Il Il Il II II Il Il Il
[J)

Piedallr s 2/ b ik st s s ba i £ iy L a8 ol
s F-1  Bv7 E’Maj7  Eo7 Bv/F  G7 C-1 F7

o)
)\I V4 V4 7 4 V4 V4 y 4 V 4 V4 y 4 V4 y 4 y A y 4 y 4 V4 y 4
@ y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
L R R EL i FlPedall- Do Lo L T

1 Break for the Eo” Chord
Pedals are best used
1. in even phase lengths (4,8,12,16 bars)
2. when a particular rhythmic pattern is used throughout.
Ex. 252
Rhythm Changes
BYMaj7  G7 C-7 F7 D-7 G7 C-7 F7

f)

X4 7 7 7 7 7 7 y 4 7
@ [N y 4 y 4 V4 y 4 y A V4 y A V4

0y, — T i — T

= & o = &
SN~——— ~——
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Here is an example of a Rhythm Changes bassline.

Ex. 253a
Bbmaj7

F7

Cm7

G7alt

Dm?7

F7

Cm7

G7alt

[ .. /]

F7

Cm7

GT7alt

Bb/F

Edim7

Bv7 Ebmaj7

Fm?7

g

qe

e

F7

Cm7

GT7alt

Dm?7

Bdim7 Cm7 Ci#dim7

Bbmaj7

Ty

L

ot

bl

Cm7 F7 Bbimaj7

Bb/F

Edim7

Ebmaj7

Bb7

be
i

Ty

G7

Dm?7

G7

D7

Am7

Y

-B—o0

F7

Cc7

Cc7

e

e

9

Gm7

L

Ebmaj7 Dm7 Cm7

Bb/F

Gbdim7

Eb/G

Bb/Ab

Bbmaj7

be
A d

pe

[Ty

[Ty

J be

=

P
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Bbmaj7 Cm7 F7 Bbmaj7 Cm7

Bbv7 Ebmaj7 Edim7

0 I I y y y I I I I I 1|

g"g | i | - i — — | i | — | i i |
.dl [ J Ibi{ h_Jl J — 1 |

-

=

|

A 3 0 1 0 1 2 3 3 3

B 1 3 1 2 3
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Rhythm Changes bassline transposed for bass.

Ex. 253b
Bbmaj7 G7alt Cm7 F7
) | |
oy i i Lo — ® a be I
4 be—— 1o P — — i ] i I
b I ' I
 — - . 2 3 4.
N " 5 4 3
Dm7 G7alt Cm7 F7 Fm7 By7 Ebmaj7 Edim7
A n C —t n T | f | i » ]
e b+ V¢ ¢ §F £
[ [V P I be | [ I | Ve 1 [ [ [ |
I Lo o Ve o i 4 1 1 1 1
——o Z 5 5 , 0 1 1 2 2
B 2 3 2 1 0 1
Bb/F G7alt Cm7 F7 Bbmaj7 Bdim7 Cm7 Ctdim7
| ) ) be ke ) | » #P |
: 2 i H— i 1 i — I i i |
| I
—s3 4 ° 2 3 8 4 5 6
& 4 3 2 1 2 3 4
Dm7 G7alt Cm7 F7 Ebmaj7 Edim?7

Bb/F Cm7 F7 Bbmaj7 Am7 D7
) o ° | 1 ! P I - I | | T T T ]
,l' r r I | I gl ¥ [ I [ [
! ! [ I ﬁa
T —3 3 0 3 0
8 3 - 1 1 0 2 3 4 . 0 ;
G7 Dm7 G7 C7 Gm7 C7
. I y 1 l I H |
y A— p
o o | | I i ﬁ.l P I | I I - i ‘| ]
B, - 3 4 3 4 3 5
F7 Bbmaj7 Bb/Ab Eb/G Gbdim7
. > | > I > | T I — f T T N N ]
e e e — [ ——
| [ [ I | [
[ U U 4 U
T 2 2 2
A - 3 - - 3 0 1 1
B, 1 4 4 3 3 2 2
Bb/F Ebmaj7 Dm7 Cm7 Bb7 Ebmaj7 Edim7
I i i i — > I I
| [ i i - i Ve I i e T i i I ]
[ [ T T | | i | T | T T
T 1 1 0N 2 0N 1 0N 1
é : 1 1 0 4 3 5 P 3 0 ] 1 0 1 2
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F7

Cm7

Bbmaj7

F7

Cm7

Bbmaj7
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When walking a bass line, chords can be interspersed to create a more

complete harmonic backdrop (especially useful in solo & duo settings).

Ex. 254a
Bbmaj7

Cm7

G7v9

Dm7

F7alt

Cm7

G7alt

3‘ - i
fe

LN
e
R
K1)
N
EE.N
)
e
0
;
’ -
)
JIL
R
S
hun o

T Ot

Ex. 254b

Cm7

e
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S e
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£ B
a ]
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= L)
b
n.N
N
R
N
O ]
N
o o
LN
L
< ™
(@]
4—1!..-
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~
=
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©
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=
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<
O
R
NE
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g E
=}
<

e

D@

b5

Y be

Bb7

F7

G7alt C#m7 Cm7

AbT729

Dm?7

bo

bb

fe

In the last example the patterns were alternated by measure.
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Bassline Comping Variations

Ex. 255a

Rhythm Pattern No.1

T

TCT T TC T TCTT

TCT T TC

T TCT T

Thumb

T=

Chord

C=

Practice on one chord before moving on to progressions.

Ex. 255b

Rhythm Pattern No.2

Ex. 255¢c

Rhythm Pattern No.3

click

click

click

click

click

click

y AVEy W 4D
el O el o

2 S 40
X e

-
v

oS ¢ 0 O

N
X o X0e

-
[ el

y WAVEy W 1
X

42 SE— 404D 4D
X9

-
el

T ¢ctT T T CT CT T T CT TCT T

T T CT T
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Comping Rhythms

| have written some basic comping patterns over a thirty two bar form. Feel free to divide

this into shorter phrases (four and eight bars) for your own use.

Ex. 256

)
4

poil

V]
/A

N
rd
[N

Y
v
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Solos Over Standard Forms

| have included a few solos over standard chord progressions in order to incorporate some
of the ideas that we have learned. Practice them slowly with the metronome on two and four to
develop your swing feel. | also suggest doing your own harmonic analysis to study the devices
used.
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Solo No. 3
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Modern Approach To Rhythm Changes
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Practicing

Here are some important points for practicing:
* Use your time effectively (don’t practice things that you already know).

* Divide your practice time by percentages:

1. Technique = 15%
2. Ear Training = 15%
3. Review = 35%
4. New Material =  35%
100%
Technique
Modes
Scales 4: Miscellaneous
Intervals < Triads
Arpeggios < Seventh Chords
Hybrid Structures
Major
Modes < Melodic Minor
Harmonic Minor
Diminished in intervals +
Whole Tone > diatonic triads
Misc. Pentatonic and seventh chords
Augmented (with metronome)
Exotic
Chromatic
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Major
Minor
Triads Diminished
Augmented in all inversions
Suspended > (with metronome)
Seventh chords
Hybrid structures

(add9, 11, #11 and combinations)

Left Hand

Finger independence drills (1,2,3,4, finger combinations)

~ A B b B b

1 2 3 4 2 3 4 1 3 4 1 2
1 2 4 3 2 3 1 4 3 4 1 2
1 3 2 4 2 1 3 4 3 2 1 4
1 3 4 2 2 1 4 3 3 2 4 1
1 4 3 2 2 4 3 1 3 1 2 4
1 4 2 3 22 4 1 3 3 1 4 2
Right Hand
I.  w/pick

1. Rhythms w/ alternate picking
2. sweep picking
3. cross string exercises
Il. w/fingers
1. Arpeggios studies
2. Ml alteration on scales
3. tremolo studies IMA

Technique should be broken down into old/new material.
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Review Material

* Consisting of things practiced in the past week
* Transcribed solos, new lines, voicings, tunes, compositions, etc.

* Keep alog to prevent the loss of previously learned material. Write down how, when and
what was practiced using musical notation or chord diagrams when needed. Record any
details such as fingerings and position changes

New Material

* New fingerings, chord substitutions, lines, transcribed solos, chord voicings, new
techniques, phrasing, sight reading, etc.

e This Book!

Ear Training

e Transcribe solos

* Harmonic and melodic interval dictation (w/ a partner or tape)

* Melodic dictation

» Chord identification (EX. Maj”*)

* Mode identification (dorian, altered dominant for example)

* triad over bass note identification (Ex. Triad w/ b9 in the bass C/Db)

* Sight singing

* Play a note and sing an interval or scale above or below it

* Play three notes and identify intervals contained

* Play a chord and sing a line over it. Then write down the intervals you sang
* Try to write down harmonic progressions off recordings without your instrument (and with)

* Try to sing your favorite tunes in their original keys without your instrument and then check
yourself to see if you are in the correct key

*  Work on recognizing the exact pitch of a note (pitch color). You will find it easier on guitar

than on a foreign instrument

* GOOD LUCK!
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