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Introduction

For most guitarists, studying music theory is about as popular as studying Chinese. Yet for those who wish
to go beyond the common rock scales and chords, it's a necessity. Theory provides the insights into the
workings of music: understand the theory and you have the power and freedom to experiment, tinker and
alter. Theory provides the curious with explanations. My theory studies had the effect of opening up the
fingerboard to me. | began to see the possibilities for the first time.

A basic understanding of theory will give you the ability to choose appropriate scales to play over chord
progressions, to form your own chords, arpeggios and scales, enhance your reading and allow you fo
communicate both verbally and on paper with other musicians. Theory is also helpful for aspiring writers by
providing options for chord progressions. And most importantly, theory will open up your ear; giving you
the ability to attach meaning to sound.

Unlike most theory books which are piano based, this one will illustrate all of the concepts on the
fingerboard. It is meant to be a practical book, one you can learn from easily. To this end, many musical

examples are included. These examples will demonstrate all of the important concepts, attaching a sound
to an idea.

Many guitarists rely on shapes when learning new chords, scales and arpeggios and there is nothing
wrong with this approach. The guitar lends itself to this way of learning. Whenever possible, this book will
use a picture in place of, or along with words. Music is not words, nor is it pictures, but the combination of
words, pictures and sounds will make learning as easy as possible.

It's my sincere desire that you will find the material in this book both easy to understand and relevant to
your musical aspirations.

Lastly, if you like the approach I've taken in this book, you may enjoy some of my others: Moveable
Chords, An Introduction to Chord Theory, Arpeggios, Chord Orbits, Chord Embellishments and Scale
Patterns all available from CPP/Belwin, Inc.

Don Latarski




Reading Tablature and Chord Boxes

Many examples appear throughout the book. These examples are illustrated using a graphic
way of representing pitches on the fingerboard called TAB, which is short for tablature. in TAB,
each line represents a string on the guitar. The top line represents the 1st string and the bottom
line the 6th string. The numbers which appear on these various lines indicate which frets to play
the notes on. The rhythms for these notes are indicated in the treble clef above the TAB staff.

_h
A —
4 j
J I =]
Y =
/'2 i —3—5—53—
strings R '\3 =9

o~ P
fret numbers

Even though you don't have to be able to read standard music notation to use TAB, you do
need to understand how rhythms work. (Rhythms are not covered in this book, but any
beginning book on notation will give you the information you need to get started with reading
music on the guitar.)

Chord and Finger Boxes

In the chord boxes, black dots always indicate the chord root. This is the "1" or tonic of the
chord. The other circles represent other chord tones. The numbers next to all of these circles
indicate which fingers to use to fret these notes. These fingerings are suggestions only. You
may find better fingerings. The letter "T" may appear next to a note on the 6th string. This
indicates the use of the thumb to play this string. If you're not used to using the thumb, work out
a different fingering. The numbers which appear under each chord box indicate the voicing of
the chord - these are the notes which make up the chord and their location in a chord shape,
from the lowest to the highest pitch. (The subject of chord voicing is covered in detail later in the
book.) An X above any string means that that string should be muted if you're strumming the
chord or just not plucked if you're using individual fingers to sound the notes, as a classical
guitarist would. Any note which is shaded in, represents an assumed root note. This note is not
to be played, but is shown as a way of letting you know where the root of a chord would be.
(Some chord forms will not have a root.) v



When a barre symbol appears, use the finger indicated to cover all of the notes under this little
umbrella.

r mbol

X = muted string

. = chord root

O = chord tone

= assumed root

£~ = barre symbol

T =use of thumb

muted strings

X/ \X

thumb - 'I‘
A1
chord roots ,(.}
\* 3
voicing - 1 135

1r—
P

frets

assumed root -

fingers

strings

6_5 4
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i chord tones

e 313 i



Scale patterns are shown frequently, but fingerings are not indicated. Use the one finger per fret
rule as a starting point. This rule states that if you need to cover a four fret span on the finger-
board, use finger 1 (index) to cover those notes on the fret closest to the nut, use finger 2
(middle) to cover the notes on the next fret up the neck (toward the body of the instrument) and
finger 3 (ring) to cover the next fret up and the 4th (pinky) to cover the notes closest to the body
of the guitar. If the scale spans more than four frets, use the 1st finger to slide out of position for
notes toward the nut and use the 4th finger to slide up to reach the notes toward the body of the
instrument. This is a general fingering rule which applies to all styles of music.

one finger per fret

condensed
strings—6 5 4 3 2 1

frets — BB —=— finger 1 plays these notes

e’. 3 —— finger 2 plays these notes
Ve,

-=§— finger 3 plays these notes

@G * 6)(2) —=— finger 4 plays these notes

1st and 4th finger extension:

extended
654321

> finger 1 plays these notes

A Q@ 4)(6) | <a— finger 2 plays these notes

> finger 4 plays these notes




Intervals

An interval is the musical distance between any two notes. A basic understanding of intervals
is necessary before any meaningful discussion of scales, chords or arpeggios can take place.
Intervals are the equivalent of atoms; they are the building blocks of theory.

Harmonic and Melodic Intervals

There are only two types of intervals: harmonic and melodic. An interval is harmonic when two
notes are sounding at the same time, such as in a chord or a vocal harmony. Melodic intervals
are like melodies: a succession of single notes.

" harmonic intervals melodic intervals
j¥ | (%] : :
5o — === =
o 12 o L8 ) 1 o TR 6 )
8 .
T n .% :II a1 n : n
A 3 2 b - - 3 5 = 2 - —3
-—B 5 :

The half-step is the smallest interval commonly used in Western Music theory (music of the
western hemisphere, not Country Western). On the guitar, a half-step is the distance from one
fret to the next on the same string.

Here are some examples of various half-steps on the guitar:

)
" 4
(s ot
ASEV o O 1 == 1
o = == o ©
-D--Q*
T H 4
] ] T
2 2 3 5
B ' 2—3
=N
0 -:l

Whole-steps

One whole-step is equal to two half-steps. On the fingerboard, this is the distance of two frets.

Here are some whole-steps on the fingerboard:

5 R o O
— = ————- = |
o O 8T e '
T : ot —s3 o
_K o £ o !

w = = A H
B 2 .'
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h-step w-step

7

1 2 3 4 5 6 7 8 9 10 11 12 i3

Interval Identification

Intervals have two attributes: size and quality. Put another way, you need to know how big an
interval is (size) and how to describe the nature of it's sound (quality). The size of an interval
tells us how many lines and spaces separate one note from another. This is an easy task as
long as you remember to count the lowest note as 1. For example: The distance from Cto D is
2, not 1. C to E is 3. Remember, all intervals are calculated from the lowest note to another note
above it.

The following chart shows the size of the most common intervals. They are: unisons (this is the
same as a 1), 2nd's, 3rd's, 4th's, 5th's, 6th's, 7th's, 8th's (same as an octave), 9th's, 10th's,
11th's, 12th's and 13th's. Other intervals exist which are above the 13th, but they are rarely used.

) nin 2nd 3d  4h  Sth 6th  7ih o oth __10th Wi L e
'@ = = = o e i =
J oo oY e e o 5 o =3 E=a - p=s - s
T = = - = = 1 3 5
%—Ta 3 g 3 2 3 g 3 2 s;—a : 3 : & 3 3 3 3

; simple intervals L compound intervals o1

Any interval which is within an octave is called simple; any larger than an octave are called
compound.

Interval Quality

The quality of an interval describes it's sound. The terms which are used to describe these
sounds are: perfect, major, minor, diminished and augmented. These are the same terms which
will later be used to describe certain chord sounds.

To help determine the quality of an interval, it's necessary to look at the interval numbers and
qualities which exist in the major scale. This scale is used as a yardstick in music theory.
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The arrangement of two whole-steps, one half-step, three whole-steps and one half-step
(w-w-h-w-w-w-h) is the formula or definition of the major scale. The notes must be spaced
according to this formula in order for the scale to have the sound we call major. Any other
arrangement of whole and half-steps will result in some other scale or mode.

The C Major Scale

scale degrees: > 1 2 3 4 5 6 7 8
qln = [8) < e
AW V) P [ ] kL PN o
-~

DA N
w-step h-step

TP L T

w-step W-step h-step w-step W-step

3 4
¥

[£:]

o

Perfect and Major Intervals

There are only two different qualities of intervals found in the major scale: perfect and major.
The perfect intervals occur on the unison (1st), 4th, 5th and octave (8th). The 2nd, 3rd, 6th and
7th are major intervals. The compound intervals are really a repeat of the simple intervals. The
11th and 12th are perfect, while the 9th, 10th and 13th are major.

st 8th 13th
punison 2nd 3rd  4th  5th  6th  7th octave gth 10th 11th 12th o
‘U o (8] © 5] =
3] = ) hed 2 =
Jd oo U s e -5 a G = = o - o =
perfect major major perfect perfect major major perfect major major perfect perfect major
T 3 5 : 2 .
A 8 2 3 5 £ : =
B——* 3 3 3 3——3—1—3 3 -3 = —3 3 3
A simple intervals O

compound intervals 4

The intervals which occur above the 8th are really just repeating those intervals found earlier in
the scale. The 9th note has the same name as the 2nd note. The 10th note is the same as the
3rd and so on. These larger intervals are included in the major scale because many chords and
arpeggios use them. For practical purposes, the scale begins over on the 8th note.

Intervals in the major scale (measured from the 1st note of the scale)

ad interval Major intervals
1st’s (unisons) 2nd’s
4th’s 3rd’s
5th’s 6th's
8th’s (octaves) 7ih’s

11th’s (same as 4th)
12th’s (same as 5th)

9th’s (same as 2nd
10th's (same as 3rd)
13th’s (same as 6th)
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Minor, Diminished and Augmented Intervals

The major scale contains only two of the five different qualities of intervals. This leaves minor,
diminished and augmented intervals. These intervals are produced by altering the perfect and
major intervals.

Altering the major and perfect intervals is done in one of two ways: by bringing two notes closer
together (contraction) or by placing them further apart (expansion). It's important to remember
that altering an interval does not mean that the number of the interval is going to change; only
the quality will change.

There are a few different symbols used to bring notes closer together or place them further
apart. One symbol is the sharp sign (#). This symbol raises the sound of a note by one half-
step. Another type of sharp sign is used, but less frequently. It's called the double-sharp (* )
sign. When placed in front of a note, this symbol has the effect of raising the pitch by 2 half-
steps or 1 whole-step. The symbol used to lower a pitch by one half-step is the flat sign ().
Less common, is the double flat sign (). This symbol lowers a note in pitch by 2 half-steps or 1
whole-step. These symbols are called accidentals.

Effect of accidentals on the sound of a note
sharp - 14 raises the pitch by one half-step
double sharp - xraises the pitch by two half-steps
flat - b lowers the pitch by one half-step
double flat - ¥ lowers the pitch by two half-steps

For the sake of simplicity, the various interval qualities will be abbreviated with the following letters:

P = perfect

M = major

m = minor

A = augmented
d = diminished

Whenever a perfect interval is expanded by one half-step, it becomes augmented.

P1st Alst P8th A8th
p  (unison) (Augunison) P4th Adth P5th A5th (octave) (Aug octave)
;’r‘ " (] oy
D : (8] o © Fe l
o = o - #0— =S o " - o - =
T
—BJ — - —3 ——4 —5 — 5 — ——

o




Whenever a perfect interval is contracted by one half-step, it becomes diminished.

P8th d8th

~ P5th d5th P4th d4th P5th d5th (octave) (d-octave)

_é’ [&] ID [® ] i — L. = [ 9] ID [® ]
[ % ] [®] [ & ] ot L

o = - - R e =S

T 1 0 > y
s = 5 = = 5 4 > =
B 3 3 3 3 3 3

(Some of you may be thinking that it would have been much easier to write a B note in
measures one and four of the above example instead of a C flat, and an E note instead of an F
flatin measure two. After all, they sound the same. True, but to change the C flats to B's and

the F flat to an E would have meant changing the numerical value of the interval.

This is the extent of the changes which are common to perfect intervals. Now it's time to look at
what can happen to major intervals.

Whenever a major interval is expanded by one half-step, it becomes augmented (just like

the perfect intervals).
| M2nd A2nd M3rd A3rd Méth A6th M7th A7th
s (8] Ly © ﬂ hid
LA Lk % oo '
3] = O o O o o = 3 = o
T i) 1
LA i} + 2 3 = s
—B 3 3 3 3 8 3 3 3
Whenever a major interval is contracted by one half-step, it becomes minor.
< M2nd m2nd M3rd m3rd Mé6th m6th M7th m7th
i_\;iu | = = [8) bo © Ibs
o < O o PO o o " o e - -
T
. > 5 2 1 4 3
B g —= 3 3 3 3 —3 3
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Whenever a minor interval is contracted by one half-step, it becomes diminished.

x m2nd d2nd m3rd dard m6th déth m7th d7th
i\ T ) bo oy E’ o b ©
oY [ B bo o
) o Vo 2 WO e — = T - =y
F
A 3 3 1 3] 3 2
B = 3 = 3 3 3 3 3 3 3

To summarize, there are three changes which can occur to major intervals: they can become
minor when contracted by one half-step and become diminished when contracted by two half-
steps. When expanded by one half-step, they become augmented. (Both major and perfect
intervals turn into augmented intervals when expanded.)

Intervals on the Fingerboard g

Notes on the fingerboard are not easy to find and identify. Notes of the same pitch are scattered
up and down the neck. In some cases, you can play the same written pitch in as many as five
different places. This complicates the process of visualization. It's not always easy to know
when an interval is being contracted or expanded.

On a piano keyboard, it's easy to see when an interval is contracted or expanded because it's
laid out in front of you. If you visualize an interval on only one string of the guitar, it is easier to
see the changes which occur to it.

Here are some charts which show what happens to the various intervals when they are altered.
Remember that when an interval is augmented, the distance between the notes will expand.
When they are minored and diminished, they are brought closer together. This will be easy to
see in the following examples.

. A perfect interval lowered by one half-step becomes a diminished interval.
= P4th
(s + 4
C kB
.|—0 ®
T 1 6 i
B 1 2 3 4 5 6 7 8
A Lo 2nd string
"ﬁs (@] = *—— d4th ﬁ
AN
C Fb = m &
T + 5
A 1 2 3 4 5 6 7 8
_.B
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A perfect interval raised by one half-step becomes an augmented interval.

* P4th *

—@ &
1 2 3 4 5 6 7 8
2nd string
‘ Adth *
—@ &
1 2 3 4 o 6 7 8

A major interval raised by one half-step becomes an augmented interval.

I—i— M3rd j

1 2 ~—8 4 5 681 7 8
2nd string
+—— A3rd —+
—e
I
B
1 28" "4 "5 '8 7 "8

A major interval lowered by one half-step becomes a minor interval.

I—e of
|
|
|
2ndstrl1ng 3 e 2 6 g 6
r m3rd—¢
e ol
|
|
|
1 2 3 4 5 6 7 8
A major interval lowered by two half-steps becomes diminished.
+ d3rd +
—@ @
"1 2 3 4 5 6 7 8

Iy
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U
o
ﬁ G F
4 1 5
A
_B
A B
H s ==
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(5 F#
F 4 7
A
B
/] o
r‘fr\ [ %]
VLS
o
C E
T —1 3
B
(4] 1
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C E#
T 4 &
A
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(=~ L
AV
|
C E
T 1 5
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_B
) bres
—
LV
o
C Eb
T 4 4
A
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\.]_IJ
C Et
T 1 3
A
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When dealing with compound intervals, the same rules apply. Intervals of a 9th, 10th and 13th
are major intervals. When these intervals are expanded they become augmented; when
contracted by one half-step they become minor. Contracting by another half-step makes them
diminished. The 11th and 12th are perfect. When they are expanded, augmented intervals
result: when contracted, diminished intervals occur.

Enharmonic Equivalents

Any interval or note can be spelled in more than one way. This quirk of music theory exists
because of the use of sharps and flats. Any two notes that sound the same but have different
names are called enharmonic equivalents. For example: D# and E* are two names for the
same note: as are Ef and F, G* and A, and B# and C:

Enharmonic equivalent notes: same note, different name

A d2nd d2nd d2nd d2nd
#~ 1 =1 O__XQI___#'G_—O_—%}
T 1
— = 5
B e — L

1



Inversion of Intervals

Toinvert an interval, take the upper note of the pair and transpose it down one octave (or in
some cases two octaves) so that what was the upper note becomes the lower or bass note.

P5th—= P4th  M2nd — m7th  m3rd—= Méth Adth — d5th d5th — Adth
{‘_!_ﬁ (% Milinss (%) o2 i 5 o = e =
s —o o e,
o e L2 #e
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When Perfect intervals are inverted, they - | P stays P

remain perfect. —
Major intervals become minor. >

Minor intervals become major.

Diminished become Augmented- 'I d goes to A
Augmented become diminished.

M goes to m
m goes to M

A goes to d

Numerical changes to intervals when inverted:

2nd's become 7th's
3rd's become 6th's
4th's become 5th's
5th's become 4th's
Bth's become 3rd's
7th's become 2nd's
8th's stay the same

Hint: To find the numerical value of any inverted interval,
subtract the value of the original interval from 9. This new
number will be the value of the inverted interval. If your original
interval is a 2nd, subtract this number from 9. The inverted
interval will be some type of 7th.

More About The Major Scale

Identifying and naming the various interval numbers and qualities requires a thorough
understanding of the major scale. The major scale is by far the most important single scale in all
music theory. This scale was briefly mentioned earlier, now it's time to take a closer look.

All scales have formulas which show how the whole and half-steps are arranged. In the major
scale, this order is always: W-W-H-W-W-W-H. (This applies from the lowest to the highest

notes.)

In the key of C major, which is the only scale without accidentals (sharps or flats), the notes are:
C-D-E-F-G-A-B-C. The easiest way to see this scale and its whole and half-steps is to lay it out
in a linear fashion on one string of the guitar.
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C major scale on 2nd string of the guitar:

w-step w-step w-step w-step w-step

/\ /\ h-step /\ h- Step

e g F“GL s SN lair c._

F major scale on the 1st string of the guitar:

By starting on the F note (1st fret, 1st string) it's easy to see why flats are a necessary part of
notation. In order to maintain the correct order of whole and half-steps from the F, the B must

be flatted.

w-step w-step w-step w-step w-step

h-step

You may be wondering why a flatted note was put in this scale rather than just adding an A#
note. When constructing any major scale, you must include some type of A, B, C, D, E, F and
G. They will be altered with accidentals from time to time, but one of each is needed. (There will
be some exceptions that will turn up later in those scales which contain more than seven
different notes.)
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A quick look at the E major scale will show why it must have four sharps.
E major scale on the 1st string of the guitar:
w-step w-step w-step w-step w-step
h-step h-step
E@0 F-O—20 GnO_AOA“sB’O B0 OO0 20O @ -
1 2 3 4 5 6 7 8 9 10 1 12 13

The circle of fifth's is a quick way to see just how many sharps and flats each major key and its
corresponding relative minor actually has. Going clockwise around this chart takes you up by
intervals of a P5th. C major is shown at the top of the chart, the scale in the one o'clock position
is G major. It is a perfect fifth above C major. Counter clockwise shows the keys which contain

flats. These keys are each a 4th apart. F is a perfect fourth above C, B is a perfect fourth
above F.

The Circle of 5th's

Bb

Eb

Gh/F¥

The bottom of this circle of 5th's chart shows what happens when the flat keys meet the sharp
keys. The key of Db major has the same sound as the key of C* major, yet they would look very
different on paper. As you can see from the chart, the key of Db has five flats; the key of C# has

seven sharps. The term applied to this situation is enharmonic equivalent. This term popped up
in the previous study of intervals and it applies here in the same way.
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The Relative Minor

Every major key contains a corresponding minor key. This minor key is called the relative
minor. This minor scale is also called the natural minor scale or aeolian mode. Its beginning
note is the sixth note of the major key. In the key of C major, the sixth note is A. Therefore, the
relative minor key of C major is A minor. This minor key begins on an A note and proceeds
upwarc using only the notes found in C major. So, the notes in A minor are the same as those
for C major, only beginning on an A note: A, B, C, D, E, F, and G.

Sequence of Sharps and Flats in all Keys

The sequence of sharps and flats stays consistent in every key. If one flat appears in the
signature at the beginning of a piece of music, it will always be F#. If two sharps appear, they
will be F# and CH. The same is true for flats.

Here is a chart showing all of the key signatures and the number of sharps and flats in each
key:

major keys —= C G D A E B F c#
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relative minor —= Am  Em Bm Fm Cm G'm D¢ m Afm
major keys — F Bt = Ab Db Gb C
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e A U S [/ N (R TR (B e L e
%4 54 P Zam— ) o A - A ¢ [N il T |
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relative minor —=— Dm Gm Cm Fm B'm Em Am

Determining Interval Number and Quality

All interval numbers and qualities are calculated from the major scale of the lowest sounding
pitch. If you are trying to figure the interval number and quality between a G note and a B note,
you must know the notes in the G major scale in order to get the correct answer.

By following a few steps and by asking a couple of guestions, you'll be able to identify and
name any interval.

Step #1 - Go to the major scale of the lowest note in any interval.

Step #2 - Determine the interval number by counting up from the lower note to the upper note.
Don't forget to count the lower note as 1.

Step #3 - Determine if the upper note is in the major scale of the lower note. If it is, then the
interval must be either perfect or major. If it isn't, then the interval will be either minor,
diminished or augmented.




Step #4 - If the upper note is not normally in the major key of the lower note, you need to
determine if it is sharped or flatted. In other words, has it been altered to make it sound more
distant from the lower note (an augmented sound), or is it closer ( a minor or diminished sound).

Here are some real life examples with explanations:

ngc:
A
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Example #1 - comparing Cto B*

G

T
A
B

Step #1 Look to the major scale of the lower note. This is obviously the key of C. By now you all
know there are no sharps or flats in this key.

Step #2 Determine the interval number. By counting the lines and spaces up from C, the
number 7 results. So, this is some type of 7th interval.

Step #3 Look to see if the upper note is normally in the key of the lower. Since C major has no
sharps or flats, this interval is altered. There are no Bb's in the key of C.

Step #4 Determine the quality of the interval. Because the 7th is normally a major interval in the
major key, this interval must be a minor 7th. The flat sign has the effect of bringing the B note
closer to the C note by one half-step. When a major interval is lowered by one half-step, it
becomes a minor.

T
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Example #2 - comparing E*to C

UL:P' =

Step #1 - the key of E* has 3 flatted notes, they are: B, Ev and Ab.
Step #2 - the interval number is 6.

Step #3 - the upper note of C is in the key of EF major, so there's no need to go to step four.
The answer is: a major 6th interval.



T /A

Things can become a little murky when working in keys with many flats or sharps.
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Example #3 - comparing B to F
T t i
A,
B

Step #1 - the key of B has 5 sharps: F¥, C¥, G#, D¥, and A¥.

Step #2 - the interval number is 5.

Step #3 - the upper note in this interval would normally be an F#, a perfect 5th. This is not the
case here, so the interval is some sort of altered sound. Just because there are no sharps or
flats is no reason to automatically think that the interval is not an altered one.

Step #4 - the absence of the sharp sign means that this note has been lowered by one half-
step. Whenever a perfect interval is lowered by one half-step, it becomes a diminished. So this
is a diminished 5th.

By following this four step approach and practicing a little, you should be able to identify and
name any interval. This skill will be extremely important when it comes to understanding scales,
chords and arpeggios.

Practical Uses of Intervals

Intervals are often used as a way of embellishing the sound of a chord, as little fills in between
chords and as lead lines. The most common interval sounds are 3rds, both major and minor,
and 6ths, both major and minor. (Remember that 6ths are inversions of 3rds.) Both 3rds and
6ths are easy to play on the guitar. Here are some of the shapes used for these intervals:

These shapes will produce the sound of the These are the shapes which are used
major and minor 3rd intervals on strings: 1 & 2, to produce the sound of the major and
3&4,4 &5 and 5 & 6. Different shapes are minor 3rds on string 2 & 3.
needed to achieve the same sounds on strings
2&3.

major 3rd mineor 3rd major 3rd minor 3rd

strings—6 5 4 3 2 1 654321 654321 654321

1 1(])
frets —

1 2

2
O e

3 3

*The solid black dot in these examples represents the bass (lower) note of the interval.

3
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The major 3rd shapes have the sound of a major chord and the minor 3rd shapes the sound of
aminor chord. In this sense, they function like miniature chords even though most chords
normally have more than two notes. But the interesting use of these shapes comes in using
them up and down the fingerboard. Here's an example played over an E major chord:

é

E
oy 4 { 1 |
IEesees

ch
{--]
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dn M
L
hh
o
ey
Sty

Wots

o -

: All of these shapes will work over an E major chord. Some will sound more like an E major

| chord than others. Let your ears pick out the shapes to hang on and those to pass over. (Try
droning the low E on the 6th string when playing these shapes. Or hit strings 1 and 2 as open
sounds while moving the 3rd's up and down the fingerboard.)

These same shapes will sound great over minor chords too. Here's how to use them over an

Em sound:
Em

(o) ** | | J

g | i I 5 F‘ i‘ __4’
f_? 4—3¢ 953 f f— | i |
+

A, H 4 5 z 3 18 - i
B

The inversion of the 3rd is the 6th. It too is heard frequently in nearly all styles of music. The
shapes for the 6th are a little different than the 3rd. You can make the 6th by taking the lower
note of the 3rd and transposing it up one octave.

M3rd to a m6th
strings—65 4 3 2 1 654321

0
frets —

-

major 3rd minor 6th
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Both major and minor 6th's can be used in place of major and minor 3rd's because both
intervals contain the same notes.

One technical problem must be overcome when playing 6th's. There is a string in between the
lower and upper notes. This string must either be muted with the left hand or you must pluck
each note separately with the picking hand. Each method of solving the problem has its
advantages and drawbacks. Muting allows for percussive strumming. Plucking the individual
strings results in a cleaner sound. Each has its place, so experiment with both techniques.

These shapes will produce the sound of the These are the shapes which are used
major and minor 6th intervals on strings: 3 & 5 to produce the sound of the major and
and 4 & 6. Different shapes are needed to achieve minor 6th on strings 1 & 3and 2 & 4.

the same sounds on strings 1 & 3 and 2 & 4.

major 6th minor 6th major 6th minor 6th

strings—6 5 4 3 2 1 654321 654321 654321

o
frets —

2 2

@)
‘e ‘e elol |le

*The solid black dot in these examples represents the bass (lower) note of the interval.

Here's what 6ths sound like when played over an E major chord: |

E
o4 4, | I I J J T —
SEISE S
o s | | I
T
.Y = = 4 & 8 9 +1 13
—B 2 b~ 6 7 9 +4 12 14

Here's what 6ths sound like when played over an E minor chord:

Em .

b s ] » f % f

e 2 [ . —
¢ ] ===

J | 1 i ! '

T & 2 —3 5 F & 16 12

x 8 2 4 5 7 9 #4 12
B




Other common interval sounds are the perfect 5th (power chord), perfect 4th and octave.

This shape will produce the sound of the P5th on strings 2/3
P5th interval on strings: 5 & 6,4 &5, 3 & 4 and

1 & 2. A different shape is needed to achieve the 654321
same sound on strings 2 & 3.

perfect 5th 1
strings—6 5 4 3 2 1 )
1
frets —
3 4
1%, Q

The perfect 5th is neither major or minor, so it has an open sound. This is by far the most
common sound heard in rock music.

The perfect 4th is the inversion of the perfect 5th. This sound is used more in lead lines rather
than as a chordal sound. Remember those famous Chuck Berry riffs?

P4th on strings 2/3
This shape will produce the sound of the
P4th interval on strings: 5 & 6,4 &5, 3 & 4 and 654321
1 & 2. A different shape is needed to achieve the
same sound on strings 2 & 3.

perfect 4th |
strings—6 5 4 3 2 1 @

&0

frets —

2
207
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Octaves are also a popular interval sound used extensively by jazz guitarists, the most famous
being Wes Montgomery. As with the 6th's, there is a string that must be muted here. Use
muting or pluck them individually. There are a number of different octave shapes. Here are
some of the most common:

Octave shape for strings 4/6 and 3/5 Octave shape for strings 2/4 and 1/3
strings—6 54 3 2 1 6564 321

frets —

1‘ 1.

3

L 2

4
octave octave
Qctave shape for strings 3/6 Octave shape for strings 2/5 and 1/4
strings—6 5 4 3 2 1 654 321

frets —

1 1

® o

4
&

octave octave

Octaves are great as chord connectors - notes to play between chords. They work really well
for lead lines too. They produce a fat sound; almost like using a harmonizer set to an octave
below. The trick with octaves lies in your muting technique. It takes a bit of practice to get it
down, but it's well worth the effort.

Unusual Intervals

There are other intervals which guitarists frequently use which are smaller than the half-step. By
dividing the half-step in half, a quarter-tone results. Still other smaller intervals exist which are
called microtones. Microtones have been an integral part of Asian music for many centuries. It's
possible to play both microtones and quarter-tones on the guitar by bending notes. Blues music
uses these smaller intervals frequently to give a more human, vocal-like quality to the sound.
When you begin to experiment with bending notes, you soon realize that you can pick out quite
a few different pitches between any two frets.
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Some American classical music composers have experimented with the use of these subtle
shadings in their music. If you are interested in hearing music which uses quarter-tones, which
divides the octave up into 24 parts instead of our usual 12, check out some of the music by:
Boulez, Stockhausen, Charles Ives (Quarter-tone Chorale for Strings, Quarter-tone Pieces for
Two Pianos and his Fourth Symphony), Hans Barth (Concerio for quarter-tone piano and
strings) and Krzystof Penderecki (Anaklasis). Your public library may have some of their music.
(Look under Classical music.)

Still other systems of dividing the octave exist. One system that has gained some appeal is
where the octave is divided into 31 parts. Some composers have gone so far as to build special
instruments to accommodate these exotic interval schemes. Julian Carrillo devised a system of
dividing the octave into 96 equally spaced intervals. And Harry Partch came up with a system
using 43 unequal parts!

Many of todays synthesizers come with different tuning tables already programmed in. With the
touch of a button, you can compose and perform in a variety of octave division schemes. Such
is not the case with the guitar. In order to get unusual octave divisions, a fingerboard would
need either additional frets, angled frets, split frets or some combination of these.
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Major Scale Modes

So far, the major scale has been defined by the arrangement of half-steps and whole-steps.
Another way to look at a scale, is to number each scale tone:

C major scale
I one octave + major sixth |

0
o
¢

o}

[ %]

¢

scale degree
numbers —=

na

4]
F'S
h

M
w
o

1“"' E L:’
~9

Most scales are defined by this numbering system rather than by the ordering and placement of
whole-steps and half-steps. It's more practical to think of scales this way because this is the
system that's used to construct chords. The major scale formula will always be: 1-2-3-4-5-6-7,
no matter what the key. The formula for the natural minor scale looks like this: 1-2-b3-4-5-b6-b7,
This scale obviously deviates from the major scale because it has three altered notes: a
lowered 3rd, 6th and 7th. By knowing the hames of the notes in the major scales, it's a simple
matter to make adjustments to come up with the correct pitches for any scale or mode.

The major scale shown above is extended to cover an octave plus a major sixth. By continuing
the scale up past the octave, the 9th, 10th, 11th, 12th and 13th scale degrees are created.
These tones, the 9th through the 13th, are called extensions. The most common extensions are
the 9th (which has the same name as the 2nd), the 11th (which has the same name as the 4th),
and the 13th (which has the same name as the 6th). These extensions are important when
forming 9th, 11th and 13th chords.

Before diving into modes, it's necessary to briefly explain just what a mode is. A mode is an
inverted scale, where one of the notes from the scale functions as the starting point (tonic or
root) and is the focal point of the scale. In the C major scale, this note is C. When C is the root
or tonic note, we call it a C major scale. The Greek name for this scale would be C fonian.
lonian is the first of the seven major scale modes.

C lonian
1-2-3-4-5-6-7-8
As you already know, the C lonian scale has a formula of: 1-2-3-4-5-6-7-8 and the half-steps

are located between the 3rd and 4th notes, and the 7th and 8th notes. This series of notes can
be played on the fingerboard using many different patterns.



Itis possible to play any scale or mode pattern using a condensed or expanded handshape. A
condensed position keeps all of the fretting fingers as close together as possible. An extended
position requires the fretting hand to stretch. Neither approach is better than the other, they are
‘simply different. Experiment to see which approach you prefer. The patterns which accompany

gach mode will show both approaches.

C lonian - condensed position C lonian - extended position

strings—6 5 4 3 2 1 stings—6 5 4 3 2 1

3X6)(2 é Bth fret-——@) é)*
8th frel—é) @ @ 3

T@ @G B
Y 10

The mode which begins and ends on the second degree of the major scale is called Dorian.
The formula for Dorian is: 1-2-b3-4-5-6-b7. If the C major scale is used as a starting place, it is

possible to see how this formula comes about.

B Locrian
A Aeolian
G Mixolydian
F Lydian

I——-——EPhrygian
I—DDorian
[-—-Clonian I I \
C-D-E-F-G-A-B-C-D-E-F-G-A-B
1 2 3 4 5 6 7 (?) 2 3 4 5 6 7

The reasoning goes like this: If the Dorian mode is made up of the notes from the major scale
beginning and ending on the second scale degree, then these notes must be compared to the
notes which would normally be in the major scale from this second note. If D Dorian is made up
of: D-E-F-G-A-B-C-D, then these notes must be compared to the D major scale. D major has
two sharps: F# and C#. The D Dorian mode has no sharps, so this mode deviates from its major
scale (D major) in two ways. These deviations are expressed as a b3 and 7. This is why Dorian
always has the formula of: 1-2-b3-4-5-6-+7. The formulas for all of the other modes are arrived at

in the same manner.
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The formulas for all of the modes are:

lonian 1 -2'3'4-5'6'7
Dorian 1 '2'b3'4'5"6'b7
Phrygian 1 'l’2'l"3'4'5'l’6'k‘7
Lydian 1-2-3-#4-5-6-7
Mixolydian 1 '2'3'4'5'6"’7
Acclian  1-2-b3-4-5-b6-b7
Locrian 1 '1’2-53'44'5-"6"’7
The main reason for learning these modes is that there will come a time when you'll need
a particular sound to go with a particular chord. Many different chords exist and it's
likely that one of these modes will sound good when played over them. The task is to

learn which modes go with which chords. This will become obvious as you go through
this chapter and play the examples.

lonian Mode

Every scale has certain distinguishing features. The identity of a scale is most often defined by
the 3rd and 7th scale degrees. The lonian is probably the most familiar of all the modal sounds
because it is the major scale. The 3rd and 7th degrees are the critical tones and account for the
major sound.

— one octave I scale extensions Py

1-2-3-4-5-6-7-8-9-10-11-12-13
(2) (4) (6)

To discover what chords any mode or scale can be played over requires stacking intervals ofa
3rd on top of the root note of the scale or mode. (See chapter on chord construction for more
information.) Here are the chords which result from the lonian mode:

1-3-5 = major triad

1-3-5-7 = major 7th

1-3-5-7-9 = major 9th

1-3-5-7-9-11 = major 11th (dysfunctional)
1-3-5-7-9-11-13 = major 13th (dysfunctional)

This procedure will not always result in chords which are usable. The major 11th and major
13th chords are not very useful chords. The 11th note (same as the 4th degree is sound) is very
dissonant when heard at the same time as a major 3rd. For this reason, the major 11th and
major 13th chords are really only theoretical possibilities. They are rarely used. (In jazz, the
major 11th and major 13th chords contain the raised 11th, see Lydian mode).
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There are other chords which can be constructed from the notes of this mode which are very
useful, but aren't built by stacking 3rd's. Any combination of notes, excluding the 4th or 11th,
can be used as a major sound. The major scale will sound very good over any of these hybrid
chords. (When soloing over any of these chords, avoid resolving to the 4th or 11th scale
degrees. These pitches will sound harsh against the chord.)

Some possible hybrid major sounding chords from the major scale:

1-3-5-6 = major 6th

1-3-6 = major 6th

1-3-5-6-7 = major 6/7

1-3-5-9 = major add 9

1-3-5-6-9 = major 6/9

1-2-5 = sus 2 (no 3rd in this chord)
1-5-7 = major 7 (no 3rd)

1-5 = power chord

The fingerboard can usually be divided up into five different areas. This is why
there are five condensed fingerings and five extended.

The following patterns are completely movable. They can be slid up and down the fingerboard
to allow for key changes. The root notes (those solid dots) must have the same name as the
root of the chord which they are being played over. For example, if you want to use these

| patterns over a C major 7th chord, each black dot in each pattern must be on a C note.

*Note: The numbers inside of the circles represent different scale degrees. This is included so
| you may see just where each scale degree is located within any fingering pattern.
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lonian Mode Fingering Patterns

condensed extended
654321 654321
®EX2 é’) 4
@ 5* W©)
@B 25i4 D@

@6 JD D@
% Clolele

)i?iésj

1
condensed extended
654321 654321
[TTI00 éﬁ
éD ‘Glt) 4 [ 1O
D(PE @DBE
oe0 |00 ©e0 |06
@

. QO
condensed extended
654321 6543821

7 BA2 (5')‘
C 2)(55 9® @
4 26100 75
D©) 6)(25 @ 4 5

ol lce

condensed extended
654 3 21 654321
7)(3 2X6) @G

2
condensed extended
654321 654321
D6 9, O
09 | @® 7
('2’) 200 R®
©x2 5)‘ 36 4
QRER |
4 o®




Besides being able to use the lonian mode over major sounding chords, it's possible to use it
over chord progressions which are diatonic. Diatonic means all within one key. (Scale and
mode harmonization are covered extensively in the chapter on harmonized scales.)

Every major key has a set of chords which are built from the notes found in the scale. These
chords can be organized into a progression to build vamps (a repeated series or one or two
chords) or an entire song.

| Here are some good vamps to practice soloing over: (make sure you line up the fingering
patterns so that each black dot is on the correct scale root.)

CD Track #2 000 Xe O
1
£ i
% 0 g
| I | |
| G Am7
#1 E C | Use G major
4 (all black dots on G notes)
' X___000 X0 o
5
£ »
i ?
Cmaj7 Fmaj7/A
#2 [ - I Use C major
S (all black dots on C notes)
XX® O XX® © X X® X
¢ 60 o! | 633
30 5
[ 00 |
Dsus2 Dmaj9 Bm A

+H-
(7% ]

o |e
)

: I Use D major

:01 (o] X @ O 00
1
2() %) 1 00 @00 20
>
Q
% sl
Amaj7 Ffm7 Bm7 E7

#4 E :I Use A major
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The Dorian mode is the second mode of the major scale. In this mode, the half-steps are found
between the 2nd and 3rd and the 6th and 7th notes. This shifting of the half-steps results in a
minor 3rd and a minor 7th interval. The formula for the Dorian mode is:

r Me 1
[T e
1-2-b3-4-5-6-57

The minor 3rd, minor 7th and major 6th intervals define the sound of Dorian.

— extensions =1

1-2-b3-4-5-6-+7-8-9-+10-11-12-13
(2) (4) (6)

The chords generated by stacking intervals of a 3rd above the root note of the scale are:

1-b3-5 = minor triad

1-b3-5-b7 = minor 7th
1-b3-5-b7-9 = minor 9th
1-b3-5-b7-9-11 = minor 11th
1-+3-5-v7-9-11-13 = minor 13th

Some possible hybrid minor sounding chords formed by combining notes from this mode:

1-k3-5-6 = minor 6th
1-k3-6 = minor 6th
1-b3-5-6-t7 = minor 6/7
1-b3-5-9 = minor add 9
1-b3-5-6-9 = minor 6/9

Even though these next chords aren't clearly minor (they contain no 3rd), it is still possible to
use the Dorian mode over them.

1-2-5 = sus 2 (no 3rd in this chord)
1-5-t7 = minor 7 (no 3rd)
1-5 = power chord



Dorian Mode Fingering Patterns

condensed extended
654321 654321
®O@ DENE
%&)7 135
e OE®
200000 Ol | | 0o
ollloo |oec
! (IO
condensed extended
65543 2 654 3 21
006
@ODE ® ®
© OPOOOE
@, é)@)@)
é 0 |©
3 00
condensed extended
654321 654321
e
e DG 8)(
00| | ehOGEe
oéxl) 96 )

condensed extended
654 3 21 654321
DOIED DOV
® OO OO
DIBLE DG
QO |00 K12
_ ©
& OO
condensed extended
654 321 654321
©l| 8w
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The Dorian mode is most frequently used over minor chords. Be sure to emphasize the sound
of the £3, natural 6 and 7. These are the pitches which define the sound of this mode.

Here are some vamps to use for getting the sound of this mode into your ear and fingers:

CD Track #3
X® O O X®@ O O
1:') 3rd fret— 1
% i
Am7 Am13
#1 Fg - I Use A Dorian
X (all black dots on A notes)
X
8th fret—1 1 3}’_
8th fret—zo e
ko)
I
Cm7 F9
#2 Itﬁ= : I Use C Dorian
¥ (all black dots on C notes)
@ 0000 X® o @ 0000 X® __©
RS 15 S 185%
Em7 A Em7 A
#3 E : I Use E Dorian
X X X X
1
9
7th fret—2@ [ Do 7th fret— | OO
1] T
Bmi1 Bm6

]

T

il

I Use B Dorian
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Phrygian Mode

Phrygian is the name given to the third mode of the major scale. This mode has a very unique
sound due to the location of the half-steps, which are between the first and second, and fifth
and sixth notes. Like the Dorian mode, it also has a lowered 3rd and 7th, so it's overall sound
will be minor. Here is the formula:

e
1-b2-3-4-5-b6-v7

r s |

The b2, when raised an octave, becomes the 9. This note is known as an altered tone.

fextensions
1-b2-+3-4-5-+6-t7-8-9-510-11-12-b13
(-2) (4) (+6)

The chords generated by stacking intervals of a 3rd above the root note of the scale are:

1-b3-5 = minor triad

1-b3-5-b7 = minor 7th

1-3-5-b7-b9 = minor 7°9 (not useful)
1-k3-5-t7-k9-11 = minor 119 (not useful)

1 b3-5-b7-9-11-b13 = minor 11+9b13 (not useful)

Because of the lowered 6th and 2nd tones, many of the chords generated by this mode are not
commonly used. These two tones are dissonant against a minor sounding chord and need to be

treated accordingly when soloing.

This mode does sound great when played over major triads, giving a Flamenco flavor. It also
sounds great when used over sus4 and sus7 chords. The use of this scale over major chords is
not obvious because the scale contains a lowered 3rd, not a major 3rd.

Some possible hybrid minor sounding chords formed by combining notes from the Phrygian
mode:

1-b3-b6 = minor b6th *(aka min#5)
1-b3-b6-+7 = minor 76 *(aka min745)
1-b3-5-6-+7 = minor 6/7

1-b3-5-b7-11 = minor 11

1-3-5 = maj triad

1-4-5 = suspended 4

1 4-5-b7 = suspended 7

1-5 = power chord

*the #5th is the enharmonic equivalent of the b6
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Phrygian Mode Fingering Patterns

G?nf egsgd.l 6 gx;en:;i e;:l 1 condensed extended
654321 654321
4)67)(3 4)(7)€3 DO
é) 0 e O
o 10 of Jo
BXe 7 N | OO
©
1 [ 16 2
condensed extended condensed extended
654321 654321 654 321 654321
&)
O | G 2)(4)E7
texz 3)¢6
©] ) G
0.9, O
condensed extended

654321 654321

X




Here are some Phrygian vamps

CD Track #4

P bt

)

K

xX® 0O o

B*maj7

Am7

(all black dots on A notes)

Use A Phrygian

|

k)

9th fret—2.

- —|

0
il

18

8th fret

Dtmaj7b5

Csus4

%

(all black dots on C notes)

Use C Phrygian
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Lydian Mode

Lydian is the fourth mode of the major scale. It's a very important sound in jazz because this
mode contains a raised 4th. And for Jazz musicians, this is the mode that's usually used when
soloing over major chords. The Lydian mode is exactly like the major scale except for the raised
4th. The half-steps are found between the #4/5 and 7/8. It's generally agreed that the #4 is less
dissonant than the natural 4th found in the major scale. So a Lydian sound will always feature
this raised 4th tone. The formula for this mode is:

L 1
1-2-3-#4-5-6-7
L m3 —1

1 K |

When the #4 is raised an octave, it becomes an altered extension tone. Enharmonically, the #4
can also be called a 5.

extensions ]
1-2-3-44-5-6-7-8-9-10-¥11-12-13
20 (*4) (6)

There are many useful chords generated from the Lydian mode. Here are some of them:

1-3-5 = major triad

1-3-b5 = major b5 (*5 has same sound as #4)
1-3-5-6 = maj 6

1-3-5-6-7 = maj 6/7

1-3-5-7 = maj 7

1-3-b5-7 = maj 7°5

1-3-5-7-9 = maj 9
1-3-5-6-7-9 = maj 6/7/9
1-3-b5-7-9 = maj 95
1-3-5-7-9-#11 = maj 7#11
1-3-5-7-9-#11-13 = maj 13#11

Some possible hybrid chords formed by combining notes from the Lydian mode:

1-2-b5 = sus2h5

1-2-5 = sus2

1-5-7-9 =maj9 (no 3rd)

1-3-5-9 = maj add9

1-b5 = tritone (aka diminished 5th interval)



Notice how similar these patterns are to those for the Phrygian mode. Phrygian begins on the third note of
the major scale and Lydian on the 4th. You can use the same patterns to play both modes. Just shift the
emphasis, or focus note, up a half-step when playing Phrygian. This eliminates the need to learn a new set

of fingering patterns.

condensed extended
654321 65 4 321

condensed extended
654321 654 321

DO
OOOE %@ &
HOO® | ®

D (EX6) | @4
ool [do [loo
5 €0)

condensed extended
654321 654 321

&0

—

2)(5

Lydian Mode Fingering Patterns

condensed
6543 21

extended
654 321

000

é) 6!! )

@
QEOOO

@Xe (g) O]

2 00
condensed extended
654 3.2 654321
D60 | & O
5 2 )(5 4 (7
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When soloing over the following vamps, don't avoid hanging on the #4. This is not considered a
dissonant tone. It may sound somewhat mysterious at first, but stress it. It's the essence of the
Lydian sound.

CD Track #5 e -

7th fret—| f@ | [ | 7th fret—{l |

Amaj7+5 Emaj7
Use A Lydian
#1 3: 4 : | (all black dots on A notes)
X X
3rd frtei—‘if‘=
i 1803
%ﬁ, 3rd fret ._2T
G A/G
3:, - Use G Lydian
#2 F', : (all black dots on G notes)
x 00 X 00 Xxe O O X000
% 1() ] )
i 1ini i ]
Csus2 Csus2'5 Am6/7 Gmaj7
#3 E; il Use C Lydian
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Mixolydian Mode

Mixolydian is the fifth mode of the major scale. It's a very important mode because it contains
the natural 3rd and lowered 7th. The interval which occurs between these two notes is a tritone
(3 whole-steps), also known as an A4th or d5th. This is the same interval which is found in most
dominant functioning chords. (See the section on chord construction.) The half-steps in this
mode are between 3/4 and 6/7. The formula for this scale is similar to that of the major (lonian)
mode.

i A4/d5 |

1-2-3-4-5-6-+7
e |
m7

This mode is the source for all of the unaltered dominant chords.

l——extensions—l
1-2-3-4-5-6-7-8-9-10-11-12-13
(2) (4) (6)

There are many useful chords generated from the Mixolydian mode.
Here are some of them:

1-3-5 = major triad

1-3-5-b7 = dominant 7

1-3-5-7-9 = dominant 9

1-3-5-b7-9-11 = dominant 11 (usually called sus9)
1-3-5-+7-9-11-13 = dominant 13 (usually called sus13)

Other hybrid chord possibilities from this mode:

1-2-5 = sus2

1-5 = power chord

1-4-5 = suspended 4

1-4-5-b7 = suspended 7
1-4-5-b7-9 = suspended 9
1-4-5-+7-9-13 = suspended 13



Mixolydian Mode Fingering Patterns

The fingering patterns for the Mixolydian mode will be the same as for the other major scale modes. The
root note will be in a different position within each pattern.

condensed extended
654321 654321

O

00 |00

condensed extended
654 321 654321

00 [0 ©0

ool oo |l

5! 10986

D]O) 9] 10l98E

006 [0G
i

condensed extended
654 321 654 321

QOO0 ©OOe

S0 &1186

©l0[6) ©0[0)

9gpyRpeegpet
@

condensed
654 3 21

extended
65 4.3 21

Q0] 1O

QOO |® OF 'g%
ool leo ||oo
2 o0
condensed extended
654321 65:4.3 2:4
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Mixolydian vamps: (stress the +7 and the 3rd) Mixdlydian can have a bluesy sound if you bend
or slide into the 3rd (from a half-step below), 5th and t7th.
CD Track #6 .
5th fret—1q | | 158
[[FS £
ebjg 5th fret—8@ 40]
A Asus9
3}. Iy Use A Mixolydian
#1 4 ; (all black dots on A notes)
X X
8th fret—1
8th fret. [
(o]
Cc7 F Cc7 F
| #2 ﬁ : : : —H  Use C Mixolydian
(all black dots on C notes)
| X X
|' ‘H ol [ %o |0
| o
BB
F#3 Fig

#3 ﬁ s Use F# Mixolydian

: @
Ko}
7th fret— [
L[]
ES
44 4 Hl  Use E Mixolydian
£
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Aeolian Mode

Aeolian is the sixth mode of the major scale. It's also known as the natural or pure minor scale.
This scale is also known as the relative minor scale. It is related to the major scale whose root
is a minor 3rd up from the root of the Aeolian scale. You could also put it another way and say
that the root of the relative major scale is a major 6th below the root of the Aeoclian mode. As an
example, G Aeolian is the relative minor of B major because Bt is a minor 3rd above G, or a
major 6th below G. (Remember the section on inversion of intervals? Inverting a minor 3rd
results in a major 6th). The half-steps in Aeolian are found between 2/43 and 5/6. The lowered
3rd and 7th degrees account for the minor sound of this mode. The tension tone is the +6.

W o1 1 1
1-2-b3-4-5-b6-b7-8-9-+10-11-12-513
(2) @4)  (*6)

There are many useful chords generated from the Aeolian mode. Here are some of them:

1-3-5 = minor triad

1-b3-5-b7 = minor 7

1-k3-5-b7-9 = minor 9

1-+3-5-9 = minor add9

1-b3-5-b7-9-11 = minor 11

1-b3-#5 = minor ¥5 (45 is enharmonic of »6)
1-b3-#5-7 = minor 745

Some possible hybrid chords which can be built from the Aeolian mode:

1-2-5 = sus2

1-5 = power chord
1-+3-9 = minor 9
1-+3-11 = minor 11



Aeolian Mode Fingering Patterns

condensed extended
654 3 21 654321
& féé%
DIROS] | Q
o 0800
2X5) @ | @ 3 DIE
@ﬁ NE @
’ [ O
condensed extended
654321 654321

OO0

@@é%g@

D000

@) DG
DODOOD 9@
& o
3 DG
condensed extended
6543 21 654321
o oo
DOO | OO ©
©|| eo0oce
.®®éz?

condensed
654 321

extended
654 3 21

QOEOEO®

condensed
654321

47%%%
@!Q@ii

extended
6543 21
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Aeolian vamps: (stress the *3 and b7, use the 6 as a tension tone). This tone will normally
resolve to the 5th.

CD Track #7

5th frez—@

3(];, 7th fret—?*T '00

Am7 Bm75

Use A Aeolian
(all black dots on A notes)

=]

#1f

X X X X X
3rd fret—1
4th fretja o) 3rd fret-1n 2(
o) Q 3
I [ [
Cm7 Abmaj7 G755
#2 # : Use C Aeolian
= (all black dots on C notes)
) _ ®
7th fret—| @ ;H 7th fret-| §OOQG 5th fret-16 | 0ORO
1%
ol 2
Em7 Esus9 Am7

#3 E % Use E Aeolian
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Locrian is the last mode derived from the major scale. It is not a mode that is used much due to
its interval makeup. The half-steps fall between 1/+2 (same as Phrygian) and 4/°5. One of the
distinguishing aspects of this mode is the lowered 5th (This is responsible for the d5th interval
between the root of the mode and the +5th.) By respelling the 6 as a #5, an augmented interval
exists between the root of the scale and this note.

[ d5th |

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

By extending the mode up past the octave, two altered extensions result: the »9 and +13.

riextensicns—l
| 1-b2-b3-4-bt5-b6--7-8-b9-b10-11-+b12-+13
(b2) (4) (*6)

The chords which this mode produces are used less than most of those seen so far.

1-k3-b5 = diminished triad

1-b3-b5-b7 = minor 7°5 (aka half-diminished chord)
. 1-b3-b5-b7-b9 = minor 7(b59)

: 1-b3-b5-b7-b9-11 = minor 11(b59)

| 1-b3-b5-b7-b9-11-b13 = minor 11(b5>9b13)

1-b3-#5 = minor ¥5 triad (*6 is enharmonic of 45)
1-+3-#5->7 = minor 745

The most common and useful chord from the above list is the minor 7¢5. This chord is also
known as a half-diminished. (More on this in the section on chords.) This chord occurs often in
minor keys and less frequently in major keys. It is not used as either a major chord or minor, but
as a passing dominant sound. The tension in these chords makes them want to resolve to
another chord, usually a dominant. It is rare to just vamp on a minor 7°5, but for getting the
sound of the scale into your ears and fingers, it's not a bad idea.
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Locrian Mode Fingering Patterns

Notice how similar these patterns are to those for the major scale. The focus note of Locrian is the 7th note
of the major scale, which is only one-half step below the tonic of the major scale. You can use the major
scale patterns you learned earlier, but focus on the note one half-step below the major scale root. It will
make learning these patterns easier.

condensed extended condensed extended
654321 654321 654321 654321

Yo 00| | ves
20 ool oo  oboboo

L LIQ 2
condensed extended condensed extended
654321 6.54.8 211 654 321 654 8321

@0
@j%é@z 20
s

4)67)63
111l

L 0.9

000 | 60

3

condensed extended
654321 654321

o | Q000

DOOODD ®

995p!
ﬁsogzs B2

~J
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Locrian vamps: (Stress the +3, 7 and 5. Use the +2 as a tension tone)

= w

CD Track #8

<

8th fret—@ | "GO

Cm75
‘ #1 H : I Use C Locrian
‘ &4 (all black dots on C notes)
XX XX
>
o
3¢ " 1l Kol ko)
| [1%]
DG E:/G

Use G Locrian
(all black dots on G notes)

PSRN

s |




Melodic Minor (Jazz Minor) Modes

The Melodic Minor scale is one of several minor sounding scales used by improvisers. It exists
in two forms: ascending and descending. This scale evolved from the natural minor scale.
Composers would modify the natural minor scale by raising the 6th and 7th scale degrees in
ascending melodic passages. In descending passages, they would revert to the natural minor
form of the scale, with ite lowered 6th and 7th scale degrees. Without the flatted 6th and 7th, a
descending passage wouldn't sound minor, but would sound major. Since this scale has its
basis in melodic practice, and in particular vocal music, it's called the melodic minor. This is the
reason we have one set of notes for the ascending melodic minor scale and another set for the
descending version. For the purposes of improvisation, only the ascending version of the
melodic minor is used. The natural minor scale was already covered as the sixth mode of the
major scale.

natural minor — 1 -2-1’3-4"5'1’6-1’7
harmonic minor — 1 -2-"3'4'5'56-7

traditional 't 1 ascending T descending {nat.min.)—|
melodic minor — 1-2-b3-4-5-6-7-8 -b7-b6-5-4-b3-2-1

Perhaps the easiest way to remember this scale is to think of a major scale and lower the 3rd.
It's also possible to modify the natural minor (raise the 6th and 7th).

major scale — 1-2-3-4-5-6-7
Jazz minor — 1 -2~l’3'4'5'6'7

The ascending melodic minor scale is often referred to as a synthetic scale because the first
half of it is minor sounding while the second half is major. A more common name for the
ascending version is the Jazz Minor Scale. This scale and its corresponding modes is one of
the most important to the jazz musician. It contains the resources for improvising over a wide
variety of different chords and provides sounds not found in the major or harmonic minor scale
modes. The most useful modes from the jazz minor scale are built from the 1st, 3rd, 4th, 5th and
7th scale degrees.

The modes of the jazz minor have definite names which are closely related to the names for the
major scale modes. These names are very descriptive of the modes; a big help in memorizing
the formulas for each mode.

jazz minor mode names modifications to major scale modes

#1 = Jazz Minor just like major scale with a b3

#2 = Dorian b2 just like 2nd mode of major with a b2

#3 = Lydian-Augmented just like 4th mode of major with #5 |
#4 = Lydian Dominant just like 4th mode of major with »7

#5 = Mixolydian 6 just like 5th mode of major with 6

#6 = Locrian #2 just like 7th mode of major with natural 2

#7 = Super Locrian just like 7th mode of major with b4 |
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The first mode of melodic minor is the one known to most people. It is aimost identical to the
major scale, but the 3 changes its usage dramatically. The most important features of this

mode are the m3 and M7 intervals.
. M7 1

1-2-+)3-4-5-6-7-8
o

By stacking 3rds above the root of this mode, a series of minor sounding chords result.

[Toms o extensions e =
1-2-t3-4-5-6-7-8-9-/10-11-12-13
(2) (4) (6)

1-b3-5 = min triad

1-+3-5-7 = min#7 *

1-b3-5-7-9 = min9(#7)
1-53-5-7-9-11 = min11(#7)
1-+3-5-7-9-11-13 = min13(#7)

It's possible to construct other chords from the notes of this modewhich are either not built by
stacking notes in 3rd's or are incomplete chords. These hybrid chords can be very useful.

1-b3-5-6 = min6
1-b3-5-6-9 = min6/9
1-t3-5-9 = min add9
1-4-5 = sus4

1-b3-5-6-7 = min6(#7)
1-b3-5-6-7-9 = min6/9(#7)

Even though this next group of chords is not officially a correct harmonization of this mode, they
are included because this scale will work over basically any minor chord. The b7 and natural 7
will certainly clash, but this tension is not necessarily bad. Just use your own ears and

judgment.

1-b3-5-b7 = min7
1-+3-5-b7-9 = min9
1-b3-5-+7-9-11 = min11
1-b3-5-b7-9-11-13 = min13

* Whenever the natural 7th occurs in a minor chord, it is often called a 47 in the chord symbol.

r




Notice that these fingerings are exactly the same ones used for the major scales with one modification: the

3rd is flatted.

Jazz Minor Fingering Patterns

condensed extended
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@é) 00.0) )
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Jazz minor vamps - The first vamp is a common progression to use melodic minor over. This
progression stresses the natural 7 and 6. Vamp #2 is similar to #1. Hang on the 3, 6 and 7.

e

CD Track #9

==
1%}

1 1

QTscla“clJ"‘ul o | 2] [B0] %

Gm#7 Gm6 Gmf7 Gm

o I Use G Melodic minor

n |5

(all black dots on G notes)

XX X X XX XX
8f- 15;:% s 8f 164% si-|| ['0D
8@ | [0 %
6] I K ko) [ 1
Cmé6 Cmé Cmé6 Cm9(*7)

> I Use C Melodic minor
(all black dots on C notes)
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Dotian b2 (2nd mode of jazz minor)

This mode has the characteristics of the Dorian mode from the major scale with a modification
to the 2nd scale degree. In the Dorian 2 mode, the 2nd is lowered. This change actually
makes this scale less useful as a resource for soloing over minor type chords. So this mode is
not used often.

m7 !
i ‘
1-b2-3-4-5-6-"7-8 |
ol o2 |

r——extensions——l
1-2-3-4-#5-6-7-8-9-10-11-#12-13
(2) (4) (6)

By stacking 3rds above the root of this mode, a series of minor sounding chords result.

1-b3-5 = min triad

1-b3-5-k7 = min7 i

1-b3-5-b7-b9 = min7>9 (rare) ;

1-b3-5-b7-9-11 = min119 (rare)

1-b3-5-b7-+9-11-13 = min13t9 (rare) |
Other possible hybrid minor chords:

1-+3-5-6 = min6

1-b3-5-b7-11 = min11

1-4-5 = susé4

1-4-5-b7 = sus?

1-b3-5-b7-11-13 = min13

Dorian b2 vamp - Use the 9 as a passing tone resolving to the tonic of the mode. This mode
will sound like Dorian if you avoid the #9.

CD Track #10 0

X 0 xO
% | [Bo %8| %
LI LI
Gm6 Gm7

J Use G Doriant 2
#1 ke - -I§ (all black dots on G notes)




Dorian 2 Fingering Patterns

Notice the similiarity between these fingerings and those of the Dorian from the major scale.

condensed
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6

extended
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condensed
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6

extended
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Lydian-Augmented (3rd mode of jazz minor)

The lydian in the name refers to the ¥4 note, while the augmented refers to the #5. The 45 is not
usually a chord tone in major chords, but does come up from time to time. This mode, along
with the 3rd mode of the harmonic minor, is a good choice to use over maj745 chords.

M7
T | ’
1-2-3-%4-45-6-7 -8
L pg —! |
' A5

|—extensions—l
1-2-3-#4-$5-6-7-8-9-10-¥11-412-13
(2) (#4) (6)

By stacking 3rds above the root of this mode, a series of major sounding chords result.

1-3-%5 = aug triad

1-3-#5-7 = maj7¥45
1-3-45-7-9 = maj9¥%5
1-3-#5-7-9-#11 = maj11%5
1-3-#5.7-9-#11-13 = maj13%5

Here are some other chord sounds which do not contain the 5. In some of these chords, the #4
has been respelled as a +5. This respelling reveals some of the more common altered major
sounding chords.

1-3-6 = maj6

1-3-6-9 = maj6/9

1-3-b5-7 = maj7*5 (b5 is enharmonic of #4)
1-3+5-7-9 = majos5

1-3-45-7-9-13 = maj13%5

Lydian-Augmented vamp: The essence of this mode lies in its major sound, due to the 3rd |
and 7th. The #4 and #5 are the “color” tones. The chord vamp here stresses these color tones.

CD Track #11
xe X X8
4f-
61| |00 430
| [ ol
Amaj745 Amaj75

FNRN

I Use A Lydian-Augmented
(all black dots on A notes)

# |
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Lydian-Augmented Fingering Patterns

These patterns are similar to the Lydian patterns from the major scale.

condensed extended condensed extended
654 321 654 3 21 654 321 654 321

OO Il &ld
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oloo  oooloo [[]ce

@G| @ ‘ @O |®

é)@ 2 ®
®

condensed extended condensed extended
654 321 6:5 4.-3-21 6 51418 24 654 32 1

olo|| oo dooo o |e

©@® ‘ > ® | @a
@‘ 47@@‘5 @ DD | B @ fas

@
NDEE) | @ _L 2 (t!)(z) ‘ 3 )
‘ © ©leo|® ®]| | | HOO0E ®
3 e i 5
condensed extended @

654321 654321
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Lydian-Dominant (4th mode of jazz minor)

This mode combines the sound of the mixolydian mode (5th mode from the major scale) with
the lydian sound, the raised 4th. As well as being called lydian-dominant, this mode is also
known as the Overtone scale. This mode is very useful over dom?7 type chords, especially those
with a b5 or #11. The important notes in this mode are the 3, #4 and 7.

e & |
1-2-3-$4-5-6-t7-8
=k g

,———extensions——|
1-2-3-4-5-6-)7-8-9-10-#11-12-13
(2) (*4) (6)

By stacking 3rds above the root of this mode, a series of dominant sounding chords result.

1-3-5 = maj triad

1-3-5-7 = dom7

1-3-5-+7-9 = dom9
1-3-5-b7-9-#11 = dom9#11
1-3-5-b7-9-#11-13 = dom13#11

Respelling the #4 as a 5 will produce other types of altered dominant chords.

1-3-b5 = maj triad w/5
1-3-b5-+7 = dom7+5
1-3-v5-+7-9 = dom9k5
1-3-5-b7-9-13 = dom13t5
All of the chords from this mode are very useful to jazz musicians since so much jazz music

uses altered dominant chords. (For more on altered dominant chords, see the section on chord
construction.)

Lydian-Dominant vamp - The essence of this mode lies in its dominant sound. The 3rd, +7th,
and #4 are the tones to focus on.

CD Track #12  [Tig| I
8-2@ "
%
| 10 e IS
C7H5 CY¥5
—4 : Use C Lydi i
. 2 ydian-Dominant
#1 H4— (all black dots on C notes)




These patterns are a modification to the mixolydian patterns (5th mode of the major scale). Here, the 4th

Lydian-Dominant Fingering Patterns

has been raised by one half-step.

condensed
654321

extended
654 3 2]

condensed
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extended
654 321 654321
o
ORE | ® @6
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condensed
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extended
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OO0
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6-5c4.: 3.2 1 654321
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@6 2) 7

@
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o

2
condensed extended
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?
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Mixolydian 6 (5th mode of jazz minor)

This mode also has a dominant sound due to the 3rd and +7th pitches. The only alteration to the
scale occurs on the b6, which is the enharmonic of the #5. This mode is similar to the mixolydian
mode (5th mode of the major scale).

I_ m7 1
| m6 | \
1-2-3-4-5-56-b7
L g

extensions———t
1-2-3-4-5-6-t7-8-9-10-11-12-b13
(2) (4) (- 6)

By stacking 3rds above the root of this mode, a series of dominant sounding chords result.

1-3-5 = maj triad

1-3-5-b7 = dom7

1-3-5-+7-9 = dom9
1-3-5-b7-9-11 = dom11
1-3-5-+7-9-11-b13 = dom11+13

If the b6 is respelled as the #5, other chords emerge.

1-3-#5 = augmented triad
1-3-85-b7 = aug7
1-3-#5-57-9 = aug9

1-4-5 = sus4

1-4-5-b7 = sus7
1-4-5-b7-9 = sus9

This mode can be played directly over unaltered dominant chords in which case the ¥6 will be a
strong tension tone. In chords which contain the v6 (#5), this note won't be quite so tense.

This vamp is made up of an altered dominant chord and an unaltered one. (The one with the #5
is the altered chord.) Listen for the tension tone (+6) when playing over the unaltered chord.
Resolve this note to the 5th if you feel the need.

CD Track #13 1 R
5.9 |0 415 [
TR oY)
| | l
A7i5 A9 (C¥m7b5)
4 7 Use A Mixolydi
: - ydian 6
#1 t Ed (all black dots on A notes)



These fingerings are a modification to the mixolydian patterns (5th mode of the major scale). Here, the 6th

Mixolydian 6 Fingering Patterns

has been lowered by one half-step.

condensed
654 321

extended

654321

allo] olesle
1 0
condensed extended
65:4 321 654 321
oloolo vole
00 | © ®
® D 1001006
o O G
o [doed
3 60
condensed extended
654321 654321
zé;ufg ®
ololoo |ooe
®|C @10 | OO
20 00 |00
é QG!)@ 61
5

condensed extended
65 4321 654 3 21
é
o8 |0 (@] o
B Q| ®|lo®|e
Ol I9CRIOMOUIKS] (€
soloes |[[d
: eO
condensed extended
654 3 21 6:5. 4,321
|
DOLO0E ¢ ®
G > | 00@ac
00| ©|e i—@
ololeo [o]o
4 ©0
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Locrian #2 (6th mode of jazz minor)

This mode suggests a minor sound due to the 3 and »7 pitches. However, the inclusion of the
b5 and b6 cause tension in minor chords.

! i l |
1-2-b3-4-)5-b6-+7-8
ol |

mé6

extensions——|
1-2-b3-4-t5-b6->7-8-9-b10-11-+12-b13
(2) (4) (*6)

By stacking 3rds above the root of this mode, a series of minor sounding chords result.

1-b3-b5 = dim triad

1-b3-b5-b7 = min7b5 (aka half-diminished)
1-+3-b5-b7-9 = min9k5 (rare)

1-b3-b5-b7-9-11 = min11b5 (rare)
1-b3-b5-b7-9-11-b13 = min11b5b13 (very rare)

Respelling the 6 as a #5 will produce other types of minor chords.
1-b3-85 = min#5
1-b3-85-47 = min745
1-b3-45-b7-9 = min9#5
1-+3-85-57-9-11 = min1145

The most useful chord from the first harmonization of this mode is the min7*5. From the second
harmonization, the min7#5 is the most common.

Locrian #2 vamp - stress the chord tones (1-+3-+5-7) over the first chord and the +6 over the
second chord.

CD Track #14

Use G Locrian #2
(all black dots on G notes)

#1{

RPN




Locrian #2 Fingering Patterns

These patterns differ from the Locrian (7th mode of major scale) by only one note. Locrian #2 has a natural

2nd degree, whereas the Locrian has a lowered 2nd. The 2nd in the Locrian #2 mode is really a natural

2nd. It is called a raised 2nd in relation to the 2 found in the Locrian mode.

condensed extended condensed
654321 654321 654321
(%) 63
®ONE | @ &JED 6
olle| oleslo
2 D |G SXGB 5 @33)
9 | ©¢ ®
: L0
condensed extended condensed extended
654321 654321 654321 654321
b00 | ©|e
® |6 | O 2| @®
2| ® @0 | ©D
[ 10 5 (L) 3®) (7)(19)@ DG £
® é @!@ 2| ® b@é @
3 00 4 :
condensed extended @
654321 654321
7ol &5
659‘5_(95 OO 26
2)(5 .@5{7) 3
?é} DMK ) 5 6
ollel olesle
5
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Super Locrian (7th mode of jazz minor)

For many jazz musicians, this is the most useful mode from the melodic minor scale. It is also
known as the "altered” scale. The reason for this name, is because it contains every potential
tension tone commonly heard in dominant 7th chords. These notes are the b5, #5 (+6), 9 (-2)

and F9 (+3). It's the easiest mode to remember because every note, except the tonic, is flatted!

! s |
1-b2-b3-b4-b5-b6-b7-8
L zad

m3

An enharmonic spelling of this scale will make it easier to see what's really going on.

tension tension
r tones r tones

1-+9-#9-345-45-,7-8
| |

[

chord tones
This mode is also called a combination scale because it is made up of parts of two different
scales. The first four pitches come from the diminished scale (beginning on a half-step). The
second group of notes form a whole-tone scale.

diminished whole-tone

[ scale ~ | scale
1=b2=b3-b4 -5 06 -+7 -8

[———extensfons——l
1-b2-b3-b4-b5--6-b7-8-b9-b10-b11-b12-513
(*2) (-4) (*6)

By stacking 3rds above the root of this mode, a series of diminished sounding chords result.

1-b3-b5 = diminished triad

1-b3-b5-b7 = min7t5

1-b3-b5-b7-+9 = min7b59 (rare)

1-b3-b5-b7-b9-b11 = min7b5b9b11 (extremely rare)
1-b3-b5-b7-b9-b11-b13 = min7b5>911b13 (very rare)

Respelling the 6 as a #5, and the ¥4 as a 3 will produce the chords where this mode is
commonly used.

1-3-b5 = maj b5 triad

1-3-b5-b7 = dom7+5
1-3-b5-b7-49 = dom7+59
1-3-b5-b7-#9 = dom7:5#9
1-3-#5-b7 = dom745 (aka aug?7)
1-3-#5-b7-b9 = dom7#5b9
1-3-#5-b7-#9 = dom7#5%9
1-3-+5-b7-b9-#9 = dom7>5+9#9
1-3-#5-b7-b9-#9 = dom7#5>9¥9



Super-Locrian Fingering Patterns

condensed extended
6:54 321 654321
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G 26

condensed extended
654 3 21 654321

condensed extended
654 3 21 654321

©| 0000
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condensed extended
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Super-Locrian vamps - bring out the tension tones in this mode (*9, #9, b5 and #5). This is what

it's all about.

CD Track #15

X X X
13
5f:r 10 5f:r 20
i %
11 I
A745b9 ATb5
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@® X AXX
1
758 [ 7t | 6K
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#2 e

Use A Super-Locrian
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i —

— i e ——

- —

~ A A



...,
69

Harmonic Minor Modes

Harmonic minor is one of the three traditional minor scales. The other two types of minor scales
are the pure minor (same as the natural minor or Aeolian mode) and the melodic minor. There
are other minor sounding scales which are not considered traditional in a classical music sense,
such as Dorian and Phrygian.

The harmonic minor is closely related to the pure minor scale (see Aeolian mode). There is only
one difference between these two scales: this difference is in the 7th scale degree. The pure
minor has a lowered 7th (+7), while the harmonic minor has a natural 7 (this natural 7th scale
degree is often called a 7). So it's possible to convert any pure minor scale into a harmonic
minor scale by simply raising the 7th scale degree by one half-step. Composers of classical
music would often modify the natural minor scale by raising the 7th to strengthen the cadential
(places of resolution) points in the music. The raised 7th gave the melody a stronger sense of
momentum and arrival.

natural minor —  1-2-b3-4-5-b6-b7
harmonic minor ~——  1-2-b3-4-5-b6-7

The harmonic minor scale contains the augmented 2nd interval. This occurs between the
lowered 6th (+6) and the natural 7th. An augmented 2nd is enharmonically the same sound as a
minor 3rd, so there is a pretty large space between the 6 and the 7. Exploiting this unique
fealure in your solos will really bring out the essence of this scale. This scale also has three
half-steps.

A2nd

h-s h-s

/\l—l /\ T L& extensions ———
1-2-)3-4-5-)6-7-8-9-10-11-12-13
(2) (4) (#5/6)

half-step

The augmented 2nd gives the scale a "middle eastern” flavor. This scale was also favored by
jazz musicians during the bebop era. And because this scale sounds so "classical” ina
Baroque sense, it is favored by many "metal" players.

As with the major scale, many modes are possible with the harmonic minor. Not all them are as
commonly used as the modes of the major scale. The chords generated by the harmonic minor
scale are more unusual and rare. (If you are unclear how to harmonize a scale, see the section
on scale harmonization.)

Unlike the modes of the major scale, these modes don't have common names like lonian,
Dorian, ete. Instead, they are identified by the starting note, such as Harmonic Minor Mode 1.
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Harmonic Minor Mode 1

This mode is used for soloing over minor sounding chords. Here are some of the chords
produced from mode 1 by stacking intervals of a 3rd on the root note:

A2nd

|——extensions—|
1-2-t3-4-5-t6-7-8-9-+10-11-12-b13
(2) (4)  (%5/%6)

Triadic chords from the harmonic minor scale:

1-b3-5 = min triad

1-+3-5-7 = min #7 (aka min 47)

1-+3-5-7-9 = min #7/9

1-b3-5-7-9-11 = min #7/11
1-b3-5-7-9-11-+13 = min #7/>13 (very rare)

You can use this scale over any of the chord fragments from this list or over some of the hybrid
sounds below. Also, it sounds very good to play this scale over a min7 chord even though the 7
in this type of chord is flatted. This holds true for the ming, min11, and min#5 (#5 is enharmonic
of b6). Keep your mind and ears open!

1-5 = power chord
1-2-5 = sus 2

1-b3-9 = min add9
1-b3-#5 = min #5
1-b3-7-9 = min add9(%7)
1-+3-#5-9 = min add9(#5)

There are many possible fingerings for the harmonic minor modes. Here are a couple of
different ones. As in the major scale modes, two different types of fingering patterns are offered:
condensed and extended (3 notes per string). The solid black dots represent the root note of
the mode.



Harmonic Minor Mode 1 Fingering Patterns

condensed extended
654321 654321
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condensed extended
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3 QE®
condensed extended
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2 00
condensed extended
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When soloing with this scale, stress the 3 and natural 7. These are the two pitches which define
the sound of this scale. The b6 is considered a dissonant tone and should resolve to the 5th.

CD Track #16)

(&
i
Y fo1 )
Amin E
" Use A harmonic minor
#1 K 4§  (all black dots on A notes)
X X XX ®XX
7th fret— S 7t fret— 1l |
50 | ath fret— oY)
3
o)
l
Em Em#7 Cm/E
Use E harmonic minor
#2 5 (all black dots on E notes)
X b
8th fret —
| 8th fret—|}
B0 5
[ I
Cm Fat5

Use C harmonic minor




Harmonic Minor Mode 2

This mode has a dark sound resulting from the m2nd, t3rd and d5th intervals. The A2nd falls
between the v5 and 6 scale degrees. This scale is also known by the name of Locrian natural 6.
(The Locrian mode is the 7th mode from the major scale and it's formula is 1-2-3-4-+5-46-+7), Like
the Locrian, this scale is another possibility to consider when improvising over the min7+5 chord.

A2nd

N

1-243-4.15-6-/7-8

Another interesting feature of this mode is its bluesy sound. This effect is produced because of
the b3, b5 and +7; all common blues notes.

’—extensions——]
1-b2-+3-4-5-6-b7-8--9-b10-11-512- 13
(>2) (4) (6)

By stacking intervals in 3rd's from the extended scale, the harmonies from this mode reveal
themselves. They will all be minor in sound because of the lowered 3rd. However, the 5 does
affect the overall sound of the chord, giving them a diminished flavor.

1-b3-b5 = dim triad

1-b3-b5-k7 = min 7°5 (aka half-diminished)
1-3-+5-7-b9 = min 7(+5+9)

143-b5-:7-b9-11 = min 11(>59)
1-63-b5-7-59-11-13 = min 13(b59)

Chords formed by stacking intervals in 3rd's are not necessarily chords that are all that
common. They do exist, at least in theory, and may be worth exploring.

There are other chordal sounds which can be constructed from this mode. These chords are
combinations of notes not necessarily based on stacking 3rd's. In fact, many of these chords
won't have 3rd's at all. They are hybrid chords. Experiment with them. They can be useful.

1-b5-+7 = incomplete m7b5
1-b5-b7-b9 = incomplete m7(>59)
1-4-b7-59 = sus 79

1-b3-6-b7 = min 6/7

1-b3-b7-11 = min 11

This mode could also be played over a variety of altered dominant chords for an "outside" or
altered sound. It works in this application because the 3 of the mode can be thought of
enharmonically as the #9, a common chord alteration. Try this mode over any altered dominant
chord which contains either a v5, #11, b9, #9 or any combination of these.

1-3-b7 = dom 7

1-3-b5-b7 = dom 7b5
1-3-b5-b7-b9 = dom 7(+5"9)
1-3-b5-b7-/9-#9 = dom 7(v59%9)
1-3-b7-#11 = dom 7411 -
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Harmonic Minor Mode 2 Fingering Patterns

condensed extended
654321 654321
5 4
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2 3
©

condensed extended
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condensed extended
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condensed extended
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If you use this mode over the m7+5 chord, the b2 (+9) and the 6 will be dissonant. The b2 will pull
to the 1 and the 6 to the b7. If you choose to use it over some of the altered dominant chords,
the +3 (#9), b5 and +2 tones will be the tension tones. Use your ear and resolve them if you have

to.

CD Track #17 x X X b 4
1
5th freg_QQ 3(5‘0 5th fre!—zg %Zb_“
L] [
Am7+5 Amii
#1 ﬁ : I Use A harmonic minor #2
(all black dots on A notes)
X X X X
I
1
HEE 2
7th Iret—_T 04 7th fret—
&) [1]
E7#9 E7+9
#2 tq = I Use E harmonic minor #2
4 (all black dots on E notes)
XX
8th fret-1 8th fret—| |'O
3
)
B [0 [
LI |
Cm13 C139

#3 - I Use C harmonic minor #2
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Harmonic Minor Mode 3

Mode #3 is unusual because it contains a #5 and a natural 3 and 7. The 3and 7
suggest a major 7 chord, but the ¥5 is a dissonant tone in this type of chord. These
distinguishing features make this mode less frequently used than some of the others.

A2nd
M=
1-2-3-4-#*5-6-7]-8
L M7

,———extensions——]
1-2-3-4-45-6-7-8-9-10-11-#12-13
(2) (4) (6)

The chords from this mode are unusual in that they don't conform to the normal major
sound most of us are used to. However, composers such as Herbie Hancock and Chick
Corea have been known to use these chords in some of their jazz music.

1-3-#5 = augmented triad

1-3-#5-7 = maj 7%5

1-3-#5-7-9 = maj 9%5

1-3-#5-7-9-11 = maj 11¥5 (very rare)
1-3-45.7-9-11-13 = maj 1345 (very rare)

Try this mode over this vamp. The chord is meant to bring out the sound of the #5. This
is the tension tone and the pitch which defines the personality of this mode.

CD Track #18

X X
5th fret—
SO
[1]
Amaj785 P4

oo

(all black dots on A notes)

é Use A harmonic minor #3

#1




Harmonic Minor Mode 3 Fingering Patterns

condensed extended
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condensed
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extended
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Harmonic Minor Mode 4

The fourth mode of harmonic minor is very useful for several reasons: It contains the b3,
#4 and b7 pitches. All of these are very bluesy notes. Secondly, the inclusion of the +3
and the b7 allow this mode to be used over minor and dominant chords. You could think
of this mode as a Dorian with a #4.

A2nd
e n
1-2-+3-#4-5-6-7-8
| d4 |
L m7 J

,——-extensions—|
1-2-b3-84-5-6-b7-8-9-b10-411-12-13
(2) (*4) (6)

Harmonizing this mode produces some useful chords.

1-k3-5 = min triad

1-+3-5-+7 = min 7

1-b3-5-+7-9 = min 9
1-b3-5-+7-9-11 = min 9%11
1-+3-5-+7-9-#11-13 = min 13#11

Other possible hybrid minor chords:

1-k3-5-6 = min 6

1-b3-5-6-b7 = min 6/7

1-+3-5-6-9 = min 6/9

1-3-5-9 = min add9

1-b3-b5-b7 = min 7+5 (¥5 is same as #4)

There are many other useful chords which this scale suggests. Even though the mode
doesn't contain a natural 3, the chord you choose to use the mode over can have this
note. The +3 in the mode will sound as the #9 against the chord. This is totally
acceptable when using this mode over a dominant or altered dominant chord.
Remember too that the #4 can be enharmonically thought of as the b5.

1-3-5+7 = dom 7

1-3-5-t7-9 = dom 9

1-3-5-67-9-#11 = dom 7¥11 or dom 7v5
1-3-5-b7-9-#11-13 = dom 13811
1-3-5-+7-49 = dom 749

1-3-b5-b7 = dom 7t5
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Harmonic Minor Mode 4 Fingering Patterns

condensed extended condensed extended
654321 654321 554321 654 321
ool | ¢ )6
@ DI6] | 6@ 2) 8)(2 tDENE3
(@) & G ’
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654321 654 321

EXDC
DE )




80

This mode is useful in a wide variety of situations. Since many songs use both dominant
and minor chords, you may discover many opportunities for using this sound. When
playing this mode against minor chords as in example 1, you may find that the #4 is
dissonant. Resolve it to the 5th. When using it over dominant chords as in examples 2
and 3, the #4 and b3(#9) are the tension tones. Resolve these notes to the closest notes
either up or down. Lastly, if you choose to use this mode over the minor7+5 chord, the
tension tone is the natural 5th. Resolve it down to the #4.

CD Track #19
5th fretl 5th fret—1- m

O ol o
l [11]
Am7 Am6/7
_ Use A harmonic minor #4
#1 : (all black dots on A notes)
®
1 1
9 3rd fret— s
7th fret— (@]
e 1]
ES E7%9
#2 tﬁ : I Use E harmonic minor #4
(all black dots on E notes)
X X b, X
3 i
8th fret— | C -
40 8th fret— %ﬁ)

#3 E : l Use C harmonic minor #4
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Harmonic Minor Mode 5

This mode is defined by the M3, m7, m2 and mé6 intervals. These intervals suggest an
altered dominant sound. The +2 will be heard as a 9 and the 6 as a #5. Dominant
chords which contain either a +9, #5 or combination of these notes will work well with
this mode. This mode is also known as the Phrygian-Dominant scale.

A2nd

1-b2-3-4-5-r6-b7-8

e, |
m3 -

m7

’—extensions——]
1-b2-3-4-5-b6-+7-8-r9-10-11-12-413
(*2) (4) (+6)

Chords generated by stacking intervals of a 3rd:

1-3-5 = maj triad

1-3-5-b7 = dom 7

1-3-5-b7-/9 = dom 7+9
1-3-5-b7-)9-11 = dom 11+9
1-3-5-b7-)9-11-b13 = dom 139

Other possible hybrid chords:

1-3-#5 = aug triad (¥5 enharmonic to "6)

1-3-#5-b7 = aug 7

1-3-#5-b7-+9 = dom 7(#59)

1-4-5 = sus 4

1-4-5-b7 = sus 7

1-4-5-b7-b9 = sus7b9
All of the chords produced from this mode function as dominant (tension) chords. It may
take some time to get used to these sounds. However, these chords are some of the
standard harmonies used in jazz.

An interesting 6 note scale can be created from this mode by leaving out the 3rd. The
sound of this new scale is very "Japanese" and mystical. Try it!

1-b2-4-5-b6-57-8
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Harmonic Minor Mode 5 Fingering Patterns

condensed extended condensed extended
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One of the best ways to hear the tension tones in a scale or mode is to lay down a

basic four note chord which doesn't contain the tension tones. This will make it easier to
hear where the tensions want to resolve. Example 1 is such a groove. Listen how the b2
(+9) pulls to the 1 and how the +6 needs to go to the 5. Example 2 includes some of the
tension tones in the chords. The purpose of this exercise is to train your ear to

recognize the sounds of altered chords. In this exercise, the tension tones don't need to
be resolved because they are being constantly reiterated in the chord. Try emphasizing

the b2 and 6 notes.

CD Track #20

#1

X® Xe X
i
L
l
A Bb/A
4
7th fret-—1 g 3)
17
Q 7th fnat—2 30
| 'S | [o
Esus7 E7#59

#2

Use A harmonic minor #5
(all black dots on A notes)

Use E harmonic minor #5
(all black dots on E notes)
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Harmonic Minor Mode 6

This mode leans toward the major sound because of the M3 and M7 intervals. The one
dissonant tone is the #2, heard enharmonically as the #9. There aren't many major
sounding chords which contain this note. The blues scale does contain a b3, which is an
enharmonic spelling of the #2. (Remember that the #2, +3 and #9 all sound the same.)
This mode is capable of producing a bluesy sound over major chords. The #4 (+5) is not
really a dissonant tone over major chords. This pitch is less dissonant than the natural 4
which occurs in the major scale. This #4 will give a Lydian feel to this mode. You could
almost think of this mode as a Lydian blues sounding scale.

A2nd

1-42-3-$4-5-6-7-8

[ A — | |

extensions

1-42-3-44-5-6-7-8-49-10-¥11-12-13
(%2) (%4) (6)

Here are some of the chords generated by stacking intervals in 3rds:

1-3-5 = maj triad

1-3-5-7 =maj 7

1-3-5-7-49 = maj 749 (not common)
1-3-5-7-#9-#11 = maj 7(¥9%11) (not common)
1-3-5-7-#9-#11-13 = maj 13(#9%11) (not common)

Other possible hybrid chords:

1-3-»5 = maj triadt5 (*5 enharmonic of #4)
1-3-5-7 = maj 75

1-3-5-7-#11 = maj 7411

1-3-5-6 = maj 6

1-3-6-7 = maj 6/7

1-3-6-#11 = maj 6411




Harmonic Minor Mode 6 Fingering Patterns

condensed
654321

extended
654321

®
condensed extended
654 321 654321
2 4X7)(3)B

4)(7)(3)6 ‘4 5
5

ypyee!

condensed
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condensed extended
654321 654321
ellole oole
3Xe) | DB @)
ypyRessyp
2DRE) | € (5L+ 5
2 o |lode
2 00
condensed extended
654321 654321
&0 1@&
® 5‘36 @)
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Qe | @0 |@
ol lcoe ¢ooloo
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Example 1 is just a one chord vamp on Amaj7. Listen how the #2 (+9) pulls toward the
natural 3. You may sense some pull from the #4 toward the 5 too. The essence of this
mode lies in the #4, 3 and 7. The #2 will give a blues sound. Try bending this note up
just a little, toward the natural 3. It will take the edge off of it a bit. Example 2 stresses
the #4 note in the chord, so you can hang on this note in your solo too.

CD Track #21

. b. (®
=
5th fret— 5th fret—
o0 1
[ % |
Amaj7 Amaj7
4 _ Use A harmonic minor #6
#1 = il (all black dots on A notes)
X X
7th fret—
2t 7
3 213 4B T3 3
| | fo [ 78]
Emaj9 Emaj7b5 Emaj9 Emaj7
e =il Use E harmonic minor #6
#2 =3 “Hl (all black dots on E notes)
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Harmonic Minor Mode 7

This is the last of the modes from harmonic minor. lts formula makes it look very
complex. It does have many alterations, which makes it suitable for use in a limited
way. The main chord which this mode produces is the diminished 7th.

A2nd
R
1-b2-b3 -b4-bt5-/6-b7-8
1 s — = |

,———extensions———l
1-b2-b3-b4-b5-b6-H7-8->9-b10->11-b12-+13
(*2) (-4) (+6)

Chords generated by stacking intervals of a 3rd:

1-b3-b5 = dim triad

1-b3-b5-b 7 = dim 7th

1-b3-b5-b 7-b9 = dim 79 (very rare)

1-+3-b5- 7-b9-+11 = dim 7(*911) (very rare)
1-b3-b5-b7-9-b11-b13 = dim 7(+9+11+13) (very rare)

It might be easier to comprehend this mode by respelling it enharmonically. This is not
the correct spelling, but it will give you the correct sound and make it easier to see
some of the other possible chord sounds which may be drawn out of the mode.
l o —
1-b2-)3-3-44-45-6-8
(+9)(#9) (¢11)

Now it's possible to see how some dominant sounding chords might be extracted from
this mode. Even though the mode doesn't have a7, an important tone in all dominant
chords, it's still possible to use this mode to solo over chords which do contain this pitch.

Here are a few possible chords where this mode would work:

1-3-+5 = maj triad5 (*5 is enharmonic of #4)
1-3-#5 = aug triad

1-3-5-7 = dom 75

1-3-#5-+7 = aug 7

1-3--5-b7-#9 = dom 7(°5%9)

1-3-b5-b7-+9 = dom 7(>59)

1-3-#5-b7-b9 = dom 7(459)

1-3-#5-7-#9 = dom 7(#549) _
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Harmonic Minor Mode 7 Fingering Patterns

Note: In order to show the scale degrees in the finger circles, the 6 will be shown as the
enharmonic equivalent of #+7.

condensed extended condensed extended
654321 654321 654321 654321
2)¢5 4 ¢3)e)¢2
6 (H(® ¢a
@@ 2)¢5 (é BIG
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2)¢5 @@ J
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ool | o 9!
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6 6 +4)(6
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Example 1 is the obvious use of this mode, playing over the dim7 chord. There will be some
tension tones in this scale when used over the dim7 chord. Keep your ears open. Example 2 is
not so obvious. This exercise uses the altered dominant sound. The first chord has the 5
already in it, while the second chord contains the #9 (*2). The 9 and 6 will be additional tension

tones.

CD Track #22

X X { X
4
5th fret-=9 30 6th fret— 293 .
4 1% [0
Ao7 Eto7
ﬁ - Use A harmonic minor #7
#1 B 5 (all black dots on A notes)
X X X
1}
8th fret—@ < b
% 8th fret— dS
| L]
C7'5 CT%
ﬁ . Use C harmonic minor #7
#2 H4 (all black dots on C notes)
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The Blues Scale

The blues scale, or some variation of it, is the most frequently used scale in pop and rock
music. It is played over every conceivable type of chord. This scale immediately conjures up
images of rock n' roll and is the link with that style of music which is the well spring of most
contemporary pop music: the blues.

What is commonly called the blues scale is really only an approximation of what is actually
played by experienced musicians. There are many scales that are called "the blues scale" and
they will all be listed here and their important features examined.

The different blues scales can be loosely divided into two different categories: those with an
overall major sound and those with a minor sound. The most common blues scale leans toward

the minor sound.

Here are the formulas for some of the blues scales:

Blues scale #1 1-+3-4-5-57-8
(minor pentatonic)

Blues scale #2 1-b3-4-#4-5-b7-8
Blues scale #3 1-2-b3-3-5-6-8
Blues scale #4 1-2-b3-#4-5-6-+7-8
Blues scale #5 1-+3-3-4-#4-5-+7-8
Blues scale #6 1-2-3-4-5-6-b7-8

(mixolydian mode)

Every blues scale must make use of the "blue" notes. These special notes are generally
described as lying between the +3 and the natural 3, between the 4 and 5 and between the 6
and 7. Normally, these notes are produced by bending up from the lower note into the general
area of the higher note and fine tuning according to taste. These blues notes are responsible in
large part for the huge variety of sounds possible from what is called the blues scale.

Areas of the scale which produce the "blue notes":

| [N | | ]

1-2-v3-3-4-#4-5-6-+7-8

These ambiguous areas, where the blue notes live, account for the large number of different
blues scales. Because this scale is played over so many different chords, there will be times
when the b3 and +7 are stressed. At other times, the natural 3rd and 6th may be accented. One
thing is for certain, to develop your own voice with this scale, you must pay particular attention
to these areas.




The most common blues scale is probably number two, (1-+3-4-#4-5-t7). It is a six note scale,
like the whole-tone. Bear in mind that certain notes in this scale will need modification from time
to time, depending on the sound you're after. It might be best to think of the 3 as also including
the natural 3rd because this tone, more than any other, will determine the overall flavor of the
scale; being either major or minor.

Although this scale can't be harmonized in the same way that some of the more traditional
scales could, by stacking intervals in thirds, it is still possible to extract chords from it.

b3-4-%4-5-b7-8
(¥9) (11) (+5)
(#11)

There are many different chords which can be built from the blues scale. Some of the chords
will be minors and majors and others will be both unaltered and altered dominants.

unaltered dominants minor chords

1-3-5-b7 = dom 7 1-b3-5 = min triad
1-3-5-b7-9 = dom 9 1-b3-5-6 = min 6
1-3-5-b7-9-13 = dom 13 1-b3-5-6-+7 = min 6/7
1-2-5 = sus 2 1-b3-5-b7-9 = min 9
1-4-5 =sus 4 1-b3-5-6-9 = min 6/9
1-4-5-b7 = sus 7 1-b3-5-9 = min add9
1-4-5-b7-9 = sus 9 1-b3-5-b7-9-11 = min 11

1-b3-b5 = dim triad
1-b3-b5-+7 = min 75

altered dominants
1-3-5-b7-#9 = dom 749 (#9 is enharmonic of »3)
1-3-5-b7-#9 = dom 7 (v549)

major chords

1-5 = power chord

1-3-5 = maj triad

1-3-5-6 = maj 6

1-3-5-7 = maj 7

1-3-5-7-9 = maj 9

1-3-b5 = maj »5 (b5 is enharmonic of #4)

From this list you might be thinking that it would be easier to list the chords where this scale
wouldn't work. This scale is the most forgiving of all scales because it can be used over so
many different chords. Whenever you want to conjure up a bluesy sound, this is the scale to
use. With the major chords, especially those with a natural 7th, you must be careful with the 3
and +7. The *3 should be bent up to the natural 3rd and the t7th should be bent up to the natural
7th. .
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Blues Scale Fingering Patterns: 1-+3-4-#4-5-57

654321 654321

654321

654

321 654321

5@

3| | DO®

©
NI 4

1 2

These extended patterns are

used for creating runs up the
fingerboard. The fingerings are
very simple as are the position
shifts. When shifting up the neck
(toward the body), slide up with
your ring finger. When sliding down
(away from the body), use your
index finger.

extended (root on 6)

654321
11-
sf-?é
5 1S
2
7f-
of-

extended (root on 5)

1f-

654 321




Blues scale vamps - Experiment with the blues notes, especially on chords with the natural
3rd (dominant 7ths and majors). Hang on each tone of the scale so you can hear how each
note feels against the chord. Listen for tension. Make subtle bends on the 3 and 4.

CD Track #23
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Use E Blues - stress the »3 and 7

Use C Blues - stress the b3 and 7

Use G Blues - stress the 3 and 7

Use D Blues - stress the b3, 3 and 7
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The Whole-Tone Scale

The whole-tone is called a symmetrical scale because the distance between each note is
exactly the same: a whole-step. If you begin at the first fret of any string and play up that string
by whole-steps, you will arrive at the octave in six moves.

Whole-Tone scale on one string
w-step w-siep w-step w-step w-step w-step

I Il If Il JL I |

—®&— O T Or—TOr—TOr—T-COr——@

1 2 3 4 5 6 7 8 9 10 11 12 13

Because this scale is made up of just whole-steps, any note can be considered the tonic or root
note. Without half-steps, this scale doesn't have the normal pull toward a root note. It is the
most democratic of all scales; no note carries more tonal weight than any other. As a result, this
scale can produce an effect not unlike free-falling or musical anarchy.

There are only two whole-tone scales possible: one which starts on any given note and the
other which starts either one half-step up or down from this note. As an example, if you begin a
whole-tone scale on C, the pitches would come out as: C-D-E-F#-G#-B. By starting the next
scale on C¥, the notes would be: C#-D#-F-G-A-B. By adding all of these notes together, the
chromatic scale is produced. This means that there are no modes for this scale. It also means
that you can't harmonize this scale by stacking intervals of a third.

| m7

|
1-2-3-4#4-45-17-8
IL__MSHI |
| A5

However, because the scale contains a natural 3rd and a +7, it can be assumed that this scale
will function over dominant chords. Because this scale also contains the #4(+5) and the ¥5, it is
perfect for use over dominant chords which contain either of these alterations.

Some of the typical kinds of chords you'd use this scale over are:

1-3-b5 = maj b5 triad

1-3-b5-b7 = dom 7b5

1-3-5 = aug triad

1-3-#5-b7 = aug 7th (aka dom7¢#5)

1-3-b5-+7-9 = dom 9b5

1-3-#5-47-9 = dom 945

1-3-#5-+7-#11 = dom 745%11
It's possible to use this scale over unaltered dominant chords if you want an "outside" or
dissonant sound. The tension tones, #4 and #5 will certainly stick out, but this practice is very
common, especially for interjecting momentary tension in a solo. (See example #1) Beware of

chords with altered Sth's (*9 or #9), these tones are not supported by this scale and may cause
some unintended tension.




Whole-Tone Scale Fingering Patterns

One of the wonderful aspects of playing patterns like these, is that you can move your ideas up
and down the fingerboard by whole-step, creating sequential ideas.

extended
654321 654 321 654 321

One way to bring a sense of stability to this scale is to
introduce a passing tone in between any of the notes. This (e
will suggest a stronger sense of melodic movement. By
resolving your ideas to only whole-tone scale notes, the

overall effect of the scale will be maintained. of-
Whole-Tone vamps: S
CD Track #24 @
X X X X 3
T% %4
511 @ ; . 5f- e
Q
I
A7 A9(no root)
—x
#1 - - Use A, B, C¥, D¥, F or G Whole-Tone
vl
). X X X
o
il ® e 3
50 0
[ I
C74%5 C7'5
#2 Igg 2 I Use C, D, E, F%, G#, F or B Whole-Tone
43
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The Diminished Scales

Another type of symmetrical altered scale is the diminished. Like all of the other symmetrical
scales, this scale has a consistent order to its interval structure. The symmetry is achieved
through a whole-step followed by a half-step arrangement. This is the unit of construction of the
scale and it is called the whole-half diminished scale.

Whole-half diminished scale on one string

w-step h-step

w-step

| I

Il

OI_OI—I__O

h-step w-step h-step w-step
Il Il

—Or—T1Or0—T7"5r@—

h-step
Il [

R |
| | | | | | | | | | |
| | | | | | | | | | |
| | | | | | | | | | |
| | | | | | | | | | |
1 2 3 4 5 6 7 8 9 10 11 12 13

|__basic building block |

This is an eight-note scale, which begins over on every other note. In other
words, the scale can begin on the tonic (1), b3, ¥4 or 6. Because of its makeup, there can only
be three different sounding diminished scales: one beginning on C, C# or D.

Formula for whole-half diminished scale: 1=2-63-4-)5- $5-6-7-8

chord tones

This scale is normally played over the fully diminished chord (1-+3-k5-k 7) and the diminished
triad (1-k3-k5). The scale contains all of the chord tones and four notes which are a whole-step

above each chord tone.

The only possible mode of the diminished scale is called the half-whole diminished scale
because it begins with a half-step. It follows the same order of half-steps and whole-steps as
the whole-half diminished except this scale starts on the half-step.

Half-whole diminished scale on one string

h-step w-step h-step w-step h-step w-step h-step  w-step
I |l Il I I Il 0l |
—=0 OrOr—@
| | | | | |
| | | | | | |
| | | | | | |
| | | | | | |
1 2 3 4 5 6 7 8 9 10 11 12 13

|__basic building block |

Formula for half-whole diminished scale: 1-b2-b3-3-b5-5-6-b7-8

(9)(¥9) (*11)

This eight-note scale is an important resource for improvisers wishing to solo over altered
dominant chords, especially those with b5, }9, #¥9 or any combination of these. This is not the
best scale choice for chords which contain the #5. Here are some of the possible chords where

this scale would work nicely.

1-3-5-t7 = dom 7

1-3-5-b7-b9 = dom 7°9
1-3-5-+7-#9 = dom 749
1-3-b547 = dom 755
1-3-55-+7-+9 = dom 7(>5+9)
1-3-+5-+7-49 = dom 7(+5%9)
1-3-5-b7-+9-411 = dom 7(v9%11)
1-3-5-b7-#9-#11 = dom 7(#9#11)



Diminished Scale Fingering Patterns
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Whole-half Whole-half
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The diminished scale, being symmetrical, is an example of a scale which works well for
sequential riffs; ideas that repeat themselves up or down the fingerboard using the same
rhythms but with different notes. Simply take a riff and slide it up or down 3 frets, an interval of a

minor 3rd.

CD Track #25

X . X b,

k) H;

52| [ e YIE
LT L
Ao7 Co7
#1 ﬁ : I Use A, C, Eb or G> whole-half diminished
b, b, b,
o
AL i 818 [
10 o
L I
C79 C7'5
#2 E 2 I Use C, Eb, Gt or A half-whole diminished

It's possible to superimpose (play a scale, arpeggio or chord whose root is different
than the root of the chord over which the superimposed scale, chord or arpeggio is to
be played) the half-whole diminished scale over an unaltered dominant chord. Even
though the chord doesn't contain the tension tones (v5, 9 or #9), the scale will still
sound great. If the tension tones sound "wrong" to you in this application, don't hang on
them. Instead, resolve your phrase to a chord tone. The root of the half-whole
diminished scale must be located one half-step above the root of the dominant 7 chord.

.4

X
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s @'
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G7 /

I Use Ab B, D or F half-whole diminished

#3 [H




The Augmented Scale

The augmented scale is another type of symmetrical scale. (Don't confuse this scale with the

whole-tone. The whole-tone scale is used over an augmented chord.) It is composed of

alternating augmented 2nd's and half-steps. (An augmented 2nd is the same in sound as a
minor 3rd.) Only four different versions of this scale are possible: one beginning on C, one on

C#, one on D and one on Eb. Like the whole-tone scale, this one also has only six notes.

augmented scale on one string

minor 3rd h-step minor 3rd h-step minor 3rd h-step
[ Il [l Il Il Il I
— & I I ] Or—O I —Or—@r—
| | | | | | | | | |
| | | | | | | | | |
| | | | | | | | | |
| | | | | | | | | |
1 2 3 4 5 6 7 8 10 1 1 13

| basic building block |

notes on which the scale pattern repeats itself

Formula for augmented scale - 1-#2-3-5-b6-7-8

All symmetrical scales repeat themselves. This one repeats itself every major 3rd interval. This
translates to every four frets on the fingerboard. In other words, if you begin this scale on the
first fret of the 6th string, you can repeat the fingering pattern beginning at the 5th fret of the

same string and at the 9th fret.

Although not as frequently used as some of the other symmetrical altered scales, this scale can

be useful for soloing over the following chords:

Vamp using augmented scale:

CD Track #26
%

3-8

il
Gmaj745

I Use G, B or E} augmented scales

# |3

1-3-5 = maj triad
1-3-5-7 = maj 7
1-3-#5 = aug triad
1-3-45-7 = maj 745



100

Augmented Scale Fingering Patterns

654 321 654321 654

3.2 1 654321 654321

9)
NEE 72(st) 2
3)(6 3] 16 3

2

extended (root on 6)
65 4 3 21
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3 _é) @

extended (root on 5)
654321
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The Chromatic Scale

This scale contains all scale possibilities. It is made up of 12 equally spaced half-steps and this
is why it is a member of the symmetrical scale family. As a result, there can only be one
chromatic scale. Pick any note and proceed by half-steps up or down the fingerboard. Any note
in this scale can be considered the root. Because of the equal distribution of pitches, no single
note stands out as being more important than any other.

Chromatic scale on one string

-

ste
—0T— O 0, @

b GermRmmm———
o |--i
—L e

7 2 3 8 7 8 9 10 11 2 13

It's not practical to try to list all of the chords which this scale contains because they all can be
found here. This scale will work over every chord. This is not to say that this is the only scale
you'll ever need to learn! Because this scale is so ungrounded, it must be used sparingly. If
overused, your solo will sound rambling, adrift in a sea of notes. It's a good scale to use over
various chords which sound ambiguous, such as the dom7+5, dom7¢5 and diminished 7th
chords.

Chromatic scale spellings:
using sharps - C-C#-D-D#-E-F-F#-G-GH#-A-A#-B-C
using flats - C-Db-D-Eb-E-F-Gb-G-Ab-A-Bb-B-C

One possible chromatic scale formula

1-b2-2-b3-3-4-b5-5-b6-6-b7-7-8:

Chromatic Scale Fingering Patterns

654321 654321 654 321 654321
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Typical sequential ideas using symmetrical altered scales

CD Track #27
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Synthetic Scales

Any set of notes can be ordered in a logical way to form a scale. Our system of music theory
divides the octave into 12 equal half-steps. Some composers have experimented with dividing
the octave into smaller intervals. Using these quarter-tone intervals or even smaller, micro-tone
intervals, will result in an octave division that exceeds 12 pitches. By reordering the octave into
many small intervals, scales with 24 or more notes are possible. For practical purposes, the
guitar is limited to scales of between 4 and 11 notes.

Scales of less than 5 notes tend to sound like arpeggiation figures (outlined chords). Scales of
more than 10 notes tend to have so many half-steps that a sense of pitch priority (tonicity) is
lost; the scale will sound to chromatic, with all notes being spaced nearly equally apart.
Normally, any scale will tend to divide the octave into equal parts. In other words, the scale will
be composed of a combination of half-steps, whole-steps or larger intervals, such as
augmented 2nd’s and minor 3rd's. Another method of creating a synthetic scale is to take an
existing scale and modify it by raising or lowering one of its pitches. By lowering the 2nd degree
of the major scale, a new scale is created which could be called major b2.

Major b2 scale 1-b2-3-4-5-6-7-8

Yet another way of inventing new melodic and harmonic material is to splice two different
scales together. By taking the front half of a major scale and attaching it to the back half of the
harmonic minor scale, a new scale is formed, the harmonic major.

— major —1 rharmonic min.™

Harmonic Major scale 1-2-3-4-5-b6-7-8

The melodies of non-American folk music have long been a source of unusual scales. Some
examples of these folk-based scales are included here.

Neapolitan minor  1-b2-b3-4-5-b6-7-8

Neapolitan major  1-b2-b3-4-5-6-7-8
Oriental 1-b2-3-4-b5-6-7-8
Double Harmonic ~ 1-b2-3-4-5-b6-7-8
Enigmatic 1-h2-3-#4-45-46-7-8

Major Locrian 1-2-3-4-b5-b6-b7-8
Lydian minor 1-2-3-#4-5-b6-7-8
Hunarian major 1-#2-3-#4-5-6-b7-8

Eight-tone Spanish 1-b2-b3-3-4-b5-b6-b7-8

Most synthetic scales have their basis in melodies or chord progressions. If an unusual scale
suggests itself based on an ostinato (repeated music idea) or an interesting grouping of unusual
chords, you may want to explore it as if it were a type of scale. Like the major, harmonic minor
and melodic minor scales, modes and their respective chords can be extracted from any set of
pitches. The key to developing your own scales and modes is experimentation.
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Bebop Scales

Another group of synthetic scales has been developed by players of the jazz style known as
bebop. An analysis of many of the solos from musicians as diverse as Louis Armstrong, Lester
Young, Coleman Hawkins and Charlie Parker, has resulted in what are called the bebop scales. I
These scales evolved because many musicians found that by altering the traditional scales
slightly, a stronger sense of melodic movement was possible.

The bebop major scale is simply a major scale with the addition of the ¢7. This addition makes
for an eight note scale. Another synthetic scale is called the bebop dominant. This scale takes

the mixolydian mode and adds a #5 note, again making for an eight note scale. And by adding a
natural 3rd to the Dorian mode, the Bebop minor results.

added
note

Bebop major 1-2-3-4-5-6-(+7)-7-8 (Major scale with added +7th)

added
note

Bebop dominant  1-2-3-4-5-6-(#5)-6-+7-8 (Mixolydian mode with added #5th)

added
note

Bebop minor 1-2-b3-(3)-4-5-6-t7-8 (Dorian mode with added natural 3rd)

For a detailed discussion of these scales, consult "How To Play Bebop", by David Baker.
Frangipani Press. Bloomington, IN 47402.
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I Major Bebop Scale Fingering Patterns (condensed only)
Use these scales as you would use the major scale. (See major scales for more detailed
information.)

654321 654321 654321 654321 654321
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Dominant Bebop Scale Fingering Patterns (condensed only)
Use these scales as you would use the mixolydian mode. (See mixolydian mode for more
detailed information.)

654321 654321 654321 654321 654321
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Minor Bebop Scale Fingering Patterns (condensed only)

DODED  GOL | ®
Use these scales as you would use the dorian mode. (See dorian mode for more detailed

¢
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Pentatonic Scales

A pentatonic scale is one which has five (penta) tones (tonic). These five notes tend to divide
the octave into equal parts using 2nds and 3rds, although any division of the octave using five
pitches would be called a pentatonic scale. The most commonly used pentatonic is based on
the minor scale. This minor pentatonic is often referred to as the "Rock" scale. The natural
minor scale (Aeolian) can be thought of as the parent scale of the minor pentatonic. A quick
comparison will show that the minor pentatonic is a stripped down version of the natural minor.

Natural minor 1-2-b3-4-5-6-b7-8
Minor pentatonic  1-3-4-5-b7-8

Some players use this minor pentatonic as a blues scale and it does function in this capacity,
but not as well as the blues scale (see Blues scale).

Because this scale does contain the 1-b3-5-t7, it's possible to derive chords from it.

1-5 = power chord
1-b3-5 = minor triad
1-b3-5-b7 = minor 7
1-b3-5-b7-11 = minor 11

In addition to these chords, this scale can be used over many other chords. This list of chords is
based on the fact that a scale doesn't need to contain all of the notes that are in any given
chord in order for it to sound correct.

1-3-5-b7 = dom 7
1-3-5-t7-9 = dom 9
1-3-5-b7-9 = dom 79 (#9 is enharmonic of }3)
1-4-5 = sus 4

1-4-5-b7 = sus 7
1-4-5-b7-9 = sus 9
1-b3-5-6- = min 6
1-b3-5-6-¢7 = min 6/7
1-+3-5-6-9 = min 6/9
1-£3-5-b7-9 = min 9
1-53-5-b7-9-11 = min 11

The major pentatonic scale is a five-note scale derived from the larger 7-note major scale. The
pentatonic version omits the 4th and 7th.

Major scale 1-2-3-4-5-6-7

Major pentatonic  1-2-3-5-6




This scale is very useful for getting a "country" sound and for soloing over major triads. Use
them for soloing over any of the following chords:

1-2-5 = sus 2

1-3-5 = maj triad
1-3-5-6 = maj 6
1-3-5-6-9 = maj 6/9
1-3-5-9 = maj add9
1-3-5-7 = maj 7
1-3-5-7-9 = maj 9

Superimposition

Superimposition occurs when a chord, scale or arpeggio is played over a given chord, whose
root is different than the new chord, scale or arpeggio. For example, instead of playing the C
major pentatonic scale over a C major chord, it is possible to play a G major pentatonic over
this chord. This is not an obvious use of the scale. In this case, the G major pentatonic is being
superimposed over the C major chord. G is the 5th of the C major chord, so the major
pentatonic beginning on the 5th of the chord is the starting place for the superimposed scale.
Superimposition produces some very interesting and useful possibilities.

The following list suggests starting notes for superimposing the major pentatonic over a series
of major chords.

Chord type Location of Maj. Pentatonic root Interesting notes added
maj triad built on root of chord only chord tones

maj 9 built on 5th of chord 6th

maj 13 built on 9th of chord only chord tones

min 7 built on b3rd of chord 11th

min 9 built on b7th of chord 11th

min 13 built on 4th of chord only chord tones

dom 7 built on root of chord 9th & 13th

sus 7 built on 4th or b7th of chord on 4th (9th & 13th) on b7 (9th)
dom 749 built on #9 of chord 11th

dom 7#(549) built a tritone from root of chord b9th & #11th

To determine the resulting sound of superimposing a pentatonic scale over any given chord,
you must perform some musical addition. You must find out how the pentatonic notes are
affecting the sound of the chord — is the scale adding notes to the chord or reinforcing the ones
already there? First determine the formula for the chord. In the case of the major 7, the formula
is 1-3-5-7. Then determine the note names for each of these scale degrees. (Use the key of C
major.) These notes would be C-E-G-B. Next, go to the 5th note of this chord (G) and build the
major pentatonic, taking the 1-2-3-5-6 notes from this key. These notes are G-A-B-D-E. Now
add these notes to the notes of the chord, eliminating all duplicates.

Cmaj7 Gmaj pent. produces sound of Cmaj6/9
C-E-G-B + G-A-B-D-E = C-E-G-A-B-D
1. o3 B 1 2 3 5 B .35 _ 6 @ 9
from C major from G major

Two new pitches are added to the sound of the Cmaj7 chord when a G maj. pentatonic is
superimposed over it: the 6th and 9th. These notes were not part of the original chord sound.

e
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Just as the Aeolian (natural minor) mode is the mode which begins on the 6th note of the major
scale, the same is true of the relationship between the minor pentatonic and the major
pentatonic. The root of the minor pentatonic scale begins on the 6th of any major pentatonic
scale. Given this fact, the previous chart showing superimpositions could be rewritten to show
what minor pentatonic scale to use to produce the same note extensions and alterations.

Chord type
maj triad
maj 9

maj 13

min 7

min 9

min 13
dom 7

sus 7

dom 749
dom 74(5%9)

CD Track #28

Pentatonic vamps:

Location of Min. Pentatonic root
built on 6th of chord

built on 3rd of chord

built on 7th of chord

built on root of chord

built on 5th of chord

built on 8th of chord

built on 6th(13th) of chord

built on 2nd(9th) or 5th of chord
built on root of chord

built on #9 of chord

D
7f-?.| CToTe

Interesting notes added
only chord tones
6th

only chord tones
11th

11th

only chord tones
9th & 13th

on 2nd (Sth & 13th) on 5th (9th)

11th
b9th & #11th

Use G major pentatonic
(all black dots on G notes)

Use A minor pentatonic

Superimpose B minor
pentatonic over this chord



Major Pentatonic Fingering Patterns

654321 654321 654321 654321 654321

séz 3 ©EO) | G ‘é)é)
ﬁl. 2 Q ®0 9 ) 2)6)

200 | 00 eee |© O D OO0 OO oY |

Minor Pentatonic Fingering Patterns
Notice that these patterns are the same as those for the major pentatonic patterns, only the root

notes have shifted around. Pattern 1 here is the same as pattern 5 above and pattern 2 here is
same as pattern 1 above, etc.
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Chord Construction

This section deals with how chords are constructed, identified, classified and played on the
guitar. Much of what will be covered is based on the material covered in the section on
intervals. If you find yourself getting confused by the terminology or concepts here, go back and
review the section on intervals.

A chord exists whenever three or more notes are sounded simultaneously. All chords are
constructed from the major scale of the root of the chord. If you want to construct a type of G
chord, you must know the pitches in the G major scale. If you desire some kind of Eb chord, you
must know the pitches in the Etmajor scale.

All of the major scales are listed in the appendix at the back of the
book. Refer to them when you need to.

Three Note Chords

Any chord which has only three notes is called a triad. There are four different traditional triads:
major, minor, diminished and augmented. Other triads exist which are less common, but are
heard often enough to be included here. They are: suspended 2, suspended 4,
major/diminished and minor/augmented. These last four triads will be called hybrid chords.

Our system of chord construction is based on a tertian ordering of pitches. The term tertian
means "of the third", as in stacking intervals of a third.

stacking intervals of a 3rd

A 4 3 -3 o O €O
# o = s (6] £

[ FanY =y 4 [ 9]

LAED S o = - [8]

o - N 45 < 0

1 3 5 7 9 11 13 1 3 5 7 9 11 13

T P 3 1 5 S 8 e
—x - 8 3 - — z 2
_B 3 S v

All chords have formulas. These formulas list the scale degrees needed to make up a certain
sound. The formula for the major triad is 1-3-5. This information lets you know that you must
use the 1st, 3rd and 5th notes from a major scale to get the sound of a major chord. When
building the C major chord, the notes will be C-E-G.

C major scale with the major triad notes in boxes

C D E F G A B C

(%) ©

(%3 ©

Léi’:b

scale degrees —i> 1 2 3 4 5 6 7 8




the four traditional triads:

formula name

1-3-5 major
1-b3-5 minor
1-3-¥5 augmented

1-b3-b5diminished

four hybrid triads:
formula name

1-2-5 suspended 2 (not from stacked 3rd’s)
1-4-5 suspended 4 (not from stacked 3rd’s)
1-3-b5 maj/diminished
1-+3-85 min/augmented

Building the minor triad (1-+3-5) from the C major scale necessitates lowering the 3rd (E) by one
half-step to Eb. This produces a chord made up of C-Eb-G. The augmented triad (1-3-#5) differs
from the major triad by one note. The 5th must be raised by one half-step; resulting in a G¥. The
notes in a C augmented triad are: C-E-G#. The diminished triad must have a lowered 3rd and
lowered 5th. The C diminished triad is made up of C-Eb and Gt notes. All chords are
constructed in this way, no matter how many notes are in them.

The hybrid triads are chords which exist outside the traditional classical music tradition. They
are not chords normally heard in the music of Bach and Beethoven and therefore not chords
you'd encounter in an introductory music theory class. They're included here because rock and
jazz musicians use them often. The 1-2-5 and the 1-4-5 chords are not constructed by stacking
intervals in 3rds. The other two chords are. Many other hybrid chords will be listed throughout
this chapter.

Doublings and Voicings

Now that you know that a C major triad must have the 1-3-5 (C, E and G), it's time to put these
pitches under your fingers. A convenient way of making chords sound more interesting and
fuller is to double or triple one or more of the notes. Doubling or even tripling notes doesn't
change the name of a chord, it only changes the texture. As a rule, the fewer the notes in a
chord, the thinner will be its texture; more notes makes for a bigger sound. This is not to say
that you'll always want a big sound. The thinner sound is also very important to the rhythm
player, especially in funk styles.

The ordering of a set of pitches, from the lowest to the highest, is called voicing. As you know,
the major triad has to have the 1-3-5, but these notes can be played in any order. They could
be played as 3-5-1 or 5-3-1 or any other combination. When notes become doubled or tripled,
the number of different ways to voice a chord increases. Following are a few ways to play the C
major chord on the guitar. The voicings are shown underneath each chord box. (Read the
voicings from left to right, lowest note to highest.)
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C major triad voicings: Note that the black dot always represents the location of the chord
root, which is the 1 of the chord. Also note the doublings and tripling when present.

X O O xxxO O x
1l]le o ||
Q 8t Q® 31-|1‘

X

1 3586 1 3 i iR U - | 5 1 38 Tt 1

All of these chord forms are called C major, but they all sound very different from one another
because of their voicings.

Visualizing Triads g

The purpose of learning the voicing of any chord is to give you the power to visualize on the
fingerboard in terms of scale degrees. If you know what scale degrees you're playing, you will
have the power to make changes to chord forms to create other chords. It's possible to use two
common triad shapes to generate all of the various types of triads.

maj.triad-shape #1  maj.triad-shape #2 min.triad-shape #1  min.triad-shape #2
)i ] X I )i X
1 ‘ 1 1 ‘

: Q@

3|4 3 314 314

I Q® (;JQ Q9

1518 5 1 16 1 3 1 183 5 1 1 5 1143

By locating the 3rd's in the major forms and
lowering them by one half-step, a minor triad
is formed.

aug.triad-shape #1 aug.triad-shape #2 dim.triad-shape #1 dim.triad-shape #2
X X X X X X X

| ) L1

1 T‘ 2 1
Q £
00 0 010
) Q & Llle
1 1 315 19 1 3 1 153 b5 155 1 b3
By locating the 5th's in the major forms and By locating the 3rd's and 5th's in the major
raising them by one half-step, the augmented forms, and lowering them by one half-step,

triad is formed. the diminished triad is formed.

L]
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Spelling Chords in Sharp and Flat Keys

The addition of accidentals (sharps and flats) in a major key does affect the spelling of chords.
An example will reveal what happens when working with a key with many sharps.

E major scale
E-F#-G#-A-B-CH-D#

scaledegrees-1 2 3 4 5 6 7

This scale has 4 sharped notes. You must remember this when building chords with an E root
note.

raditi ri lled fr key of E
major triad (1-3-5) = E, G} & B

minor triad (1-+3-5) = E, G & B
diminished triad (1-+3-'5) = E, G & B¢
augmented triad (1-3-#5) = E, G# & B#

| When the minor triad calls for the third to be lowered (+3), the G* becomes G natural. The
diminished triad requires both a lowered third (+3) and a lowered fifth (*5), so the B note is going

l to become Bb. In the augmented triad, the fifth is raised by one half-step (#5), to become B#.
Now B# is an unusual spelling for what most people call a C note. However, it would be
incorrect to spell the E augmented triad with a C note because the formula would then be 1-3-+6
and this is not the correct spelling.

When working in the flat keys, you must learn what pitches are flatted and which aren't. (The
major key chart in the appendix will help you learn the major scales.)

' Ab major scale
Ab-Bb-C-Db-Eb-F-G

scaledegrees-1 2 3 4 5 6 7

raditional ri lled from the key of Ab
major triad (1-3-5) = Ab, C & EF

minor triad (1-¢3-5) = Ab, Cb & EF
diminished triad (1-*3-b5) = Ab, Cb & EP
augmented triad (1-3-#5) = Ab, C & E

Some unusual changes happen when dealing with a key with four flats such as A» major. In the
minor chord, the b3 results in a Cb. In the diminished triad, the b5 results in a doubly flatted note
(Eb). (This is the enharmonic of D, but for the same reason as stated previously, it would be
incorrect to change the pitch name.) In the augmented triad, the #5 results in a naturaled E.

A little practice is all it takes to master the skill of properly spelling chords. The most important
piece of information you need to know to solve these little puzzles is what notes are sharped
and flatted in all of the major scales. Without knowing this fundamental information, it's
impossible to come up with correct chord spelling.
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Four Note Chords

Most chords with four different pitches are called 7th chords. The fourth note comes from
stacking another interval of a 3rd on top of a triad. This new note will be the 7th of the scale.

C major scale
C-D-E-F-G-A-B
scaledegrees- (1) 2 (3) 4 (5) & (7)
|

i |
basic triad

added 7th

C major scale with the major 7th chord notes in boxes

A
i
.l = [ & ]
D S (o] b4 L - =
o - G Y,
scale degrees —p> 1 2 3 4 5 6 7 8
T 8 1
oy . 8 2 3 9 =
B8 3

Each traditional triad can be made into some type of 7th chord. In addition, other hybrid 4 note
chords can be formed by altering the 5th, 7th and by adding the 2nd. These other 4 note chords
are very useful, but don't fit neatly into the traditional stacked-third method of building chords.
Like the hybrid triads, these chords are used by rock, pop and jazz musicians.

traditional 7th chords hybrid four-n

major 7th (1-3-5-7) major 7sus2 (1-2-5-7)
minor 7th (1-+3-5-7) major 755 (1-3-+5-7)
diminished 7th (1-+3-+5-+ 7) major 745 (1-3-#5-7)
half-diminished 7th (1-53-5-7) minor 745 (1-53-#5-7)
dominant 7th (1-3-5-b7) minor #7 (1-53-5-#7)
augmented 7th (1-3-#5-7) dominant 7+5 (1-3-+5-57)

suspended 7 (1-4-5-+7)

Notes can be doubled and tripled in larger chords just as they can in triads. It becomes more

difficult to double and triple pitches when the chords contain 4 or more notes; You simply run
out of strings.

With larger chords, voicing becomes more important. However, voicing is very subjective. What
sounds good to one person may sound muddy to another. One person may prefer big full

sounding voicings which use all six strings and another may prefer voicings which use only 3 or
4 strings.
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Gmaj7 chords - moving from dark (heavy/thick) voicings to lighter (thinner) voicings

(1) (2) (3) (@)
X X X X_X X X XX

] | ©

2 213 3

0 X )
3 4 4
. 1o +Lle

13 7 1 573 1 735 1 35 7
heavy/dark/muddy medium dark balanced thin/light

The quickest way to achieve a "dark" sound on the guitar is to voice a chord so that an interval
of a 4th or smaller occurs between the bass note on the 6th string and the next note in the
chord, such as in the first G major7 chord above. In this chord, an interval of a M3rd exists
between the root and the 3rd. In the second chord, the lowest interval is a P5th, a common
voicing. This P5th interval is not as muddy as the M3rd in the previous chord. The third Gmaj7
is the most balanced of the four here. It has an interval of a M7 between the root of the chord
and the next note up. The last voicing avoids a low bass note entirely, making for a lighter
texture. All of these chords have their place. It's up to you to experiment with your own voicings
and select the appropriate musical situations to play the "dark" and the "light" sounds.

Chord Families

There are only three different families of chords: major, minor and dominant. Each family can
be characterized subjectively by how they make us feel. For example, people might say that
major chords are "happy", "pleasant" and consonant sounding. Minor chords are "sad" or
"morose". Dominant chords are "tense” and dissonant. This is an inexact way of describing the
quality of these chords.

A more accurate classification system is achieved by looking at certain interval characteristics
common to each chord family. Each family of chords has distinct qualities which can be traced
to the 3rd, 5th and 7th scale degrees.

major chords minor chords dominant chords

natural 3rd and 7th b3 and b7 natural 3rd and b7

with an occasional with the occasional with occasional 5

b5 or #5 for extra natural 7, ¥S and %5 added for

tension or #5, all added for extra tension
extra tension

Major chords have unaltered 3rds and 7ths. Minors have +3rds and the 7th is nearly always
flatted too. The dominant chords have an unaltered 3rd (like the major chords), and a flatted 7th
(like the minor chords). What happens to the 5th in each chord family is not nearly as important
as what happens to the 3rd and 7th.
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With this classification system in mind, it's possible to arrange the twelve different 7th chords
listed previously into these three chord families.

major chords minor chords dominant chords

major 7th (1-3-5-7) minor 7th (1-+3-5-47) dominant 7th (1-3-5-b7) '
major 75 (1-3-v5-7) minor 745 (1-+3-#5-+7) augmented 7th (1-3-#5-+7)
major 745 (1-3-#5-7) minor #7 (1-+3-5-7) dominant 7+5 (1-3-b5-57)

half-diminished 7th (1-+3-b5-+7)  suspended 7 (1-4-5-b7)
*diminished 7th (1-+3-b5-b 7)

*Even though the dim7th chord is based on a minor sound, it functions as a dominant chord;
one of tension. This is why it's listed as a dominant chord.

Inversion

So far,most chords have been shown in what is called root position. This means that the lowest
sounding note in the chord, the bass note, is the root of the chord or tonic. Chords can be
voiced with notes other than the root as the bass note. Whenever a chord has a note other than
the root as its bass note, it is in inversion. Three different forms of inversion are common: first
inversion is where the 3rd of the chord is the bass note, second inversion is where the 5th of
the chord is the bass note and third inversion is where the 7th of the chord is the bass note.

First inversion chord forms
Cmaj7 Em A D

Q000 O0®

1]2 1 1 2lla
Q1O
3 ®
Q
3 1357 3 53 5 1 $3 5 1 3 51 3 3 5151 3
Second inversion chord forms
Cmaj7 Em A Dmaj7
Q00 x ® 00 x O®
3 i [ I T 1 | I
1 213 11213 1
O O@® O®0 )

5 1357 8 5 11 5 1 51 51365 5157 38




Third inversion chord forms
Cmaj7

X

iy

se

Note: It isn't possible to have a triad in third inversion because a triad doesn't have a 7th. Third

7

51 3

7

Gmaj7 A7
I_xQ.Qx I X X
1
2
5 q 8 b7 51 3

*7

1

5 b7 3

inversion chords are only possible with chords which have at least 4 different notes.

Practical Uses of Inversions

Inversions are used in a number of different ways. In most instances, an inverted chord is used
to achieve a different and more interesting bass line. Most chords are played in root position,
with the bass note being the root of the chord. These are the most practical voicings because
they sound stable harmonically. The progression from one root position chord to the next

usually results in a logical and predictable bass line.

CD Track #29

root position progression

|

First inversion chords are usually used as passing chords between root progression chords.
The overall feel of first inversion chords is one of transition. They don't have the harmonic
stability of root progression chords and don't sound resolved,

X o O

'
&
3

Cc

x®

S

£o1 |

Am

PPN

progression with a passing first inversion chord

X (o e]

'»

X %_:

e

G/B

X

{ ]

&

o

Am7

Am7

PAFY

#2 |

1st inversion
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Second inversion chords are even more unsettled than first inversion chords. With these
inversions, the ear begins to question just what note is the root of the chord. We perceive
chords from whatever the bass note is. When we hear a low note, our first impulse is to assume
that this note is the chord root. Inversions can make learning songs by ear a little tricky. Second
inversion chords are commonly used as passing chords.

progression with second inversion passing chords
X O 0 AO®_ X O O 000X
0y
o ko PO o
.T £ ‘e
l l
Dm7/A C/G G

c
s [ ]

2nd inversion 2nd inversion

Third inversion chords are very unstable harmonically and can often fool the ear into thinking
that the 7th (the bass note) is the root of the chord. These chords usually make us feel
uncomfortable because of the tension between the bass note and the other notes in the chord.
As passing chords, they create a strong sense of movement. But like all chords, can be
sustained for as long as you like.

progression with third inversion passing chord

X Qo O X O O X®@ © O (o] Jo)’4
1‘_ [ (Jj %_ 1
& 2 o i
?T )
I
C C/Bb Am7 G

w 1

3rd inversion

As a general rule, use inversions when you want a more distinctive bass line and a smoother
flow between chords. By combining root position chords with various inversions, unusual and
interesting chord and bass movement is possible.




Slash Chords :

Another concept closely related to inversion is called "slash chords”. This is not a
term from the depths of ancient music theory, but is a slang term for a practice
which is very common. A slash chord is a way of designating a chord with a
specific bass note. The information to the left of the slash mark let's you know
what chord is to be played. The letier to the right of the slash indicates the bass
note. Here are some examples:

slash chord explanation

(#1) C/Bk This is a C maj triad with a Br bass note. (B* is the
b7 in the key of C, so this chord is really a 3rd
inversion C7.)

(#2) A/B Thisis an A maj triad with a B bass note. (B is the
9th note in the key of A, so the 9th is the bass note.)

(#3) G/Ab This is a G chord with an At bass note. (Af is not
usually a note that would be heard as part of a G
chord, so it's an unusual relationship.)

Slash chords can represent three different chord and bass note relationships.
The first relationship is the most common; that of notating a chord which is in
inversion. The first example above is of this type. The second relationship is
where the bass note is a chord extension, such as a 9th, 11th or 13th. Itis
impractical to talk about chords in 4th, 5th or 6th inversion, so slash chords are
used in these cases. Example 2 shows how this would look. Example 3
represents a situation where the bass note is not related to the chord in any
conventional way. In jazz, it's common to see chords of this type.

Sixth Chords '

As the practice of notating chords with symbols (instead of actual notes) has
evolved, two forms of inverted chords have come into common use. One type is
the major 6th chord and the other is the minor 6th chord. These chords are
inversions of two common 7th chords.

name formula root position 7th chord
major 6 1-3-5-6 minor 7

minor 6 1--3-5-6 minor 7b5

_C/B

6f-
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The minor 6 and major 6 chords are four note chords which clearly don't follow the stacked 3rds

principle used to form most chords. If the notes in these chords are rearranged so that they can
be stacked in 3rds, it becomes obvious that each of these chords is in first inversion. The major
6th chord is a first inversion minor 7 chord and the minor 6 is a first inversion minor7+5 (also
known as the half-diminished chord). An easy way to remember where the real root lies in any
of these 6th chords is to look to the 6th scale degree. In the major 6th chord, the 6th is the root
of the minor 7 chord upon which it is built. In the minor 6th chord, the 6th note is the root of the
minor7+5 upon which it is built.

C-D-Eb-F-G-A-Bb = Cm7 (1+3-5+7)
(1)2 (*3)4 (5) 6 (7)

root of the min7 becomes

the 6th in the maj 6 chord \
Eb-F-G-Ab-Bb-C-D
(1) 2 (3) 4 (5) (6) 7

Eb6 (1-3-5-6)

C-D-Eb-F-Gb-A-Bb = Cm7+5 (143+547)
(1)2 (3)4 (5) 6 (7)

root of the min7>5 becomes \

the 6th in the min 6 chord
Eb-F-Gb-Ab-Bb-C-D = Eb 6 (1+3-5-6)
(1) 2 (3) 4 (5) (6) 7

Notice the similarity of sound between the Cm7 and the E*6 and between the Cm7+5 and the EPm6.

Ekg is 1stinv. of —8 Cm7 Ebm6 is 1stinv. of —= Cm7t5
X X X X X X X
L] 0
L 3f- () 3f- . ()

3 3

0 Q

P s
\

e,

N

4 3
61- I Q

1 3 6 1 1 57 k3 b 1 5 6 b3 1 4557

Even though the majé and min6 chords are really inversions of other chords, they have come to

be used as root position chords. .

#3
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Chord Extensions and Alterations

By extending the major scale up by a major 6th, it's possible to produce scale degrees beyond
the 7th. This is how the pitches for the 9th, 11th and 13th chords are generated.

[ one octave ————— maj. 6th 1.1

chord exiensions
C major scale [ |

C-D-E-F-G-A-B-C-D-E-F-G-A
(1)2 (3)4 (5) 6 (7) 8 (29)10(‘!‘1)12(163)

| | | |
basic 7th chord pitches

Notice that the 9th scale degree has the same pitch name as the 2nd. The 11th is the same as
the 4th and the 13th is the same as the 6th. This fact will help you determine the pitch name of
an extension note without the need to count up to the Sth, 11th and 13th. It's a shortcut.

Altered pitches refer to what happens to the 5th, Sth, 11th and 13th when these notes are
raised or lowered by one half-step. For example, a maj7+5 is considered an altered major 7th
chord because the 5th has been lowered by one half-step. Most altered chords occur in the
dominant chord family. When a 9th, 11th or 13th is added to a chord, these pitches are called
extensions. When a5, #5,+9, ¥9, #11 orb 13 are included in a chord, they are called altered
pitches. Any altered 9th, 11th or 13th is considered an altered extension tone.

Any number of different altered tones can appear in a chord. For example, it's possible to have
a chord such as a dom7(+5:949) or dom7(¥549).

examples of chords with extensions examples of chords with altered extensions
major 9 suspended 13 dominant 7-9 major 7411
X X X X
| |

n

2 3 1 C - 1Q O 1‘
3 213
olo Llco

T8 7998 1 57 4 13 1 1 k7 3 5 '9 1817
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Five Note Chords

Stacking another 3rd on top of a 7th chord results in a 9th chord. These 5 note chords further
extend the basic sound of a 7th chord by either adding an extension (the 9th) or an altered
extension, the 9 or #9. These chords can be inverted just as any chord can. It's not common to
think of chords in 4th inversion, which is what they would be if the 9th were the bass note. If the
9th is desired as the bass note, the chord is written as a slash chord.

There are other useful 5 note chords which exist. These chords contain the 9th as well as other
various altered and unaltered pitches. Here they are called hybrid 9th chords.

C major scale with 9th

—— basic 7th chord tones , add 9th
% — . = - = o] ©
_\.EL ©- o & =
1 2 3 4 5 6 7 8 9
= o a P
A & 2 3 ¢ e > l -
B 3
traditional 9th chords hybrid 9th chords
major 9th (1-3-5-7-9) major 6/9 (1-3-5-6-9)
minor 9th (1-k3-5-b7-9) *major add 9 (1-3-5-9)
dominant 9th (1-3-5-+7-9) major 9b5 (1-3-b5-7-9)
augmented 9th (1-3-#5-+7-9) major 945 (1-3-#5-7-9)
dominant 95 (1-3-b5-b7-9) minor 6/9 (1-k3-5-6-9)
dominant 7(b5b9) (1-3-b5-57-b9) minor 9¥5 (1-b3-#5-7-9)
dominant 7(+5%9) (1-3-b5-+7-49) minor 947 (1-+3-5-7-9)
dominant 7(#5b9) (1-3-#5-+7-b9) *minor add9 (1-53-5-9)
dominant 7(#549) (1-3-#5-b7-49) suspended 9 (1-4-5-+7-9)

*The major add9 and minor add9 chords are four note chords, but the last extension is the Sth,
so they are classified as 9th chords.

Six Note Chords ]

Most chords with six notes are called 11th chords. Like the other chords, they are derived from
the major scale by adding another 3rd on top of the 9th note. The 11th pitch is one of the
extensions of the scale and can be sharped, resulting in a #11. The 11th can't really be flatted.
To do so results in the 10th, which is the same in sound as the 3rd.

Whenever the 11th is found in a major chord, it is usually sharped. The 11th, being the
enharmonic of the 4th, is extremely dissonant in a major chord and will destroy the essence of
the major sound. The naturaled 11th is common in dominant and minor chords.




C major scale with added 11th

, basic 9th chord 1 added 11th
L) o
o = [ ) © 3 =2 o
i P [ ] A
) o o =
1 2 3 4 5 5 7 8 ] 10 11
T — — o 1 3 2 :
A 8 2 3 - =
—B—3
traditional 11th chords hybrid 11th chords
major 11th (1-3-5-7-9-411) major 1145 (1-3-#5-7-9-#11)
minor 11th (1-+3-5-b7-9-11) major 6/9/#11 (1-3-5-6-9-#11)
minor 11b5 (1-63-b5-+7-9-11) major 6/7/#11 (1-3-5-6-7-#11)
dominant 11th (1-3-5-+7-9-11) minor 6/9/11 (1-53-5-6-9-11)
augmented 11th (1-3-#5-+7-9-11) dominant 7#11 (1-3-5-b7-9-#11)

dominant 119 (1-3-5-7-k9-11)
dominant 11%9 (1-3-5-+7-#9-11)
dominant 11(b5%9) (1-3-b5-b7-9-11)
dominant 11(+549) (1-3-+5->7-9-11)
dominant 11(¥5b9) (1-3-#5-b7-+9-11)
dominant 11(#5%9) (1-3-#5-b7-#9-11)
*suspended 11 (1-4-5-+7-9)

*Even though the suspended 11 chord is a five note chord, it is included here because it is
called an 11th chord. The 11th note is the same as the 4th, so a sus9 chord contains the same

pitches as a sus11.

Seven Note Chords

The seven note chords are the last type to be examined. It is literally impossible to play a seven
note chord on the six string guitar. By omitting pitches (usually the 5th and/or the root), it's
possible to capture the essence of these chords and still have fingers and strings left over. The
13th pitch is the same as the 6th and is treated in a similar manner. It is possible to have chords
with a ¥13 (enharmonic to #5), but these are somewhat rare. As will be expected by now, the
13th chord is formed by stacking another interval of a third on top of the 11th.

C major scale with added 13th

T basic 11th chord : added 13th
4 - . = ks 1
z; — (%) o (@] ot
NP = (%) o
o o o o

1 2 3 4 |5 6 7| 8 9| 10 |11| 12 |13
i 8 - 3 g s & 5
A o s 3o ¢ 2
B
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iraditional 13th chords

*major 13th (1-3-5-7-9-#11-13)
minor 13th (1-#3-5-+7-9-11-13)
minor 13¢5 (1-b3-5-b7-9-11-13)
dominant 13th (1-3-5-+7-9-#11-13)
augmented 13th (1-3-#5-+7-9-#11-13)

hybrid 13th chords

major 13%5 (1-3-#5-7-9-#11-13)

major 13+5 (1-3-b5-7-9-#11-13)
dominant 13#11 (1-3-5-+7-9-#11-13)
dominant 135 (1-3-b5-+7-9-#11-13)
dominant 13+9 (1-3-5-+7->9-#11-13)
dominant 13#9 (1-3-5-b7-#9-#11-13)
dominant 13(b5b9) (1-3-b5-+7-v9-#11-13)
dominant 13(+549) (1-3-b5-+7-#9-#11-13)
dominant 13(#549) (1-3-#5-b7-#9-#11-13)
dominant 13(#5b9) 1-3-#5-b7-b9-#11-13)
*suspended 13 (1-4-5-+7-9-13)

*The major and dominant 13th chords will contain the #11 instead of the expected natural 11th.
The natural 11th clashes with the natural 3rd; the #11 is much less dissonant. Even though the
sus13 is a six note chord, it is included here because it is used as if it were a true 13th chord.

The 11th is the same as the 4th, so a sus13 chord contains only six notes.

Omitiing Notes in Chords

The number of notes that are in a chord determines the number of fingerings possible. More

notes means fewer choices. You simply run out of fingers and strings. It's possible to omit

certain notes of a chord without losing the essence of the chord.

The first note which is omitted is the 5th. If the 5th is altered, (#5 or b5) you need to keep it. The
next note that can be omitted is the root. When dealing with larger chords such as 9ths, 11ths
and 13ths, you may eliminate every note except the last extension and the respective 3rd and
7th. The 3rd and 7th notes determine the chord family (major, minor or dominant), so these are
important tones. In chords with alterations, it is helpful to keep at least one of the altered notes.

Here is a sampling of chords showing notes that should be kept and others that are optional.

chord name
major 9

minor 11
dominant 75
dominant 13
dominant 7(+59)
dominant 7(#9-9)
major 13

minor 13
augmented 13
dom 13(+59)
sus 13

formula

1-3-5-7-9
1-+3-5-k7-9-11
1-3-65-b7
1-3-5-+7-9-11-13
1-3-p5-b7-k9
1-3-5-b7-b9-#9
1-3-5-7-9-#11-13
1-b3-5-+7-9-11-13
1-3-#5-+7-9-411-13
1-3-»5-b7-b9-#11-13
1-4-5-+7-9-13

notes to keep
3-7-9
b3-57-11
3-65-7
3-b7-13
3-k5-+7 or b9
3-b7-#9 or b9
3-7-13
b3-b7-13
3-45-+7-13
3-b5-+7-+9-13
4-+7-13

optional
1-5

1-5-9

1

1-5-9-11
1-b5 or b9
1-5-+9 or #9
1-5-9-411
1-5-9-11
1-9-411
1-#11 (+5 or +9)
1-5-9
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Chord Symbol Notation _

There are many different symbols used to represent the same chord. There simply is no one
correct way to notate chords. This means that you must be familiar with all of the different
symbols which you might encounter. Here is a list which shows most of the symbols used.

Chord type Symbols used

major triad none

major 6 ma6 or M6

major 7 etc. M7, ma7, maj7, Ma7, #, A7, A

Example with C as root

C

C6, Cma6 or CM6

CM7, Cma7, Cmaj7, CMa7, C¥#
CA7,CcA

minor m, mi, min or - Cm, Cmi, Cmin or C-

minor 7¢5 m7+5, mi7-5, mi7b5, -7-5, -7v5, 87 8%77!’5 Cmi7-5, Cmi7t5, C-7-5, C-75,
minor 7 etc. m7, -7, mi7, min7 Cm7, C-7, Cmi7 or Cmin7
dominant 7 dom7,7 Cdom?7 or C7

augmented aug. or + Caug or C+

diminished dim.or O Cdim or CO

One symbol that is used in two different ways is the dash (-). It is used to represent a minor
chord and is also used to indicate the flatting of a note as in min7-5, where the 5th is lowered by
one half-step. Also, The plus sign (+) is commonly used to indicate a sharped note as in C7+5

or C7+9.

Common Chord Formulas

Here is a summary list of all of the common chords and their formulas.

Major Chords Formula Dominant Chor Formula
maj triad 1-3-5 dominant 7 1-3-547
major 6 1-3-5-6 dominant 75 1-3-b5-b7
major 6/7 1-3-5-6-7 dominant 745 1-3-#5-b7
major 6/9 1-3-5-6-9 dominant 7b9 1-3-5-b7-9
major 7 - 1-3-5-7 dominant 749 1-3-5-b7-49
major 7¢5 1-3-b5-7 dominant 7(>5°*9) 1-3-b5-7-4
major 7#5 1-3-#5-7 dominant 7(*5%9) 1-3-5-47-49
major add9 1-3-5-9 dominant 7(#59) 1-3-85-b7-b9
major 9 1-3-5-7-9 dominant 7(¥549) 1-3-5-7-49
major 7%11 1-3-5-7-9-#11 dominant 7#11 1-3-5+7-9-411
Minor Chords dominant 9 1-3-5-b7-9
minor triad 143-5 i e 1-34547-9
minor 6 143-5-6 dominant 95 1-3-#5+7-9
minor 6/9 1-63-5-6-9 dominant 11 1-3-5+7-9-11
minor 7 143557 dominant 13 1-3-5+7-9-411-13
minor 7 1-3-5-7 augmented triad 1-3-#5

minor 7+5 1434557 augmented 7 (see dom7#5) 1-3-45+7
- 1534567 dim?nished triad 14345
minckatids 1+3-5-9 diminished 7 1-b3-b5-bb7
minor 9 1-3-57-9 half-diminished 7 (see m7b5) ~ 1-b3-45-7
minor 11 143-5+7-9-11 suspended 4 1-4-5

L ) suspended 7 1-4-5-b7
*Special Chords suspended 9 1-4-5-7-9
o chord 12 s suspended 13 1-4-5+7-9-13

*These chords are neither major, minor or dominant, so may be used in a wide variety of
situations as substitutions for these other kinds of chords.
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Chord Forms

Here are two forms for each commonly heard chord. The first form will have the root on the 6th
string, while the second form will have a 5th string root. Pay attention to doubled or tripled notes
as well as omitted pitches and strings which must be muted. The voicings are standard and are

a good starting point for further exploration. All forms are moveable.

(Major Chords )
major triad | major 6 ] major 6/7
X X X X X X X
I i
1 | 1 ~ |1 1‘
O® ®
2 2 2] 3
O ®) QOO
34 I 4 3 4
Q9 @O
RN 1 1.86 1, 15188 1 7 3 6 1
major 6/9 I major 7 | major 7+5
X X X X X X X X
H
1 \ 1 1 2(L 1 92
2 2 3 3] 4 2 3 213
L el [o] LIEO ¢ 0 o0
L3 4 I I I 3 4 I 4
@ Q1O @ Q
1 136 9 13 609 1 7 8 5 157 8 5 1 135 7 145 7 3
major 745 | major add9 | major 9
X X X X X X X X X
| [el 111 ] TS &S] LT
2 1 2 3 3
Q O Q
3 2 2 4 4
o LI LI O 0
| Lol | [Hel[olel[o] | I
Q OL®] |O
1 7 315 115 7 3 1 1359 13509 1 87895 1.4 7 8
major 7#11 |
X X
[0
i 1
O
213 213
0O QO
4Q 40
1 7 3011 9 1#1 7 3 5
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(Minor Chords )
minor triad | minor 6 I minor 6/9 I
X X X X X )I( X
| I I I o
1 1 =TT\ 1 1 148 2
10 | ol LI 1o O
2 3 3
| O elel | [ ol [0

2 314

=

3 5 1 1 51+ 5 1 6 5 1 1) 6 3 5 1 k3 9 13 6 9

k35 -9 153 &5 9 1«57 43 & 9 1347 9

minor 7 | minor #7 | minor 75 |
X I X I X A X I X
l; e K IeIIe) elel oo el
2 2 2 2
| ol 11O oo | @ 100! 1] ol
' 3 3 3 4
i ; Q Q Q (:5) b b7 b3 b b5 b7 b
I minor 745 | minor add9 | minor 9 |
I X X X ). X X ) 4 X
1
| I ol || 0
3 —Y, | ==
@[50 DT o] ] e
| 314
@ ‘@00
4 |2 3 4] I3 4 3 “
L, 100 [O|@] O] [D Q

1 b7 #3 F5 1 85 47 b3

minor 11
X XX
1
1
2 314 2
ool HHD

1 b7 3 11 11147 3 5



(Dominant Chords )

dominant 7

| dominant 7v5 | dominant 785 |

X X X XX X

dominant 79

1 1 I E
el ¢
2 3 45 3
Q) (X O
3 Q
Bk B35 1 T E5 ¥7 3 1 b7 3 5 18 7 3

———— dominant 79 ~ ————— dominant 7(:5:9) ————

X X

lo-

3 4 2 3

ol el elle
© Q Ie

’iizg
ole,

7 3 5 b9

dominant 7(-5#9) ———— dominant 7(

b7 3 7 f9 1 3 k7 19 1 b7 3 b5 F9 1 347 89 45

#5b9) ——————— dominant 7(#5¢9) ———
X X

===

—

3 2

T [
C

C

Fof
Q O o0

O | @0
4
! ©

3 b7 %9 t5

dominant 7411

1 347 #9 b5 1 b7 3 ¥5 k9 1 347 b9 85

b7 3 #5 #g 1 3147 %0 ¥

I dominant 9

| dominant 9t5 I

X)I(

== ¥4

|

Q.

O LIO '_fr?i 225450

) Yo

- —

Q

2
“ |
Q 1

b7 3 #1

1#1 7 3 5

9 1 83¥° 95 37 95 1 37 9 15
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dominant 945 | dominant 11 | dominant 13 |
X X)l( X (l)
I 1 1(!) |1
1 X 3 1 1 2
9 Q0  Jel J[@ ol
2 3 asl2f |3 2 2
N ] le o® |0 | ol 1| LLG
4 4 3l |4 Is 4 4
LI ol | |® o] [ o,
1 347 9145 1 87 985 1 7 3 11 1 3671 11°1 547 313 1 1 347 9 183
augmented triad ———— augmented 7 | diminished triad
X XX X X X X X X XX X
| I oTo! | | I
1 1 1 2 1 1‘
e o9l >
213 2 314 3 2 2] |3
sl IR o] [ O
4 3 I 4 |3 4
@ @ Q [ ]
1 4 31 1 3% 1 1 7 34 145 67 3 145 1 43 1465 143
diminished 7 | half-diminished | suspended 4 |
X X X X X XX X X
: | 1(|) | I1 | ]
0
1 2 1 1 2 1
) Q1910 Q
5 3 3] |4 2 3] 4 3] |4 2|3
Q|0 Q1O Q) Q1O O®
| | Q80 Q
1 W7 3 45 1 b5 kb7 +3 1 7 13 15 145 b7 43 1 51451 15145
suspended 7 I suspended 9 | suspended 13 |
X X X X
| f 16el1e |
14 14~~~ [1 1 14
0|0 OO XOOO [
3 2
O Q
3 4 4 3 4 2 314 4
Q Q el QOO Q

1 547 4 5 1 1 5% 4 51 b7 8 11 47 111 9 5 1 547 11 13 1 1 117 9 13

(Special Chords )

power chord | suspended 2 I
XX X X X X X X X

| [TS

'® ‘ ol O] ¢TS5

N
w
S

O
..
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Scale and Mode Harmonization

Most songs are built from chords which have their origin in the major and minor scales. Each
scale or mode can be harmonized to produce various types of chords. Notes are stacked in
3rds above each note in a scale or mode using only the notes from the scale or mode. These
chords can take the form of 3-note chords (triads), 4-note chords (7th chords), 5-note (Sths),
6-note (11ths) or 7-note (13ths) chords. Triads and 7th chords are the most common scale
harmonizations.

C Major Scale Harmonization

A
T [8) & €2 =
scale e h: 33 x o
adni _h_...1 2 3 4 5 6 7
— = (83 34 3 ;}f‘
W—=e o] Q S &3 - =
J & o i .
triads C Dm Em F G Am Bdim
A = £33
th = :
chords {:_'Ju‘ S
p= =
Chord function Cmaj7 Dm7 Em7 Fmaj7 G7 Am7 Bm7:5
numbers —p | ] [{]] v v Vi Vil

A Roman numeral is assigned to each chord which corresponds with its respective scale
degree. (A lower case letter is sometimes used to indicate a minor chord.) The chord built on
the 1st scale degree is given the number | (the one chord). The chord built on the 5th scale
degree is called the V (the five) chord, etc. Assigning Roman numerals to chords is how
musicians describe chord progressions. For example, a person might say, "Let's play a I-IV=V
(one, four, five) in A." This means: play the chords built from the 1st, 4th and 5th scale degrees |
from the key of A major, (A, D and E). ||

In major scales, a 4-note (7th chord) harmonization will result in the | and IV chords being major
7ths. The 1, Ill and VI chords minor 7ths. The V is a dominant 7 and the VIl a half-diminished.

Major scale (lonian) harmonization 1 !
dominant half-dim '

ey L === | |

Cmaj7 || Dm7 Em7 Fmaj7 Am7
I [ i v Vi
= l

minor

In addition to having a numeric label, chords in a progression can be given functional names.
For example, the | chord is called the tonic. The IV is the subdominant (below the dominant)
and the V is the dominant. These three chords, the tonic, subdominant and dominant, are the
most important. Many songs are made up of little more than the I, IV and V chords. The most
common method used by musicians for describing chord progressions is with the
numeric system.
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Numeric name Functional label

| — tonic
I —— supertonic
l ——— mediant
IV —— subdominant
V — dominant
| % E —— |sut?jmediant
—— leading tone
CD Track #30 £
| X { X
! Te | | 'S
' s i
o | B B 510 2|38
[ | [11] 1]
Cadd9 Am7 Fadd9 G
#1 = =Tl improvise with C major
pentatonic or C lonian
[ Vi v \'}

This progression would be described as a |, VI, IV, V in C. By knowing the chord qualities which
are associated with each scale degree and the notes of each different major scale, it's a simple
matter to transpose this or any progression to other keys. If the above progression were trans-

posed to the key of E major, the chords would be: Eadd9, C¥m7, Aadd9 and B, or, I, VI, IV, Vin

E major.
x® X® X @
1(?. 1() 2() %) | ?‘ ) %
4.
I
A D/F# A Esus7
- S i ;
z : provise with A major
o F?' pentatonic or A lonian
I v : Vv

This progression is a simple |, IV, |, Vin A. The inversion of the IV chord does not change the
fact that this chord is still a D major. Inversions do not affect how a chord is labeled as far as
the numbering system is concerned. (For more on inversions, see "Chord Construction".)

Minor Scale Harmonizations

The natural minor, harmonic minor and melodic minor scales each generate a set of chords.
The harmonization of these scales is done in the same way as the major scale, by stacking
intervals of a 3rd above each scale degree. The chords which result from harmonizing these
scales and the major scale, form the harmonic basis for much of the music heard today.
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C Natural Minor Harmonization
|

A
z.j} == = o bo E'Q |
- -B- 0 B 0 e
scale | 5 4 2 b3 4 5 b6 b7
degrees
9 : = ; e l’)() &
@B = Pre] e 21 & S— - S— ) s M— 5
g "8 S < s .-
triads Cm Ddim Eb Fm Gm Ab Bb
7th & T > lr) 5 }3 3 }‘E’.
=  — | - | Iy 2% 1} .
chords 7‘% b & o :J,/,b : o Ve b At |
—- —
Chord function Cm7 Dm7'5  E'maj7 Fm7 Gm7  Armaj7 Bb7
numbers — g | il a1l v \'} bVl EVII

In the harmonized natural minor scale, the |, IV and V chords are minor. For practical purposes,
it should be noted that the V chord is usually played as a dominant chord. This is done to create
a stronger sense of resoluticn to the | chord. The kIl and VI chords are major. The Il chord is a
minor7+5 and the VIl chord is a dominant. The number of notes in a chord doesn't affect its
function in the harmonized scale. Any chord could be a simple triad, 7th, Sth, 11th or 13th ,
chord. Triads are used in folk, funk, pop and rock styles. The 4-note chords are also used in
pop and rock styles, but are more common in jazz.

Natural minor harmonization

i dominant
[ minor I |
G7)
Cm7 | [Dm7b5| |EPmaj7 Fm7 m7 | |Abmaj7 B:7
1 ] bIlI v v bV VI

| L major ———
half-dim

C Harmonic Minor Harmonization

A
\y
@ b= (0] © bo e
scale " T ) 1‘, b
= 4
degrees L 1 2 3 ) 6 7
‘_9 o X %) <
| P gy =4 [ ® ) 5
2 X O JE— bgh‘_ ng 24 (83
triads Cm Ddim Eraug Fm G Ab Bdim
7th g : b : o8 8
= i s 1 s |
chords %;JJ A : 2 & 2 S )
Chord function Cmﬁ? Dm7t5 Ebmaj?**S Fm7 G7 N’ﬁ']ﬁj? Bo7
numbers — = | ! bl v Vv bVI Vil




The harmonization of the harmonic minor produces some unusual chords: the maj7#5 and the
minor #7. The maj7¢5 is not used very often, but the min#7 does come up from time to time. This
scale produces two major chords (+ll and bVI), two minor chords (I and 1V), one half-diminished

(1), one fully diminished (VIl), and one dominant 7th (V).

Harmonic minor harmonization

I_— minor =

‘ Cmﬂ’\ Dm71'5|
i l

dommant

Etmaj745
bl

U@

half-dim

bt major

diminished

bVI

Armaj7

The ascending melodic minor produces pairs of similar chords. The | and Il are minors. The
chord built on the blll is an unusual major 745. The IV and V are dominants and VI and Vil are
half-diminished. Half-diminished chords are not grouped with the minor chords because they
aren't used as standard minor chords. Rather, they are usually used as dominant chords.

C Melodic Minor Harmonization (ascending only)

—f
%D. o be i = > =
scale jp
degrees —a 2 b3 4 5 6 7
_ﬂ‘\ T [§ ] | Q § ﬁ %‘} 5
88— b0 =
triads Cm Dm Eraug F G Adim Bdim
H | 5 | Q 2
7th P 3 ) 7]
chords {SJ 5 La : = -
Chord function Cm*7 Dm7  Emaj#5  F7 G7 Am7'5  Bm7'5
numbers —p | Il bl v Vv Vi Vil
Melodic minor harmonization (ascending version)
minor major dominant half-dim
I | [ I
Cm57 D E*maj7 #5 Am7'5| [Bm7'5
a1l Vi Vil

The Composite Minor Scale

There are many different types of chords produced by harmonizing the three minor scales.

Some of the chords produced by these scales are rarely used, such as the maj745. By

combining the most useful chords into one large scale, it's possible to see just what chords

composers most often use when working in minor keys.
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The composite minor scale chords

*F7 *Gm7 *Ab7

Cmin7 Dmin?5 E'maj7 Fm7 G7 Atmaj7 Am7*5 B7 Bo7
| I blll — IV — V— VI Vi bVII —VII

*It's common for composers to change the quality of chords at will. The IV and VI chords are
often changed to dominants. The V chord, while usually dominant, can show up as a minor
chord. This is understandable because the V chord in the natural minor scale is a minor chord.

Sources of the chords from the composite minor scale:

I, I, ¥l IV, bVI and bVII are from the Natural minor scale
V and VIl are from the Harmonic minor scale
Vl is from the Melodic minor scale

Here are some
progressions which contain chords from the composite minor scale. All of the chords used can
be traced to the natural, harmonic and melodic minor scale harmonizations.

X X
CD Track #31 1T : :
i 3,__ o j
2¢| | [0
LT
Am E7 Fmaj7 G
improvise with A blues,
#1 1l A harmonic min.
' v Wi Wil or A natural min.

source(s) of chords - HM or NM  HM or MM HM or NM NM

1 i
8f- 8f- Q
e 2 10f- o
o) ol | o)
Cm7 Fm7 G7%9
improvise with C blues,
#2 -1l C harmonic min. or C
| min.
I v v natural min
source(s) of chords - NM HM or NM HM or MM
X X X X ) X X
P 1
! '® [ 0 1 1 1
5§- 7f- 21 4f- (@ 6f- 3f- 5f-
][R R T £
ol | I 111 L] 0 511 : .

Dm7 Em7%5  Cro7 B'maj7 Gm7 A7 ﬂtﬂ%‘”se

s E ] blues, D
harmonic

[ ] Vil VI v Vv min. or D
natural min.

source(s) of chords - NM HMorNM = HM HMorNM HMorNM HM or MM
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Modal Harmonization

Modes may be harmonized just like any other scale, by stacking intervals of a 3rd above each
note and using only the pitches from within the mode. However, the most common use of modal
harmony is in creating variations on a given chord sound. In other words, if you're jamming on a
one chord vamp, the question becomes: how to keep from boring the listener and yourself?
Modal harmonizations will provide the chordal variety needed in such a situation.

The three most useful modes are dorian, lydian and mixolydian. Dorian will generate many
minor sounds and lydian is used for producing altered major sounds. Mixolydian can be used
for creating unaltered dominant sounds; very useful in funk, blues, R&B and jazz styles.

m nam formula chord sound  character tone
dorian 1-2-b3-4-5-6--7 minor 6 (+3,7)
lydian 1-2-3-84-5-6-7 major 84 (3,7
mixolydian 1-2-3-4-5-6-b7 dominant b7 (3,+7)

To maintain

the identifying sound of a mode, it's necessary to include the pitch or pitches which capture the
essence of the mode. This pitch is called the character tone. In the dorian mode, this is the 6th.
The +3 and +7 also help to define the minor sound of this mode. In lydian, it's the #4th. In
mixolydian, the b7th. It's possible to randomly select any group of notes from a mode, along
with the character tone, and create chords which capture the essence of the mode. Voicing will
be an important factor in each chord, so experimentation is necessary.

D dorian character
tone
f
4 o — [®]
D = © o —
o o =
1 2 b3 4 5 6 b7
T 8 4
3 n - ” 8 2
—B
original g4 3’;
vamp e |
X X X ) XX
1 1
5¢- 5 10f- ® %0 3:‘ 5t HP 2
Q
B ) il |
4v7:3 6 b7 13 69 7 946 47435
D dorian sounds
dorian #1 .qk
variations q
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The 1st vamp has four different chord forms which were created by taking notes from the D
Dorian mode. Some of these chords could actually be given names, but it's better to think of
them as variations on a Dm7 chord sound. The voicing of each chord is shown underneath
each chord box.

Another way to add interest to chord progressions in the modal setting is to use side slipping.
With this technique, you slide any chord up or down by a half-step from what you might call the
"safe" location. In other words, you can take any of the above chord forms and slide them up or
down, then back to the starting place. If you hang on these out of position chords to long, you
run the risk of sounding like you're playing the wrong chord. Side slipping is an embellishment
technique, adding momentary dissonance to a chord progression; like flirting with chaos. This is
a technique used by jazz musicians.

F lydian character
tone
) P [®]
e — o
_\2.1J} o] o e
1 2 3 44 5 6 7
+ - = 0 1 3 ?
A 5= - i
_B_
Fmaj7 b5 /
original & e |
2 K=
vamp 4
XX xX XX XX
_%%L, 7t~ LI 16
51- 101 HG® o 51- y
K % %
[5 T iy o] | |
95 #4 5 #47 57 9%4 3% 5
F lydian forms
-
lydian Ol |
variations #2 o |

There are many similarities between the chord forms for F lydian, D dorian and G mixolydian.
These modes are made up of notes from the same parent major scale of C. So it's possible to
use the same chord forms in three different harmonic situations. In each case, a small variation
may be necessary to get the character tone(s) in the form, but in most cases, the forms can
stay the same.

G mixolydian character
tone |
h ©5
% o (8] < s =
“ 1 2 3 4 5 6 7 4

& :

L=+]
n

uLp-q
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Dorian chords with mixed intervals
X X X X

21 (314 2 3 2 3
5f- @00 Q 7f- Q 8f- (
I 3 4 4
7. L& O O
1 ¥ 9 4 9 b7 b3 B 5 b7 4 b7 b3 1 4

Rock and Roll Harmony

The chords which make up many rock songs are a collection of two-note (diads) and three-note
(triads) chords. Most of the two-note chords are made up of the root and perfect 5th, also
known as a "power chord". Four-note chords are certainly used in rock, but they are usually
dominant chords. Because many of the chords in rock are played by guitarists using distortion,
chords which contain the major 3rd are avoided. This interval doesn't react well to distortion.
Chords with major 3rds come out sounding very muddy.

One of the main sources of chords for rock and blues music is the minor pentatonic scale. This
scale has its origin in the natural minor scale.

natural minor scale - 1-2-b3-4-5-b6-b7

minor pentatonic scale -1-+3-4-5-+7

A minor pentatonic

A ) (o)
= i? 5 Q - - 0 = _IG =
1 b3 4 5 b7
(A) (C) (D) (E) (G)
T 1 3— ¢ g
- S——
8B

The minor pentatonic can be harmonized in a variety of ways: with power chords, with triads
and with dominant chords.

Power Chords- A5 C5 D5 E5 G5

XX XX XX XX XXX X XX XX XX XD
1‘ 1 1 i 1‘
5f- 8- 10f- 121- 3f-

3(13 30 %) %5 30

I l |

*It should be noted that the harmonization of the minor pentatonic scale is not like harmonizing
other scales. It's just a case of arbitrarily building power chords, triads and dominant 7ths on the
root of each scale tone.
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1 1
12f- 3f-

or triads - 1 1 1
51- 8t- 10f-

A7 C7 D7 E7 G7

pinant 7ths - 1 1 1
5f- af- 10f- 12§-

ds can be integrated within the same chord
es can be combined with these

from the harmonized major and
from the Beatles used such a

wer chords, major triads and dominant chor
igression. In addition, chords from the other harmonized scal

i sounds. Combining chords from the Rock scale with those
nor scales is a common compositional technique. Many songs

neme.

sre is an example which uses chords from the Rock scale and from the harmonized scale of A

ajor. Play this example with a strong Rock feel.

XX XX X X XX X XXX X X X XUX X X XX
1 1 1 l A 1 | 1 1
f 5f- 3f- 21- l, 21- 3f- 5 5f- 7f-
3 3 3 3 3(5 3
| l Ll L
A5 D5 Cc5 Bm Fm G D5 E5
| v Bl Il Vi VIl v A
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Chord Progressions

Putting chords together to form songs is not a matter of following a formula. Many people put
chords together by intuition; by experimenting until something strikes their fancy. Another way
of doing it is to model your progression on some familiar song.

Most professional song writers understand the fundamentals of music theory and the basic
rules which govern chord movement. This chapter will look at some of these guidelines and
examine the reasons why certain harmonic progressions work. This insight will give the budding
composer some material to work with and provide the improviser with the knowledge he or she
needs to choose appropriate scales.

Tension and Release

Chord progressions usually try to create a sense of
movement. This movement can be thought of as a cycle.
This cycle is made up of three stages: stability, contrast and
tension. The stable section is made up of a chord or chords
which define the key. The contrasting section is made up of
one or more chords which draws the listeners attention
away from the tonic or key center. The last section is also
made up of one or more chords and provides a sense of
tension and anticipates the return to the area of stability.
This cycle can be repeated many times in the course of a
song.

Typical cycle of chord movement

stable
(stage 1)

contrasting
(stage 2)

In its most basic form, this cycle is completed by a progression that begins on the | chord
(stability), which establishes the key of the progression, moves to the IV chord (contrasting
material), then to the V (tension), which resolves back to | (stability). Here is a graph of how this
cycle of stability, contrast and tension might be perceived.

dominant (V)

subdominant (IV) 1

tonic (1) tonic (1)
area of stability contrasting material tension area return to stability

I, 1V, Vin C major
B major —

TO0R®00

tonic subdominant dominant

dominant

This progression is also known by most musicians as a |, IV, V progression
and is the most common of all chord progressions.




141
The |, IV, V progression in C major
X 0 0O
‘ 3t
o i K
s
Q
CD Track #33 || —(ﬁ |
Cc F G7 C
#1 F% : I
L
| v v [

The |, IV, V progression works exactly the same way in minor keys,

| Harmonic minor harmonization

minor —

| ©0 08

dominant

oe X [o) »
i i
o® 25 % [0 [%
Em Am B7 Em
#2 ﬁ : I
q
| v Vv |

Root Movement

The intervals which occur between the bass notes of chords are responsible for harmonic
propulsion. The strongest sense of movement occurs when the bass notes are either a perfect

4th or perfect 5th apart. Here is a version of |, IV, V again showing how the bass notes move in
4ths and 5ths.

XX XX X__ 00 XXXX X XXX XX XX
3 3f.[® 3f- st (e ] ] 44!
% 2 3 % a
[ | I | |
G5 C5 G5 D5 F5
#3 I ;ﬁ ! ‘ v ’ | | v i I
| P4th || P4th || P5th || m3rd |

In hard rock or metal, where only power chords are used, the intervals between the bass notes

determine whether the song is perceived as major or minor. In the case above, the sound would
be minor.
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Momentum is also created when the bass notes move by an interval of a 2nd. If the chords from
the major scale of G are used as a starting point, it's possible to construct a progression which
uses chords whose roots are a second apart.

G major scale chords

@EEOEE

M2nd M2nd m2nd
[ [ i L

G Am Bm C
44 I':ﬂl ’ I I I ’ v ;l

It is difficult to make a mistake when creating progressions using the chords from either the '
harmonized major scale or composite minor scale. In each case, the chords all belong to the
same key and scale.

Common Tone Substitution

The harmonized major scale contains chords which share many of the same notes. This is the
basis of common tone chord substitution. In the major scale, the |, Il and VI chords have two
notes in common. Because of this, they can be used as substitutes for one another. They
function as tonic chords. These are chords which work to define the key and are considered
stable, they don't need to move on.

the |, lll and VI chords substitute for each other

4 f A

A
scale degrees 5 < o ©
b\ - [& ] S
o - O .
1 2 3 4 5 6 7
h -
. o (%) b4
triads A1 — o) 9 8 £33 8 S
L7 o (%] -4 [ 8] b
o & i1
C Dm Em F G Am Bdim
| ] I v \'} Vi Vil




Creating a chord progression using just the |, Ill and VI chords will soon become boring
because this type of chord sequence has no tension. A progression such as this is perfect for
creating the illusion of harmonic movement.

extending the tonic feel by using |, lll and Vi chords

m3rd P5th m2nd
| [ [ |
C Am Em F

#5 I|;4 | l Vi | m | v ||
L tonicfeel — |

The Il and IV chords also share common tones. These chords provide a sense of contrast to
the tonic chords. These chords are normally either major or minor.

the Il and IV chords substitute for each other

v J

A
\f
scale degrees |fis = (o) ©
LNV Py [ %] o
o o o el
1 2 3 4 5 6 7
A o
triads [ff—— = 3 9 g 8 8
LA =4 [® ] - [ %] -
S & o -
C Dm Em F G Am Bdim
| Il []] v \'} Vi Vil

Lastly, the V and VIl chords substitute for each other. Either will function, as a dominant chord.
These chords contain inner tension and have a strong tendency to resolve to a tonic or
subdominant functioning chord.

the V and VII substitute as dominant chords

;

A
" i
scale degrees |fis 5 o o
L4 P [ %] =7
J e e i)
1 2 3 4 5 6 7
triads i = (8] 2 e ] ﬁ § g
AN o [ 8] a4 [ 8] -
o EsS o -
C Dm Em F G Am Bdim
I Il 1 v v Vi Vil
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As a summary, chords function in three different ways in the harmonized major and minor
scales: as tonic (stable chords), as subdominant (chords which present contrasting harmonic
material to the tonic chords) and as dominant chords (the tension chords which serve to
anticipate the return to the tonic).

common tone chord substitutions for major scale harmonies

Numeric name Functional label
I, Il & VI tonic

&V subdominant
V&Vil dominant

common tone chord substitutions for composite minor scale harmonies

Numeric name Functional label
I, blll, bVI & VI tonic

&IV subdominant

V, bVII & VII dominant

The composite minor scale harmonies
tonic

Cmin7 Dmin7%5 FE'maj7 Fm7 G7 Armaj7 Am7t5 B7 Bo7
I I il —— IV — V — bV VI bWWIIL — VI

| subdominant | | dominant | |

Harmonic Rhythm

Stringing chords together with reasonably good bass movement is not enough to ensure a
strong chord progression. The element of harmonic rhythm is also important. Harmonic rhythm
is the term used to describe the length of time given to each chord in a progression. Here's an
example of poor harmonic rhythm:

CD Track #34
wldrss7 77777777 7)7777]

This is a very unusual rhythmic grouping of chords and could be improved by redistributing the
pattern of rhythms, such as in the following:

w|4/77/ \/F/ 7/\ /177 | /717]




Most short progressions will be 4, 8, 12 or 16 measures long. Here is an 8 measure progression
which uses good harmonic rhythm, bass movement and basic substitution.

X XX X X X
1 T 1
¢ S s “ )
el S ® o
| 1] I I
Cadd9 F6/9 Am7 G Fmaj7
w|4777717777177 77|7777]
| v Vi \'} v
tonic subdom. tonic dom. subdom.
substitution
CaddS F6/9 Cadd9 Am7 G
1777707777\ 77 17177774
| v | Vi v
tonic subdom. tonic tonic dom.

substitution

Secondary Dominants

Another technique used by composers involves inserting dominant chords before other chords
to create a stronger sense of movement to the next chord. The root of the chord to be inserted
is a perfect 5th below the chord it 's going to resolve to. Here is the harmonized key of C major
with some secondary dominants added.

C major scale harmonies with secondary dominants

, c | A7 B7 C7 | E7 ( Am |{ Bdim
: . |votn Voof Vof V[ |y Vof VI[ 'y Vi

example using secondary dominants in a major key
X p (3 X [
: 16% > ¥ ij K i
L) o0l | [0 Te 9
[ [ O U

o
s
O

CD Track #35 C

w &s77 77777

/7 177777}

tonic tonic sub. sub. dom. dom. tonic
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Secondary dominants can precede any chord, but rarely come before diminished chords. Use
them in front of major and minor chords.

example using secondary dominants in a minor key

X - X X X b, X
3f- L IEIET SAL) ol e IEIEI ALY
1 | lag
oY ) 0 %6010 25 e
1| | Thikainsiniiba | i
B+7 | Ebmaj7 EV7?7 | Abmaj7 Cm

2|4 ////\/// /|77 //\////II

Vv ofBlll b V of bVI bVI
tonlc tonic sub. tonic sub. dom tonlc

Diminished Chords

It was noted earlier that V chords and VIl chords can both function as dominant chords. When
using a diminished chord in place of a V chord, any of the notes in the diminished chord can
resolve up by one half-step to the root of the chord being resolved to. Here are some typical
applications which will make this clear.

C major scale harmonies with diminished chords as secondary dominants

c | Cto D0 ( En F | F¥O G* ( Am )( Bdim
I Vil of 1l Vil of il M v Vil of V Vil of VI Vi il
I T I ¥ Tl T I 0 |

half-step half-step half-step half-step half-step half-step half-step half-step half-step whole-step

By using diminished chords as secondary dominants, a chromatic bass line is created. These
chords smooth the transition from one chord to the next and provide strong forward momentum.
It is also possible to mix dominant and diminished chords as secondary dominants in the same

progression. Here is a short progression using a diminished and dominant chord as secondary
dominants.

using a diminished chord and dom 7th as secondary dominants

X - X X . X X X ! AI ). X
3¢S Il lgrgToTe L 68T T 6f- 1
3 7t- 3 51- T T g 3 4T
o DO o) 10 o [6 o[ | %.:
I L] l [ [L] L[] I
Eo7 | Fm7 Dm7+5 Ebmaj7 Eb7 Armaj7

7 /// /1117 117 77 17774

Vil of IV bl V of bVI bV
tonlc subdomlnant tonic sub. tonlc substitute
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Tritone Substitution

This is the term given to the practice of substituting a dominant chord in place of another
dominant chord. The root of the new chord is a tritone away from the root of the original chord.
If the music contains a C7 chord, an F¥7 can be substituted in its place. F¥ is 3 whole-steps
away from C. Three whole-steps is a tritone.

CD Track #36 ¢ F Am  Dm7 G7| C
o 4777777 17717 7)7777]

progression
#1 with tritone
substitution

a770/\10 17| 7777\777/

The reason the tritone substitution works is because two of the critical tones in the original
dominant chord, the 3rd and +7th, are also in the tritone chord. Notice that the 3rd from the C7
chord becomes the +7th in the F#7. Similarly, the »7 from the C7 becomes the 3rd in the F#7.
The B* is enharmonically respelled as an A# when in an F#7 chord.

Pt —  C7=C-E-G-B

i
T 5 hY
T

=3 F#7 = F#- A%(B}) -CH-E
c7 F7

original chord tritone substitution

& 18
!

A very easy way to remember how to locate the tritone chord is to simply play a dominant chord
whose root is one half-step above the root of the chord to be resolved to.

tritone chord root is one half-step above the F chord

|4 ////1/7/ /7|
|4 /717 |A/7/ by, |

|_half-step |
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example using tritone substitutions as secondary dominants

X X X X X X
I

31 stefolll 1 ] 34T 30
g “TERT [R]] BA] B gl
|| 10 &0 | 1

A+7| Abmaj7 Gv7

“ |14 //// /77 7 |// // |////;|

blofbVI bV Miof IV
tonlc tonic sub. sub. dom. dom. tonic

Borrowed Chords

Another technique used by composers to spice up progressions involves borrowing one or
more chords from the parallel major or minor key. The parallel key is the one that begins with
the same root as the key of the song or progression. If the song is in the key of C major, the
parallel key would be C minor. If the song is in C minor, the parallel key is C major. Just
substitute a chord from the parallel key in place of the normally expected chord.

In the normal harmonized major scale, the | and IV chords are major. In the parallel minor key,

Parallel keys:

C minor composite harmonies (4 note versions)

Cmin7 Dmin7t5 Etmaj7 Fm7 G7 Almaj7 Am7t5 B)7 Bo7
1 —— I — IV — V bVI Vi bVIL — VI

C major harmonies (4 note versions)

Cmaj7 Dm7 Em7 Fmaj7 G7 Am7 Bm75
I — 1 i v v Vi Vil

the | and IV are minors. In major, Il lll and VI are minor chords. In the parallel minor, the Il is a
min75, the |ll is a maj7 and so is the bVI. The natural VI is a min7+5. Here is a summary of what
chord qualities are normally associated with each scale degree in major and minor keys.

Chord family Normal function
major chords | and IV in major keys

b[ll and kVI in minor keys

minor keys II, Il and VIin major keys
I, IV and V in minor keys

half-diminished VIl in major keys
Il and VI in minor keys

diminished VIl in minor and major keys

dominant V in major keys
V and #VIl in minor key
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This progression is in C major mostly. The chords in the boxes are borrowed from the parallel
minor key of C minor.

CD Track #37

example using borrowed chords

X ; X . X ' X : X

31 5- 6f- 3f:

b 2!) sf_z g )40 %

X e o ko) Ko
L] I L |

Cmaj7 Dm7 Etmaj7 | | Am7¥5 | G7 Cmaj7  G7 Cmaj7

477 77177 7 7|77 17\7777

Changing Chord Quality

This is the last technique which will be examined for enhancing chord progressions. It's very
simple: change the quality of any chord whenever you like. Experiment with making major
chords dominant or minor or whatever strikes your fancy. This random chord quality changing
happens frequently in jazz tunes. The bass notes of the chords normally stay the same, only
the quality of the chord changes. Keeping the bass notes the same will give the progression a
stronger sense of key. Changing the chord qualities will make things sound a little different.

CD Track #38

diatonic bass notes with chord quality changes
X X X > X )

3t 3.} 1 % e
°
l

00 7f-%4t|5 81- 74 kYl

PGS

wlds777| 70771777 77777

The technique of keeping the bass notes diatonic and changing the chord qualities is at the
heart of the blues, where each chord is a dominant. The bass notes, however, are very much in
a key.

A A S S

E7 % B7 A7 E7 B7
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Many possibilities exist for creating and enhancing chord progressions. Knowing how and why
composers assemble chord progressions is an important aspect to musical understanding.
Here is a chart which summarizes some of the techniques covered in this chapter.

... On Creating Chord Progressions

1- Pay attention to how the bass notes move in your song. Make sure the bass line is singable
and is made up of root movements which are mostly a P4th, P5th and 2nd apart. 3rds are fine
every so often.

2- Try to work with an even number of bar groupings such as 4, 8, 12 or 16 measure phrases.
3- Establish the key often by using V and VII chords which resolve to tonic chords.

4- Strive for a strong sense of harmonic rhythm.

5- Use common tone chord substitution to add interest and variety to the progression.

6- Use dominant 7 and diminished 7 chords as secondary dominants for increased harmonic
momentum.

7- Use the tritone substitution chord in place of the normal V-| resolution.

8- Using borrowed chords is also a good way to make your progression sound fresh and
different.

9- Random chord quality changes also adds interest to chord progressions.

10- Analyze and learn other songs to see what "tricks" were used to create the chord
progression. Try to figure out where the chords came from. Is the progression logical or quirky?

11- Using chords in inversion will result in more independent and melodic bass lines. Don't get
locked into always using root position chord forms. Using inversions will promote a smoother
flow from chord to chord.

12- Trust your ear. Learn the theoretical possibilities normally followed by songwriters, but don't
be afraid to break the rules. If it sounds good to you, then go with it.
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Chord and Scale Relationships

It's usually possible to play more than one scale over any chord. And it's a simple matter to just
list the various chords and the scales which might be used with them. However, in just listing
the various chords and scales, a serious issue is being avoided: how to choose the "correct”
scale.

Songs are made up of chord progressions, not one chord vamps. Because of this, it's
necessary to determine the function of a chord in the overall key in order to select an
appropriate scale. This is the reason Dorian is not always played over a minor chord. Dorian
works great over a minor chord which functions as the Il chord in a major key or as the IV chord
in a minor key. It will usually not sound great if it is used over a minor chord which is functioning
as a VI chord in a major key. It's the same reason lonian isn't played over all major chords.
lonian is most appropriate over major chords which function as tonic (I) chords in major keys
and ¢l chords in the minor key. Chord function determines scale choice.

After having said this, it must also be noted that it's not necessary to change scales or modes
on every chord. What is necessary is to determine how the chords in a progression fit into a
key. This means analyzing the progression and assigning Roman numerals to each chord.
When a group of chords are all related to a particular key, one scale or mode sound can be
applied to all of those chords. This approach, called horizontal improvisation, frees the player
from having to change scales constantly and allows for melodic development in the solo. The
opposite approach is called vertical improvisation. In this style, the player goes for a scale
sound which will be appropriate for each individual chord. It's as if the player sees only one
chord at a time and solos over that chord with the appropriate scale. Both approaches are valid
and have their place.

CD Track #39

horizontal approach - one scale played over a group of related chords

[ all in C major N A major T C major e
Cmaj7 Dm7 Fmaj7 G7 Atmaj7 Dtmaj7 Gsus7 G7 Cmaj7

"7 7 //|/ / //\/ I

| in Ab IV in A VinC V
l—— C lonian | | A} lonian | | Clonian —

vertical approach - one scale per chord

C lonian D Dorian Ab lonian D¢ Lydian C Lydian
Cmaj7 Dm7 A maj7 Db maj7 Cmaj7
#2 Iﬂ linC linC linAb IV inAb ‘ linC ‘I
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The horizontal approach is the easiest to grasp when first starting out. As you get a handle on
the various scales, arpeggios and modes, you can begin to integrate the vertical approach. The
horizontal approach works well in songs which have no key changes. The vertical approach is
most useful in songs where there are frequent key changes or where the chord qualities have
been changed, such as in many jazz tunes. The competent improviser can solo using both
techniques.

Chord and Scale Syllabus

It would be impossible to list every scale that could be played with every type of chord. To even
attempt such a list would be more confusing than helpful. For this reason, this syllabus lists only
the most commonly used scales and the chords they are heard over. For a more detailed listing

of chords and scales, see "Scale Patterns”, by Don Latarski.

Function Scale/Mode name Comments

majors

major triad ] lonian When any of these chords are in the

major 6 Major pentatonic IV position, use Lydian. However,

major 6/9 many jazz musicians use Lydian over

major 7 (V) Lydian major chords in the tonic position.

major 6/7 Also, the suspended 2 chord is

major 9 neither major, minor or dominant so it

major addg can be used as a substitute for any of

suspended 2 these chords.

major 75 (1 Lydian

major 95

major 9#11

major 7411

major 13411

major 745 (1) Lydian Augmented The Lydian Augmented scale is the
3rd mode of the jazz minor scale.

minors

minor triad () Aeolian, Harmonic minor, When these minor chords are used as

minor 7 minor pentatonic, Blues tonic chords in a minor key, use the

minor 9 (1) or (V) Dorian, minor pentatonic Aeolian (natural minor), harmonic

minor 11 Blues or jazz minor minor, jazz minor, minor pentatonic or

(111) or (V1) Aeolian or Phrygian the blues scale with a ¥3.

minor 6 (i) () or (IV) Dorian, minor pentatonic, ~ With these chords, it's not important

minor 6/9 jazz minor or Blues whether the chord is functioning as a

minor 13 I or Il. All four of these scale choices
will work well.

minor 7¢5 (1 or (VII) Locrian or Diminished w/h

minor #7 any Jazz minor or harmonic

minor




dominanis

dominant 7 any Mixolydian or Blues

dominant 9

dominant 13

dominant 745 any Whole-tone or Mixolydian 6

augmented 7

dominant 7b5 any Whole-tone, Blues or The Lydian }7 scale is also known as

dominant 9¢5 Lydian 7 (Lydian the Lydian Dominant scale and is the

dominant 7%11 dominant) 4th mode of the jazz minor scale.

dominant 7v9 any Diminished h/w or The altered scale is also known as the
Altered scale Super Locrian and is the 7th mode of

the jazz minor scale.

dominant 7%9 any Diminished h/w, Blues, The altered scale is also known as the

Dorian or Altered Scale Super Locrian and is the 7th mode of
the jazz minor scale.

dominant 7(+5:9) any Altered scale The altered scale is also known as the

dominant 7(>549) Super Locrian and is the 7th mode of

dominant 7(¥559) the jazz minor scale.

dominant 7(#549)

dominant 7(+59) any Diminished h/w

suspended

suspended 4 any Mixolydian or Blues

suspended 7

suspended 9

suspended 13

suspended 709 any Phrygian

diminished

diminished triad any Diminished w/h

diminished 7
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Glossary of Terms:

Accidentals - These are symbols which have the effect of raising or lowering a pitch. Sharps
and flats are the most common accidentals.

Aeolian mode - Alternate name for the natural minor or pure minor scale. It is also the name
given to the scale built from the 6th note of the major scale.

Altered extensions - Refers to the flatting or sharping of the 9th, 11th and 13th. Common
examples would be the b9, #9, #11 and #13.

Altered scale - This is the 7th mode of the melodic minor scale. It is also known as the
combination scale, the diminished whole-tone scale, super-locrian and the altered scale. It
contains all of the tension tones possible over a dominant chord: b5, 5, 9 and 9.

Bebop scales - Scales used by jazz musicians for playing bebop music. Three forms are
common: the major, dominant and minor.

Blue notes - Term applied to the area of the +3-3, 4-#4 and 6-+7 in the blues scale. These notes
have to be bent up to on the guitar and result in subtle shadings of sound. They are not exact
pitches in a traditional sense, but areas of tension found between the pitches listed here.

Borrowed chords - This refers to a technique where a composer may borrow a chord from the
parallel key to use in a chord progression. If a chord progression is mostly in C major, a
composer may go to the parallel key of C minor and "borrow" one of these chords to use in the
C major progression. This compositional device is useful for making an otherwise predictable
progression fresher sounding.

Changing chord quality - This is an embellishment technique used by composers to interject
surprise and freshness into a chord progression. The root of a chord is left intact, but the
quality of the chord is changed. A C major chord might be changed to a C7.

Character Tone - That tone or tones which give a scale or mode its unique sound. In the
Dorian mode, the primary character tone is the 6th. The secondary character tones which
define this mode are the b3rd and +7th.

Circle of 5ths - This is a teaching device which is a visual aid to assist in learning certain
relationships which exist in music theory. It is useful for learning how many sharps and flats
each major and minor key contains and is also useful for demonstrating relationships of a 4th
and 5th. By going clockwise around the circle, the sharp keys are displayed. Counter clockwise
motion reveals the flat keys.

Combination scale - See Altered scale.

Common tone substitution - This is the term applied to chords which can be substituted for
one another based on shared notes. Chords which are substituted for one another usually have
at least 2 or more notes in common.

Compound interval - Any interval greater than an octave, typically 9ths, 10ths, 11ths, 12ths
and 13ths.

Comping - Jazz term for playing rhythmic accompaniment.
Consonance - Term which means pleasant sounding or without tension.

Diatonic - Term used when a chord progression or melody is composed entirely of notes from
one scale or mode.

Diminished whole-tone scale - See Altered scale.
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Dissonance - Refers to sounds which are harsh and contain much tension.

Dominant - Term given to the 5th scale degree or chord whose root is the 5th of the scale. This
term also can refer to the function of a chord in a progression. A dominant functioning chord is
one which occupies a position of tension.

Dorian b2 scale - Alternate name given to the 2nd mode of the jazz minor scale.
Dorian mode - Name given to the scale built on the 2nd scale degree of the major scale.

Enharmonic - Term used to describe different spellings for the same sound. For example, a B
note sounds the same as a C*, so Ct is the enharmonic of B.

Extension - Term is most often used when talking about chords which contain pitches higher
than the chordal 7th. The Sth, 11th and 13th are the most common extensions.

Half-step - This is the smallest interval commonly used in Western music, (not Country &
Western). On the guitar, it is the distance from one fret to the next.

Horizontal improvisation - An improvisational technique where related chords are grouped
according to a tonal center or key. The point of looking for these relationships is so that the
improviser might use as few scales as possible to improvise over any given section of music,
freeing him/her to explore the melodic aspects of the scale.

Interval - The musical distance between any two notes. This distance is expressed in terms of
the number of whole-steps and half-steps separating any two notes (number) and by the quality
of the sound.

Inversion - When this term is applied to intervals, it means to take the top note of any two note
interval and drop it down one or more octaves, so that it becomes the lowest sounding pitch.
When applied to chords, it refers to a change in the bass note of the chord to some pitch other
than the chord root. First inversion chords have the 3rd of the chord in the bass. Second
inversion chords have the 5th in the bass. Third inversion chords have the chordal 7th as the
bass note.

lonian mode - Alternate name given to the major scale.

Jazz minor scale - This is another name for the ascending melodic minor scale. It's called the
jazz minor scale because in jazz improvisation, only the ascending version of the melodic minor
scale is used.

Leading tone - Term given to the 7th scale degree or chord whose root is the 7th of the scale.

Lydian 7 scale - Also known as Lydian dominant scale. Alternate name given to the 4th mode
of the jazz minor scale.

Locrian #2 scale - Alternate name given to the 6th mode of the jazz minor scale.

Locrian natural 6 - Another name for that mode built on the 2nd note of the harmonic minor
scale.

Locrian mode - Name given to the scale built on the 7th note of the major scale.
Lydian augmented scale - Alternate name given to the 3rd mode of the jazz minor scale.
Lydian dominant scale - Alternate name given to the 4th mode of the jazz minor scale.

Lydian mode - Name given to the scale built on the 4th note of the major scale.
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Mediant - Term given to the 3rd scale degree or chord whose root is the 3rd of the scale. This
term can also apply to how a chord functions in a progression.

Mixolydian mode - Name given to the scale built on the 5th note of the major scale.
Mixolydian b6 scale - Alternate name given to the 5th mode of the jazz minor scale.

Outside - Slang term given to the practice of using scales which contain extreme dissonance
for the purpose of improvising. It also means the same as playing "out".

Overtone Scale - Another name for the Lydian-Dominant scale, which is the 4th mode of the
jazz minor scale.

Pentatonic Scale - Any scale with five different pitches.

Parallel key - Term given to the scales which share the same root note. C minor is the parallel
key to C major. Similarly, C major is the parallel key to C minor.

Phrygian Dominant Scale- Another name for the 5th mode of the Harmonic Minor scale.

Phrygian mode - Name given to the scale built from the 3rd note of the major scale.
Quartal - Harmony (chords) based on the interval of a fourth.
Quintal - Harmony (chords) based on the interval of a fifth.

Relative major - This is the major scale which begins on the third note of the natural minor
(pure minor or Aeolian mode) scale. The notes of the relative major key are the same as those
of the minor scale except the tonic of the major is the third note. The relative major key of G
minor is B major; B is the third note from the key of G minor. Both keys contain the same
number of accidentals and share the same key signature.

Relative minor - This is the minor scale which begins on the sixth note of any major key. The
notes of the relative minor key are the same as those of its parent major key except the tonic of
the relative minor is the sixth note of the major key. Both keys share the same key signature.
The relative key of C major is A minor; A being the sixth note from the key of C.

Rock scale - This is the slang name given to the minor pentatonic scale, which is a 5-note
scale derived from the natural minor scale.

Secondary dominants - These are dominant chords which are added to a chord progression
to increase the sense of movement from one chord to another. They precede diatonic chords in
a progression and can be thought of as temporary V chords which resolve logically to the next
chord in the progression.

Sequence - A series of changing notes played with a constant rhythmic pattern.

Side slipping - This is a chording technique where the performer will move entire chords up or
down by half-step from there normal position to introduce momentary tension. This tension is
usually quickly resolved by returning to the more consonant chord.

Simple intervals - Any interval which is within an octave.

Subdominant - Term given to the 4th scale degree or chord whose root is the 4th of the scale.
This can also refer to the function of a chord or chords in a progression.

Submediant - Term given to the 6th scale degree or chord whose root is the 6th of the scale.
This can also refer to how a chord is functioning in a progression.
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Substitution - In chord theory, substitution refers to the technique of replacing one chord with
one or more different chords. It is a technique used by many jazz musicians for reharmonizing
songs.

Superimposition - The practice of playing an unexpected arpeggio, chord or scale over an
existing chord. The superimposed chord, arpeggio or scale must have some musical
relationship to the original chord. Playing an Am9 arpeggio over a Cmaj7 chord is an example
of superimposition.

Super Locrian - See Altered Scale.

Supertonic - Term given to the 2nd scale degree or chord whose root is the 2nd of the scale.
This can also refer to how a chord is functioning in a progression.

Symmetric scales - This is the term given to those scales which are composed of interval
groupings which repeat themselves. The whole-tone, chromatic, diminished and the augmented
scales are examples of symmetric scales.

Synthetic scales - These are scales which are derived by altering an existing scale by either
adding one or more notes or by altering one of the existing notes. The blues scale may be
thought of as a synthetic scale because it is a minor pentatonic with the addition of the raised
4th. Synthetic scales can also be formed by combining parts of existing scales to form a new
scale.

Tablature - Also abbreviated as TAB. This is a system of notation which uses lines to represent
strings and numbers to represent frets. Rhythms are notated in the conventional way. This
system represents a graphic way of representing pitches on the guitar.

Tertian - This term means "of the third", as in "Western theory is based on tertian harmony."
Most of the chords in common use are constructed by stacking intervals of a third.

Tonic - The term given to the scale degree which is the first note of a scale. This term is also
given to the chord whose root is the first degree of the scale. It can also refer to the function of
a chord or chords in a progression.

Transposition - To move a chord progression, melody or other musical passage from one key
to another while maintaining all of the correct intervalic relationships. Such a transposition is
called exact.

Triad - A simple chord made up of three different pitches. Traditionally, there are major, minor,
diminished and augmented triads although others are possible.

Tritone - The term applied to an interval which consists of 3 whole-steps. The tritone is also
known as a diminished 5th or augmented 4th interval. In classical music, this interval is called
the Diabolus in Musica (the Devil in the music) because it is a difficult interval to harmonize in
certain styles of music.

Tritone substitution - This refers to the practice of substituting one chord for another. The
substitute chord has a root which is three whole-steps away from the root of the original chord.

Vamp - The term applied to a short chord progression which repeats.

Vertical improvisation - An improvisational technique where the player is concerned with
improvising over each chord in a progression as if it existed as a separate harmonic entity. This
approach is in contrast to the horizontal approach.

Voicing - The ordering of pitches in a chord from the lowest to the highest. The voicing is often
expressed as a series of numbers suctras 1-5-3-1.

Whole-step - This is the equivalent of two half-steps.
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