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INTRODUCTION

ou are holding in your hands a unique book—a complete music theory method designed specifically for guitarists. While
there are many music theary books on the market, most focus on the piano keyboard and the grand staff. In Music Theory
far the Guitarist, every concept, exercise, and musical example is guitar-specific.

In regard to the pace of the materials presented, the first few chapters of the book deal with fundamental terms, but from that
point on, there is no specific sequence as far as level of difficulty. There are valuable concepts to be learned in every chapter,
regardless of your playing level. So feel free to jump in anywhere, or simply use it as a handy reference guide. At any time if
you come across an unfamiliar musical term, simply look it up in the index on page 94 to find the place in the book where it

is explained.

Quizzes and eartraining drills appear p&rim:.iir:aII3,r throughout the book. These are designed to help “cement” the material
brought forth in each chapter. The answers are located in the answer keys at the back of the book.

| truly hope you find this book helpful. Good luck, and have fun with your music.

—Tom Kolb

ABOUT THE RECORDING

any of the examples in this book are demonstrated on the accompanying CD. These are identified with a CD
track icon. Some feature a backup rhythm section (wherever appropriate). For these tracks, the featured

guitar is mixed hard right. This allows you to isolate the part. play along with the entire mix, or, by adjusting the TRACK 1

balance to the left, play along with just the rhythm section. Listen to Track 1 to tune your guitar to the recording.

CD Production Credits:

All guitars, bass, keyboards, and drum programming: Tom Kolb

All musical examples composed and arranged by Tom Kolb

Assistant Recording Engineer; Dan Brownfield



CHAPTER 1: THE FRETBOARD

FRETBOARD LAYOUT

As this is a guitar-specific book, let's start with an overview of the guitar fretboard:

Fig. 1
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The quitar is a fretted, six-string instrument, tuned low to high: E-A-D-G-B-E. The frets represent half-step increments (see
Chapter 4, Intervals), so playing along one string (from “apen” to the twelfth fret) produces all twelve pitches of the chromatic
scale (see Chapter 12). The twelfth fret represents an octave (see Chapter 4, Intervals) above the starting point (open string),
at which the pitches start over again, until ending at frets 21 or 22 (on most electric guitars). Unlike on a piano, the same note
can be played at several different points on the guitar. This is demonstrated below.

Fig. 2
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Learning the names of the open strings is easy, but memorizing all of the notes on the fretboard can be a long and difficult
process. Here's a great warm-up exercise to assist you in achieving that goal: Choose any note and play it once on each string
(where it's located between the open string and the eleventh fret), from the low E to the high E and back down again. Start
slowly at first, gradually increasing the tempo. Do this for a minute or so, then repeat the process an octave up (between frets
12 and 22). Do this every day (with a different note), and in no time you'll be able to locate any pitch on the guitar immedi-

ately—truly an invaluable skill. This exercise is demonstrated below with the note A. @
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Here’s an important revelation that many overlook: The tuning system used for guitar follows a pattern of ascending, perfect-
fourth intervals (see Chapter 4, Intervals): low E up to A (4th); A to D (4th); D to G (4th); G to B (major 3rd, the exception);
and B to E (4th). It goes to follow that parallel notes (at the same fret) on adjacent strings (other than the G and B strings),
are also perfect fourths (major thirds on the G and B strings) anywhere on the neck. This information provides a vital clue for
deciphering intervals (and other note relationships) on the fretboard. (This process is discussed in detail in Chapter 4.)

TUNING

Whether you choose to tune your guitar to another instrument (such as piano), or an electronic tuner, you should always fine-
tune your guitar to itself once you've finished. Here's a step-by-step process to help you double-check your guitar's tuning:

Use the A string as the master pitch source. Play the open A string and fret the low E string at fret 5. Then adjust the tuning
of the low E string so that the fifth fret matches the open A string.

Now reverse the process and play the A string at the fifth fret and adjust the pitch of the open D. Continue this process through-
out the remainder of the strings:

Fret the D string at the fifth fret and tune the open G string to pitch.
Fret the G string at the fourth fret and tune the open B string.
Fret the B string at the fifth fret and tune the open high E string.

For more accuracy, let both notes ring together and tune with your right (picking) hand,
Fig. 4
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Tuning with Harmonics

Another popular tuning method involves natural harmonics. (A natural harmonic is the bell-like tone produced when an open
string is plucked while a fret-hand finger lightly touches it above a designated fret location.) Strike the harmonic at the fifth fret
of the low E string (lightly mute the string directly above the fret wire), let it ring, and strike the harmonic at the seventh fret
of the A string. If they are out of tune, you'll hear a pulsation, or a series of “beats,” as they're known. The faster the beat of
the pulse the more out of tune the strings are. Assuming that your low E string is in tune, tune the A string (up or down) until
the pulsation stops. This same fifth fret/seventh fret system applies to the A/D and D/G string sets. To tune the B string, hit the
twelfth-fret harmonic on the G string and fret the B string at the eighth fret, then tune. Do this for the B and high E string set
also, but fret the high E string at the seventh fret. (Note: This process offers a very close, but approximate tuning.)

Intonation

No amount of tuning will suffice if your guitar is not intonated properly. Intonation at the nut is best left to the hands of your
local repairman, but bridge intonation in most cases is a do-It-yourself job. (If your bridge does not have adjustable saddles,
this explanation won't work for you. In this case, visit your repairman.)

Start by putting on a new set of strings (many intonation problems are solved by this simple procedure) and tune them to
pitch. The next step is to adjust the bridge saddle either forward or backward, until the twelith-fret harmonic of each string
(half-way point between the bridge and the nut) corresponds to the note fretted at the twelfth fret,

For example: Strike the twelfth-fret harmonic of the low E string and tune it to pitch (use an electronic tuner for this). Now, fret
the low E string at the twelfth fret and check the tuning. If it's right on, there’s no need to adjust the saddle. However, if it regis-
ters flat (lower), the string length (between bridge and nut) needs to be shortened. Do this by adjusting the bridge saddle
forward (toward the neck) until the fretted note is in tune with the harmonic. If the note registers sharp (higher), the string
needs to be lengthened. This is achieved by adjusting the bridge saddle back (away from the neck) until the fretted note is in
tune. Follow the same procedure for each string,

If you still encounter tuning problems, here are a few troubleshooting tips:

*  Make sure you aren't pressing too hard when you fret the strings. This can cause the strings to go sharp. (This
problem is common with jumbo frets and guitars with scalloped fretboards. )

* Intonation may be off at the nut. In this case, it is wise to seek a good repairman.

= Always stretch your strings (pull up on each string, away from the fretboard) after tuning. This will take up any
slack, which may accumulate at the tuning peg. After stretching the strings, repeat the tuning process.



CHAPTER 2: THEORY BASICS

Music notation is a system used to transcribe the three main components of music: mefody (arrangement of pitches),
rhythm (arrangement of pitches placed in time), and harmony (combination of two or more pitches).

MELODY
The Staf

Standard music notation is written on a grid consisting of five lines and four spaces, called a staff. The lines are counted from
the bottom up (1-2-3-4-5), as are the spaces (1-2-3-4).
Fig. 1
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At the beginning of every staff you'll find a symbol called a clef. There are many different types of clefs, but guitar music is
notated on the freble clef, or G clef (Fig. 2).

Fig. 2

Fach line and space of the staff is assigned a letter name. On the treble clef, the lines are (in order from bottom to top):
E-G-B-D-F as in “Every Good Boy Deserves Favor.” The spaces are (in order from bottom to top): F-A-C~E, which of course
spells “face.”

Fig. 3

The Musical Alphabet

All pitches in music are assigned letter names, These letter names are the same as the first seven letters of the alphabet
(A-B-C-D-E-F-G), and are referred to as the musical alphabet. Pitches are represented on the staff in the form of noteheads
(circles and/or solid black dots). The higher the pitch, the higher it is placed on the staff. [Look again at the previous staff.
Notice that if you line up the note names in order (line-space-line-space, etc.) from bottom to top, they follow the musical
alphabet in sequential order: E-F-G-A-B-C-D-E-F]

Many of the notes on the guitar fretboard extend beyond the staff, These pitches are notated using ledger lines—short lines
that act as temporary staff extensions. (The only non-ledger-line notes that appear outside the staff are G, directly above the
staff, and D, directly below the staff.) Check out Fig. 4 to see how they are used to represent some of the lowest and highest
notes on the neck. (For an explanation of how tablature corresponds to the musical staff, refer to Fig. 20 in this chapter, and
also the Guitar Notation Legend located at the back of the book.)

Notice that towards the end of Fig. 4 the notes drop back down and start climbing again. This is done when the ledger lines
become too high and therefore impractical to read quickly. The notation “8va" indicates that these notes are to be played one
octave higher than written. The use of 8va is left up to the discretion of the musical notator, but generally speaking the G note
on the fourth ledger line is a good place to switch.

8



Fig. 4 @
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Accidentals

The musical alphabet consists of seven letters, but, as is clearly evident on the guitar fretboard, there are actually twelve
possible tones. The five other pitches are named according to how they relate to their "natural-note” (A, B, C, D, E, F, G) neigh-
bors. This note-naming process is achieved with the help of an accidental symbol. For instance, there is a note between A and
B. This can either be named A% (spoken as A sharp), or B> (spoken as B8 flat). The “#" symbol raises the note by a half step
(one fret), while the "k symbol lowers the note by a half step. (Refer to Fig. 1, Chapter 1, for an illustration of this process.)

There is a third accidental symbol called the natural sign (see Fig. 5 for accidental examples). The natural sign cancels previ-
ous sharps or flats, returning the note to its natural position. (Note: Accidentals always appear before the notehead in music
notation.)

Fig. &
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Quiz #1

On the following quiz sheet (Fig. 6), fill in the note name above the staff, and the string/fret location on the tablature staff. You
can refer to the neck diagram from Chapter 1, but try to do this by yourself. (With the exception of the high E string, the note
locations don't go beyond the fourth fret.) To help get you started, the first few answers are included. When you're finished,
check your answers in the “Answer Key" section located in the back of the book.

Fig. 6
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RHYTHM

Measures

As discussed, pitches are represented in vertical fashion (up and down) on the staff. Rhythms (pitches occurring in time)
however, are represented in horizontal fashion along the staff, from left to right. To help keep track of rhythms and rests, the
staff is divided into small seaments called measures. Measures are separated by vertical slashes called barfines. A double
barline (two thin lines) usually marks the end of a section. A terminal barline (the second line thicker and darker than the first)
is used to mark the end of a piece of music.

Fig. 7
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Time Signatures

At the beginning of a piece of guitar music (just to the right of the treble clef) is a pair of numbers, one on top of the other.
This is called the time signature. The top number represents the number of beats (counts) per measure; the bottom number
indicates the type of note receiving the beat. (See Fig. 8.) Sometimes the capital letter C is substituted in place of the time
signature. This indicates common time, or 4/4 time.

Fig. 8

3 beats per measure
Quarter note « = one beat

4 beats per measure
Quarter note » = one beat

6 beats per measure Common time: same as 3

Eighth note )= one beat

Note Values

As stated above, the location of a notehead on the staff indicates the pitch. The duration (or value) of the note, however, is indi-
cated by the “shape” of the note. Fig. 9 offers a breakdown of the most common note values.

Fig. 9
Whole note o = 4 beais
Halfnote 4 = 2beats
Quarter note & = 1 beat
Eighthnote & = 1/2 beat
Sixteenth note ﬁ‘ = 1/4 beat
Rests

Rests indicate the length of silence between notes. Fig. 10 depicts the most common types of rests.
Fig. 10

Whole rest Half rest Quarter rest Eighth rest Sixteenth rest
4 beats 2 beats 1 beat 1/2 beat 1/4 beat

——
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Beams and Partial Beams

Notes that are |less than one beat in value are often grouped together with the help of beams and/or partial beams (Fig. 11).
Fig. 11
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Triplets
A triplet is a group of three notes that occupies the same duration as two notes of the same value (Fig. 12).
Fig. 12
Half note Quarter notes Quarter note triplets
——% = = S
Quarter note Eighth notes Eighth note triplets
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Dotted Notes

A dot (placed immediately after and parallel to the notehead) increases the value of that note (or rest) by one-half its original
duration (Fig. 13).

Fig. 13
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Ties

A tie is a curved line that connects two notes of the same pitch (not to be confused with a slur, which connects two notes of
different pitch: refer to the Guitar Notation Legend for “slur”). A tie indicates that the two notes are treated as one, with the
second one sustained as an extension of the first (Fig. 14).

Fig. 14 @
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Quiz #2

On the following quiz sheet (Fig. 15), fill in the missing barlines in 4/4 time. For clues, refer to the topics covered in Figures
7-14. You'll find the answer key in the back of the book.

Fig. 15
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HARMONY

In guitar music, harmony (two or more notes played at the same time) can be notated three different ways: 1) chord stacks
(notes written on top of each other on the staff); 2) chord names (chord qualities written above the staff); and 3) chord frames
(guitar neck diagrams depicting chord voicings).

Chord Stacks

Chord stacks are the traditional form of notating harmony. Following the same rules that apply to pitch notation, the notes are
simply stacked on top of each other. (See Fig. 16.)

Fig. 16 @

Chord Names

Fig. 17 offers a more modern approach to notating guitar harmony. Here, the chord names (see Ghord Construction, Chapter
7) are written above the staff, while the rhythms are notated with rhythm slashes (or hash marks) just below the chord names,
or on the stafi itself.

Fig. 17
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Chord Frames

The third method for notating guitar harmaony involves visual aids known as chord frames. Literally a snapshot of an isolated
section of the fretboard (low E string on the left; high E string on the right), a chord frame uses dots to depict where notes are
fretted, circles for open strings, Xs for muted strings, and a curved line to indicate a barre (two or more notes, on separate
strings at the same fret, played with the same finger). Chord frames often include suggested fret-hand fingering written below
the frame itself. When chord frames are used, rhythm slashes are generally written above the staff (see Fig. 18). (Note: The
heavy line at the top of these chord frames represents the nut. If a voicing is to be played higher up the neck, a number to the
right of the frame indicates the fret position: Ex: 8fr stands for eighth fret, See Fig, 19.)

Fig. 18
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Fig. 19
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TABLATURE NOTATION

Tablature (Tab for short) is a graphic system that visually represents the guitar fretboard. Each horizontal line represents a
string (bottom line is low E; top line is high E). Numbers are used to indicate where that string is to be fretted (0" indicates
an open string). In this book, tablature is written directly under the musical staff. Note: As the music staff contains the rhyth-
mic information, there’s no need to repeat it in the tablature staff (Fig. 20).

Fig. 20 @

TRACK &
f—g— _— = 3 e I
S X T =r — i —
. ._J_J— I e ] : |
E T e _1 1 i
G Fiy = H H i '
] it 2 3 ——
fEBe————— - : =

Tablature is an excellent system for indicating guitar nuances such as bends, slides, hammer-ons, pull-offs, and specific note
placement in general. For a thorough explanation of tablature terms and symbols, refer to the Guitar Notation Legend located
at the back of this book.
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SHEET MUSIC AND CHART READING ROAD SIGNS

Before we close out this chapter, let's take a look at a few musical symbols used to navigate charts and sheet music.

Repeat Signs
Repeat signs are placed at the beginning and ending of a section which is to be replayed (Fig. 21).
Fig. 21

If the section is to be played more than twice, the amount of times is indicated above the repeat sign at the end of the section
(Fig. 22).

Fig. 22
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First and Second Endings

First and second ending directions are written above the last measures of a section of music. The first ending appears just
before the repeat signs and means to repeat the section, skip the first ending, then play the second ending (Fig. 23). [Note:
Third and fourth endings (and beyond) are not uncommon occurrences.]

Fig. 23

0.C.and D.S.

The D.C. (Da Capo) sign means to return to the beginning and continue playing (Fig. 24).
Fig. 24

'

The D.5. (Dal Segno) sign means to return to the sign and continue playing (Fig. 25).
Fig. 25
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Al Coda

Often D.C. and D.S. instructions are accompanied with the term “al Coda” (to the coda). This means to follow the D.C. or D.S.
instructions and when the “To Coda” sign is encountered, skip to the Coda (ending section). (Note: Always play through the
“To Coda" sign the first time. In other words, you ignore the “To Coda” sign until the “D.S. al Coda” or “D.C. al Coda"” signs

instruct you to look for it.

Fig. 26
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Tempo, Dynamics, and Other Markings

Bva: Play an octave higher than written.
A tempo: Return to the original speed.
Accelerando: Gradually increase the tempo.,

Accent (Fig. 27): Strike the note with mare force than the surrounding notes.

Crescendo (Fig. 27): Gradually increase volume.
Decrescendo (Fig. 27): Gradually decrease volume.,
f(forte): Loud.

ff (fortissimo): Very loud.

mf (mezzo forte): Medium loud.

mp (mezzo piano): Medium soft.

pp (pianissimo): Very soft.

p (piano): Soft.

Ritard: Gradually slow the tempo.

Rubato: Take liberties with the tempo.

Simile: Play in a similar fashion.

Staccato (Fig. 27): Play the note and quickly mute it.

Tacet: Don't play!
Tutti: Everyone plays the figure.

Fig. 27
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CHAPTER 3: SCALES
AND KEY SIGNATURES

he major scale is the fundamental scale in Western music. In melodic terms, all traditional music theary is based on the
major scale,

MAJOR SCALES

A scale is a succession of notes that are arranged in a specific order of intervals, from its tonic (root, or central note) to its
octave. The major scale is a diatonic scale. That is to say it contains all seven notes of the musical alphabet. These notes of
the scale are called scale degrees or scale steps. The intervallic formula (order of intervals) for the major scale goes as follows:
whole step—whole step-half step—whole step-whole step-whole step-half step (W-W-H-W-W-W-H). (See Fig. 1).

Fig. 1
octave
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A great way to visualize the intervallic formula of the major scale is to play it along a single string. Fig. 2 lays the notes of the
C major scale along the A string. As you play it, take note of the hali-step locations between the 3rd and 4th degrees, and
between the 7th and 8th (octave). Also, notice that the C major scale contains all natural notes (no sharps or flats).

Fig. 2 @
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I's good to be able to play scales up and down a single string, but in practical terms, scales are learned in patterns that cross
the neck in a vertical fashion. Fig. 3 lays out five patterns of the C major scale, as they appear up the neck, from open posi-
tion (open strings and first three frets) to just beyond the twelfth fret. The root note (in this case, C) is circled in each pattern.
(The additional pattern is the “fretted” version of the open-position pattern, an octave higher.)

Fig. 3
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KEY SIGNATURES

The formula for the major scale remains the same regardliess of the key (letter name of the tonic, or root) on which the scale
is based. Taking into account that the C major scale contains all natural notes, this means that if a major scale starts on any
note other than C, some (or all) of the notes need to be modified (raised or lowered) in order to fit the formula. For example,
apply the major scale formula to the key of A (play along the A string, remembering to account for every letter name along the

way), and you'll encounter three notes that fall between the cracks: G#, F#, and G# (Fig. 4). @
Fig. 4
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Now, play the Bb major scale along the same string, and you'll encounter two oddball notes: B> (of course) and E? (Fig. 5).

Fig. 5 @
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Judging by just these two examples, one would assume that a piece of music that wasn't in the key of C would be cluttered
with an abundance of sharps or flats. This would be confusing indeed. What is needed Is a system to organize accidentals.
That system is called a key signature.

A key signature (placed on the staff just after the treble clef) indicates the notes that are to be raised or lowered throughout a
piece of music. For example, we discovered that the A major scale calls for three notes to be raised a half step (C#, F#, and
G#). Instead of writing a sharp sign before every one of those notes in a song though, those sharps are placed at the begin-
ning of the music, in the key signature (Fig. 6).

Fig. 6

All Fs are sharped
All Gs are sharped
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All Cs are sharped

Fig. 7 depicts all of the sharp key signatures, in order, from G to C#. (The key of C requires no key signature.)
Fig. 7
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Just as there is an orderly system of sharp key signatures, there is one for flat keys (major scales which require certain notes
to be lowered a half step). Fig. 8 displays these flat keys, in order, from the key of F. to the key of Cb.

Fig. 8
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Circle of Fifths

In Fig. 9 you'll find a circular diagram called the circle of fifths. This handy device can be used to decipher many musical
puzzles, among them the precise number and names of sharps or flats in any given major scale.

The “right” side of the circle (from G to F#) lists the keys containing sharps, while the “left” side (from F to Gb) lists the flat
keys. The numbers along the inside of the circle indicate the number of sharps or flats in the corresponding key. (For example
C contains no sharps or flats; D major contains 2 sharps; B> has 2 flats; and the keys of F# and GP contain 6 sharps and 6
flats, respectively.) The bracketed letters from F to B show the order of sharps as they appear on the staff. The hracketed letters
from BP to Gk show the order of flats. (After G#, the order “jumps” back up to C and, finally, F.)

Fig. 9

To get the most out of the circle of fifths, it's best to memorize it so you can visualize it in your mind's eye. A popular memo-
rization tool is word association. For example, you could memorize the order of sharps by assigning a word to each letter name.
Experts say “the sillier, the better,” so here’s one: Fat Cats Go Down Alley Endings Boldly Fighting. As for the order of flats,
the first four letters spell “BEAD,” so your formula could go something like this: BEAD Games Come First.
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Here's an alternative, “hands on the guitar” approach to memarizing flat key signatures. Start with F on the first fret of the low
E string and ascend in 4ths (refer to “Fretboard Layout” in Chapter 1) until you get to Gk (Fig. 10). This gives you the order
and names of the flat keys: after you get to Gb, just remember that Cb {up a fourth) would be the last flat key.

Fig. 10
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To memorize sharp key signatures, start on G on the third fret of the high E string and descend in 4ths until you arrive at F#
on the low E string (Fig. 11). This gives you the order and names of the sharp keys (when you get to F#, just remember that
C# is the last sharp key).

Hﬂ. 11 @
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MINOR SCALES

For every major scale, there is a minor scale counterpart, or relative minor scale. (“Relative” means that the two scales share
the same notes.) The relative minor scale is constructed by starting on the 6th degree of the major scale. For example, in Fig.
12 you'll find two octaves of the C major scale. Notice that the 6th degree is A. “Reassigning” the root of the C major scale to
“A" creates the A minor scale (A-B-C-D-E-F-G). In other words, the A minor scale is constructed from the notes of the C
major scale, starting on A.

Fig. 12
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Notice that by starting from A instead of C, a different intervallic formula evolves: W-H-W-W-H-W-W. (Remember, the major
scale is W-W-H-W-W-W-H.) This explains the melodic contrast of the two scales, even though they are related. As an exper-
iment, play through the example in Fig. 13. Hear the difference? Even though the two scales share the same nates, they sound

quite unalike.

Fig. 13 @
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Here are five patterns of the A minor scale as they appear along the fretboard (Fig. 14). (Notice that, visually, they are the same
as the C major scale patterns from Fig. 3. The only difference is the location of the roots. If you're confused, remember that
the A minor scale and the C major scale are relative, meaning they are comprised of the same notes. This relativity is explored

in depth in Chapter 11, "Modes.")

Fig. 14
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It's important to note that these, and the major scale patterns we saw earlier in Fig. 3, are movable to any key. Simply slide the
selected pattern up or down the fretboard until the roots (circled notes) align with the desired tonic. (Example: The second A
minor scale pattern placed at the fourth fret creates the B minor scale, because B is now the root.)
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SCALE FORMULAS

A scale formula is a set of numbers used to describe a scale. Scale formulas allow for the identification of scales without having
to refer to specific keys. As stated at the start of this chapter, a major portion of music theory is based on the major scale, and
scale formulas are no exception.

The scale formula for the major scale is 1-2-3-4-5-6—7. These numbers correspond to the seven scale steps that make up
the major scale. (The number “8” isn't included because it is simply the octave, where the scale starts over again.) These
numbers also signify the intervallic formula of the major scale: W-W-H-W-W-W-H.

In Fig. 13 we discovered that the minor scale has a different intervallic formula from the major scale. This difference can be
notated in the scale formula simply by adjusting the numbers. For example, take a look at Fig. 15.

Fig. 15
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The first system depicts the notes of the C major scale, with the scale formula written above, and the intervallic formula writ-
ten below. In the second system you'll find the notes of the C minor scale. Notice that the 1st, 2nd, 4th, and 5th scale steps
(C, D, F and G) are the same, but the others are different. This is because the intervallic structure of the minor scale is differ-
ent, and causes a “shift” in the formula. This shift results in a lowering of the 3rd, 6th, and 7th degrees of the major scale by
a half step. This half-step lowering is indicated in the scale formula with the use of flats: 1-2-b3-4-5-b6-b7. This means that
any major scale can be converted to a minor scale by lowering the 3rd, 6th, and 7th degrees by a half step.

MINOR KEY SIGNATURES

Minor key signatures correspond to their relative major key signatures. In other words, the D minor scale is relative to the F
major scale, so the key signature for D minor is the same as F major: one flat (Bb). Fig. 16 provides a reference guide for minor
key signatures.

Fig. 16
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(uiz #3

On the following quiz (Fig. 17), you’ll find a variety of major and minor scales written on the staff. All contain accidentals, which
means they require a key signature. Your job is to figure out if the scale is major or minor, determine the key, and then fill in
the proper key signature. (All the clues you'll need are found throughout this chapter.) Start by filling in the intervallic formula
along the bottom of the staff, Next, write the corresponding scale formula along the top. Once you know if the scale is major
or minor, fill in the proper key signature. The first three examples are completed, so you can use them as a guide.

Fig. 17
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CHAPTER 4: INTERVALS

ntervals are the incremental building blocks from which melodies are constructed. This chapter provides an introduction to
intervals and how to locate them on the fretboard.

INTERVAL NAMES

An interval is the distance between two notes. The smallest interval in Western music is the half step (the distance of one fret
on the guitar). All intervals can be measured by the amount of half steps they contain, but the most common way to identify
intervals is to refer to them by their proper names. The names of the intervals are based on the scale steps of the major scale.
Take a |ook at Fig. 1.

Fig. 1
y . £ F
| 2 3 4 5 o 7 B 2 3 4 5 6 7 801)
maj 2nd
r major 3rd
Simple perfect 4th
Intervals | perfect 5th
major 6th
major 7th
L |perfect octave
T |major Sth
major 10th
Compaund perfect 11th
Intervals | perfect 12th
majar 13th
major 14th
L |perfect 15th

Written on the staff are two octaves of the C major scale, with the scale steps written above. The brackets below the staff
measure the distance between the tonic and the other notes of the scale. Intervals within the first octave of the scale are called
simple intervals. Notice that the names of these intervals directly correspond to the scale steps. For instance, the distance
between the tonic and the second scale step is called a major 2nd; the distance between the tonic and the third step is called
a major 3rd; etc. Once the octave is reached, higher numbers take over. These “beyond the octave” intervals are called
compound intervals. n all cases, the number (2nd, 5th, 7th, etc.) describes the interval quantity (number of scale steps); and
the adjective (major, minor, perfect, etc.) describes the interval guality (number of half steps).
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Here is a reference list for the names of the intervals. (Note: Two half steps equals one whole step.)

Simple Intervals Compound Intervals
0 steps = perfect unison (identical pitches) octave + minor 2nd = minar 9th
1/2 step = minor 2nd octave + major 2nd = major Sth
1 whole step = major 2nd octave + minor 3rd = augmented 9th
1 1/2 steps = minor 3rd octave + major 3rd = perfect 10th
2 whole steps = major 3rd octave + perfect 4th = perfect 11th
2 1/2 steps = perfect 4th octave + diminished 5th = diminished 12th/augmented 11th
3 whole steps = diminished 5th or tritone (augmented 4th)  octave + perfect 5th = perfect 12th
3 1/2 steps = perfect 5th octave + minor 6th = minor 13th/augmented 12th
4 whole steps = minor 6th (augmented 5th) octave + major 6th = major 13th
4 1/2 steps = major 6th (diminished 7th) octave + minor 7th = minor 14th
5 whole steps = minor 7th octave + major 7th = major 14th
5 1/2 steps = major 7th two octaves = perfect 15th

6 whole steps = octave

INTERVAL FAMILIES

Intervals are grouped into two categories, or families: The major/minor family (2nds, 3rds, 6ths, and 7ths), and the perfect
family (unisons, 4ths, Sths, and octaves). When a major interval is lowered by a half step it is called minor. When a perfect
interval is lowered by a half step it is called diminished. When a major or perfect interval is raised a half step it is called
augmented. (See Fig. 2)

Fig. 2
major minor perfect  diminished major  augmented perfect  augmented
3rd 3rd 5th 5th 2nd 2nd 4th 4th
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Fig. 3 features a handy chart for deciphering the names of these “altered” intervals.

Fig. 3
Augmented
Major Perfect
2,3,6,7 1,4,5,8
augm gntation Minnr diminution
Diminished

Augmented or diminished intervals, in certain keys, sometimes require a note to be raised or lowered twice (two half steps).
These situations call for special accidentals known as double sharps and double flats (Fig. 4).

Fig. 4
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INTERVAL SHAPES ON THE FRETBOARD

One of the most valuable (and overlooked) skills a guitarist can possess is the ability to recognize and play intervals on the
fretboard. This becomes increasingly evident the more one grapples with mastering the instrument. Fig. 5 features interval
shapes as they appear on the fretboard on the low string sets (low E and A; low E and D), with the lowest note on the sixth
string. (Mote: Whether ascending or descending, the name of the interval remains the same. In other words, either note can
be considered the “root.”) Treat this as a drill section, but try to commit as many as possible to memaory.

Fig. 5
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These shapes remain constant as you move to most other string sets (A and D; A and G; D and G; B and high E). But when
the lower note of the interval is on the G string, or if the G string separates the two notes of an interval, the shape changes.
This is due to the tuning of the guitar. (Remember that the strings are tuned in 4ths exceut for the third and second strings,
which is a major 3rd.) Fig. 6 features these interval shapes.

Fig. 6
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Committing all these interval shapes to memory may seem like a daunting task but it's well worth the effort. Here's a tip to help
get you started: Learn the intervals on the lowest set of strings first (low E and A), then graduate to the higher sets.
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MELODIC AND HARMONIC INTERVALS

When two notes are played one at a time, they form a melodic interval. When the two notes are played simultaneously, they
form a harmenic interval (Fig. 7). In “guitar speak," harmonic intervals are usually referred to as dyads, or double stops, and
sometimes, couplets.

Fig. 7 @
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Quiz #4

On the following quiz (Fig. 8), fill in the correct interval name—both quantity and quality. Start by counting the number of lines
and spaces between the notes. This discloses the number of scale steps, which determines the quantity. The difficult part is
determining the quality. Use the reference list of intervals presented earlier in this chapter for help. You can also refer to the
“interval shapes on the fretboard” from Figs. 5 & 6. Those shapes, used in conjunction with the fretboard diagram from Fig.
1 of Chapter 1, should help you find the answers,
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Here's a clue for determining interval qualities that don’t have C as the bottom note. Assign the bottom note as the root of a
major scale, and visualize its key signature. If the top note of the interval belongs to the scale (signified by the key signature),
it's either major or perfect in quality. If the note lies outside the key signature (Fig. 9A), then the quality needs to be “adjusted.”
If you're already familiar with intervallic relationships within the C major scale, and you don't want to deal with key signatures,
here's another approach: “Erase” any accidentals, determine the quality, then replace the accidental(s) and “adjust” the qual-
ity, if needed. (Fig. 98)

Fig. 9A
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EAR TRAINING

A “good ear” is one of the most valuable assets a musician can possess. Some lucky people are born with “perfect pitch,” but
most musicians develop “relative pitch” {a sense of pitch which is based on comparisons) through ear training exercises.

Learning to recognize intervals “by ear” is a common, first-step approach to ear training. One popular method of interval train-
ing involves associating intervals with melodies and riffs from familiar songs. This is called song association. Here's a list of
songs you can use to help you recognize simple ascending and descending intervals. (Except where indicated, the interval
reflects the first two notes of the song.)

Ascending Intervals

Minor 2nd Theme from “Jaws”
Major 2nd “Frere Jacques”
Minor 3rd “Greensleeves”
Major 3rd “When the Saints Go Marching In”
Perfect 4th “Here Comes the Bride”
Diminished 5th Theme from “The Simpsons”
Perfect 5th “2001: A Space Odyssey"”
Minor bth Opening riff of "Fortunate Son” (CCR)
Major 6th Opening riff of “Soul Man”
Minor 7th “Star Trek” (original television theme)
Major 7th 1st and 3rd vocal notes of “Immigrant Song”
Octave “Somewhere Over the Rainbow”
Descending Intervals
Minar 2nd Theme from “Jurassic Park”
Major 2nd “Three Blind Mice"
Minar 3rd “Hey Jude”
Major 3rd “Summertime”
Perfect 4th “The Wave” (7th Inning Stretch)
Diminished 5th Opening notes of "Red House” (Jimi Hendrix)
Perfect 5th Theme from “The Flintstones”
Minor 6th Theme from “Love Stary”
Major 6th “Nobody Knows the Trouble I've Seen”
Minor 7th Riff of “Man in the Box" - harmonic interval
Major 7th 1st and 3rd notes of “| Love You" (Cole Porter)
Octave Main riff of “"Jump, Jive and Wail"
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Ear Training Drill #1

Traditional ear training drills involve recognizing musical materials and notating them on the staff without the aid of an instru-
ment. In this drill however, you are required to actually play what you hear. In each example (tracks 14-17 on the GD) you will
hear two notes played separately (melodic interval) and then simultaneously (harmonic interval). Your job is to recognize the
interval, and then play it on the guitar. This will strengthen your ear as well as help you to visualize intervallic shapes on the
fretboard. (Once you've identified the interval and played it on the guitar, jot down the answer in the space provided.) The
bottom note in each example will always be C, played on the low E string at the 8th fret. To help get you started, the first five
examples are transcribed in Fig, 10,

Fig. 10 @
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The next set of examples includes minor 2nds, major 2nds, minor 3rds, and major 3rds (Fig. 11). You can check your results
in the Answer Key, located at the back of the book.

Fig. 11 @

TRACK 15
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The following examples include perfect 4ths, perfect Sths, octaves, and diminished 5ths (Fig. 12).

Fig. 12 @

TRACK 16
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The last set of examples includes minor 6ths, major 6ths, minor 7ths, and major 7ths (Fig. 13).

Fig. 13
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# #2 #3 4 #h #6i #l i

29



CHAPTER 5: TRIADS

As we learned in the last chapter, two notes played together form a harmonic interval, the smallest unit of harmony. Three
or more tones played simultaneously form a chord. The most commaon, basic chords are made up of specific arrangements
of three notes, which are a 3rd interval (major or minor) apart, These three-note chords are called friads. A firm understand-
ing of triads is essential for comprehending more complex chord types and progressions.

MAJOR AND MINOR TRIADS

Major and minor triads are the most common, fundamental chords: common because they are found in virtually all styles of
music, and fundamental in that they are the determining factors when categorizing more complex chords.

The major triad is constructed from the root, 3rd, and 5th of the major scale. Fig. 1 depicts this process using our old friend,
the G major scale.

Fig. 1
C major scale C major triad (C—E-G)
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Just as scales have formulas, so do triads. The formula for the major triad is 1-3-5. This relates to the major scale of course,
and translates as such: from the root to the 3rd is a major 3rd; from the root to the 5th is a perfect 5th. It's also important to
note the distance between the 3rd and 5th, which is a minor 3rd.

This in mind, a major triad can be constructed from any note by stacking a major 3rd interval, followed by a minor 3rd inter-
val. This is an important revelation for visualizing triads on the neck. Fig. 2 offers some examples of major triad shapes on the
fretboard.

Fig. 2

ma mi ma mi fa ma imi
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The minor triad construction is the same as its major counterpart, except that the 3rd is lowered by a half step. Fig. 3 shows
this conversion process applied to C, D, and E» major triads.

Fig. 3
G major triad ~ C minor triad D major triad D minor triad Eb major triad  EP minor triad
C-E-G C-E -G

I-3-5 =k =5

——————— _ = e g =|
> —tfs H_ylffH%!_:'—ﬁl
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Just as the major scale formula is the template for describing all scales, so is the major triad formula for describing triads. In
other words, a minor triad is described by how it relates to a major triad: 1-3-5. It's important to note that, although the
distance between the root and the 5th is the same (perfect 5th), the lowering of the 3rd changes the “stacked” interval struc-
ture. Whereas the intervallic makeup of a major triad is major 3rd-minor 3rd, a minor triad is minor 3rd—major 3rd. Again, this
is an important concept when it comes to transferring triads from the staff onto the fretboard (Fig. 4).

Fig. 4

i ma i ma il s mi
Jnal 3nd drdd 3red Arcd And Ind3rd
A AT Fal i
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| LEELL
421 4 21 311 321

AUGMENTED AND DIMINISHED TRIADS

In addition to major and minor, there are two other types of triads: augmented and diminished. Though they are encountered
much less frequently, they are important for understanding the structure of more complex chords.

An augmented triad is a major triad with a raised 5th: 1-3-%5, as in C-E-G# (Fig. 5). Notice the interval structure is major
3rd-major 3rd.

Fig. 5
C augmented triad
C-E=-@
|-3-F#5

= ,ﬁ-ﬂia'itif 3id 4H
major 3rd
Fig. 6 offers some voicings of augmented triads.
Fig. 6
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A diminished triad is a minor triad with a lowered 5th; 1-b3-b5, as in C-Eb—GF (Fig. 7).

Fig. 7
C diminished triad
C-Er=Gh
[=k3=}5
@——Lb—’ 1,
v &> minor 3rd
Fig. 8 offers some voicings of diminished triads.
Fig. 8
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(uiz #5

Why are there only four triads? Because there are only four possible combinations of two superimposed (stacked) 3rd inter-
vals: major-minor (major triad); minor-major (minor triad); major-major (augmented triad); and minor-minor (diminished
triad). Use these four formulas to help you name the triads in the following quiz (Fig. 9). (Answers are in the back of the book.)

Fig. 9

INVERSIONS

Triads don’t always appear in an orderly, root-3rd-5th fashion. Quite the contrary, they can be voiced in a variety of combina-
tions. Let's take a look at a few examples.

In Fig. 10 you'll find three triads. The first is a C major triad in root position, which means the “root” (C) is in the bass. The
second places the root on top, so that the 3rd is in the bass. The last one places the 5th in the bass. The notes of the triad are
still the same (C, E, and G}, but they've just been placed in a different vertical order.

Fig. 10
C major triad
— = = 1 'ﬁ I g = —
1 — L]
)] 8 —Hi?—ﬂ e L e —
root position first inversion second inversion
(root in bass) (3rd in the bass) {5th in the bass)

These last two triads are called inverted triads, An inverted triad is a triad that has its 3rd or 5th in the bass, rather than its
root. When the 3rd is in the bass, it's called first imversion, When the 5th is in the bass, it's called second inversion. Check out
Fig. 11 for inverted major and minor triads shapes as they appear on the fretboard. Remember, these can be transposed to any
key.

Fig. 11
15t inversion major triads Znd inversion major triads
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OPEN TRIADS

Triads can also be voiced with their notes spread very far apart. These types of triads are called open friads. In an open triad,
the notes span more than one octave, as opposed to the closed triads with which we began. Fig. 12 depicts a variety of open
triads, both on the staff and on chord frames. Note that some of these triads are inverted as well. The E minor is in first inver-

sion; the D major is in second inversion, etc.

Fig. 12
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Quiz #8

Rearrange the notes of the following inverted and open triads (Fig. 13) until they are stacked in 3rd intervals (as close as possi-
ble). Then write in the proper name. Some examples include helpful hints, while others don't. (Answers are in the back of the

book.)
Fig. 13
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Ear Training Drill #2

This ear training drill is in three parts: 1) Recognizing root-position major, minor, augmented, and diminished triads; 2) inverted
major and minor triads; and 3) open major and minor triads. In each example, the lowest note of the triad is sounded, followed
by the entire triad, and finally, the notes of the triad played one at a time (arpeggiated). Write your answers in the blanks
provided in Figs. 14A=14C.

Before you start, consider these sonic characteristics of triads: Major and minor triads are considered consanant (smooth
sounding; pleasing; stable; restful; etc.). Major triads tend to have a happy, pretty quality, while minor triads sound sad, wist-
ful, and bittersweet. Augmented and diminished triads are dissonant (tense; disturbing; anxious; etc.). Augmented triads have
a slightly brighter quality compared to the darker sound of diminished triads.

Fig. 14A @

TRALK 18
il #2 #3 il #h i #1 #8 #9 #10 #11 #12

Fig. 14B

TRACK 19

# #2 #3 #4 #h #6 #7 #8 #3 #0 #11 #2

Fig. 14C @

TRACK 20

# #2 #3 #h #h #6 #7 8 #9 #10 #11 nz
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CHAPTER 6: HARMONIZING
THE MAJOR SCALE

he theory of chord construction and chord progressions is steeped in a process known as harmonizing the major scale—a
system in which chords are constructed by stacking the notes of the major scale in 3rds. This harmonization process is also
referred to as diatonic harmony.

DIATONIC TRIADS

Let's start by harmonizing the C major scale in triads. The first step is to write out the scale on the staff (Fig. 1A). Next, place
the note that is a diatonic 3rd interval higher (two notes away in the same scale), above each scale step (Fig. 1B). The scale is
now harmonized in 3rds. (Motice that some are major, while others are minor.) Finally, place the note that is a diatonic 3rd away
on top of the second note (Fig. 1C). Now the process is complete: the C major scale harmonized in triads.

Fig. 1A @

C major scale e
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Fig. 1C
Harmonized in triads
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The triad qualities are notated below the staff, (The actual chord names are written above.) This is the triad formula for the
major scale, and it never deviates, no matter what key: major-minor-minor-major—major—minor-diminished. Commit it to
memory, as it is the foundation for many songs and chord progressions.
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Roman Numeral Notation

As discussed in Chapter 3, Arabic numbers (1, 2, 3, ete.) are used to describe scale steps. Chords, however, are identified with
Roman numerals (1, I, 11, etc.), both uppercase (1) and lowercase (iii). Roman numerals describe a chord’s quality and fune-
tion, or how it relates to the key of the progression. An uppercase Roman numeral indicates a major triad, lowercase repre-
sents a minor triad, and the numeric value reflects the root of the chord as it corresponds to the scale degree. A small circle
(¢) placed after a chord name or lowercase Roman numeral indicates a diminished triad. According to this system, the formula

for harmonized triads of the major scale reads: [=i=iii=IV=V=vi-vii® (Fig. 2).

Fig. 2
I i i Y V Vi vii®
C Dm Em F G Am B°

If you know the key signature of every key, it's relatively simple to harmonize any major scale. Start by writing out the names
of the notes of the scale, and then simply add the appropriate chord quality to each scale step. Fig. 3 offers a handy chart for
refarence.

Fig. 3

Harmonized Major Scales (Triads)

Key I i 1l v Vv vi vii®
(& i Dm Em F G Am B®
G G Am Bm C D Em Fie
D D Em Ffm G A Bm Che
A A Bm C*m D E F#m G#°
E E F¥m Gfm A B Cfm D#e
B B C*m D*m E F? G*m Afe
G | Gb Abm Bbm ch Db EPm Fo
Db D> EPm Fm Gb Ab Bein | C°
Ab Ab Bbm Cm | Db Eb Fm | G°
BEr Ep Fm Gm Ab BP Cm D°
Bb BF Cm Dm Eb F Gm A®
F F Gm Am B> C Dm E”
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DIATONIC SEVENTH CHORDS

Triads are the most fundamental of all chords and form the basis for many popular songs—especially in rock, folk, and coun-
try. In styles such as jazz, funk, and blues, however, it is customary to employ more complex, colorful chords known as
seventh chords.

A seventh chord is a combination of a triad with an added interval of a 7th. This translates to a triad with another 3rd interval
placed on top. In Fig. 4A you'll find the C major scale harmonized in triads. Fig. 4B stacks another diatonic 3rd interval above
each triad. This also translates to a diatonic 7th interval from the root of each triad. The result is the C major scale harmonized
in seventh chords. You'll notice that these chords contain some pretty serious stretches in the left hand. For this reason,
seventh chords are rarely voiced in a closed manner. We'll see more on their vaicing later,

Figs. 4A-4B @
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Now, compare these seventh chords to the triads in Fig. 1C:

= Theland IV major triads now have added major 7th intervals above their roots (B and E, respectively). Major triads
with major 7ths attached (1-3-5-7) are called mafor seventh chords (Cmaj7 and Fmaj7; Imaj7 and IVmaj7).

minor 7ths attached {1—'?3-5—5?} are called minar seventh chords (Dm7, Em7, and Am?7; ii7, iii7, and vi7).

= The V major triad also has an added minor 7th interval (F). A major triad with a minor 7th (1—3—5—17 7) is called a
dominant seventh chord (GT; V7).

= The vii® triad now has an added minor 7th interval (A). A diminished triad with a minor 7th {1—53-55-17?) is called
a minor seven flat-five chord, or half diminished (Bm7¥5; vii7b5).

(Mote: Here's a short-cut method for decoding major and minor 7th intervals: Transpose the interval an octave down, so that
it is below the root. If it is a half step below, it's a major 7th. If it's a whole step below, it's a minor 7th.)

After you've memorized the triad formula for the major scale, memorize the seventh-chord formula as well:
Imai?-ii?—-iii'r’wlvrnaj?—v?—ui?’—uii?’hﬁ. Once you know the formula, it's easy to harmonize any major scale. Simply write down
gach scale step, and attach the appropriate quality. Use the chart in Fig. 5 (on the following page) for reference.
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Fig. 5

Harmonized Major Scales (Seventh Chords)

Key Imaj7 ii7 iii7 [Vmaj7 | V7 vi7 vii7P5
C Cmaj7 Dm7 Em7 Fmaj7 G7 Am7 | Bm7°5
G Gmaj7 Am7 Bm7 Cmaj7 D7 Em7 Ffm7b5
D Dmaj7 | Em7 Ffm7 | Gmaj7 A7 Bm7 | Cfm7*5
A Amaj7 | Bm7 C*m7 | Dmaj7 E7 Ffm7 | G*m7b5
E Emaj7 | Ffm7 G'm7 | Amaj7 B7 C*m7 | D¥m7°5
B | Bmaj7 | C'm7 | Dfm7 | Emaj7 | F¥7 | G'm7 | Atm7S
G | Gmaj7 | APm7 | BPm7 | CPmaj7 | D7 | EPm7 | Fm7bs
D* | D'maj7 | EP'm7 | Fm7 | GPmaj7| AF7 | Bm7 | Cm7'5
Ab | Abmaj7 | Bbm7 | Cm7 | DPmaj7| Eb7 Fm7 | Gm75
Ev Emaj7 | Fm7 Gm7 | APmaj7 | BF7 Cm7 | Dm7"5
Bb Bbmaj7 | Cm7 Dm7 | EPmaj7 | F7 Gm7 | Am7b5
F Fmaj? | Gm7 Am7 | B'maj7 | C7 Dm7 | Em7°3

In order to fully grasp deeper, more complex harmonic concepts, it's important to view the intervallic makeup of seventh

chords from all angles.

*  Major seventh chords: From the root to the 3rd is a major 3rd; from the 3rd to the 5th is a minor 3rd; from the Sth
to the 7th is a major 3rd; from the root to the 5th is a perfect 5th; and from the root to the 7th is a major 7th.

*  Minor seventh chords: From the root to the 3rd is a minor 3rd; from the 3rd to the 5th is a major 3rd; from the 5th
to the 7th is a minor 3rd; from the root to the 5th is a perfect 5th; and from the root to the 7th is a minor 7th.

*  Dominant seventh chords: From the root to the 3rd is a major 3rd; from the 3rd to the 5th is a minor 3rd; from the
5th to the 7th is a minor 3rd; from the root to the 5th is a perfect 5th; and from the root to the 7th is a minor 71ih.

*  [inor seventh flat-five chords: From the root to the 3rd is a minor 3rd; from the 3rd o the 5th is a minor 3rd; from
the 5th to the 7th is a major 3rd; from the root to the 5th is a diminished 5th; and from the root to the 7th is a

minor 7ih.

Once you're familiar with major scale harmany, start drilling yourself in the following manner:

What are the I, IV, and V triads of F major? Answer: F, B, and C.

What is iim7=V7-Imaj7 in D major? Answer: Em7-A7-0maj7.

What is the \ chord of E? Answer: B

What is the V7 chord of B>? Answer:

F7.

What is I=vi-IV=V in G major? Answer; G-Em-C-D.
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Quiz #/

(Answers are in the back of the book.)

1) What is a major triad with a minor seventh? __

2)  What is a minor triad with a minor seventh?

3) What is a diminished triad with a minor seventh? ___
4] 'What is a major triad with a major seventh?

5) Whatis the V7 chord of E major? ____

7) What is the vii® triad in AP major?

8) What are the I, IV, and V triads in G major? ___

9) What are the I, IV, and V seventh chords in A major? ___
10) What are the I, vi, IV, and V triads in F major? ___

11) What is the iii chord (seventh chord form) of B> major?
12) What is the vi chord (seventh chord form) of E major?




CHAPTER 7: CHORD CONSTRUCTION

This chapter is a study in chord construction—both in theory, and on the fretboard.

MAJOR AND MINOR CHORDS

The technical definition of a chord is three or more notes plaved together at the same time. The most commaon, fundamental
chords are major and minaor chords.

A major chord is simply an arrangement of the notes in a major triad (1-3-5). How these notes are arranged determines the
chord's voicing, or how it appears on the fretboard. Fig. 1 offers several voicings of a C major chord. Notice that some of the
chord tones (notes of the chord) are doubled (or even tripled), but in all cases, every note of the chord is represented at |east
once. Also notice that even when the root is not in the bass (as in first and second inversion), it's still considered a C major
chord. The root note (C) has been circled.

Fig. 1
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The chord voicings that don't contain open strings are movable to any key. Simply slide the voicing up or down the fretboard
until the circled note (root) aligns with the root of the chord you wish to play. For example, the third voicing placed at the third
fret would be a G chord; at the fifth fret it would be an A chord.

A minor chord consists of the notes in a minor triad (1-73-5) arranged in any combination. Fig. 2 offers several voicings of a
C minor (Cm) chord.

Fig. 2
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The major chord is the only chord that doesn't require a suffix—a symbol that indicates the chord type, or quality. For instance,
Eb means EP major. EF with an added suffix means that E is still the root, but the quality is something other than major. There
are many different types of chords, so there are a great many suffixes. The chart below includes suffixes and brief explana-
tions of what they mean. (They all have C as their roots). Use it as a reference guide as you read through the chapter.

Symbol

C

Cm

G5

C+

ro
Csus4
Csus2
Cadd9
Cm(add9)
C6

Cmé
G6/9
Cm6/9
Cmaj7
Cm7

C7
Cm7b5
C*7
C7sus4
Gm(maj7)
Cmaj9
Cm9

C9
C9susd
Cm11
C11
Cmajid
Cm13
£13
(Altered Chords)
Cmaj7>5
Cmaj7#11
G+7
C7»5
C7%9
C7%9
C729%5
C74085
01349
1349

Chord Type

C major

C minor

C power chord

C augmented

C diminished

U suspended 4th

C suspended 2nd

C major w/ added Sth

G minor w/ added 9th

G major w/ added 6th

C minor with added 6th
C major w/ added 6th & 9th
C minor w/ added 6th & 9th
C major seventh

C minor seventh

C dominant seventh

C minor seventh flat five
C diminished seventh

C seventh suspended 4th
C minor major seventh

C major ninth

C minar ninth

C dominant ninth

C ninth suspended 4th

C minor eleventh

C eleventh

C major thirteenth

G minor thirteenth

C thirteenth

G major seventh flat five

C major seventh sharp eleven
G augmented seventh

C seventh flat five

C seventh flat nine

C seventh sharp nine

C augmented seventh flat nine

C augmented seventh sharp nine

C thirteenth flat nine
C thirteenth sharp nine

Formula

1-3-5

1-b3-5

1-5

1-3-%5
1-b3-b5

1-4-5

1-2-5

1-3-5-9
1-b3-5-9
1-3-5-6
1-b3-5-6
1-3-5-6-9
1-b3-5-6-9
1-3-5-7
1-b3-5-b7
1-3-5-b7
1-b3-b5-b7
1-b3-b5-bb7
1-4-5-b7
1-b3-5-7
1-3-5-7-9
1-b3-5-b7-9
1-3-5-b7-9
1-4-5-b7-9
1-53-5-b7-9-11
1-3-5-b7-9-11
1-3-5-7-9-13
1-+3-5-b7-9-11-13
1-3-5-b7-9-13

1-3-+5-7
1-3-5-7-%11
1-3-45-k7
1-3-b5-b7
1-3-5-b7-b9
1-3-5-b7-%9
1-3-25-b7-F9
1-3-85-b7-49
1-3-5-b7-b9-13
1-3-5-b7-49-13

Note Names
C-E-G

C-E-G

C-G

C-E-G*
C-Eb—Gh
C-F-G

c-D-G
C-E-G-D
C-EP-G-D
C-E-G-A
C—EP-G-A
C-E-G-A-D
C-Eb-G-A-D
C—E-G-B
C-Eb-G-BP
C-E-G-Bb
C-Eb—Gb-Bb
C-Eb-Gb-Bbb
C-F-G-Bb
C-EP—G-B
C-E-G-B-D
C-Eb—G-Bb-D
C-E-G-Bb-D
C-F-G-Bb-D
C-EP-G-Bb-D-F
C-E-G-Bb-D-F
C—-E-G-B-D-A
C~EF-G-Bb-D-F-A
C-E-G-BP-D-A

C-E-Gb-B
C-E-G-B-F*
C-E-G#-BP
C-E-Gb—Bb
C-E-G-Bb-Db
C-E-G-Bb-D#
C-E-G#-Bb-Db
C-E-G#-Bb-D#
(C-E-G-Bb-Dk-A
C-E-G-Bb-D?-A
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SUSPENDED CHORDS, POWER CHORDS, AND “ADD" CHORDS

A suspended second chord (sus2) can be viewed as either a major or minor chord with its 3rd replaced with a major second
(1-2-5). The result is an ambiguous-sounding chord that can be used when neither a major nor minor tonality is strongly

desired. See Fig. 3 for some Asus2 voicings.

Fig. 3
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A suspended fourth chord (sus4) is similar to a sus2, except that a perfect 4th acts as the suspended note (1-4-5). These
chords often “resolve” to a parallel (same root) major or minor chord. For example, an Esus4 might resolve to either an E or
an Em chord. Fig. 4 features Esus4 voicings.

Fig. 4
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Power chords (root/th chords) are the exception to the “three notes make a chord” rule, because they only contain two notes:
a root and a 5th. They are perennial fixtures in rock music and are generally voiced on the lower string sets (Fig. 5). The suffix
for a power chord is the number “5."

Fig. §
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The suffix “add” means to insert a note that is not included in the chord veicing. Add chords are often major or minor chords
with an added 9th (1-3-5-9 & 1-23-5-9) as in Aadd9 and Am(add9) (Fig. BA). Add4 chords are also widespread in modern
pop music. These are major and minor chords with an added 4th (1-3-4-5 and 1-»3-4-5) as in Dadd4 and Bm(add4) (Fig.
6B).

Fig. 6A-6B
Addd Eﬂ}(addg} Daddd4 Bm(addd)
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SIXTH CHORDS AND SIX/NINE CHORDS

Sixth chords are major or minor chords with an added major 6th degree (1-3-5-6 or 1->3-5-6). (A common mistake is to
add a minor 6th to a minor sixth chord.) They have a jazzy sound and work great in jazz and blues (Fig. 7). Notice that the
eighth-position chords omit the 5th degree. Omitting the 5th is common practice with guitar voicings. In most cases, this does-
n't have any impact on the naming of the chord.

Fig. 7
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Six/nine chords are major or minor chords with an added 6th and 9th (1-3-5-6-9 and 1-23-5-6-9). Quite common in Latin,
they have a pretty sound and work great for ending chords (Fig. 8).

Fig. 8
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SEVENTH CHORDS

Seventh chords were discussed in depth in Chapter 6, so let's get right to the voicings. Fig. 9A features Cmaj7 chords. Major
seventh chords (1-3-5-7) have a pretty sound and are useful for jazz, Latin, and pop ballads. Fig. 9B depicts Cm7 chords.
Minor seventh chords (1-»3-5-b7) are a good alternative to minor chords, offering a bit more color. Also ubiguitous in jazz,
they are quite common in funk, rock, and blues as well. Fig. 9C shows C7 chords. Dominant seventh chords (1-3-5->7) are
prevalent in virtually every style of music, In Fig. 90 you'll find Cm7#5 voicings. Minor seven flat-five chords (1-3-25-57)
are most often associated with ii—V—i progressions in jazz, in which they function as the ii7b5 in a minor key.

Figs. 9A-9B
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DIMINISHED SEVENTH, DOMINANT SEVENTH SUS4, AND MINOR(MAJ7) CHORDS

The diminished seventh chord is a diminished triad with an added double-flat (or diminished) 7th interval (1-b3-b5-0b7). It is
often used as a non-diatonic (outside the key of the progression) passing chord when connecting two diatonic chords. A dimin-
ished seventh chord is a series of stacked minor 3rd intervals. Because of this, any note can be considered the root (Fig. 10).

Fig. 10
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The dominant seventh sus4 chord is a dominant seventh chord with its 3rd removed and replaced with a 4th interval

(1-4-5-57). These chords are often used in conjunction with their dominant seventh counterparts, as in E7sus4 releasing to
E7 (Fig. 11).

Fig. 11
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A minor(maj7) chord is a minor triad with an added major seventh interval (1-23-5-7). (See Fig. 12.) Usually used as a tran-
sition chord, you'll find it tucked between a minor triad and a minor seventh chord, as in Cm-Cm(maj7)-Cm7.

Fig. 12
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EXTENDED CHORDS

An extended chord is a seventh chord with an added extension of a 9th, 11th, 13th, or combination thereof. A major ninth
chord is @ major seventh chord with an added major ninth (1-3-5-7-9); a minor ninth chord is a minor seventh chord with
an added major 9th (1-+3-5-7-9); and a dominant ninth chord is a dominant seventh chord with an added major Sth degree
(1-3-5-¢7-9). (See Fig. 13.) (Note: When the suffix “9" appears by itself, it represents a dominant ninth chord.)

Fig. 13
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An eleventh chord is a seventh chord with the added extension of a perfect 11th. (An eleventh chord voicing doesn't need to
include a 9th, but a 7th has to be present.) Minor eleventh chords (1-23-5-#7-8-11) are often used in jazz fusion and progres-
sive rock (Fig. 14A). Dominant eleventh chords (1-3-5->7-9-11) are prominent in styles such as jazz, funk, and R&B (Fig.
14B). (Note: When the suffix “11" appears by itself, it represents a dominant eleventh chord.) When the 11th is added to major
seventh chord types, it is usually raised by a half step, so as not to clash with the major 3rd (see #11 chords, Fig. 19).

Figs. 14A-14B
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Thirteenth chords are much like ninth chords in that they are equally dispersed between major, minor, and dominant chord
types. A major thirteenth chord is basically a major seventh chord with an added extension of a major 13th (1-3-5-7-13).
Some major thirteenth voicings include the 8th, but generally not the 11th, as it clashes with the major 3rd of the chord (Fig.
15A). A minor thirteenth chord is a minor seventh chord with an added major 13th (1-23-5-7-13). Again, the 9th and 11th
need not be present in the voicing to classify the chord as minor thirteenth (Fig. 158). A dominant thirteenth chord is a domi-
nant seventh chord with an added major 13th (1-3-5-27-13). Sometimes the 9th is included (Fig. 15C), and sometimes not
(Fig. 150). (Note: When the suffix 13" appears by itself, it represents a dominant thirteenth chord.

Figs. 15A-15B

. Cmaj13 — . —— i —
X X E b p— x
TTIE Bl CINNEED &1 TTT )50 IR T IE D b 8fr
IR LEN| (1) I B
KX i iﬁl [IEK] (AEY)
1 i HENERE ] : | [
211131 1 234 1 2344 131141 12334
- -
L 2 ; : e :
= L —— — = & iy [
GD = — & E * j_! ;%; —. i == ==r=1
(] * . * :E

Figs. 15C-15D
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ALTERED CHORDS

When the 5th or 9th of a chord is lowered or raised by a half step, the result is an altered chord. The majority of altered chords
are altered dominant chords. These are used for tension and usually, but not always, resolve down a 5th (or up a 4th) to their
respective | or i chords. Fig. 16 shows voicings of a G7 chord with a #5th, b5th, P9th, and #9th. All would resolve nicely to a
Cmaj7 or Cm7 chord. (Dominant seventh sharp nine chords often function as the | chord in funk and blues rock.)

Fig. 16
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It's not uncommon to encounter dominant seventh chords with more than one alteration, as depicted in Fig. 17.

Fig. 17
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Fig. 18 offers some examples of extended chords with alterations. A sharp 11th is the enharmonic equivalent of a flat Sth.
(Motes with the same pitch but different names are called enharmaonic.)

Fig. 18
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Major seventh sharp eleven (1-3-5-7-#11) and major seventh sharp five (1-3—#5-7) chords are common fixtures in jazz and
jazz fusion (Fig. 19). (Minor chords don't generally receive alterations beyond the flat 5th.)

Fig. 19
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SLASH CHORDS

=

Slash chord notation is a modern method used to quickly describe specific chord veicings, without having to write them out
on the staff. Slash chord symbols resemble mathematical fractions (1/2, 1/4, etc.) with chord and note names instead of
numbers (A/B, G/B, etc.). The top letter (to the left of the slash) corresponds to the chord, while the bottom letter (to the right
of the slash) indicates the bass note. Sometimes slash chord notation is used to indicate specific inversions of comman
chords, such as C/G (second inversion C chord) or G/B (first inversion G chord). However, slash chord symbols are also used
to describe complex chords that are difficult to notate. Fig. 20 offers examples of slash chords, and the traditional names of

the chords they imply.

Fig. 20
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POLYCHORDS

A polychord is a combination of two chords (usually triads) that, when played together, create a more complex sound.
Polychords are notated with a horizontal line, as opposed to the diagonal line used in slash chords. Polychords are popular
among keyboard players, but they don't transfer easily to guitar. Fig. 21 offers a few “finger friendly” polychords to give you
an idea of their intriguing sonic possibilities.

Fig. 21
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Quiz #8

(Answers are in the back of the book.)

1) What kind of triad provides the foundation of a maj9 chord?
2) What kind of triad provides the foundation of a m7b5 chord?

3) What kind of 7th does a minor seventh chord contain? ____

) Is E13 a major, minor, or dominant chord?

) What is the 7th of a D9 chord?

6) Does a maj13 chord need to include the 11th?

) What are the notes in an A°7 chord? ___ e
)

What chord does BP/C suggest?
9)  Write the chord symbol for a first inversion G chord using slash chord notation.

10) True or False: Polychords are a cinch to play on the guitar.
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CHAPTER 8: HARMONIZING
THE MINOR SCALE

ust as the major scale is the source for major key chord progressions, the minor scale provides the harmony for minor keys.
The minor scale can be harmonized using the exact same methods brought forth in Chapter 6.

MINOR SCALE TRIADS

To harmonize any minor scale, start by writing it out on the staff. (Let’s use the A minor scale: Fig. 1A.) Next, stack a diatonic
3rd interval on top of each scale step (Fig. 1B). Finally, stack another diatonic 3rd interval on top of the second one (Fig. 1C).
This last step results in the diatonic triads of the A minor scale.

Figs. 1A-1C @
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Fig. 2 shows the formula for harmonized triads of the minor scale: i=ii®=b [ll=iv=v=EVI-2VII. Again, lowercase Roman numer-
als indicate a minor triad, uppercase numerals indicate major triads, and the small circle (=) after the ii chord represents dimin-
ished. Notice that the 111, VI, and VIl chords are flatted (4111, VI, 2VII). This of course is due to their corresponding scale steps.

Fig. 2

i ii” BI11 iv v AT PVII
Am B° Z Dm Em F (i

In Chapter 3 we learned that every minor scale has a relative major scale that shares the same notes and the same key signa-
ture. This same “relative” principle applies to minor and major scale harmonies as well. For example, A minor is relative to C
major, so they share the same triads. Though they are still in alphabetical order, the sequence starts on a different tonic chord:
Am or G (Fig. 3).

Fig. 3
i ii° P11 iv v bVI PV
A minor:  Am B" C Dm Em F G
| 11 i v W vl vii®
C major: C Dm Em F G Am B*

This does not mean that the two keys are the same, though. Am is the central chord in the key of A minor, and C is the central
chord for G major. It's just that it can be helpful for memorization purposes to realize they contain the same chords. Once you
become accustomed to minor keys, it will be easier to view them as separate entities, apart from major. Until then, here's a
reference chart of the harmonized triads in minor keys (Fig. 4).

Fig. 4
Harmonized Minor Scales (Triads)
Key | ii® PIII iv v bV bVII
A minor Am B® o Dm Em F G
E minor Em Fhe G Am Bm C D
B minor Bm C#° D Em F¥m G A
F?# minor Ffm Gie A Bm C*m D E
C*# minor Cim D#e E Fim G*m A B
G*# minor G*m Ate B C*m Dfm E F?
EP minor EPm F° G Abm B’m Ck Db
BY minor B'm ol Db EPm Fm Gb AP
F minor Fm G° AP BPm Cm Db EP
C minor Cm i EP Fm Gm Ab B?
G minor Gm Al Bb Cm Dm E F
D minor Dm E° F Gm Am Bb C




MINOR SCALE SEVENTH CHORDS

Once you've harmonized the minor scale in triads, it's easy to harmonize it in seventh chords. Simply stack another diatonic
3rd on top of each of the triads (Fig. 5).
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Again, the closed voicings in Fig. 5 require some pretty outrageous stretches. Fig. 6 demonstrates some more practical (open)

voicings for these chords.

Fig. 6 @
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Now we have the formula for the minor scale harmonized in seventh chords: i7-lim7b5-> llimaj7-iv7-v7-bVImaj7-bVIIT.

Again, once you've memorized the formula, it's easy to harmonize the minor scale in any key. Fig. 7 offers a reference chart.

Fig. 7
Harmonized Minor Scales (Seventh Chords)
Key i7 175 PI1Imaj7 iv7 v7 PVImaj7 | bVII7
A minor Am7 Bm7b5 Cmaj? Dm7 Em7 Fmaj7 G7
E minor Em7 Ffm7v5 Gmaj7 Am7 Bm7 Cmaj7 D7
B minor Bm7 C*m7b5 Dmaj7 Em7 F*m7 Gmaj7 A7
F# minor F¢m7 G*m7b5 Amaj7 Bm7 C*m7 Dmaj7 E7
C*minor | Cfm7 Dfm7b5 Emaj7 F4m7 G*m?7 Amaj7 B7
G* minor | G*fm?7 A*m7*5 | Bmaj7 C*m7 Dfm7 Emaj7 F#7
Eb minor | EPm7 Fm7b5 GPmaj7 Abm?7 BPm7 Chmaj7 Db7
B? minor | BPm7 Cm7b5 Dbmaj7 Ebm?7 Fm7 GPmaj7 AP7
F minor Fm7 Gm7b5 Abmaj7 B*m7 Cm7 D”maj7 Eb7
C minor Cm?7 Dm7>5 EPmaj7 Fm7 Gm7 APmaj7 Bb7
G minor Gm7 Am7bS BPmaj7 Cm7 Dm7 EPmaj7 F7
D minor Dm7 Em7°5 Fmaj7 Gm?7 Am7 Brmaj7 C7
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Quiz #9
This quiz covers material in this chapter and provides a review of Chapter 6 (Harmonizing the Major Scale). (Answers are in
the back of the book.)

1) What are the iv and v chords (triads) in the key of Eminor? ___
2) What is the V chord (triad) of E major? ______

3) What is the bVI (seventh chord form) of D minor?

4) What is the vi (seventh chord form) of D major?
5) What are i-iv=v (seventh chords) in G minor? ___

6) What are I-IV-V (seventh chords) in G major? __
7) What is the vii chord (triad) of A major?

8) What is the ®VII chord (triad) of A minor?

9) What is the relative minor key of G major?

10) What is the relative major key of B minor? ___

11) The BIIl chord in the key of A minor is the
12) The vi chord in the key of C major is the

Ear Training Drill #3 @

TRACK 26
The following ear training drill involves short chord progressions in major and minor keys. All chords played are in root posi-
tion. (Answers are in the back of the book.)

chord in the key of C major.
chord in the key of A minor,

In Section A, the progression will be either I-IV=V-I (triad chords) in a major key, or i—iv—v—i in a minor key. Write your
answers (major or minor) in the blanks provided.

Section A

s Deindy -t 9)
oy ST 8 6)
W o T 1)
4)

In Section B, the progression will be either I-vi-V-I (triad chords) in a major key, or i->VI-v=i in a minor key, Write your
answers (major or minor) in the blanks provided.

Section B

D e 12)
Y e s o 13)
10) 14)
1)

Section C is either Imaj7—IVmaj7-Imaj7 in a major key, or I7-iv7-i7 in @ minor key. Write your answers (major or minaor) in
the blanks provided.

Section C

15) 19)
16) 20)
et 21)
18)
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CHAPTER 9: DETERMINING KEY CENTERS

M any guitarists learn to improvise over “changes” (chord progressions) by utilizing the key-center approach. This is the
process of grouping as many chaords as passible into a single major or minor key, thus allowing the use of one scale to
create melodies for that group of chords.

Determining the key of a song or progression is not difficult when a key signature is involved. The problem is, many charts
don't contain a key signature, and even when they do, some songs modulate to different keys without a change in the key
signature. In these situations, you need to be able to tell what key a progression belongs to by means of the chords alone.
Instinctive soloists can often find the key simply by listening. But it is also possible to determine the key by analyzing the rela-
tionship of the chords. Identifying the key that a group of chords belonas to is called determining the key center.

MAJOR KEY CENTERS

Determining the key center for a major progression is largely a process of elimination. For instance, the progression in Fig. 1
contains five different chords. Keeping in mind that there are two major seventh chords (Imaj7 and IVmaj7), three minor
sevenths (ii7, iii7, and vi7), one dominant seventh (V7), and one minor seventh flat five chord (vii7b5) in a single major key,
list the possible keys under each chord. (Ex.: Fmaj7 could either be the | chord in F or the IV chord in C; Am7 could be the i
chord in G, the iii chord in F, or the vi chord in C.)

Fig. 1 @

3 : : (e TRACK 27
Fmaj7 ] Am7 Gm7 7 Fmaj7
: | | — = = 1
- L 1 = —— | — e — |
poasible F G F F F
keys:  C F Eb cC
G B

Now compare the candidates to find the one key to which all of the chords belong. The only possible answer is F. This means
that the chord progression is in the key of F major, and that the F major scale is a suitable scale to use when creating melodies
over this progression.

Now that we know the progression is in the key of F, [et's write in the function for each chord (how the chord relates to the key
center) using Roman numerals (Fig. 2).

Fig. 2

Fmaj7 Am7 Gm7 a7 Fmaj7

——————— 1 i =
= | 1 E !

ui7 u7 V7 Imaj7

[maj7

This discloses two impartant clues about the progression: 1) the presence of the V chord (C7); and 2) the fact that the progres-
sion begins and ends on the | chord (Fmaj7). The presence of a V chord is a dead giveaway for determining major key centers.
Also, the first or last chord in a progression is ofien the | chord, Use these clues and the aforementioned steps to determine
the key centers for the following progressions (Fig. 3), and then write the Roman numerals below each chord. Warning: Not
all of the progressions contain V chords. (Answers are located on the next page after the last progression.)

Fig. 3
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Dmaj7 CPm7 Bm7 Amaj7

Gm7 Cm7 Fm7 B*7 Efmaj7 Ebmaj7

5

Key

Gmaj7 Bm7 Cmaj7 Am7

Key

Bbmaj7 Cm7 Dm?7 EPmaj7

Key

Answers:

C majar: ii7=V7-IVmaj7-Imaj7

A major: IVmaj7—iiiT-ii7-Imaj7

EP major: iii7-vi7-ii7-V7-Imaj7—Imaj7
G major; Imaj7-iii7—\imaj7-ii7

B> major: Imaj7—ii7—iii7—IVmaj7

MINOR KEY CENTERS

Minor key centers can be determined using techniques similar to the ones we just covered: locating the central (tonic) chord,
spotting “red flag” (giveaway) chords, and tenaciously following the process of elimination.

The following progression (Fig. 4) is in a minor key. Without looking at the answers (below the staff), write down the possible
keys that each chord might belong to on a separate sheet of paper. (Remember: the minor seventh chords could be either the

I, iv, or v: maj7 chords could be the b1l or BVI; the Dom7 is the BVII, and a m7b5 chord would be the ii.)
Fig. 4 @
Em7 Cmaj7 Am7 Bm?7 Em7 THACX. 24
_ﬁ—_.._ - I = — == | == T
: — | = = = i == | : - — Il
S I 1 — = 1 I — = E—
possitle E minor A minor A minor B minor E minor
keys: B ominor E minor E minor F# minor B minor
A minor D minor E minor A minor

When you're finished, check your results with the answers written below the staff. Then, using the process of elimination, figure
out which minor key all of the chords belong to. If your analysis is correct, your answer will be the key of E minor (Fig. 5).

Fig. 5
Em7 Cmaj7 Am7 Bm7 Em7?
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In the “real world" of minor keys, things are sometimes more complicated. For instance, the v chord is often converted to a
major triad or dominant seventh chord (Fig. 6), so as to contain the feading fone. The leading tone is the major 7th scale
degree, which in turn leads upward by a half step to the tonic, creating a powerful sense of resolution. The major scale already
contains the leading tone of course, but the 7th degree of the minor scale is a whole step below the tonic, making the pull to

resolution much less dramatic. @
Fig. 6
TRACK 29
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The V7 chord in minor keys can lead to confusion, because the »VII chord is also dominant in quality. But there is still a “dead
giveaway" chord in minor keys: the m7b5, which functions as the i chord. Also, half-step root movement, from the VI to the
V (and vice versa) is a common occurrence in minor keys. With these clues in hand, go to wark deciphering the following
minor-key chord progressions (Fig. 7). (Answers are located after the last progression. )

Fig. 7
Dm7 Btmaj7 C7 Dm7

Key

—— . minor
Key

Em?7 Gmaj7 Am7 B7

LIS
—_
|
|
|
|

Key

Gm7 F7 EPmaj7 D7

B
|

Key .

Answers:

D minor; i7-#VImaj7->VII7-i7

C minor: ii7b5-NT—i7—7—iiTP 5-VT7—i7—i7
E minor: i7-k llimaj7-ivi-V7

G minor: i7-bVII7-bVImaj7-V7

F# minor: i7-ii7k5-\/7
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TRIAD PROGRESSIONS

Triad progressions can be mare difficult to analyze because the playing field is somewhat leveled. For instance, in major scale
triad harmony, there are now three major chords (1, IV, and V), three minor chords (ii, iii, and vi), and one diminished chord
(vii°). The same goes for minor keys, but in different categories: three minor triads; i-iv—v; three major triads: b1ll, VI, and
bVII; and one diminished: ii°. This means there is no dominant seventh “give-away” chord. With patience and practice,
however, triad progressions won't be any more difficult to decipher than seventh chord progressions. Here are a few progres-

sions to help you hone your chops (Fig. 8). (Answers are located after the last progression.)

Fig. 8
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Answers:

G major; -V-vi-lV

E major; I-iii—IV=vi-V

D major; I-vi-iii-IV-V-I

D minor; i=2VI=kVII-i

F2 minor: i=iv=\=i=> l1I-b VIl
D minor; iv—=v—i-iv—>VI1-i
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MODULATION

Some songs, especially jazz standards, move between two or more keys. Some even shift from major keys to minor keys, and
vice versa, This transitioning of key centers is called modufation. Fig. 9 depicts a modulation from the key of C major to the
key of Bb major. This sudden change of keys is called direct modulation. Using the key-center approach, you would play the C
major scale for the first two measures, and the B> major scale for measures 3-4.

Fig. 9 @
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C major: ii7 V7 Imaj7 BFmajor:  ii7 V7 Imaj7

Fig. 10 moves from A minor to G major. Notice that the Am7 chord belongs to both keys: it's the i chord in A minar, and the ii
chord in G major. This is an example of pivot chord modulation. Am7 is the pivot chord, or gateway chord, which provides a
smooth transition from one key to the other. The key-center approach would be to play the A minor scale in the first half of the
progression, and the G major scale in the second half. The pivot chord could receive either scale. The choice is up to the soloist.

Fig. 10 @
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Here are six progressions that modulate from one key to another (Fig. 11). The first three are examples of direct modulation.
The last three use a pivot chord to modulate to the new key. Fill in the correct keys and Roman numerals for each progression.
(Answers are located on the next page after the last progression.)

Fig. 11
Ebm7 Ab7 Dbmaj7 Dm7:5 G7 Cm7
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ﬂ I = _I = | A ]
& =— = | =
Key Sh { EL] Key -
A D E7 A D G AT (B]
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Ffm7 Dmaj7 Gim7hs C#7 Ffm7 B7 Emaj7
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Answers:

Dk major: ii7-Y7-Imaj7, direct modulation to C minor: ii7b5-V7-i7

D minor: i=2VII-bVI-V7, direct modulation to E minor: i=P VI VI-V7

B> major: Imaj7—iii7-IVmaj7-Imaj7, direct modulation to G major: ii7-V7-Imaj7

A major; |-IV=\7=l, pivot chord modulation to D major: I=IV=V7-I (D is the pivot chord: IV in A major, | in D major)

Fé minor: i7-bVIimaj7-ii7e 5-V/7, pivot chord modulation to £ major; ii7-V7-Imaj7(F#m7 is the pivot chord: i7 in F¥ minor,
ii7 in E major)
G major: Imaj7—ii7-iii7-IVmaj7, pivot chord modulation to A major: ii7=V7-=Imaj7(Bm7 is the pivot chord: iii7 in G major,
i7 in A major)

MODAL INTERCHANGE

Modal interchange is the temporary convergence of two parallel, major and minor key centers, in a single progression. Not to
be confused with relative keys, which share the same notes and key signatures, parallel/ major and minor keys have different
notes and harmonies, but share the same fonic. For example, C major is parallel to C minor; F minor is parallel to F major; and
S0 On. .

Fig. 12 offers an example of modal interchange. The majority of the progression is in the key of G major, but in the fourth
measure a strange thing occurs. The quality of the IV chord (F) is converted to minor (Fm). When this occurs, we say the Fm
chord is being temporarily “borrowed” from the parailel key of G minor. @

Fig. 12

. 2 TRACK 31
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modal interchange

To understand modal interchange, we need to compare the differences and similarities between major and minor scale
harmony. In Fig. 13A, the top row of chords represents the harmonized triads in the key of C major. Below them are the triads
from the paralle! key of C minor. The only similarities are that the roots of the 1, ii, IV, and V chords are the same. Everything
glse is different: the chord qualities, and the root placement of the chords built off the 3rd, 6th, and 7th degrees. Fig. 13B
compares the harmony of the two scales in seventh chord form.

Fig. 13A
Triads
| ii iii IV \Y% vi vii®
Key of C major: C Dim Em F G Am B°
i ii° P11 iv v bVI bVII
Key of C minor: Cm D® Eb Fm Gm Ab BP
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Fig. 13B
Seventh Chords
Imaj7 ii7 1117 [Vmaj7 V7 vi7 vii7hs
Key of C major: Cmaj7 Dm7 Em Fmaj7 G7 Am7 Bm7b5
|
i7 ii7°5  bIllmaj7 iv7 v PVImaj7  PVII7

Key of C minor: Cm7  Dm7°5  EPmaj7  Fm7 Gm7  Abmaj7  Bb7

Now, take a look at the progression in Fig. 14. It begins with the 1, iii, and IV of C major, but the fourth measure borrows the
iv chord from the parallel key of C minor. We then slip back into C major with the iii and vi chords, borrow the ii chord from C
minor, and go out with a VI in C major again. The Fm7 and Dm7r5 chords are the modal interchange chords. What do you
do if you want to solo over the progression? The answer is quite simple: For the C major harmony part of the progression,
play the C major scale. For the modal interchange chords, play the scale from which they are derived (or "borrowed™)—in this
case, the C minor scale.

Fig. 14 @
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Fig. 15 features modal interchange in a C minor progression. The C minor scale would be the best source for melodies over
the i, v, and b1l chords, and the C major scale could be used over the modal interchange chord, C.

Fig. 15 @
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The following progressions (Fig. 16) all include modal interchange. Write in the key, the chord functions, and indicate the
modal interchange chord(s). (Answers are located on the next page after the last progression.)

Fig. 16
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Answers:

A major: Imaj7-IVmaj7-bVIl-Imaj7, G is the modal interchange chord
E major: 1=k VI-bVII, C and D are the modal interchange chords

F major: I-ii-IV=I-I-ii-iv=I, Bm is the modal interchange chord

A major: I-IV=b11I-bVII-1, C and G are the modal interchange chords
G minor: t?-'iu?-bvlmaﬁ?—v?hi—w—i, G is the modal interchange chord
E minor: i7-v7-IVmaj7-i7, Amaj7 is the modal interchange chord

Ear Triing Dill #4 QD

Major or Minor Progressions Brif

The following progressions are in a single major or minor key. Circle the correct ansi-.rar. some contain triad chords, some
contain seventh chords. In all cases, the tonic note is played before each progression. (Answers are in the back of the book.)
1) Major or minor
2) Major or minor
3) Major or minor
4) Major or minar
3) Major or minor
6) Major or minor
7) Major or minor
&) Major or minar

Modal Interchange

The following major key progressions may or not include modal interchange. Circle “yes” if they do, and “no” if they don't.
(Answers are in the back of the book.)

1) Yesorno

2) Yesorno

3) Yesorno

4} Yesorno

5) Yesoarno

60



CHAPTER 10: BLUES HARMONY
AND PENTATONIC SCALES

Sn far we have been discussing harmony in traditional music theory terms. Blues (an American art form which blends
elements of African and European music), challenges many of these rules.

THE 12-BAR BLUES PROGRESSION

Traditional blues is based on a I-IV-V chord system, that is, the |, IV, and V' chords of the major scale. However, blues music
emphasizes dominant seventh chords—not only applying them to the V chord, but to the | and IV as well. This tosses many
of the rules of diatonic harmony right out the window. However, blues harmony is so ingrained in our pop music psyche that
our ears accept it as normal.

The basic template for blues music is the “12-bar blues progression” (Fig. 1), a 12-bar system that is usually continually cycled
throughout an entire song. The progression is split into three sections of four measures each. In these three sections, the |,
IV, and V chords have their designated slots. The first section introduces the | chord, which establishes the key. The middle
section moves to the IV chord, then back to the |. The third section is the most active. It begins with all three chords in descend-
ing succession (V-IV-), then ends on what is called a furnaround. The turnaround section in blues appears in the last two
measures, and usually comprises a I-PVI-V cadence. It is called the turnaround because it “turns” the progression around to
start at the beginning again.

Fig. 1 @
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A common occurrance in 12-bar blues is the quick change. This is when the four measures of the | chord in the beginning are
interrupted by one measure (measure 2) of the |V chord (Fig. 2). Other than this, the progression remains the same.

Fig. 2
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12-bar blues progressions are repeated many times before the song reaches its conclusion. Fig. 3 features a standard ending
for a 12-bar blues. This replaces the turnaround measures.

Fig. 3 @
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Blues music is usually, but not always, played in a shuffle, or eighth-note shuffle rhythm. Tying together the first two notes of
an eighth-note triplet grouping, leaving the third note unaltered, creates the eighth-note shutfle feel (Fig. 4).

Fig. 4

e
Motated at the baginning of a piece of music as: (E :_I _IH]

OTHER BLUES PROGRESSIONS

Another popular I-IV-V blues progression is the 8-bar blues. 8-bar blues progressions come in a variety of IHIV-V patterns.
Figs. 5A & 5B offer typical examples of 8-bar blues.

Fig. 5A @
|||1 Z:JE:'
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Still another standard blues progression is the 16-bar blues. Fig. 6 offers an example in the key of C.

Fig. 6 : ‘ @




"

Blues music occasionally draws from diatonic harmony, most often in minor keys. A minor blues typically follows the 12-bar
format, but utilizes minor scale changes (i-iv—v), rather than dominant seventh chords. Minor seventh voicings are often used,
and it's not uncommon to include FVImaj7, as well as altered V7 chords (Fig. 7).

Fig. 7 @
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MINOR PENTATONIC AND BLUES SCALE

Blues melodies and solos rely heavily on the minor pentatonic scale. The minor pentatonic scale is a five-note scale (the word
pentatonic has Greek arigins: penta meaning five, and tonos meaning tone) derived from the natural minor scale. (Note: The
tarm natural minor scale simply refers to the minor scale, or relative minor scale of the major scale. It is used mainly when
being compared to other minor-scale types, which will be discussed later.) Specifically. it is made up of the root, b3rd, 4th,
5th, and b 7th scale degrees of the minor scale (minor pentatonic formula: 1-b3-4-5-b7). This essentially omits the “awkward"
half-step intervals, which are normally located between the 2nd and the b3rd, and the 5th and P6th scale tones. Fig. 8 depicts
this conversion process applied to the A minor scale.

Fig. 8 @
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Removing the half-step intervals creates minor 3rd scale gaps between the root and b3rd, and the 5th and b7th. This actually
transfers to finger-friendly, two-note-per-string patterns on the fretboard—small wonder it is so popular among guitarists of
all styles, from rock to jazz. Fig. 9 shows six patterns of the A minor pentatonic scale. The sixth pattern is actually the same
as the open-position pattern, just an octave up.

Fig. 9
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The minor pentatonic scale acts as a “one scale serves all” in I-IV-V blues progressions. When used to its full potential, its
unique properties provide a wealth of interesting chord tone possibilities. Fig. 10 shows the chord-coloring potential of the A
minor pentatonic scale when used in an A blues setting. The #9th (C against the A7 chord, and G against the E7 chord), and
the #5th are referred to as blue notes, or tension notes that technically clash with the harmony. (Note: The minor pentatonic
scale is also an excellent scale choice for minor-key applications. )

Fig. 10
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A minor pentatonic scale

Another scale, so widespread in blues music that it gets its name from the genre itself, is the blues scale. The blues scale is a
six-note scale comprised of the notes of the minor pentatonic scale, but with an added »5th degree (blues scale formula:
1-b3-4-b5-5-7), The b5th provides a unique chromatic passage (half-step sequence) from the 4th to the 5th scale degrees.
Fig. 11 shows the A blues scale on the staff, along with two popular scale patterns.

Fig. 11 @
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In an A blues setting, the b5th (EP) of the A blues scale provides a b 5th against the | chord (A7), a b9th against the IV chord
(D7), and a major 7th against the V chord (E7). While the blue note (the #5th) is usually not leaned on too much, it provides
the characteristic “tough” sound popular in blues music when used in passing.

MAJOR PENTATONIC SCALE

Still another popular scale used in blues, and virtually all other styles as well, is the major pentatonic scafe. The major penta-
tonic scale is a five-note scale derived from the major scale. Specifically, it consists of the root, 2nd, 3rd, 5th, and 6th scale
degrees of the major scale (major pentatonic formula: 1-2-3-5-6). In similar fashion to the minor pentatonic scale, this elim-
inates the half-step intervals between certain scale steps. In the major scale, these are between the 3rd and the 4th, and the
7th and the octave. Fig. 12A depicts the major-pentatonic conversion process applied to the G major scale, and Fig, 12B shows
C major pentatonic scale patierns.

Fig. 12A @
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Fig. 128

C major pentatonic
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Notice that these patterns are similar to the A minor pentatonic scale patterns from Fig. 9. As a matter of fact they are exactly
the same! The only exception is that the roots are different. Just as the C major scale is relative to the A minor scale, the C
major pentatonic scale is relative to the A minor pentatonic scale, and vice versa. ("Relativity” concepts are discussed in depth

in Chapter 11, “Modes.")

In some styles, especially rock and country, the major pentatonic scale is used as a stripped-down version of the major scale.
In blues it is used selectively to service the |-IV-V dominant blues changes. Fig. 13 gives a rundown of the chord-tone possi-
bilities within the'C major pentatonic scale when applied to the I-IV-V chords in a C blues progression.

Fig. 13
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As you can see, with the exception of the major 7th rub against the IV chord (F7), most of the note selections are safe, sweet,
inside choices: (roots, 3rds, 5ths, 9ths, Bths).
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PARALLEL PENTATONIC SCALES

In blues and blues-based music (such as blues rock and many forms of jazz), it's common practice to mix parallel major and
minor pentatonic scales. Not to be confused with “relative scales” (two scales that share the same notes), parallel scales are
scales that share the same tonic, or root. For instance, as we know, the A minor pentatonic and C major pentatonic scale are
“relative.” However, the A minor pentatonic scale is “parallel” to the A major pentatonic scale—two entirely different scales,
but they share the same root. Fig. 14 shows what happens when you combine the A minor pentatonic with the A major penta-
tonic scale.

Fig. 14 @
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Two of the notes overlap (root and 5th), but the end result is an eight-note scale that exhibits both major and minor (major
ard and minor 3rd) properties. Usually reserved for the | chord in blues, it provides a cornucopia of chord tones. Fig. 15 shows
overlapping A minor and A major pentatonic scales in pattern form.

Fig. 15
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Quiz #10

(Answers are in the back of the book.)

-

) What is the quick-change chord in 12-bar blues?

2) Where does it occur? ______

3) Where are the turnaround bars in a 12-bar blues?

4) How many notes are there in the minor pentatonic scale?

§) How many half-step intervals does it contain? __

6) How many notes are there in the blues scale?

7) The b5t of the blues scale creates a »9th alteration for which chord: the |, the IV, or the V2
8) What is the formula for the major pentatonic scale?

9) What is the maost comman chord quality in blues?

10) The A minor pentatonic scale is relative to the pentatonic scale.
11) The A minor pentatonic scale is parallefto the ___ pentatonic scale.

Ear Training Drill #5 @

TRACK 48

In each example you will hear a scale played in two octaves. Decide if it is minor pentatonic, major pentatonic, or the blues scale.
All examples start on the root of the scale. Write your answers in the blanks provided. (Answers are in the back of the book.)

{1} SR i Sl S 9)
gl £ = S 10)
et 7) 11)
4) 8) 12)
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CHAPTER 11:
MODES AND MODAL HARMONY

This chapter is a study of the seven modes of the major scale.

WHAT ARE MODES?

Modes are simply scales, or more precisely, “scales within scales.” Every diatonic scale contains its own set of modes, but the
modes of the major scale are by far the most common, and they will be the focus of this chapter.

Modes are created by shifting the tonal center away from the root—or tonic—of a scale, to another note of that same scale,
thereby creating a new tonality. We've seen how this works with the relative minor scale (this is actually a mode), which is
constructed from the sixth note of the major scale (Chapter 3). Let's review the process using a different note of the major
scale.

When you play the C major scale from its root (C) to the octave, it has the familiar “do-re-mi-fa-sol-la-ti-do” major scale sound.
This, of course, is due to the order of intervals, or intervallic formula: whole—whole-half-whole—whole=whole-half (Fig. 1).

Fig. 1 @
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Now, if you play the C major scale again, but this time start from the second note (D) and play up to its octave (D), you will
be playing the second “mode” of the C major scale (Fig. 2). Notice that it doesn't sound like G major anymore, even though
you're playing the same notes. There is a simple explanation for this “phenomenon”: you've shified the order of intervals by
starting on the second note of the scale. Now the intervallic formula reads: whole-half-whole-whole-whole-half-whole. Thus,
“a scale within a scale.”

Fig. 2 @
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This process can be applied to the other notes of the C major scale as well. And since the C major scale has seven notes
(C-D-E-F-G-A-B), it contains seven modes (Fig. 3). (Note: All major scales, no matter what key, have the same intervallic
formula. Therefore, the process for constructing the seven modes of every major scale is exactly the same as illustrated in the

key of G.)
Fig. 3 @
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The names of the modes of the major scale have Greek origins. You'll want to memorize the names, the order, and their basic
quality (major, minor, dominant, or diminished) as soon as possible.

Mode Pronunciation (uality
1 lonian eye-own-ee-un major
2 Dorian = door-ge-un minor
3 Phrygian fridge-ee-un minor
4 Lydian lid-ge-un 2 major i
5 Mixolydian  mix-oh-lid-ee-un dominant P
6 Aeolian ay-oh-lee-un minor
7 Locrian low-kree-un diminished




The Parent Scale

The parent scale 1s the major scale from which a specific mode is derived. For example, C major is the parent scale of D
Dorian. It is also the parent scale of G Mixolydian, F Lydian, and so on. The ability to recognize the parent scale is important
for understanding modal concepts. Here is a three-step, fill-in-the-blanks process that will help you name the parent scale of
any mode.

To find the parent scale of A Mixolydian:

Step 1) Mixolydian is the fifth mode.
Step 2) A is the fifth scale step of D majar.
step 3) D major is the parent scale of A Mixolydian.
Spend some time drilling yourself to find the parent scales to all of the modes, in as many keys as possible. Your knowledge

of major scales and their key signatures will determine how rapidly you will find the answers. Here's a blank form you can work
with:

To find the parent scale of ___

Step 1) is the mode.

Step2) __ isthe scale step of __ major.

Step 3) __ major is the parent scale of ___
HOW MODES ARE USED

There are three main categorizations for how modes are used:

* As melodic devices for soloing over diatonic chord progressions in major and minor keys.
» As melodic devices for soloing over "modal” progressions.
= fAs a source for creating “altered” scales.

Modes in Major and Minor Scale Progressions

To understand how modes are used in diatonic chord progressions, it's necessary to have a working knowledge of major scale
harmany. This was covered in Chapter 6, but let's do a quick review.

The notes of the major scale can be harmonized (stacked in 3rd intervals) to build diatonic triads and seventh chords from
each scale degree. Here they are in the key of C (Fig. 4).

Fig. 4
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These chords constitute the harmonic palette for the key of C major—the range of possible harmonies you'll find in a diatonic
progression. Each chord has a quality (major, minor, etc.) and a function (I, i, iii, etc.) determined by its position within the
scale. (Although the triads omit the seventh, the basic chord qualities and functions remain the same.) This results in a chord
formula that applies to all major keys: Imaj7—ii7—ii7-IVmaj7-V7-vi7-vii7?5. In Fig. 5 you'll find voicings of the seventh chords
from C major. Play them (in order) up and down the neck, and you will hear the underlying sound of the major scale.

Fig. 5 @
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Just as there is a designated chord for each scale step, there is a corresponding mode for each chord. For example, over the
ii7 chord in a C major progression, the ear wants to “hear” the corresponding mode—D Dorian—because it's the diatonic
choice (Dm7 is the i chord in C, and D Dorian is the second mode of C). Likewise, if the V7 (G7) chord comes along, the fifth
mode (G Mixolydian) is the “proper” choice. Here's a straightforward, “hands-on” demaonstration of how this concept works
(Fig. B). Have a friend play the chords while you play the exercise.

Fig. 6 @
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Every note of each mode is represented in this exercise. Keep in mind that in reality, this “modal” approach works best when
a chord lasts long enough (one or more measures) for a melody to be fully developed.

Modes and Modal Progressions

We've witnessed how the major scale can be harmonized to create chords built from each scale degree. The same process can
be applied to the modes to create modal harmony. When the chords from a specific mode are used to create a chord progres-
sion, it is called a modal progression. For example, if you were to harmonize D Darian in seventh chords, the result would be:
Dm7-Em7-Fmaj7-G7-Am7-Bm7>5-Cmaj7 (Fig. 7).

Fig. 7 @
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Of course, these chords belong to C major—the parent scale of D Darian—but now Dm7 is the tonic, or i chord, and each
chord now serves a different function. If you were to build a progression around the Dm7 chord (i chord) using some or all of
the other chords in the harmonized mode, you would be creating a modal progression—in this case, a D Dorian progression,
D Dorian is now the key center, so the Dorian mode is the ideal choice for soloing (Fig. 8).

Fig. 8 @
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Modes as “Altered” Scales

Theoretically, there are specific modes that the ear "wants” or “expects” to hear in a diatonic progression. But sometimes the
element of surprise is desired while improvising, and it often surfaces in the form of dissonance, or tension. Superimposing
modes and mixing-and-matching paralle/ modes (different modes that share the same root) can be handy improvisational tools
for achieving this type of effect. For example, G Phrygian might be used where G Aeolian is the more likely candidate; A Lydian
could be substituted for A lonian; E Mixolydian and E Dorian might be juggled back and forth over an E7 chord for a delight-
fully bluesy outcome; etec.

In order for this modal style of playing to work, you need to follow some type of system, or the results will be chaotic. Grouping
the modes into specific categories for comparison purposes is extremely helpful for this (and all other modal applications as
well, for that matter). The chart below breaks the modes into two basic categories (major and minor) and then compares these
to the properties of the major scale and minaor scale.

Major Modes
* lonian: major scale
* Lydian: major scale with a #4
« Mixolydian: major scale with a P 7th

Minor Modes

* Aeolian: minor scale

* Dorian: minor scale with a natural 6th

* Phrygian: minor scale with a b2nd

» Locrian: minor scale with a b5th and b2nd

THE MODES

lonian
Formula: 1-2-3-4-5-6-7
Construction: W=W-H-W-W-W-H
Category: Major

Differentiating scale degree: 7th (Note: The “differentiating scale degree” is the note that sets this mode apart from other
modes in the same category.)

For chord types: major, 6, 6/9, maj7, maj9, maj13, add9d
Harmony: Imaj7=ii7=iii7-1Vmaj7-\7—vi7-vii7b 5
Comman Progressions: HIV=L; =V =YY= ==L LY =Y

lonian outlines the basic structure of a major seventh chord (root, 3rd, 5th, 7th) and these extensions: 9th, 11th, and 13th.

n



Patterns for lonian
(Roots are circled; notes in parentheses are the 7th degrees.)
Fig. 9
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lonian is the modal name for the major scale. It corresponds to the | chard in major keys, but it also aligns with the k11| chord
in minor key progressions. For example, in an E minor progression, Gmaj7 is the k111 chord. If that chord comes along, G lonian
is the ideal mode to play because it is the “diatonic” mode in that situation (Fig. 10).

Fig. 10
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Dorian
Formula: 1-2-b3-4-5-6-7
Construction; W-H-W-W-W-H-W
Category: Minor
Differentiating scale degree: Gth
For chord types: minor, m6, m6/9, m7, m9, m13, m(add9)
Harmony: i7—ii7-b 1l Imaj7-IV7-v7-viTb 5-b VIImaj7
Common Progressions: =V iz =PIV =V =i =il

Dorian outlines the basic structure of a minor seventh chord (root, 3rd, 5th, »7th) and these extensions; 9th, 11th, and 13th.

Patterns for Dorian
(Roots are circled; notes in parentheses are the 6th degrees.)
Fig. 11
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Dorian is the second mode of the major scale. It corresponds to the ii chord in major keys and the iv chord in minor key
progressions. It has the same structure as the natural minor scale (Aeolian), except that it has a “raised” or natural 6th degree.
This makes the scale sound lighter, softer, and a bit more mysterious than the “heavier,” more dramatic Asolian mode.

Dorian can be heard extensively in jazz, blues, and rock music, and is featured prominently in the blues-rock solos of quitarists
such as Jimi Hendrix, Carlos Santana, Jimmy Page, and Robby Krieger. Fig. 12 offers an example of the A Dorian mode in a
classic Latin-rock, i7—IV7 progression.

Fig. 12 @
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Phrygian
Formula: 1-b2-b3-4-5-bp-b7
Construction; * H-W-W-W-H-W-W
Category: Minor
Differentiating scale degree: b2nd

For chord types:
Harmony:
Common Progressions:

m(>9), m7(#9), m(b9, b6)
i7-b limaj7—b 1 7=iv7-y7b 5-b VIimaj7-bvii7
=5 11: i=E 11=b11; i=bvii: 5 11-i-bvii

Phrygian outlines the basic structure of a minor seventh chord (root, b3rd, 5th, Lf?!h) and these extensions: #9th, 11th, and

I

i

a R

»13th.
Fattems for Phrygian
(Roots are circled; notes in parentheses are the »2nd degrees.)
Fig. 13
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Phrygian is the third mode of the major scale. It corresponds to the iii chord in major keys and the v chord in minor key
progressions. In iii chord applications it almost goes by unnoticed, but over the v chord in minor keys, and when isolated in a
Phrygian progression, it has a very exotic sound. This is due mainly to the b2nd degree.

13



Phrygian makes its home in the adventurous progressions of jazz/fusion, but it also can be found in the rock world from
vintage psychedelic bands like Jefferson Airplane and Quicksilver Messenger Service, to hardcore metal bands like Metallica
and Megadeth. Fig. 14 offers an example of D Phrygian employed aver a jazz-fusion style, Phrygian progression.

Fig. 14 @
{FTTmaj7)

E*may7 TRAGK !
R L N L L TR
_” e i . 'Ir"r_|
¥ 4 =
= —8—
(i7) (bviiT) (7 (=Ilmaj7 ) (i
m7 Cm7 Dm7 E*maj7 Dm7
AR bbbt Bt i e AR
o o —x . = ﬂ —— | —— o - =
g% b v i =
£ ] . 3 be! o
__________________________________________________________ - - - - syt _-_|
WAV AR Avaas AR AAETAALAEAL AL LAY
?—__r 5 7—8—F = — 1 =
Lydian
Formula: 1-2-3-#4-5-6-7
Construction: W-=W-W-H-W-W-H
Category: major
Differentiating scale degree: #4th
For chord types: major(#11); 6211; 6/9%11; maj7#11; maj13%11
Harmony: Imaj7-117-iil 7-#iv7b 5-VmajT-vi7-vii7
Commaon Progressions: 1 =1y =i I=ii-vii

Lydian outlines the basic structure of a major seventh chord (root, 3rd, 5th, 7th) and these extensions: 9th, #11th, and 13th,

Patterns for Lydian

(Roots are circled; notes in parentheses are the #4th degrees.)

Fig. 15
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Lydian is the fourth mode of the major scale. It corresponds to the IV chord in major keys and the bV chord in minor key
progressions. Of all the modes, it is the closest in structure to that of the major scale (lonian). The only difference is its $4th
degrae—seemingly a small difference, but it's significant. Whereas lonian is consonant and familiar, Lydian has a “dreamy”
and anticipatory nature. Often used in mavie scores, Lydian is also a favorite choice among singer/songwriters like Stevie Nicks
and Joni Mitchell. In the hands of guitarists like Joe Satriani and Steve Vai, Lydian can bring tears to your eyes. Fig. 16 offers
a soul-stirring example of G Lydian over a classic, -1l Lydian progression.
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Mixalydian
Formula: 1-2-3-4-5-6-r7
Construction: W-W—H-W-W-H-W
Category: major (sometimes called the dominant mode)
Differentiating scale degree: b7th
For chord types: 7:9; 13; all 7sus4 types
Harmony: |7=iiT=iii Tk 5-IVmaj7-v7~vi7-b Vlimaj7
Common Progressions: BV VIV 17— 17-IV; =IV-B VI 17-17susd; 1=vi-5 VI

Mixalydian outlines the basic structure of a dominant seventh chord (root, 3rd, 5th, >7th) and these extensions: 9th, 11th, and
13th.

Pattems for Mixolydian
(Roots are circled; notes in parentheses are the b7th degrees.)
Fig. 17
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Mixolydian is the fifth mode of the major scale. It is sometimes referred to as the dominant mode because it corresponds to
the V7 chord in major keys. But it also aligns with the 2VII chord in minor key progressions.

The sound of Mixolydian is in the music all around us. The abundance of dominant seventh chords in the progressions of
blues, funk, jazz, country, and rock make Mixolydian a popular choice among guitarists in those styles. Mixolydian is also a
favorite of songwriters. Many a classic guitar riff has been culled from the Mixolydian mode—Roy Orbison's “Oh, Pretty
\Woman,” The Beatles' “| Feel Fine,” and “Birthday,” and Jimi Hendrix’s “Third Stone from the Sun,” to name a few.
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Mixolydian really comes alive in the dominant seventh jams of funk music. Fig. 18 offers an example of E Mixolydian in motion
over an E9 vamp.

Fig. 18 | @

Aeolian
Formula: 1-2-b3-4-5-b6-b7
Construction: W-H-W-W-H-W-W
Category: minor
Differentiating scale degree: b6th
For chord types: minor, mP6, m7, m9, m11, m(add9)
Harmony: i7-ii7k 55 [lImaj7-ivT—v7->Vimaj7-bVII7
Common Progressions: =B VIV v v =R IRV =y

Agolian outlines the basic structure of a minor seventh chord (root, b3rd, 5th, b7th) and these extensions: 9th, 11th, and b13th,

Patterns for Aeolian
(Roots are circled; notes in parentheses are the 6th degrees.)

Fig. 19
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Aeolian is the modal name for the natural minor scale, and it is the mode that all other minor modes are compared to. It is the
sixth mode of the major scale and corresponds to the vi chord in major keys. But its main role is to service the i chord in minor
key progressions.

Common descriptions of the Aeolian mode include “romantic,” “heavy,” and “melodramatic”—small wonder it is such a favorite
among hard-rock guitarists. Fig. 20 makes good use of the P6th degree of D Aeolian in a D minor rock ballad example.
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Locrian

Formula: 1-b2-b3-4-b5-b6-b7

Construction: H-W-W-H-W-W-W

Category: | minor (sometimes called the half-diminished mode)

Differentiating scale degree: b5th

For chord types: diminished: m7&5

Harmaony: i7k 52 | Imaj7-iii7-ivi—> VYmaj7-2 VI7-bvii7

Common Progressions: |°=b|I; i755-Iv7; i7P 5-bvii7

Locrian outlines the basic structure of a minor seventh flat five chord (root, b3rd, b5th, b7th) and these extensions: >9th, 11th,
and b13th.

Pattems for Locrian

(Roots are circled; notes in parentheses are the 5th degrees.)

Fig. 21
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Locrian is the seventh mode of the major scale. It corresponds to the vii® chord in major keys, but it is most often relegated
to the ii7b5 chords in minor key progressions. When played out of context, it's a very strange sounding scale indeed. But when
mated with a minor seven flat five chord, it nails all of the chord tones and provides some choice alterations (9th and »13th).
Fig. 22 dispatches the B Locrian mode over the ii chord (Bm7b5) in the key of A minor.

Fig. 22 <JD
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Quiz #11

(Answers are in the back of the book,)

1) What is the parent scale of G Dorian? ____
2) What is the parent scale of A Mixolydian?
3) What is the parent scale of C Lydian? ____
4) True or False: Dorian is a minor mode.
5) True or False: Lydian is a major mode. ___

6) Which mode is sometimes called the dominant mode?
7) What two modes have b2nd scale degrees?
8) Which mode has a #4th scale degree?
9) What is the differentiating scale degree of Dorian? ____

10) What is the modal name for the major scale?
11) True or False: Lydian is very close in structure to the major scale.
12) True or False: Locrian is associated with the ii chord in minor keys.

Ear Training Drill #6 @

TRACK fi2
In each example you will hear one of the seven modes played in two octaves. Circle the correct answer. All examples start on
the root. (Answers are in the back of the book.)

1) lonian or Mixolydian?

2) Dorian or Phrygian?

3) Aeolian or Locrian?

4) Lydian or lonian?

5)  Mixolydian or Dorian?

6) Mixolydian or lonian?

7) Phrygian or Locrian?

8) lonian or Dorian?

9) Dorian or Aeolian?

10) Lydian or Mixolydian?
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CHAPTER 12: OTHER SCALES AND MODES;
CHORD/SCALE RELATIONSHIPS;
ARPEGGIOS

OTHER SCALES AND MODES

Harmonic Minor

Farmula: 1-2-+3-4-5-56-7
Construction: W-H-W-W-H-W+H-H
For Chord Types: minor; m{maj7)
Harmony: i(maj7)~ii7k 5> [llmaj7# 5-iv7-V7-b Vimaj7—vii®7
Fig. 1 @
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Harmanic minor is similar to the natural minor scale except that it has a raised 7th (major 7th) degree. This sharping of the
7th degree produces an unusual minor 3rd “gap” between the b6th and 7th scale degrees. The result is an “exotic” and
assertive-sounding minor scale with an inherently strong sense of anticipation for resolution (return to the tonic).

In jazz, harmonic minor is a popular scale choice for soloing over m{maj7) chords, Harmonic minor is also a favorite among
classical-influenced hard rock guitarists, who often use it as an alternative to Aeolian (natural minor).

Phrygian Dominant
(Fifth mode of harmanic minaor)
Formula: 1-b2-3-4-5-b6-57
Construction: H-W+H-H-W-H-W-W
For Chord Types: Dom7 (functioning)
Fig. 2 @
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Phrygian dominant is the fifth mode of the harmonic minor scale. It is very similar to the Phrygian mode (third mode) of the
major scale. The only exception is that it has a major 3rd degree instead of a minor 3rd. Phrygian dominant is most often used
over functioning |/ chords (chords which resolve to their respective | or i chord) in minor key progressions, Jazz, blues, and
rock guitarists alike take advantage of the mode's chord-altering capabilities. For example, when the A Phrygian dominant scale
{ﬁ_ab_c#_D-E—F—G} is superimposed over an A7 chord, it outlines the root (A), 3rd {E#}, 5th (E), and bTth (G) of the chard,
plus the alterations of a »9th (B?), and a #5th or b13ih (F). The D note serves as a “passing” 4th or 11th.
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Melodic Minor (Jazz Melodic Minor)

Formula: 1-2-b3-4-56-7
Construction: W-H-W-W-W-W-H
For Chord Types: minor; m{maj7)
Harmony: i(maj7)=ii7—b | Imaj7#5-IV7-V7-vi7k 5-vii7b 5
Fig. 3 @
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The melodic minor scale—also referred to as the jazz melodic minor scale—can be likened to a major scale with a »3rd degree,
but in terms of application it's more akin to the Dorian mode with a raised 7th (major 7th) degree. Like harmonic minor, melodic
minor is used over m(maj/) chords, but it is also used by jazz and progressive blues players over minor seventh chords, as
an alternative to Dorian. It is also a popular source for modes, as exhibited in the next four examples.

Lydian Dominant
(Fourth mode of melodic minar)
Formula: 1-2-3-%4-5-6-+7
Construction: W-W-W-H-W-H-W
For Chord Types: Dom7#11
Fig. 4 _ @
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The fourth mode of melodic miner, Lydian dominani—or Lydian » 7—is identical to the Lydian mode of the major scale except
that it has, as the names imply, a > 7th degree. While these two modes have much in common in name and construction, when
it comes to application, Lydian dominant is more closely associated with Mixolydian.

Like Mixolydian, Lydian dominant can be used over dom7 chords, but it is an especially good match for dom7#11 chords.
Since these chords are usually few and far between, many guitarists use Lydian dominant (as an alternative for Mixolydian)
over dom7 and dom9 chords, employing the #4 as an altering device, much as they would the flat 5th of the blues scale.
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Locrian #2

(Sixth mode of melodic minaor)

Formula: 1-2-b3-4-b5-b6-b7

Construction: W—H-W-H-W-W-W

For Chord Types: m7¥5

Fig. 5 @
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Locrian #2. the sixth mode of melodic minor, is constructed just as its name suggests—like the Locrian mode (seventh mode
of the major scale), but with a raised 2nd degree. Like the Locrian mode, its chief application is over m7k5 chords.

Altered Scale (Super Locrian)

(Seventh mode of melodic minor)

Farmula: ' 1-+2-b3-3-b5-bp-b7
Construction: H-W-H-W-\W-W-\W
For Chord Types: Altered Dom7 (functioning)
Fig. B @
A altered scale Altered scale pattems T
by S s oimms oc R e e s
LT 4 & A8 I R - - il P - ool Lo —
Fel—fe o e le s
o i - - gy

The altered scale—or Super Locrian—is the seventh mode of the melodic minor scale. The altered scale is similar in construc-
tion to the Locrian mode, but whereas the latter contains a perfect 4th, the altered scale has a diminished 4th, which is enhar-
monic to a major 3rd degree. This results in the presence of both a minor 3rd and a major 3rd, but many players view the
formula as 1-P9-#9-3-45-45-b7. As you can see, all possible alterations are present: b9, #9, b5, and #5. Combined with its
major 3rd and b7th degrees, this makes the altered scale an ideal choice for soloing over the functioning altered dominant
chords in minor key chord progressions.
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Lydian Augmented

{Third mode of melodic minar)

Formula: 1-2-3-$4-#5-6-7

Construction: W-W-W-W-H-W-H

For Chord Types: maj7%5

Fig. 7 @
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Lydian augmented is the third mode of the melodic minor scale. As the name implies, it is constructed like Lydian, but with a
raised 5th. It aligns perfectly with the major seventh sharp five chord, which often finds its way into the adventurous progres-
sions of jazz-rock fusion.

Diminished (Whole-Half)
Formula: 1-2-b3-4-b5-b6-bb7-7
Construction: W-H-W-H-W-H-W-H
For Chord Types: 9
Fig. 8 @
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The diminished (whole/half) scale is a symmetrical (repetitive pattern of intervals) scale constructed with a series of alternat-
ing whole and half steps. This pattern results in a scale with eight tones. (Note: Like the °7 arpeggio, a diminished scale pattern
repeats after every three frets on the fingerboard.) The diminished scale can be used over any °7 chord, regardless if the chord
is the vii®7 of the key or if it's functioning as a passing chord. (Note: When writing the diminished scale on the staff, one letter
name needs to be duplicated.)

Dominant Diminished (Half-Whole)

Formula: 1-b2-b3-3-%4-5-6-b7
Construction: H-W-H-W-H-W-H-W
For Chord Types: Dom13 (functioning)
Fig. 9 @
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The dominant diminished (half/whole) scale can be viewed as being the second, and only, mode of the diminished whole/half
scale. That is, if you start on either the 2nd, 4th, 6th, or 7th scale degree of the diminished whole/half scale and play up an
octave, you'll be creating a half/whole formula. When superimposed over a dom7 chord, the dominant diminished scale
outlines the basic quality of the chord (root, 3rd, 5th, and b7th) plus the extension of a 13th, and the alterations of a »9th, #9th,
and b5th. This makes the scale perfect for the dom13b9 chords so prevalent in the major key progressions in jazz, but it can
actually be used over any functioning V chord that doesn't include a #5th alteration.

Whole Tone

Formula: 1-2-3-#4-25-b7

Construction; W= -W-W-W

For Chord Types: augmented

Fig. 10 @
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Yet another popular symmetrical scale is the whole tone scale. It is comprised solely of whole step intervals and contains only
six notes. It can be quite useful when applied over augmented chords—particularly those of the functioning V variety. (When
writing the whole tone scale on the staff, one letter name is omitted.)

Chromatic Scale
Formula: 1-b2-2-03-3-4-b5-5-b6-6-+7-7
Construction: H-H-H-H-H-H-H-H-H-H-H-H

Fig. 11
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Demonstrated in two octaves on the GO,

The chromatic scale is a twelve-tone scale that includes every half step interval within an octave. It is usually used in smaller
sections, within the context of diatonic scales, for the purpose of creating altered scale tones (tones outside the scale). This is
common practice among jazz (particularly in bebop) and hot country guitarists. Chromatic sequences are also common
fixtures in classic hard rock.

83



CHORD/SCALE RELATIONSHIPS

Chord/scale relationship soloing involves treating the chords in a progression as separate entities, and using a different scale
for each. Chord/scale relationship information is interspersed throughout this book, but this section gathers the data, and puts
it into one convenient reference chart. The chart is separated into three main sections: Major, Minor, and Dominant. Bear in
mind, the scales are merely suggestions—there are always other possibilities. The choice is ultimately up to the player.

Major Category
Group 1

Chord type: Major-triad chord types, with or without extensions

Chord name: C, C6, Cadd9, C6/9, Cadd4

Suggested scales: C major pentatonic, or C major pentatonic add4 (C major scale, no 7th)
Group 2

Chord type: Major seventh chords

Chord name: Cmaj7, Cmaj9, Cmaj13

Suggested scale: C major scale
Group 3

Chord type: Altered major chords
Chord name: C6/9%11, Cmaj7#11, Cmaj9% 11, Cmaj13%11
Suggested scale: C Lydian

Chord name: Cmaj7#5, Cmajo45, Cmaj1325
Suggested scale: G Lydian augmented

Minor Category
Group 1

Chord type: Minor chord types with no 6ths and without alterations

Chord name: Cm, Cm(add9), Cm7, Cm9, Cm11

Suggested scales: C minor pentatonic, C minor pentatonic add9 (C minor hexatonic), G natural minor scale (Aeolian mode)
Group 2

Chord type: Minor sixth chord types
Chord name: Cmé, Cm6/9, Cm13
suggested scale: C Dorian

Group 3

Chord type: Minor chords with alterations
Chord name: Cm7b5
Suggested scales: C Locrian, C Locrian #2

Chord name: Cm(maj7), Cm(maj9)
Suggested scales: G harmonic minor, G melodic minor

Chard name: C°7

Suggested scale: C diminished (whole/half)
Dominant Category
Group 1

Chord type: Non-altered dominant chords
Chord name: C7, C9, C13, G7sus4, C9sus4, C13susd, C11
Suggested scales: C Mixolydian
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Group 2

Chord type: Dominant chords with altered 5ths
Chord name: C+7, G725, C+9, Ck5
Suggested scale: C whole tone

Chord type: Dominant chords with #11ths

Chord name; C7#11, C9%11

suggested scale; C Lydian dominant
Group 3

Chord type: Dominant chords with altered 9ths
Chord name: C7b9, C+759
Suggested scales: C Phrygian dominant, C altered scale, C Phrygian

Chord name: C7%9
Suggested scales: C minor pentatonic, C blues scale

Chord name: C13%9, C1349
Suggested scale: C dominant diminished (half/whaole)

ARPEGGIOS

An arpeggio is a chord whose notes are played in succession {one at a time}, rather than simultaneously. From a rhythm stand-
point, basic arpeggios are really quite simple: choose any chord voicing and play it one string at a time, in any combination

(Fig. 12).
Fig. 12 @
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More often though, guitarists use arpeggios for soloing purposes. Arpeggios are among the most melodic devices available to
the lead guitarist. Not only are they a great source for constructing beautifully flowing phrases, they are also invaluable devices
for “nailing the changes™ of virtually any style of chord progression.

Tniad Arpeggio Pattemns

Minor triad arpeggios are very popular among blues and rock guitarists. This is probably because they coincide so well with
minor pentatonic scales. Strip away the 4th and the »7th of any minor pentatonic scale pattern, and you'll have a minor triad
arpegoio pattern. Fig. 13 shows two patterns of an A minor triad arpeggio. See the similarities?

Fig. 13 @
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Major triad arpeggios go hand in hand with major pentatonic scales. You'll hear them in country and country rock, as well as

blues and rock. Fig. 14 shows two patterns of C major triad arpeggios.
Fig. 14

C major triad arpeggios
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Seventh Arpeggio Pattems

Seventh arpeggios are more colorful than triad arpeggios. Popular among jazz and classically-influenced rock guitarists, they
can be used to nail the chord tones of changes, as well as to suggest the entire tonality of scales and modes.

Just as there are four basic seventh chords, there are four basic seventh arpeggios: major seventh, minor seventh, dominant
seventh, and minor seven flat five. Figs. 1518 show two patterns of each arpeggio, all in C. Each is designed to align with its
corresponding chord (Cmaj7 arpeggio over a Cmaj7 chord, Cm7>5 arpeggio over a Cm7P5 chord, efc.)

Figs. 15-18 @
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It's good to practice arpeggio patterns in their entirety, but, just like scales, the notes should be used selectively for a melodic
outcome. It's also common practice to add extensions and alterations to these basic arpeggios. Some guitarists link the notes

of arpegoios with short, chromatic passages.
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(uiz #12
This is a true-or-false quiz. (Answers are in the back of the book.)

1) Harmonic minor is a minor scale with a raised seventh degree. _
2) Phrygian dominant is a mode of the majar scale.
3) Melodic minor is like the Dorian mode, but with a raised seventh degree.
4) Lydian dominant is a mode of melodic minor. ______

5) Locrian #2 is a good scale choice for major seventh chords.

6) The altered scale contains all passible alterations,
7} The diminished scale is a series of whole step intervals.
8) The whaole tone scale contains six notes.
9) The chromatic scale is a diatonic scale.
10} When you play the notes of a chord one at a time it's called an arpeggio.
11) A Cmaj7 arpegaio is the perfect compliment for a Cmaj7 chord. __

Ear Training Drill #7 ),

TRACK 81

In Section A you.will hear a scale played in two octaves. All examples start on the root of the scale. Circle the correct answer.
(Answers are in the back of the book.)

Section A

1) Harmonic minor or the major scale?

2} Melodic minor or Dorian?

3) The whaole tone scale or diminished (whole/half)?

4) The dominant diminished (hali/whole) scale or Phrygian?
5) The altered scale or Lydian dominant?

6) Locrian #2 or Mixolydian?

7) Lydian augmented or the chromatic scale?

8) Phrygian dominant or the altered scale?

9) Altered scale or Aeolian?

In Section B you will hear an arpeggio played in two octaves. All arpeggios start on the root. Circle the correct answer,

Section B

10) Major or minor triad arpeggio?

11) Major triad or major seventh arpeggio?

12) Major seventh or minor seventh arpeggio?

13) Minor seven flat five or dominant seventh arpeggio?
14) Dominant seventh or major seventh arpeggio?

15) Minor or major triad arpeggio?
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CHAPTER 13: CHORD SUBSTITUTIONS
AND REHARMONIZATION

Chord substitution is a musical way to “dress up” chords and chord progressions. These substitution methods range from
simple to extremely complex.

CHORD EMBELLISHMENT

Chord embellishment (also known as direct substitution) is the most basic type of substitution. This is where you embellish a
chord with added notes, such as extensions. Cadd9 would be a direct substitute for a C chord; C9 could stand in for a C7 chord:
and Gm9 could substitute for a Cm7 chord (Fig. 1). The main thing to remember with direct substitution is not to change the
basic quality of the chord.

Fig. 1 @
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DIATONIC CHORD SUBSTITUTION AND REHARMONIZATION

Diatonic chord substitution is when a different chord from the same harmonized scale is substituted for another, The rules for
diatonic substitution lie in a system of three groups called chord families. These three families are based on the |, IV, and V
chords of the major scale. The family of the | chord is called the tonic family. Its basic role in a progression is to temporarily
or permanently resolve the key. The family of the IV chord is called the subdominant family. The subdominant family creates
the feeling of moving away from the | chord. The family of the V chord is the dominant family. The dominant family has the
effect of moving toward (or resolving to) the | chord. (The chief reason for this is the dominant family chords contain the Jead-
ing tone, or the 7th degree of the scale, which has a strong pull toward the tanic.)

The family relationship depends on how much the other chords resemble either the |, IV, or V in structure—in other words,
how many notes they have in commaon. If you line up the diatonic triads from G major on the staff (Fig. 2) the similarities are
evident.

Fig. 2 @
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The major key diatonic chord families are as follows:

Family Triads Seventh Chords

Tonic |, iii, and vi Imaj7, ili7, vi7
Subdominant IV and ii \Vmaj7 and ii7
Dominant V and vii® V7 and vii7b5
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Let's use this information to reharmonize the following C major progression (Figs. 3A-3B). (Reharmonization is the process
of exchanging related chords to create a different sounding progression. )

Figs. 3A-3B @
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The minor scale also contains chord families, but they are slightly different:
Family Triads Seventh Chords
Tonic i and b1l i7 and bllimaj7
Subdominant iv, ii°, and VI iv7, ik 5, and bVimaj7
Dominant v and bVII v7 and bVlimaj7

Let's use this information to reharmonize the following D minor progression (Fig. 4A-4B).

Figs. 4A-4B @
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Triad and Seventh Arpeggio Substitution

Diatonic substitution methods work for triads and seventh arpeggios too. Simply apply the chord family concepts to arpeg-
gios. For example, in the key of C major, an Em7 arpeggio could be substituted over a Cmaj7; a Bm7b5 arpeggio could be
substituted over a G7 chord; or an Fmaj7 arpeggio could be substituted over the Dm7 (ii7) chord. This is also referred to as
melodic substitution.

Anather form of substitution is when two or more triads or seventh arpeggios are superimposed over a single chord or a key
center, For example, Cmaj7, Em7, and Am7 arpeggios might all be played in succession over a Cmaj7 (Fig. 5A). Some players
o so far as to superimpose all of the triads or arpeggios in a key over a single chord. Fig. 5B superimposes all of the triads
from the A minor scale over an Am7 chord.

Fig. 5A @
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Flat-Five Substitution

Flat-five substitution—or tritone substitution—occurs when a functioning dominant seventh chord is replaced with one whose
root is a flat Sth—or tritone—away. Fig. 6 illustrates this process on the staff in a ii-V-| progression in the key of C.

Fig. 6 @
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Flat-five substitution

Notice that the D=7 chord retains the “heart” of the G7 chord (B and F; 3rd and 7th) while creating a descending bassline in
the progression (D-Dk—C). Tritone substitution can also be applied to major triads and dominant seventh arpeggios. For exam-
ple, in the above proaression, a Db triad or a Db7 arpeagio could substitute for the G7.
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Secondary Dominant Substitution

A secondary dominant is related to direct substitution, where a chord containing the same root and basic quality is substituted
for another (C6/9 is a direct substitute for C6). With secondary dominant chords however, the basic chord quality is changed
from either major or minor to dominant. Far example, in a C major progression, a C7 would be a secondary dominant substi-
tute for the | chord; a D7 chord would be a secondary dominant substitute for the i chord; and so on.

Secondary dominant chords are common in styles such as R&B, gospel, jazz, and turn-of-the-century “pizza-parlor” songs.
secondary dominant chords often resolve up a 4th, or down a 5th, to the next chord in the progression. When this occurs, the
chord is called a functioning secondary dominant.

Fig. 7 provides examples of functioning and non-functioning secondary dominant chords.

Fig. 7 @
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Diminished Seventh Chord Substitution

Diminished seventh chord substitution has its roots in the harmony of the harmonic minor scale (see Chapter 12). For exam-
ple, the vii® chord in A harmonic minor is G#°7; and the V chord is E7. Using the “chord family” principle, these two chords
are both in the dominant family and, consequently, can substitute for one another. Incidentally, they also contain the leading
fone (G#) of the scale (Fig. 8).

Fig. 8 @
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Because of their similar structure, diminished seventh chords often stand in for dominant seventh chords. For instance, in the
key of C, a B°7 could be substituted for a G7 chord. Since the B°7 chord is based on the leading tone of the key, the result still
has a V-I resolution effect (Fig. 9).
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Diminished seventh chords are also used as substitutes for functioning secondary dominant chords, as illustrated in (Fig. 10).
Notice that the root of each diminished chord is the “leading tone” of the next chord. (Note: The vii®7/ii analysis means the

C#°7 is functioning as the vii°7 of the ii chord in the progression. The D#°7 is the vii®7 of the iii chord. )

Fig. 10 @
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By the way, these diminished substitution concepts can be applied to diminished seventh arpeagios as well.

Quiz #13

1) What are the triad chords in the tonic family of the major scale? __

2) What are the triad chords in the tonic family of the minor scale? __
3} What are the seventh chords in the subdominant family of the major scale? ___

4) What are the seventh chords in the dominant family of the major scale? __

9) True or false—G7 contains the leading tone of C major. ___

6) True or false—A7 is a secondary dominant chord in the key of C. ___

7) True or false—In the key of C, Bm7b5 is a diatonic substitution for G7.

8) True or false—In the key of C, EPm7 is a diatonic substitute for Cmaj7.

9) True or false—In a C major progression, D#°7 is the vii°7 of the iii chord (EmM7).. I S

10) True or false—A functioning secondary dominant chord resolves to its respective | or i chord in a progression.

11) True or false—In the key of F, GP7 could be used as a flat-five substitute for the V chord (o P —
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INDEX OF MUSICAL TERMS

1st & 2nd Endings: See Chapler 2.
B-Bar Blues: See Chapter 10,

Bva: See Chapter 2.

12-Bar Blues: See Chapfer 10.
16-Bar Blues: See Chapter 10.

A tempo: See Chapter 2.
Accidentals: See Ghapter 2.
Accelerando: See Chapter 2.
Accent; See Chapter 2.

“Add" Chords: See Chapler 7.
Aeolian Mode: See Chapter 11.

Al Coda: See Chapter 2.

Altered Chords: See Chapter 7.
Altered Extensions: See Chapter 7.

Altered Scale (Super Locrian) See Chapter 12,

Arpegoio: See Chapter 12,

Arpengio Substitution: See Chapter 13.
Barline: See Chapter 2.

Barre: See Chapter 2.

Beams, Partial Beams: See Chapler 2.
Blue Note: See Chapter 10.

Blues Scale; See Chapfer 10,

Chard: See Chapter 7.

Chard Families: See Chapler 13,

Chord Frames: See Chapter 2.

Chord Embellishment; See Chapter 13.
Chords: See Chapter 7.

Chord/Scale Relationships: See Chapter 12,
Chromatic Scale: See Chapter 12.
Gircle of Fifths: See Chapter 3.

Clef: See Ghapter 2.

Coda: See Chapter 2.

Commaon Time; See Chapter 2.
Comping: See Chapter 12.
Consonance: See Chapter 5.

Couplets: See Chapter 4.

Crescendo: See Chapter 2,

D.C. (Da Capo): See Chapter 2.
Decrescendo: See Chapter 2.

Diatonic Scale: See Ghagpter 3.

Diatonic Substitution: See Chapter 13.
Diatonic Harmony: See Chapter 6.
Diatonic Scale: See Chapter 3.

Diatonic Seventh Chords: See Chapler 6.
Diatonic Triads: See Chapter 6.
Differentiating Scale Degree: See Chapler 11.

94

Diminished Scale (Whole/Half; Half/Whole) See Chapter 12.

Diminished Seventh Chords: See Chapter 7.
Direct Modulation: See Ghapter 9.
Dissonance: See Chapler 5.

Dominant Diminished Scale: See Chapter 12.
Dominant Eleventh Ghords: See Chapter 7.
Dominant Family: See Chapter 13.

Dominant Seventh Sus Chords: See Chapter 7.
Dominant Thirteenth Chords: See Chapter 7.
Darian Mode: See Chapter 11.

Dotted-Note Values: See Chapter 2.

Double Flat: See Chapler 4.

Double Sharp: See Chapter 4.

Double Stop: See Chapier 4.

D.S. (Dal Segno): See Chapter 2.

Dyad: See Chapter 4.

Dynamics: See Chapter 2.

Ear Training: See Chapter 4.

Eight-Bar Blues: See Chapter 10.
Enharmonic: See Chapter 7.

Extended Chords; See Chapler 7.

Extensions: Seg Chapler 7.

First Inversion: See Chapler 5.

Flats: See Chapter 2.

Flat-five substitution: See Chapter 13.

Forte (f): See Chapler 2.

Fortissimo (ff): See Chapter 2.

Function: See Chapter 6.

Functioning V' Chaords: Sge Ghapter 12,
Functioning Secondary Dominant: See Chapter 13.
G Clef; See Chapler 2.

Half Step: See Chapter 1.

Harmonic Minor Scale: See Chapter 12,
Harmonizing the Major Scale: See Chapter 6.
Harmaonizing the Minar Scale: See Chapter 8.
Harmony (definition): See Chapter 2.

Hash Marks: See Chapter 2.

lonian Mode: See Chapter 11.

Interval Quality: See Chapter 4.

Interval Quantity: See Chapter 4.

Intarvallic Farmula: See Chapler 3.

Intervals (Simple and Gompound): See Ghapter 4.
Intervals (Melodic and Harmonic): See Chapler 4.
Intonation: See Chapter 1.

Inversions: See Chapter 5.

Key: See Chapter 3.
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Key Center: See Chapter 9.

Key Signature: See Chapter 3.

Leading Tone: See Chapter 8, and Chapter 13,
Ledoer Lines: See Chapter 2.

Locrian Mode: See Chapter 11.

Locrian #2: See Chapter 12,

Lydian Dominant Scale: See Chapter 12,
Lydian Flat Seven Scale: See Chapter 12.
Lydian Mode: See Ghapter 11,

Major Ghord: See Chapter 5, and Chapter 7.
Major Pentatonic Scale: See Chapter 10.
Major Scale; See Chapter 3.

Major Scale Harmony: See Chapter 6.
Major Ninth Chords: See Chapter 7.
Major Thirteenth Chords: See Chapter 7.
Measure: See Chapter 2.

Melodic Minor Scale; See Chapter 12,
Melodic Substitution: See Chapter 13.
Melody: See Chapter 2.

Mezzo Forte (mf): See Chapter 2.

Mezzo Piano (mp); See Chapter 2.
Minar Blues: See Chapter 10.

Minor Chords: See Chapter 7.
Minor(maj7) Chords: Sge Chapler 7.
Minor Eleventh Chords: See Chapter 7.
Minor Pentatonic Scale: See Chapfer 10.
Minor Scale Harmony: See Chapter 8.
Minar Thirteenth Chords: See Chapter 7.
Mixolydian Mode: See Ghapter 11,
Modal Harmony: See Chapter 11.

Modal Interchange: See Chapler 9.
Modal Progression: See Chapler 11.
Modes; See Chapter 71.

Modulation: See Chapter 9.

Musical Alphabet; See Chaptar 2.
Matural Harmonic: See Chapter 1.
Natural Minor Scale: See Chapler 10.
Natural Sign: See Chapter 2.

Octave: See Chapter 1.

Open Position: See Chapter 3.

Open Triads: See Chapter 5.

Parallel Keys: See Chapler 9.

Parallel Modes: See Chapter 11.

Parallel Scales: See Chapter 10, and Chapler 71,

Parent Scale: See Chapter 11.

Passing Chord: See Chapter 7.

Phrygian Dominant Scale: See Chapter 12.
Phrygian Mode: Sae Chapter 11.
Fianissimo (pp): See Chapter 2.

Piano (p): See Chapter 2.

Pivot Chord: See Chapter 9.
Folychords: See Chapter 7.

Power Chords: See Chapter 7.
Reharmonization: See Ghaptar 13.
Relative Major Scale; See Chapter 3.
Relative Minor Scale: See Chapter 5.
Repeat Signs: See Chapter 2.

Rest: See Chapter 2.

Rhythm: See Chapier 2.

Rhythm Slashes: See Chapter 2.
Ritard: See Chapter 2.

Roman Numeral Notation: See Chapter 6.
Root Position: See Chapter 5.
Rubato: See Chapter 2.

Scale: See Chapter 3.

Scale Degree: See Chapter 3.

Scale Formula: See Ghapter 3.

Scale Step: See Chapter 3.

Second Inversion; See Chapter 5.
Sharps: See Chapter 2.

Shuffle Rhythm: See Chapter 10.
Simile: See Chapter 2.

Slash Chord Notation: See Chapter 7.
Slash Chords: See Chapter 7.

Slur: See Chapter 2,

Sang Association: See Chapter 4.
Staccato: See Chapter 2.

Staff: See Chapter 2.

Subdominant Family: Ses Chapter 13.
Super Locrian (Altered Scale): See Chapter 12.
Suspended Chords: See Chapter 7.
Tablature (Tab): See Chapter 2.
Tacet; See Chapler 2.

Tempo: See Chapter 2.

Ties: See Chapter 2,

Time Signature: See Chapter 2.
Tonic: See Chaptar 3.

Tonic Family: See Chapter 13.

Treble Clef: See Chapter 2.

Triads (major, minor, augmented, and diminished): See Chapter 5.

Tritone: See Chapler 4.

Tritone Substitution: See Chapter 13.
Triplet: See Chapter 2.

Tuning: See Chapter 1.

Turnaround: See Chapter 10.

Tutti: See Chapter 2.

Voicing: See Chapter 7.

Whole Tone Scale: See Chapter 12.



ANSWER KEYS FOR QUIZZES
AND EAR TRAINING DRILLS

CHAPTER 2
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E major scale
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CHAPTER 4

Answers for Quiz #4
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Answers for Ear Training Drill #1 (three sections)
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CHAPTER 5

Answers for Quiz #5

1, Emaj 2. E+
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12. EF©

11. B+

Answers for Quiz #6
4 A minor o Cmajor o Dmajor 4 Eminor g Adim g Aaug
{1st muersluﬂ] {2nd imrers'rnn] (1st inversian) (root position) (15t inversion) (2nd inversion)
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: 33
7 G major g G minor g F major 1g. G dim 11 E major 1o B minor
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Answers for Ear Training Drill #2 (three sections)
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CHAPTER 6
Answers for Quiz #7

1) Dominant seventh chord

2) Minor seventh chord

3) Minor seventh flat five chord
4) Major seventh chord

5) B7

6) They are all minor seventh in quality

7) 1158

8) G,C,andD

9) Amaj7, Dmaj7, and E7
10) F-Dm-Bb-C

11) Dm7

12) C*m7
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CHAPTER 7

Answers for Quiz #8
1) Major triad
2) Diminished triad
3) Minar seventh
4) Dominant
5) C

CHAPTER 8

Answers for Quiz #9
1) Am and Bm
2) B
3) Bemaj7
4)
5) Gm7-Cm7-Dm7
6) Gmaj7-Cmaj7-D7

Answers for Ear Training Drill #3

A 1) major
2) minor
3) minor
4) major
5) major
6) minor
7] major

B. 8) major
9) minor
10) minor
11) major

CHAPTER 9
Answers for Ear Training Drill #4

Major or Minor Progressions:

1) Major
2) Minor
3) Minor
4} Major

Modal Interchange:

1) Yes
2) No
3) Yes

100

6) No

7) A-C-Eb-Gb
8) C9susd

9) G/B

10) False

7) G#°

8) G

9)  E minor
10} D major
13

12) i

12) minar
13) major
14) major
15) major
16) minor
17} minor
18) major
19) minor
20) major
21) major

5) Major
6) Major
7)  Minor
8) Minor

4)  Yes
5) No

TRACK 24

TRACK 34



CHAPTER 10

Answers for Quiz #10

1) The IV chord

2) In measure 2

3) In measures 11 and 12
4) Five

5) None

6) Six

Answers for Ear Training Drill #5

1) minor pentatonic
2) major pentatonic
3) blues scale
4) major pentatonic
5) blues scale
6) minor pentatonic

CHAPTER 11
Answers for Quiz #11

1) F major
2) D major
3} G major
4} True

5) True

6) Mixolydian

Answers for Ear Training Drill #6

1) lonian
2) Dorian
3) Aeolian
4) Lydian
5) Mixolydian

CHAPTER 12
Answers for Quiz #12

1) True
2) False
3) True
4) True
5) False
B) True

7Y The IV chord

8) 1-2-3-5-6

9) Dominant seventh
10) C major

11) A major

7}  minor pentatonic
&) blues scale
9) major pentatonic
10) blues scale
11) major pentatonic
12} minor pentatonic

7)  Phrygian and Locrian
8) Lydian

9) B6th

10) lonian

11) True

12) True

6) Mixolydian
7} Locrian

8) Dorian

9)  Aeolian
10) Lydian

7) False
8) True
9) False
10) True
11) True

TRACK 48

TRACK 62
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Answers for Ear Training Drill #7

A1) Harmonic minor
2) Melodic minor
3) Diminished (whole/half)
4) Dominant diminished (halt/whole)
5) Lydian dominant
6) Locrian #2
7) Chromatic scale
B) Phrygian dominant
9) Altered scale

CHAPTER 13
Answers for Quiz #13

1) 1, i, and vi
2) iand®lll

3) IVmaj7 and ii7
4) V7 and vii7*5
5) True

B) True
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B. 10) Major

TRACK 11

11) Major 7th
12) Minor 7th
13) Minor 75
14) Dominant 7th
15) Minor

7) True
8) False
9 True
10) True
11) True



Guitar Notation Legend

Guitar Music can be notated three different ways: on a musical staff, in tatdature, and in dythm slashes.

AHYTHM SLASHES ara wnitten above Lhe
stall, Strum chords i the thythm indicated,
Use the chord diagrams found at the top of
Ihe first page of he transcription for the

> A

appropriata chord voicings. Round MNotes:
nateheads indicate single notes. £

’ Ei—n";._—l-— 0 | Jl_éﬁ. T ii
THE MUSICAL STAFF shows pitches and P % i — = 1—: —1 i
thwthims and &5 dividad by bar lines inte
measures, Pitches ara named atter the firsl  Strings:
saven |ettors of 1he aiphahel high € L] P

- 0 3
L ~ = -

TABLATURE graphically reprosents the : A 7 = =g
guitar tingerboard. Each horizontal lina A E = —
represants @ a string, and gach mumber low g —

represants a frel. 4th string, 2nd frat

HALF-STEP BEND: Strike the note and bend
up 142 stap,

WHOLE-STEP BEND: Sirike the note and
hend up ane steg.

e T

]
*
P
g—

mx-

BEMD AND RELEASE: Sirike the note and
bend up as indizatad, then ralease back to
the origiral note, Ondy the frst note is

PRE-BEND: Bend fhe note as indicated,
then strike it

struck.
- ﬁfrm % I!E& "
;@:E—J_—H S :
1 1
- — T
o —— A
B B
= —_ T

VIBRATD: The string is vibrated by rapidly
bending and relessing 1he note with the

WIDE VIBRATD: The pitch is varied to a
graater dagrap by vibrzling wilh the fretting

fresting hand. hand
AYYYYYRYYYYY

)y 4 o =
(i) il e fl
L2 1} hLLT 1

ARARRLER ALY VRV
T s ==
A LA~
=} (=1
=] =]

LEGATD SLIDE: Strike the first note and
thin slide the same fret-hand finger up o
dom to-the second noba. The sscond note
15 N0 Shruck:,

SHIFT SLIDE: Same as |egato shide, except
the second naote i5 struck.

| r——

t.
1
i p=B] cﬁﬂa

1st & 2nd sirings

open O chard

open, played togather

Definitions for Special Guitar Notation

GRACE NOTE BEND: Strike the note and
Immediately bend up as indicated,

e

= g_nhr:__ _._—H

¥ - 11
e

PRE-BEND AND RELEASE: Bend the note

as Indicatad, Strike It and ralease the bend
back io the anginal ne,

— 1l
e ]
L
o | i
<
SR
D
B

HAMMER-OM: Strike the first {lower] note
vt one finger, then sound the higher note
{on the zama string) with anothar finger by
fratting i withaut picking.

TRILL: Very rapidly alternata batween the
nobes indicated by eonfinuousty hammering
an and pulling off.

SLIGHT (MICROTONE) BEND: Strike the
nate and bend up 174 step.

UNISON BEND: Sinke the two nofes
simultaneously and bend e lawer nata up

10 the pitch of the higher,
et |
B ]
el
1
.
T o -/
. I
-
B
n=]

PULL-OFF: Place boih fingers on the notes
te be sounded. Strike the first nate and
without picking, pull the finger off to sound

the second (lawer) note.

| ——

.
=

B

s
=y
w

o=

TAPPING: Hammer {“tap") the fret incicated
with the pick-hand index or middie fingar
and pull aff to the note fretied by the fret
hand.

+
T S S—
,@ T ] 1|
Ol

T
T |
ﬁ o
=] |
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NATURAL HARMONIC: Strike the note while
ihe fret-hand lightly touchas the string
direcily ower the Trel indicated,

Ll -
_*ﬂ i
lg i
Harm,
o e
1 19
A
o =
| =]

MUFFLED STRINGS: A percussive sound is
prodiced by laying fhe fret hand across Lha
siringis) without depressing, and striking
them with the pick hand.

f
o |
——— i
% T =1 11
s
T
X
A X
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| =]

ARPEGGIATE: Play the nates ol the chord
indicated by quickly rolling them from
bottam to fop,

o>~
Srinen
|
|
|

PINGH HARMOMNIG: The note is fretied
narmally and a harmanic is produced by
adding the adge of tha thumb or tha fip of
the index finger of the pick hand to the
normal plek attack,

PALM MUTING: The nole s partally mubed
by the pick hand lightly towehing the
string(s) just bedore the bridge.

HARP HARMONIC; The nots is fretted normally

PICK SCRAPE: The edoe of the pick Is

and a harmonic |s produced by gently resting the  rubbed down {ar up) the string, preducing

pick hamt's index finger direclly abowve the

a scratechy soumd.

indicated fret {in parantheses) while the pick
hand's thumb ar pick assists by plucking the

apprapreate string.
Hg

rE——

i

!
H.H.

RAKE: Drag the pick across the strings

imtlicated wilth & singla matian,

-
L}

A .xw L

TREMOLD PICKING: The nate Is plcked as
rapidly and continuously as possible.
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i I = 1
e 1 1] LA I
LS S~ B . R—
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= e =¥ il
A AT I}
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VIBRATO BAR DIVE AND RETURM: The VIBRATO BAR SCOOP: Deprass fhe bar just

pitch ol the note or chord |s droppad a
specitied number of steps (in thythm) then
returned fo the original pilch,

1
i ———
e * - Ld
e e
wi har
T
HA n S = F.d {oi
=]

(37} e
W
T

bedore striking the note, then quickly

VIBRATO BAR DIP; Strike the note and then
immediately drop a specified number af

relnase tha bar. staps, then refease back to the original
pitch,
112 - f2 -172
A A W
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Additional Musical Definitions

Accentuate note with graat intensity

% faccemy)  +  Accentuate note (play it louder)
% faceent) .
E {staceata)  + Flay the note short

i + Downstroke

v « Lpstroke

D.5. al Coda .

Go back to the sign { & ), then pray until

the measure marked “To Coda,” than skip
to the section labelled "Coda.”

0., al Fine

Go back to tha beginning of the song and

play until the measure marked “Fimg” (end).

Rhy. Fig.
Rift
Fill
Rhy. Fill

tacet

[T

-

Labal used to recall g recurring
accompaniment patlarn (usually chordal)

Label used to recall composed, melodic
lines {uswally single notes) which recur.

Labal used to identify a briel melodic
figure which is to be inserted inte the
arrangement.

A chordal version of a Fill.

Instrumant s silant {drops out).

Repeat measuras between signs.

When a repeatad section has ditferant
endings, play the first ending only the first
tirme and the secand anding anly tha
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HOTE:

Tablalure numbers in pareniheses mean:

==

second fime.

1. The nofe is bainp sustained over 4 system (note in standard notation is tied), or
2. Tna note is sustained, but a new articulation {such as a hammer-on, pull-off, slide or vibrato begins), or
3. The note |s a barely avdible "ghost" noda (mote in standard notation s also In parenthesas).




29.518574


206.14455


61.073097


16.195827


13.244033


25.573994


25.443378


67.13343


40.933735


19.53957


35.39606


11.728953


20.1404


35.631153


30.328388


117.03218


21.34206


72.645805


13.1395445


25.600117


13.374643


19.226093


19.435078


16.065216


17.292988


16.927265


14.288916


21.655537


13.714231


109.377556


11.728953


11.728953


11.728953


11.728953


11.728953


11.728953


11.728953


12.329761


12.329761


11.728953


14.732991


16.378681


23.902119


22.386982


26.331562


26.880146


26.122578


27.637714


167.34892


21.94289


27.324238


31.477802


31.477802


26.90627


26.90627


10.527338


11.232634


19.591816


19.19997


22.20412


9.639188


18.128925


45.766136


72.645805


29.387959


25.62624


20.506123


10.866925


15.124823


14.132184


13.635864


11.389366


12.120784


17.528095


10.135507


68.12618


111.12793


113.13956


112.12068


152.14417


154.39091


148.38217


38.13878


28.63039


40.12398


14.732991


17.73708


200.89342


19.644062


21.707783


22.569843


38.13878


22.569843


32.679462

