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Fretboard Mastery is the natural companion to my advanced technique book, Speed Mechanics for
Lead Guitar. Both are the result of my personal search as a guitarist.

Years ago my goals on the guitar were essentially two-fold. First, | wanted to eliminate any physical
restrictions. That is, | wanted to be able to play anything, including any sequence of notes, at any
speed. My experience in developing that kind of technigue was then organized into Speed Mechanics
for Lead Guitar to help others accomplish the same thing. Second, | wanted to understand the fret-
board inside and out. | wanted to make it completely transparent, so my ideas could flow instantly
from imagination to the guitar without any need to “translate” (i.e., hunt for the right notes). When |
heard something, whether from inside or outside my own head, | would know instantly how it
appeared. S0 | could just "think” the fretboard and compose songs and solos entirely in my head. Nice
and practical.

However, my pursuit to understand the fretboard didn’t stop with the fretboard. How could it? After all,
what is the fretboard but the guitarist's gateway into the musical labyrinth? So in order to truly under-
stand and make full use of the fretboard, one must understand music itself. And that brings up my
third goal. Did | say | only had two? Never believe that. From early on, | was curious about how music
worked in a larger sense. How did my chosen style relate to other styles? What were the common
elements and the differences? | sought a unifying view. | wanted to see the big picture as well as my
own specialized niche to, | suppose, properly “place” my experience.

The good news is that gradually | achieved this fretboard "transparency” as well as the wider knowl-
edge of music that went with it. As a result, music seems simple. And it is, when you look deeply
enough and separate the decorative elements from the meat of it. But make no mistake, it is a sim-
plicity born from a myriad of details and ingrained skills. So it only feels simple after you know it! Not
much consolation, | suppose. Nonetheless, this book is my attempt to make it "simple” for you, too.

Fretboard Mastery is a comprehensive ear-training, theory, chord, scale, melody, and soloing book. K
builds a powerful yet flexible framework for understanding music and guitar—my view essentially. We
start with the very bedrock of sound and build up the structure right to the top, which will allow you to
quickly absorb anything you choose and take your music further.

| know that music lives in your untapped imagination, and this book will help you unlock it. Yes, it's
advanced. It may at times seem difficult, but persevere. The rewards are more than satisfying and will
last a lifetime. Good luck with your playing!

—Troy Stetina



The Goal of Fretboard Mastery

Fretboard Mastery is a set of tools designed to make the entire fretboard your playground. Yes, it is
challenging. It is intended for intermediate to advanced players who want to see further and take their
musicianship to the highest levels. It's not for everyone.

We begin with a long series of ear-training exercises to build the connection between your inner ear
and the fretboard. Then we cover a number of the larger musical structures in the primary positions
and continue ear-training to recognize them instantly by their sound and associated fretboard shapes.
MNext we look at how music actually works with regard to tonality, chord progressions, melody, ete.
Finally we extend our knowledge over the entire fretboard in a series of superimposed patterns.
Through this whole procedure, you learn more than a bunch of scale dot patterns—you learn how to
really use these various sets of notes to make music. All keys, all scales, all notes, all options.

How is my approach different? Well, let’s examine the more common approach. Usually you find such
things as scales, chords, arpeggios, and ear training presented as separate concepts. First you mem-
orize a bunch of scale dot patterns. Then you memorize a bunch of chords—some with fancy
names—and you wonder how many of these you'll actually use. You may learn some music theory.
You hear about tricks: take this scale and use the same notes, but move three steps this way, cross
your fingers and play backwards and this mode becomes another mode, eic. But there doesn't seem
to be any rhyme or reason, or if there is, you give up because it seems too complicated. Furthermaore,
each area—scales, chords, theory, and songs—remains separate. And a lot of it seems downright
irrelevant. Faced with this, most guitarists eventually give up and reconcile themselves to the idea that
they just “aren’t strong on theory.” Of those that continue to wade through a sea of details, many rec-
ognize that there is a deeper understanding that yet eludes them.

The missing secret is the knowledge that all these different things are really just different aspects of
the same thing. This fundamental thing is the structure of music, seen through the guitar, and this is
what Fretboard Mastery is really about. Attaining full competence with this information moves you
beyond simply being a guitarist and into the realm of “pure” musician, since your knowledge of musi-
cal structure actually extends to any instrument. Here, we build up the entire picture the right way from
ground level. Then everything falls into place as part of the interconnected whole.

That sounds good of course. But if you are like me, you may be wondering what this really means in
practical terms. Here are some of the benefits you will gain:

» [Learning music becomes easier. As you hear music, you can instantly envision the correct fret
board shapes and patterns in your mind's eye. You just pick up your guitar and play it right the
first time.

» Creating music becomes easier. You won't need to hunt for notes you hear in your imagination,
either. As a result, songwriting becomes easier and faster. Instead of noodling through tired old
patterns hoping to stumble across a new idea, you simply listen to your imagination and create
from there. You are no longer tethered to the guitar—you can “write” music while you drive, take
a shower, serve burgers, enteriain the in-laws, etc.

» Your musical ideas become more defined. The musical ideas that you “hear” in your imagination
become more clearly defined. Instead of vague impressions, they begin to arise more and more
with specific pitch and rhythm.



You draw from a broader scope. Any melody in any style of music is immediately perceived in its
absolute terms. When melodies are so easy to assimilate, anything you hear—any song or com-
mercial, any movie soundtrack, any musical idea in any style—can be applied to another context
instantly. You can pull inspiration from anywhere.

-+ Ybou can evoke different moods freely. You know how to create any mood in an instant by knowing
which tones create each feeling. You can also play in any musical context without feeling lost.

* No more bad notes while improvising. When the fretboard/mind connection is strong, you don’t
play “wrong sounding” notes. You are playing from your inner ear, and you don't imagine sour
notes, unless that's the quality you intentionally want to create! That doesn't mean you stick only
to only “safe” scale tones, though. You are free to draw upon whatever tonality clashes or melod-
ic tension you like. You are also no longer tied to a pre-learned bag of licks.

*  No more "blank spots” on the fretboard. Of course some areas on the neck will always be more
familiar than others, but with thorough use of the final portions of this book you will be free to move
out of the familiar areas at the flip of a switch, whenever you feel the spontaneous urge to do so.
The entire fretboard becomes your playground.

*  Ybu gain a deeper understanding of the structure of music. You can impress friends and enemies
alike with your vast and intuitive knowledge of musical structure! What could be better than that?

These skills really add up to giving you more artistic control and therefore, more personal satisfaction
as a musician. That's the ultimate benefit of Fretboard Mastery.

What Style Is This?

Most of the principles and skills taught here transcend style. Indeed, that is exactly what | am seek-
ing to show you—how the same ideas play out across the board. Therefore, I've made an effort to
touch on a range of styles including rock, alternative, metal, pop, classical, jazz, blues, etc. You will
see how music works generally and how to point it in different stylistic directions.

However, | am a rock player and a shredder at heart, so that's where this book really stretiches out in
the end. Yet at the same time | believe simplicity often plays a more valuable role than complexity.
Music is about expressing and creating emotion. So faster is not always better; it is just faster. And
isn't a statement made stronger and bolder when non-essential portions are stripped away? In fact,
writing good music is as much a process of knowing what to leave out as what to put in. So just
because you can play a million miles an hour, doesn't mean you must do it constantly. It gets boring
(to me at least). At this point my soloing style has become an outgrowth of melody. Sure | still play
fast passages, but it is not really lick-based playing. It is just music, faster or slower, composed or
improvised; it is imagination directly converted to the guitar. Here you will see how melody and solo-
ing are actually two ends of the same thread, and all the principles that apply to melody also apply to
soloing.

Regardiess of my stylistic preferences, though, this book is not designed make your style a clone of
mine. This book doesn't dictate a style. It shows you the underlying principles so you have the tools
to quickly absorb anything. Indeed, you are encouraged to analyze those specific musical situations
that interest you most—then they become a part of you and your style.



How to Use This Book

In a word: patience. This isn't a book to whip through and quickly leave behind. Hit a portion of it for
a while, then set it aside and take a breather. Let it soak in. Look for the concepts you've learned here
within the other music you play and learn. Then come back to this book and tackle another portion,
or review a section to anchor it better in your experience. Like Speed Mechanics, this is a book you
can use for years to come, constantly improving your musical abilities and understanding of the gui-
tar.

Also, realize that this is not easy stuff. Let me repeat that: This is not easy stuffl Some of the skills
presented here may take months or years to really nail down fully. So don't sweat it if your progress
is slow. This is a rather difficult subject. On top of that, it raises the bar. Very few players attain any-
thing near full proficiency with this. You don't have to achieve full proficiency to be a great player, to
write good songs, or to become successful in the music business. Yes, the skills presented here can
help you in those pursuits, but they aren't a requirement. Think of the material in this book as "extra
credit.” It is only necessary for those of you who have a personal desire to take your abilities to the
highest artistic levels. So give yourself credit for even attempting this book, and regard every gain here
as added value!

Yet, the challenge | present to you in these pages is certainly not impenetrable. The inspiration you
feel as you progress, combined with the practical benefits of your new skills, will propel you forward.
Just expect it to be a “slow burn.” Stick with the program and you will gradually absorb it, without a
doubt.

So here is how should you approach this book: Devote a little time to it each day, realizing you are
gaining ground, little by little. Work this into your other practice activities, including whatever books,
methods, technique exercises, songs, and solos interest you. Don't judge your progress by how many
pages you have completed, or by those yet remaining. Judge only by positive results—specifically
your increasing awareness in hearing, perceiving, and understanding.

Each person begins at a somewhat different level for each of the various skill-sets presented here.
One section may be easy for you, while another may seem baffling beyond belief. That's okay. It just
means you need extra time in that area. Come back and review it as needed. Remember, it is the skill
development we are after here—not simply getting through any particular exercise. So if you finish a
section but feel you haven't really got a good handle on it, hit it again or make up your own similar
exercises. Whatever it takes, keep hammering away.

Finally, | should mention that there are some fairly challenging playing examples in the book, but hon-
ing your physical technigue is not the point of Fretboard Mastery. These are simply here because they
illustrated the concept at hand. For this reason, | have not played them fast and slow, but simply at
full tempo. If you feel under-equipped to deal with anything from a technique standpoint, | encourage
you to apply the concepts from Speed Mechanics for Lead Guitar and develop your chops as neces-
sary.

The Musical Staff

You don't have to be a proficient sight-reader to use this book, since the musical staff is largely tan-
gential to my approach to the fretboard. The staff is simply a means of communicating musical ideas.
It is not the only means to do so. Music, after all, is sound and not the written notation on a page.

However, the staff is a handy way to show some types of musical ideas very clearly. So when it is nec-
essary or helpful | will use the staff, particularly in Part Ill. As a starting point for this method, you
should be familiar with the pitches on the musical staff and their corresponding notes on the guitar,
at least in open position. If this is totally new to you, pick up a sight-reading book for guitar, or a basic
“book 1" guitar method to learn at least the basics of reading staff notation before going deep into this
book.




INTRODUCTION

Musicians learn to manipulate sound in order to create emotion in the listener. To do this effectively,
it helps to have good "handles”™—or ways of thinking about the sounds we are using—so we can “grab
them” intellectually and make them do our bidding. We create these "handles” by naming and cate-
gorizing the different aspects of sound. That's called music theory. But of course you don’t have to
know the proper naming conventions to play good stuff. Always remember that it's the music itself that
is the real thing, and the names we use to parse different aspects of it are merely labels of conve-
nience. Music is the master, and theory is the servant. Music is real, and theory is...well, just a theo-
ry...a way of thinking about things. It's not the only way to think about things. It's just one particularly
useful way.

Nevertheless, there is tremendous value in developing the mental structure of music theory. We can
see further, build more elaborate ideas, and even cross-pollinate concepts to create entirely new con-
cepts. Had we not engaged in this labeling effort, we would not even be aware of the existence of
most of these ideas, let alone be able to manipulate them in novel ways. 5o there is value in music
theory.

Music theory is the systematic parsing of the elements of music. It's good to learn, but some-
times we have to remind ourselves to stop parsing and simply listen! Don't lose sight of the
fact that music, and the emotion it conveys, is the point of it all. Theory exists to serve the
creation of music.

Let There Be Sound

At a fundamental level, music is simply an arrangement of sounds in time. And here we have the first

hatchet-stroke of theory, as it cleaves apart a “sound” component from a “time"” component. We call
the time aspect rhythm, and on a piece of written music, the time (or rhythm) stretches out horizon-

_ tally. It moves from left to right as time passes

Time moves from left to nght (honzontal)
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The sound component can be further divided into two subcomponents: timbre and pitch. Timbre refers
fo the quality of sound, or fone of an instrument. For example, you can easily tell the difference
between a guitar and a piano because they have a different timbre. The word “tone” is also used gen-
erally to describe something similar—a distorted guitar tone versus a clean guitar tone, for example.
Or a muddy, bassy tone versus a thin, trebly tone.

On the other hand, pitch refers to a specific level of "highness” or “lowness.” Pitch can be measured
in Hertz, which is the number of vibrations per second of a frequency. Functionally, however, pitch is
usually labeled with the letter names we have come to call noles (e.qg., A, B, C4, Dt). Pitch is mapped
vertically on the musical staff, with higher-sounding pitches corresponding to higher placement and
lower-sounding pitches corresponding to lower placement.
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People new to music, or with an otherwise undeveloped ear, sometimes get tone and pitch confused.
They are, however, totally separate issues. Just plug in your electric guitar to demonstrate this: play
the same note with the bass control up and treble down, then play the same note again with the bass
control down and treble up. Different fone, same pitch.

Of the three main features of music (rhythm, timbre/tone, and pifch), the average listener probably
notices the first two qualities more, at least initially. Pitch comes into play to a degree along with
rhythm and tone, of course. But it is the “sleeper” aspect in a sense. Ilts effect is less immediately
obvious. In the long run, however, it is pitch that plays the biggest role in locking music into our long-
term memory. What follows in this book relates to an analysis of the subtleties of pitch. Music theory
is largely an analysis of interactions between sets of pitches.

Scales, modes, keys, chords, and all the like are the children of Western music theary. At a basic level,
all of these concepts are simply describing various sets of letter-named pitches. To speak about these
different sets of pitches in a useful way—to tell one apart from the next—we must have a way to com-
pare them. We do this by measuring them. Then we affix a name upon every possible distance
between pitches. We call these various distances between pitches intervals. Armed with this musical
measuring stick, we can separate and evaluate the fluid world of music.

Building on Solid Ground

The working structure of music begins with intervals. They are the building blocks of all the larger
musical structures. Every musical structure—that is, every conceivable set of pitches—may be
defined by its intervals.

Interval: A specified distance between Iwo pilches. Intervals define every
possible relationship between pitches.

Let's consider a few intervals. Two pitches that are the same are said to be in unison. That's an inter-
val of “0." or no distance at all. When you tune one string to another on the guitar by the standard rel-
ative tuning method, you are employing unison intervals. Next comes the distance of one fret—for
example, from the first fret on any string up to the second fret on that same string. This is an interval
called a half step. The distance of two frets—from the first fret on a string up to the third fret on that
string—is an interval called a whole step.

There are many more interval names. But first, consider these facts:

+ Every interval has its own unigue name.
+ Every interval has its own unigue sound.
= Every interval has its own unique shape on the fretboard.

So we can learn each interval by its name, sound, and shape. As we do this in Part |, keep in mind
that you are not learning three different things—you are learning three different aspects of one thing.
This is the foundation for everything else that follows.

After learning the intervals, you will see how they combine to make various larger musical structures
and you will learn to recognize all of these by ear. In Part Il we expand that knowledge over the full
primary shapes. Then all these structures are woven together into a coherent musical fabric in Part
IIl. Parts IV and V complete the fretboard by expanding what you already know into the other areas
of the neck and adding a few more advanced concepts. At the end, we take a look at a full song to
apply everything you have learned and test your ear.



Tuning Notes

It's time to tune up. Track 1 on the accompanying audio CD is the low E string in standard tuning. Tune
relative to this or use your electronic tuner.

@ Standard Tuning: Low E string reference pitch
Track 1

Notes on the Fretboard

The letter names of the notes on the fretboard in standard tuning are a starting point for this method.
If you don't know them well, take some time and memorize them now.

First, take those on the lowest two strings—the E and A strings, or strings 6 and 5. respectively. Play
up and down the natural notes below saying the names out loud until you have fully memorized their
positions and can locate any one of them without pause.

Low E & A strings pattern repeats | octave higher
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FYI: The frets in between the natural notes labeled above actually each have two possible
names—either the flat of the next higher note or the sharp of the next lower one. So for exam-
ple, the fourth fret on string 5 is called either C! or Dbk. These are called enharmonic equiva-
lents. The correct spelling depends on the musical context.

Next, look at the middle set of strings—the D and G strings, or strings 4 and 3. The pattern of notes_
here is exactly the same as on the lower strings, except two frets higher. If you are more familiar with
the note names on the lower strings (as most guitarists are due to their barre-chord-playing experi-
ence), you can use the octave shape shown below to transfer note names up to these middle strings.
However, this “shortcut” is only a temporary assist. You should memaorize the names well enough that
you simply know them directly, as they appear on strings 3 and 4, without having to make any “octave
transfers.”

Ocrave shapes
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Finally we arrive at the upper strings—the B and E strings, or strings 2 and 1. There is no easy way
to deal with the B string. Just memorize it. The last one, however, is a piece of cake. The high E string
has the same notes as the low E string (just two octaves higher).
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PART I: A Foundation for Music

Your musical foundation begins with intervals. These will eventually become as familiar to you as good, trust-
ed friends—here to serve you for a lifetime of music. (And that’s more than you can say about a lot of friends!)
We will start with simple intervals and build them into scales, triads, and finally, melody.

Simple Intervals

Simple intervals are those contained within one octave. There are twelve half steps per octave in Western
music, so there are a total of thirteen conceivable simple intervals (twelve plus unison). We'll first consider
just eight of them. Below, these lucky eight are shown relative to the starting pitch of A. Play each, memoriz-
ing their names and shapes on the guitar.

Q Example 1 — Interval Names, Shapes & Sounds

Track 2
Intervals on A
Unison Major 2nd Major 3rd 4th
[ :
|
|
* "
“a - I__' L — &
3 5 3 5 3 b 3 5
notes: AA A:B A:CH A:D
T
L
A
—E—ﬂ 2 4 =
5 5 5 5
fingering: 2 0 4 1 il 1 1
Sth Major Gth Major Tth Octave
— - -
. |
L] & L .
5 7 L 7 5 7 5 7
A:E A:F8 A:GE A A
=
L]
LA 4 6 7
B 7
- 5 5 5 5
1 3 2 I | 2 3

Play each interval shape below on the guitar and write in its correct name. (Answers on page 161.)

Example 2 — Interval Shape —= Name

|- -
— |
L J L . 2 o
5 7 5 7 b T 5 7
Mame:
]
B L ] [
g [ ] - -
3 5 5 7 5 7 3 5
Mame:

12




Next, given only the names, locate each interval on the guitar and play the correct shapes. You should
be able to find each immediately, without hesitation. If you need more practice, just write out a long
series of these interval names at random and play through the shapes as fast as possible.

Example 3 - Interval Name —= Shape

a) 5th i) 4th

b) 4th i) Major 2nd
c) Octave k)  Unison

d) Unison ) 5th

e) Major 6th m) Major 3rd

f)  Major Tth n) Major Tth

g) Octave o) Octave

h)  Major 3rd p)  Major 6th

If we put all these tones together and play them in order, we have the major scale. In Example 4,
notice the location of the major scale’s numbered tones. These correspond to the intervals found
between each note and the root of the scale (in this case, A). Notice all the interval shapes are hid-
ing inside this scale.

0 Example 4 - The A Major Scale

Track 3
ascending descending
' -8 ﬁ— —— _._ _;H"-_.:ﬁf—'—'q'_—#.. P = H
il 545 N 243 s v * e s
3 5 7 notes: A B C§ D E F§ Gf A A GE FfF E D C§ B A
T L]
A s - 7 7 &4
ﬁ &+ 5 7 + 5 &
7 ! ¥ —-5
fingering: 2 4 I 2 4 | 3 4 4 3 | 4 2 | 4 2

Mext we are going to listen to some intervals and identify them purely by their sound alone. But first,
here is a little trick you can use if you run into trouble:

Track 4

TIP: If you aren't certain what interval you are hearing, sing up or down the major scale from
the root note and count the tones. When you reach the correct note, which is the same pitch
as you heard in the interval in question, you will know which scale step it is, and therefore,
what interval you are hearing. Listen to CD track 4 for an example of how this works. Keep in
mind, however, that eventually you want to memeorize the sound of each interval to the point
that you can recognize it immediately without having to sing any “in between” scale tones.

For the next example, listen to each interval played on CD track 5 and identify it by its sound. Then
play the interval shape you think it is. Does it sound the same? If not, back up and try again. When
you get a match, write the interval name in the spaces on the following page. (Answers on page 161.)
All these intervals will begin on the same pitch of A.

TIP: Use the pause button on your CD. After hearing an example, pause the disc immediate-
ly to hold those pitches in your mind until you can identify them.

13



@ Example 5 - Interval Sound — Name, Shape

Track 5
a) a) m)
b) h) n)
c) i) 0)
d) )] p)
e) k) q)

f) 1)

TIP: You may need more practice with this. Write down a long random list of these interval
names and have a friend play them for you. Identify each by ear. Alternatively you could record
a long list of intervals and simply play them back. Continue doing this until you can name them
all by sound alone.

Now go over all the preceding examples, and this time sing the pitches of each interval as you play
them. If you can't sing, just hum the best you can. If you can’t hum, fry. It really doesn't matter how
good or bad you sound. It just matters that you do it! If the notes are too low for your voice, feel free
to sing everything up an octave higher.

Repeat examples 1, 4, and 5, singing/humming each pitch as you play it.

FY1: Why singing? Well, we may just make a vocalist out of you yet, but that’s not the reason
for it. Your inner ear is intimately connected with your voice. When you sing a note, you hold a
very clear perception of it in your mind. So singing what you play anchors these intervals into
your mind much better and helps you learn them faster.

Now it's time to take it up a notch. Below you are given a set of interval names. First play and sing the
starting pitch (we are using A), then visualize the location of the higher note on the fretboard for the
second note of that interval. But before you pick that second note, sing or hum its pitch first. Then play
it on the guitar to confirm the accuracy of your vocalization. CD track 6 demonstrates.

0 Example 6 - “Vocal-leading” Interval Exercises

Track B

a) 5th i)  Major 7th
by  Major 3rd i} Major 6th
c) 4th k) S5th

d)y Major 2nd l}  Major 3rd
) Major 3rd m) 4th

f) 5th n) Major 3rd
g) Major 6th o}  Major 2nd
h) Octave p) Unison

TIP: Use the same scale trick as before if necessary. That is, sing up or down the major scale,
counting the tones to arrive at the correct note. Gradually you will become familiar with cer-
tain standout intervals, like a 5th for example, and you can use these as “starting points”
instead of always starting with the root. Of course the goal is to go directly to each interval
without using any intervening tones.



Relativity

The phrase “everything is relative” is certainly true in music. An interval of a 5th always sounds pret-
ty much the same, regardless of its absolute pitch. The specific starting point only determines its rel-
ative level of “highness” or “lowness.” Each interval also maintains its same fretboard shape up and
down the neck, so all you have to do is slide the whole thing up or down to go higher or lower. Pretty
easy! Example 7 shows some intervals moved to a different starting point.

Example 7 - Moving Interval Shapes

Major 3rds dths Sths
I
Over GG: |
. . I -—
. .
3 5 3 5 3 5
| |
| |
Ower F: I E
g < Ly
E] 5 3 5 3 5
Ower [ 5 [ -
™ _— -
3 7 | 7 4 T g
Over E: - . =
- L J L
3 5 T 5 7 5 7 Q

FY|: This is the beauty of the guitar—it accurately conveys the relative nature of pitch. But this
beauty comes at a price, which we'll see in a moment.

Listen to each of the following intervals on the CD track 7, identify the names by sound, and write
them in the spaces below. This time the lower starting pitch will change. (Answers on page 161.) Don't
worry about the exact pitches; it is just the interval names that we are after here.

Example 8 - Ear Training with Intervals

Track 7

aj )
b) gy
c) hy -
d) , o
e) i S

The guitar certainly allows for easy relative pitch changes, but this convenience has a price; it gives
us multiple places to play the exact same pitch. This means that intervals don't have just one shape,
but several. (Noooool!!l) This is where things can get a little hairy. But stick with the plan and we’ll get
through them. Memorize the following alternate shapes now.
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Example 9 - Alternate Interval Shapes

Major 2nds Major 3rds Major 6ths
-
IS S = S
3 5 T 3 5 9 3 5 T L
A:B A:B A CE A CH A:F§ A:F§
B d 1l
—
= 4 i 9
5 55—+ 5 5—8 5 5

Presentation

Sometimes how you say something is just as important as what you say. Intervals can be like that
too. Their presentation can drastically affect how they are perceived. There are two ways they may be
presented: melodically and harmonically. When the notes follow one another, as in a melody, we say
it is a melodic interval. When the notes sound simultaneously, as in a chord, we say it is a harmonic
interval.

Up to this point, we have been playing intervals as a little of both. The notes were played one after
another (as a melodic interval), yet they were allowed to also ring together (as a harmonic interval).
A true melodic interval consists of a pure leap from one note to the next without the pitches sound-
ing together.

Presented harmonically, intervals evoke very different qualities. Now there are actually three different
elements to hear—the two separate pitches plus the texture of their interaction. Some intervals blend
nicely together, and we say they are consonant. Others seem to clash severely, and we call them
dissonant. Strike the notes of the harmonic intervals below simultaneously and listen carefully to their
sonic texture.

Example 10 — Melodic vs. Harmonic intervals

{Major 3rds) {Major Tths)
Melodic Harmonic Melodic Harmonic
T L] L]
A ' " '
2 2 4 —2 2 4 . 4 i —d &
B—3 3 5 & & 3 & &
. 3 3 5 5 —3 5 i
Do not ring together Strike together as chords Do nod ming tegether Strike as chords
(pick withumb & finger or

mute intervening string. )

The unison and octave are pure consonances. The 5th is also a powerful consonance. The 4th is con-
sidered a consonance, unless played in the low register. The major 3rd is a consonance with a rich-
er interaction that sounds colorful and somewhat at rest. The major sixth sounds colorful and bright,
but less restful than the 3rd. The 7th and 2nd intervals are dissonant, with audible “beats” between
them.

Example 11 — Consonance vs. Dissonance

- | -

grealer consonance | greater dissonance
[

“perfect consonances”

Unison Dctave Sth Maj 3rd Maj 6th 4tk Maj 2nd Maj Tih

E )

----

=14 =

el - =] -
o =

e | = |

Ll = | <

=1l =14

mE—

e
=



-..And Justice for AllI?

Some intervals come in just one flavor, and they are called perfect intervals. Others have split per-
sonalities, and can appear in either of two flavors. These are called imperfect intervals. This naming
scheme is certainly one of the great injustices of music theory as it suggests some kind of hierarchy—
as if one set is better than the other. Maybe we'd be better off with fixed and changeable, although I'd
have preferred righteous and schizoid. Nevertheless, we seem to be stuck with it.

Additionally, the two versions of imperfect intervals are known as major and minor—another rather
uninspired naming. (Perhaps strong/weak, positive/negative, yin/yang, or masculine/feminine would

have been more descriptive?)

Perfect

“We have no flaws! We are righteous and
destined to rule over all lesser intervals!
Beware of our strength.”

unison
4th
5th
octave

Imperl'ect
“We are the wretched, inferior intervals,
doomead to roam evermora in a ceaseless

duality of light and dark!"

major/minor 2nd
major/minor 3rd
major/minor Gth
major/minor 7th

The perfect intervals are below on the left. Taken together, notice their angular-looking, “square-ish”
shape. Group these in your mind. Then look at the major imperfect interval shapes on the right. This
pattern looks somewhat more interesting, with various angles to the starting note—maybe even

colorful?
Example 12 - Perfect Intervals vs. Major Intervals

Perfect Interval Tones on A Imperfect Major Interval Tones on A

& |
L i
O »—
5 7 7

3 3 b

FYI: Combine the tones above and you have the full pattern of the major scale.

MNext, let's consider the minor intervals. All the minors are found a half step below their major coun-
terparts, at the bottom of this cruel heap of lies. Because a flat sign (-) means to lower a pitch one
half step, they may be interchangeably called “minor 2nd” or %2nd," "minor 3rd” or *3rd]” "minor 6th"
or “+6th,” and “minor 7th" or % 7th” Below are their fretboard shapes, along with their common alter-
nate shapes.

0 Example 13 - Minor Intervals

Track 8
Minor 2nd Minor 3rd Minor 6th Minor Tth
ST =
— e ‘@: ; -:I ? L
3 5 k] 5 7 3 5 7 5 7 b
notes: A:Bb A:Bb A:C A:C A:'F A:F AG Al
= < 1
: i
3 5 H
E ' 5 i 8 19 l
5 5— & 5—8 5 5 5 5
fingering: 4 1 1 2 3 1 1 4 3 1 1 4 1 2 1 4

17



If the four perfect intervals plus the four major intervals created the major scale, it would stand to rea-
son that the four perfect intervals plus the four minor intervals would give us the minor scale. That
would make sense. But it would also be wrong. Just like any language, music has its exceptions. The
natural minor scale is actually formed with a minor 3rd, minor 6th, minor 7th, and a major 2nd. Natural
minor is typically seen as the musical opposite of major. It sounds basically dark and sad, or gothic.

Example 14 — The A Natural Minor Scale

Track 9
ascending descending
0 e — |
R —
?"" ' — ; L —
» ™ — - = * - =
- - - ¥ >
- ?——t— notes: A B 6 D F G A A G F D C B A
3 5 = :
| [
I L- | 5 T ' ? E - -
B S~ . .. ' e ———
[ingering: I 3 4 | 3 4 I 3 3 I 4 3 1 4 3 |

Mow try some ear training with the minor intervals. Listen to each one on CD track 10, pause the disc,
and identify the interval by sound only. Then write in the interval name below. (Answers on page 161.)

TIP: You can use the natural minor scale to help identify these minor intervals, just as we had
used the major scale earlier. The minor 2nd is not in the natural minor scale, but it's a small
adjustment to make—you simply drop the 2nd step of the scale a half step to find minor 2nd.

@ Example 15 - Ear Training for Minor Intervals
Track 10

a)
b)
c)
d)
e)
f)

a)
h)
i)

Major and Minor Scales

So what exactly is a scale anyway? A scale is simply a group of pitches that have some practical use
in music. Basically, if we look at a bit of music and pull out all the pitches it uses, then stack them up
and play in order up or down, we have a scale.

The major scale is said to lie at the foundation of Western music generally speaking, but specific
styles may rely more on other scales. Still, the major scale is very important and is the starting point
for any serious scale study. As it has seven different noles per octave, it is known as a diatonic (seven-
tone) scale. It sounds basically bright, happy. or triumphant, and very naturally “melodic” to our ears.
The natural minor scale is another diatonic scale that sounds dark and sad—the opposite of major. It
can be considered the second most important scale in Western music.



What makes a scale sound the way it does? It's not the specific pitches it contains; it is the relation-
ship of these pitches to one another—just as we saw with intervals. In fact, you can view a scale as
being made up of the sum of the intervals contained within it.

Scale: A particular arrangement of pilches that has some practical use in music. The rela-
tionship of the pitches to one another gives a scale its characteristic quality. Or to say it anoth-
er way, the sound of a scale can be seen to arise from the sum of its intervallic componenis.

Alternatively, we can also describe a specific scale structure by looking at the melodic intervals that
lie between the steps of the scale. Viewed from one to the next, consecutively, these create a specif-
ic pattern of whole (W) and half (H) steps. This pattern is sometimes called a scale formuia.

Example 16 shows the major and minor scale both in the standard positional pattern as well as
stretched out on a single string. (Notice the two ways that whole steps can appear, depending on
whether the notes lay on the same or adjacent strings.) The major scale formula is two segments of
W-W-H separated by a W step. The natural minor scale starts with two W-H segments separated by
a W step, then W-W. step,

Example 16 - Scale Formulas

Track 11
Major: W-W-H-W-W-W-H
A Major, positional A Major, on one string
W W H W W H W W H W W H
T
L] e
:l T Fail 4 & E e e e e e
B — 7 4 5 7 0 2 4 5 7 9 1
5 7 — —
W W
scale tope: 1 s 3 4 5 i 7 I l 2 3 4 3 il 7

Minor: W-H=W-=W-=H-W-W

A Minor, positional A Minor, on one string
w H W H W W H W H W
T
|| | —

1 e 5— 7 T e ——

B T 5 7 8 o 2 3 5 7 8 10

F __..l"'r H o =
& 5 7 8 e —— —
W W W W

scale tone: 1 2 b3 4 3 b b7 | | 2 b3 4 3 b6 b7

Memorize these structures and their scale tones!

FY¥1: Another name for a whole step is a major 2nd, and another name for a half step is a minor
2nd. We tend to use the whole-step and half-step names in situations where the focus is on
the intervals as pure distance. The major and minor 2nd names, on the other hand, tend to
suggest a tonal center, or root. But these “rules” are not ironclad, and you may see the terms
used interchangeably.



Play the scales below, singing along with each as you play it. Just as we saw with intervals, when we
move these larger scale structures up and down the neck they retain the same overall quality. They
simply sound a little higher or lower.

0 Example 17 - Ear Training with Scales

Track 12
G Major G Minor F Major F Minor
“ig §18 °18 g
& 18 2
3 5 3 5 3 5 3 5
notes: G A B C D E F§G G A BbC D EbF G F G A BhC D E F E G Ab B C Db EbF
tones: 1 2 3 4 5 6 7 &1 1 2 b3 4 5 beab7RA 1 2 3 4 5 6 7 &1 1.2 b3 4 5 b6 b7 BN
[ ==
i -
g E—i—ﬁ-—g 35 0—2 3 3
2 3 5 i 5 6 e 1 3 T3 4
3§ 3 5 g +—3 —3—4
C Major C Minor A Major A Minor
|
73 b
8igi°I8 8 8¢ %l‘“ﬁ g §ig
(1]
3 5 3 5 3 5 3 5
ntes: C D E F G A B C C D EbF G AbBbC CE D E F§ G#t A A D EF G A
tones: 1 2 3 4 5 6 7 %1 1 2 b3 4 5 b6 b7 8N 3 4 5 6 7 81 |z 34ﬁhﬁb?an
T
A ———— ; 3 5 6 : H ——a
HR———— 3

FYI: There is no doubt that scales have powerful emotional attachments for us. But why do we
universally tend to associate similar subjective qualities to a particular arrangement of tones?
That's a good question. The answer lies perhaps with the overtone series. Overtones are kind
of "silent” notes that are part of the fundamental note we play or sing. It's beyond the scope of
this book to explain the concept fully, but we can explain the basis.

When we play a C note on most instruments, we're not actually hearing just a C note. There
are several harmonic overtones that are happening above (or “over”) the fundamental note.
The first one is an octave higher, the second is an octave-and-a-5th, the third is two octaves,
the fourth is two octaves-and-a-major 3rd, and they continue on upward, getting closer and
closer together. In fact, you can see this overtone series in action by playing harmonics along
an open string on the guitar. Play harmonics on the A string, for example, at frets 12, 7, 5, 4,
and on and on closer to the nut, and you'll get the picture. We're technically “hearing” all of
those notes when we play that open string, even though we aren’'t aware of it.

‘The lower overtones, which are the most prominent, suggest a major tonality (with the major
3rd being a fairly strong overtone). This is perhaps why major 3rds sound brighter or more
consonant to us and minor 3rds sound darker or more dissonant. The minor 3rd is “going
against the grain,” so to speak, of the natural overtone series.




The Root of All Evil

Mo, it's not the love of money. It's the tritone—the interval found between the 4th and 5th. This most
turbulent dissonance has spawned a musical wave of destruction second to none. Where would metal
be without the tritone?

The tritone also goes by the names diminished 5th or augmented 4th. This is because diminished
means lowered (flaffed) one fret, and augmented means raised (sharped) one fret. But wait... Didn't
minor mean lowered one fret? And the perfect intervals couldn’t be altered, right? Well, that's what
they would have you believe. But in fact, any interval can be diminished or augmented, and this is in
addition to the major/minor designation. So you could in theory have a diminished minor 3rd, for
example, which would be the same pitch as a major 2nd. Things get complicated fast, as each inter-
val suddenly has a huge variety of possible names. But this is a labeling issue arising from the nota-
tional staff systemn, which is built upon the structure of the keyboard layout, blah, blah, blah. Players
of chromatic instruments (like the guitar) don’t need to get hung up on this. Just blame the piano and
its ridiculous insistence upon idolizing the diatonic structure by engraving it into its black/white key
pattern. Let's move on.

Here is the tritone on A. Listen for its extreme dissonance, which is further intensified by a distorted
tone. When heard as a melodic leap, the tritone conveys an odd sort of “twisting” to the ear.

Example 18 - The Tritone

Track 13

Diminished 5th
{or Augmented 4th) noles: A Eb(Di)
[T
1
A
. B ——4
o 5
5 7 fngenng: 1 2

FYI: In the middle ages, when European music was primarily centered on the church, the tri-
tone was literally called “the devil in music” (diabolus in musica). They went to great lengths
to avoid it, establishing a system of chromatic alteration called “falsified music” (musica ficta).
At first, the system wasn't written down, as it was considered so obvious as to not need expla-
nation. The first accidental signs (sharps and flats in the staff) were in fact referred to as
signum asinorum, as apparently only an ass would have to be told! But eventually, music grew
more complex and accidental signs became necessary. Today, our modern ears have devel-
oped such a tolerance for conflict and dissonance that the tritone sounds at best only slightly
unusual.

Triads and Arpeggios

A triad is a three-rniote chord. Below are the chord formulas for the four different types of triads:

Major: 1-3-5

Minor: 1-+3-5
Diminished:  1-:3-:5
Augmented: 1-3-15

Of course a chord means that the notes are played simultaneously and ring together (harmonically).
On the other hand, an arpeggio is what you have if you play the notes of a chord played in succes-
sion (melodically). Here, we are going to play the chord triads as arpeggios because it is rather diffi-
cult to sing three notes simultaneously. Play each arpeggio and sing along.
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Example 19 — Arpeggiated Triads

Track 14
A Major A Minor
S S e e SOt =
el o S gt 19lg
3 5 ) 4 3 5 7 9
noles: A:CH:E ACE:E A:C}:E AC:E AIC:E A:C:E
T 1 1 ] T
| i 1 i i
:l : T ] E I L]
B—# 4 7 7 3 5 - -
& Lk T L% g I—5 L& ]
fingering: 4 i 2 I 4 | 4 . 4 2 | 2 | 4 1 4 E]
A Diminished A Augmented
— (] —
EROERORRS ot ie
S = —t
3 5 7 3 5 7 0
notes: A:C -Eb A:C:Eb A:C:Eb A:CH:ER A:CH:Ef A:C§ - Ef
?‘ T T T T
L 1 1 L 1
lui- -.. ¥ ! 5 & : & y - & 8 : &
=] 5 ficd L g = L g 8 5 i 1 & | & 0
fingering: 4 2 | 3 | 4 | 4 2 3 2 | 2 | 4 | 4 3

Mow listen to CD track 15 and determine what type of triad each one is by its sound alone. Then write
it in the space provided. (Answers on page 161.)

Example 20 - Ear Training with Triads

Track 15

a) h) n)
b) i) o)
c) ) p)
d) k) q)
e) 1) r
f) m) 5)
g)

Melodic Tendency

On a functional level, when tones of a melody sit against a backing chord they fall into one of two gen-
eral categories. They are either chord tones or non-chord tones. All chord tones share the quality of
sitting comfortably against the backing chord, while the non-chord tones are somewhat unsettied and
can be thought of as wanting to move. First, let's practice identifying chord tones. Then we'll take a
look at the non-chord tones.

In example 21, a chord is sounded in the left stereo channel, and four chord tones are played in
sequence in the right channel. Identify the scale tones in the right channel relative to the chord and
write them down in the blank space provided. (Answers on page 161.) The backing chords are all 5th
type power chords (no 3rd), so that either type of 3rd can appear on the right.



TIP: Chord tones are roots, 3rds, and 5ths. The 3rd, whether major or minor, is called the color
tone since it “colors™ a chord either major or minor. In this example, label rnajnr 3rds as “3" and
minor 3rds as “t3" The octave is also a root and can be labeled as “1." However, in this case
we will use “8" to differentiate it from the lower root.

@ Example 21 - Ear Training for Chord Tones

Track 16
a) h)
b) i)
c) )]
d) k)
e) )
f) m)
a) n)

The non-chord tones are 2nds, 4ths, and 6ths. These sound somewhat unsettled against the backing
chord and can be seen to want to move toward a stable pitch (chord tone) where they can come to
rest. Sustaining a non-chord tone against this natural inclination creates a distinct tension, which we
call a suspension. The 7ths also create a strong pull, but of a somewhat different nature. For our pur-
poses here we will classify them as non-chord tones, too, for now.

Let’s look at these unsettled tones in greater detail. Not only do they want to move, they want to move
to very specific places—generally the closest stable tone. So a 2nd will want to either fall to the root
or rise to the 3rd. The 4th wants to fall to the 3rd or rise o the 5th. A 6th wants to fall to a 5th, and

the 7th wants to rise to the octave rooi. -

FY1: The maotion of a pitch from a state of tension to a state of rest is called resolution. One
rule of melodic resolution is that half steps pull harder than whole steps. In addition, gravita-
tion to the roots are extra powerful. Even the least musically-trained among us may recognize
the inevitability of a major 7th-to-octave pull, and the dramatic minor 2nd-to-root pull.

Each of the resolutions below are played against an A root note on CD track 17. Listen for the char-
acteristic suspension and subsequent resolution of each one, then play it on your guitar. No rush here.
Let it hang, and savor the vibe. Meditate on it for a time, listening deeply, and let its quality and sonic
texture really “sink in." Eventually you will begin to “hear” the suspended tone telling you where it
wants to go in your own inner ear.

@ Example 22 - Melodic Resolution

Track 17
a) 4th falling to major 3rd (1/2 step) g) major 2nd rising to minor 3rd (1/2 step)
b) major 2nd rising to major 3rd (whole step) h)  minor Bth falling to 5th (1/2 step)
¢} major 6th falling to 5th (whole step) i)  minor 7th rising to root (whole step)
d) 4th rising to 5th (whole step) i) minor 2nd falling to root (1/2 step)
&) major 2nd falling to root (whole step) k) augmented 4th rising to 5th (1/2 step)

f)  major 7th rising to root (1/2 step)

FYl: When tones pull to resolve upward (rising), they are called leading tones. When they pull
to resolve downward (falling), they are called leaning tones.



In example 23, first you will hear a chord in the left channel followed by some tones in the right chan-
nel. Pause the CD after you hear each one and run that brief melody through your mind to identify
the scale steps relative to that chord. Write them below. (Answers on page 161.)

0 Example 23 — Ear Training: Chord and Non-Chord Tones

Tack 18 a)
b)
c)
d)
e)
f)
g)

h)

i)

i)

k)

)

m)

n)

TIP: First latch on to any chord tones you hear. Then move forward or backward from those
“landmarks” to fill in the blanks if necessary. You can also use the scale “trick” discussed ear-
lier to identify any problem tones. Just hold the unknown pitch in your mind then sing up the
scale, keeping the steps in mind, until you locate it.

Melodic Fragments

Now we are getting closer to real music. We're not quite there yet, but closer. Play the following
short melodies on the guitar and sing along. Then, sing it without playing at all—simply envision the
fretboard pattern and location of each note as you sing it. Each melody in example 24 uses the tonal
center of G.

TIP: Sing the actual tonal (intervallic) number for each note instead of “ah, ah, ah..”

0 Example 24 — Short Melodic Fragments

Track 19
oy M b) ﬁ::r . Ildj
- — = ="

% —] S5 = == e — | !
E T g o < . e - 5 ¥ + o
fones: 1 i A 1 1 4 1 4 5 1 5 L T 5 | i ] 5 i 3

F

1'; 3—p 32 3—5 - p— 2 * 5—3 2
= 3 5 3

e) G ﬂﬂ - HEJ

P 1  E—E __‘F'_% £ I 3 ——
|_' =T 1 N | | = — | | | — —I - ,‘_ ::_i:H — — —] —]
=% 8 3 o = v ¢ w L = = LA
iI. 2 k38 b3 2 ] 1 B3 A 1 1 3 Y & 5 Il k6 5 1 2 1 T
=
]

A
= 5— +—3 =5 55 & 5

(¥ 3 5 5 6—5 3 3 3 —5——5 3 3 5—o—p

Did you notice that example 24g used the major 7th instead of the minor 7th? If so, good job! We'll
find out what this is called later on.
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FYI: Moving step-wise through a scale is known as conjunct motion. This means, for example,
that if you were on the 4th tone of the scale, you only have two choices—moving up to the 5th
or down to the 3rd. Skipping diatonic scale tones is known as disjunct motion. Look at exam-
ple 24 again and write “C" for every instance of conjunct motion and “D” for every instance of
disjunct motion. (Answers on page 161.)

MNext, listen to the following melodies on CD track 20. Determine the tonal sequence of each phase
by ear and write it in the space. To help you get started, listen for standout intervals you have learned
to recognize best, or any strong resolutions you know. Then “fill in the blanks” as needed. Singing
stepwise up or down the relevant portions of the major or minor scale can be particularly helpful if the
melody happens to skip any scale tones. (Answer on page 161.)

@ Example 25 — Ear Training with Melody

Track 20
a) Root=A
b) Root=A
c) Root=A
d) Root=G
e) Root=G
f) Root=E
g) Root=D
h) Root=D
i) Root=E

Now, get some blank stafftab manuscript paper and transcribe, or write out, each of these short
melodies. (You'll find some blank stafftabs on page 164.) Then write in the intervallic tones under
each note in the staff. The correct transcriptions appear in the appendix. Check your work against it
to see how well you did.

TIP: Awareness of the numbered scale tones is generally more important than even knowing
the letter-names of the notes you are using. This is because tonal numbers tell you something
about how the pitches relate to one another, and therefore how they sound. The letter-named
notes on the other hand only tell you a note's absolute pitch and nothing about its use or rela-
tionship to other notes.

At this point, you should have a good handle on the tones of the major and minor scales. You know
how they look and sound on the four lower-sounding strings. You should be able to pick out melodic
fragments and discern their musical structures by ear. If you have trouble with this, record your own
melody exercises for more practice or have someone else play them for more ear training. Also, when-
ever you listen to the radio, pick out any vocal or instrumental melodies you hear—even bass lines—
and try to identify their structures by ear, simultaneously imagining the corresponding fretboard
shapes on the guitar. Then pick up your guitar when you can and test yourself to see how accurate
you were.
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Chromatic Melody

Now that we have covered the thirteen simple intervals, let's toss them all together and make a tonal
“map.” Below all the tones are shown covering every possible half step between the A roots. They are
called chromatic fones because “chromatic” refers to notes that are a half step apart.

Example 26 — Chromatic Tones Relative to A

Listen to each melody in example 27 until you can hum along with it. Then identify the tonal structure
by ear and write it down in the space. (Answers on page 161.) Finally, notice that the root note is also
given for each melody. Since you have already identified the tonal structure AND you know where to
find each note on the fretboard, you should be able to pick up your guitar and play that melody instant-
ly. Make it sound the same as on the CD! Then write out each one on staff/tab and compare it to the

transcriptions in the appendix.

@ Example 27 - Ear Training with Chromatics

Track 21
a) Root = A
b) Root = G
c) Root=E
d) Root = E
e) Root = A
f) Root = A
g) Root = F#

F¥l: When music mixes tones from different scales, new scales are created. We'll talk about
exactly what these scales are in more detail later. For now, simply focus on identifying the cor-
rect location of each pitch and its intervallic tonal name (its number).



Scale/Voice Integration

When we play a regular pattern in a scale, which repeats sequentially higher or lower, we call it a
scale sequence. Below, a common sequence pattern in threes is shown applied to the A major and
A minor scale. Sing each note as you play up and down these scale sequences,

Example 28 — Scale Sequencing

Track 22
A Major i A Minor i
ﬁ . 3 _ : .3 a9 i
I—-'I;--l_l'—?.: = 1 — - ﬁ-—;—-ﬂ f-'-‘b — o= || || -
& = :.i- == -.-i- o i__ﬂ__d_d_'m = +———= ¢ - H
¥ T
- 4 5—sd—G—F 5 F : A 5 S -
B 5 7 7 - B 5—7F—8—7 & IS ..

We could represent the ascending sequences above as 1-2-3, 2-3-4, 3-4-5, etc.; the descending
sequence mirroring this would be 8-7-6, 7-6-5, etc. These numbers refer to the scale steps within the
_ pattern and could apply to either a major or minor scale (or any other scale for that matter).

Below are a few more sequence patterns. Apply these to the major and minor scales in several dif-
ferent keys. Speed is not important here. What is crucial is that you always sing accurately with every
note as you play. The purpose here is to better connect your inner ear to the fretboard.

1-2-3-4, 2-3-4-5, 3-4-5-6, efc.
1-2-3-4, 3-4-5-6, 5-6-7-8, eic.
1-2-3-1, 2-3-4-2, 3-4-5-3, elc.
1-3-1, 2-4-2, 3-5-3, etc.
1-3-5, 2-4-6, 3-5-7, etc.

1-3-2-3-4-3-2-1, 2-4-3-4-5-4-3-2, eic.

8-7-6-5, 7-6-5-4, 6-5-4-3, efc.
8-7-6-5, 6-5-4-3, 4-3-2-1, efc.
8-7-6-8, 7-6-5-7, 6-5-4-6, efc.

8-6-8, 7-5-7, 6-4-6, etc.

8-6-4, 7-5-3, 6-4-2, etc.
8-6-7-6-5-6-7-8, 7-5-6-5-4-5-6-7, etc.

Next we'll improvise contours and sequences within each scale, making it up “on the fly" Listen to the
sample on CD track 23 to get the idea how this works. Start by playing evenly and using only con-
junct motion (no skips). Speed is not particularly important here; take it as slow as necessary. The
important thing here is to sing every note as you play it. As you get better at this you can speed up a
little and begin to skip scale steps (disjunct motion) as you like.

Track 23

Example 29 - Improvised Scale/Voice Exercises

FYIl: The term contour means an outline, shape, or curve in general usage. In music, a scale
contour means that if we were to look at the notes written out on a musical staff and connect
them with an imaginary line, you would see various shapes, or “contours” emerge. A sequence
is a regularly repeating contour. So all sequences are contours, but not- all contours are
sequences. The example below shows this graphically.

Example 30 — Scale Counters and Sequences

“contour” = shape

“sequence” = regular, repeating shape
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PART II:

Positional Scales
and Chords

Here we will expand our interval and scale knowledge into multi-octave positional patterns. We'll also

cover a variety of new scale types.

Crossing the Great Divide

In standard tuning, strings 3-6 are intervallically consistent. Each string is a perfect 4th (five half
steps) apart. So the sound-shapes apply here without exception. But things change when we cross
between strings 2 and 3, since the second string is tuned to only a major 3rd interval (four half steps)
above the third string—one half step less than the others. Because of this, any fretboard shape that
crosses an imaginary dividing line between strings 2 and 3 must be raised one fret lo compensate for
the lowered tuning and maintain the same musical structure. Things get back to normal between
strings 1 and 2, as we are back to perfect 4th tuning there.

Example 31 — Interval Shape Alterations

Caution: Don't proceed with these new shapes until you have all the normal interval shapes
from Part | memorized well. It's best to learn the rules before you take on the exceptions.
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Track 24
Major 3rd shapes Perfect Sth shapes Octave shapes
5 5 T
4 2 =
T i E = ke E 3 T E
A Pa— —_— —3— 2 -
L 5 £ — H -
Regard each fretted note below as a root. Mark in the missing higher note for each named interval.
(Answers on page 161.)
Example 32 - Fill in the Missing Notes
Major 3rd Major 2nd Octave Major 7th Perfect Sth
. 2 il 4 4 L
3 5 T 5 5 7 3 ) ] 7
Diminished 5th Perfect 4th Minor 3rd Major 6th Minor Tth
& , . 4 &
7 5 7 3 5 T 5 T 5 {

FYI|: Shapes must be altered when we cross the dividing line between strings 2 and 3. This
also commonly includes patterns on strings 1 and 3, and 2 and 4, since they also cross the
dividing line.




Example 33 shows major scale and triad patterns as they are progressed upward string by string.
Note how they shift up one fret when they hit string 2. Other than that, the patterns are identically
shaped. So notice the shift, but at the same time look past it to see how the patterns are in a sense
the same—at a “deeper” level of musical structure, after the tuning shift is accounted for.

0 Example 33 — Scale and Triad Shape Alteration

Track 25
A Major scale D Major scale G Major scale C Major scale
— — _g Cga — % 3 E‘_g
& up a %.Q @"g up & TR T8 up a A
-';IE -% string {1 {2 string string
e
3 T 5 7 5 7 5 7
A Major triad D Major triad G Major triad C Major triad
3
1 By
— — e —_—
& up a e & up a @ aH up a %
@ & siring | (I string string
3 5 3 3 3 3 3 5

Two-Octave Major and Minor Scale Shapes

You already know the first octave shapes. The second octave begins on the top root note and
repeats—but of course you must account for the second-string position shift.

Example 34 — Two-Octave A Major Example 35 — Two-Octave A Minor
A Major A Minor

olfl 8 _§”E§J

T 9

r——
-

10
¥,
b

o OO0

Below, these two scales have been forced into a single physical position on the neck by moving some
of the higher-octave notes up to the next higher string. These positional versions are the most com-
mon major and minor scale shapes.

0 Example 36 — Two-Octave Positional Scales

Track 26
A Major A Minor
QT 1@ Qoo
B LSl !
@ ) {2+ ()
i o
‘cg o
O ', S
Tt Tt L
3 5 7 3 5 7 g
fones: 12343567 1 1 2 I 2634 5b6b71 1 2 b3
& : G5 ' 5 15 7 8
¥ W r e
’% 46 F 7 : P :
5:‘. & 1 I !FH S i i
fingering: 2 4 1 24134 4134241 2 2 4 1 3 413413 31241241 1 3 4
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Below are the tones for the common major and minor barre chord and arpeggio shapes that corre-
spond to the preceding positional scale patterns. Notice how each of the chord and arpeggio tones
are totally encompassed within its corresponding scale. Think of the chord or arpeggio as a “skele-
ton” upon which the rest of the scale hangs and “fleshes out”

Example 37 — Barre Chords and Arpeggios

Track 27
A Major A Minor
Q @ Dr——®
= &
{1} {1}
@ ® S,
@ (34 e 0 )
3 5 7 9 3 5 7 e
Barre: Arpeggio: Arpeggio (alternate): Barre:  Arpeggio: Arpeggio (altemnate):
5 59 5 56 58
= — e a - s 5
& & & 5 . 5
- iy —— : 7 i w4 S
A ff—— 58 5—1-5—8 g
fingering: 1 213421114 143321 1 4 1 1 4 3301 L14 2134111 4
| 1
2 1
4 4
3 3
1 1

FYI: Major and minor chords are made up of roots, 3rds, and 5ths. Chords often contain more
than three notes, however. This is achieved by adding octaves of chord tones. The specific
order of chord tones that appear in a chord is called the chord voicing. There are many dif-
ferent possible voicings, with correspondingly different shapes, for any chord name.

Ideally, you want to see both the arpengios and scale patterns together, superimposed on one anoth-
er. This is the easiest way to gain insight into the function of each individual tone within a scale. If the
tone is found in the arpeggio pattern, it is a chord tone. If not, it is a non-chord tone and creates a
suspended feel if sustained over the root. Below, the chord tones are black, and the non-chord tones

are grey.

Example 38 — Superimposed Arpeggios and Scales

A Major A Minor
S— - R
3 H—— —
.| | e

v ®
. . L R
2 e ———

3 5 7 3 5 T

® = chord tone
= non-chord tone

TIP: Scales are not dots! They are musical tones, each with its own distinct personality, func-
tion, and tendency. Don't just memorize the “dot” pattern; learn the position of every tone with-
in that pattern. Then you really know the scale—i.e., you'll know how to use it melodically. Use
the superimposed arpeggio shapes to help you define which tones are chord tones and which
are non-chord tones. The arpeggios contain steps 1-3-5. The notes found in the scale but that
are not in the arpeggio (the non-chord tones) are steps 2—4-6-7.




Test your knowledge by writing in all the tones in the diagram below. (Answers on page 161.)

Example 39 — Upper Octave Scale Tones

Relative to A
®
L
(1)
L
i 5 ) o

Since we are covering the higher-octave tones, let's also consider compound intervals briefly.

Compound intervals are those greater than an octave. They can be seen as being made up of a sim-

ple interval plus an octave, and we usually call them by their simple interval names ("octave reduced”)

when the tones appear in scales or arpeggios. The compound names are used only when we refer

to them specifically where the extra octave is relevant. In the figures below, the intervening octave
" is shown in gray to help you see the intervals within.

Example 40 — Compound Intervals

10th b 10th 12th Uth both
{octave + 3rd) {octave + b3rd) (octave + Sth) {octave + 2nd) {octave + b2nd)
3] HE B
t+ 111 f5% T - f—EH
= = g1 —0 -
I1th #11th 1 3th b 13th
{octave + 4th) (octave + §4ih) {octave + 6th) {octave + both)
o
o 1] 4
-0 @ 0 0

Now let's try some ear training in the upper octave range. All of the following melody fragments are
based on the root note A. First, listen to each phrase and decipher its tonal structure by ear, then write
it in the space below. (Answers on page 162.) Next, envision the note pattern on the fretboard that
corresponds to that tonal structure and play that melody on your guitar. It should sound the same as
on the CD. Finally, write it out. (Transcriptions are in the appendix to check your work.)

Example 41 — Ear Training in Upper Octave Range

Track 28
a)

b)
c)
d)
e)
f)
)
h)
i)
1)

H
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Seventh Chords

There are two types of seventh chords built upon the major triad. Take a major triad, toss an added
minor 7th on top, and we have a dominant 7th chord (usually called simply a “7th chord"). Take a major
triad and toss an added major 7th on top and we have a major 7th chord. There are also two types
of sevenths built upon a minor triad. Take a minor triad, toss a minor 7th on top, and you have a minor
7th chord. Far less common is the minor{major)7th chord—a minor triad with an added major 7th

tone.
Name: Abbreviation:
Dominant 7th i
Minor 7th m7
Major 7th maj7
Minor (major 7th) mi{maj7)

Formula:
13547
143547
1=3=5=7
1-+3-5-7

Below are the arpeqggio shapes for these 7th chord types with the root on string 6 and 5. Play up and
down through each until you have them all memorized.

Example 42 — 7th Arpeggios

Track 29

A Dominant Tth A Minor 7th
root on siring 6 rood on string 5 root on siring G rood on string 5
@ 1 e L 1 1 Oral 18
U i (=
@H— DD — HE—HD
SIO19 Q1 11® D = & B
= Ry =y
@ ‘@ &
3 T 9 12 15 17 5 7 12 15 17
lones: |
1 3571 3 5K71 3 1 35bK71 3 5 b7 | 1 b3S5H71b35B71 b3 1b3S5SETI1 B3 5 b7 1
A : P - 58— 25—
T 5 8 . 14 S =
A —i —3-t —— L 1214
= 5‘ ¥ |1ill l'.l - 5 T "'2-15“
B 5‘ L 1 r L L]
finpering:2 131 32131 4 2131283 YN 1 43131141 4 14313 21 3 4
A Major Tth A Minor (major Tth)
rogd on stong & rood on siring 5 ool on string & ool on string 5
-@-Q (3 O 1= T1%7 '@'% 3 16, @
1o 2o & Bl
= %% oy ofe Fe 4P
i1 r‘i"-. ol
{1} LA @
5 7 o 12 15 17 5 7 12 15 17
tones: 13571 3471w 1'% F1 % 5 73 1 1 B35 7 1B357 1 b3 103571 b3 5 7 1
B o =l r L ——i—5—0 s 23—+,
| ¥ ¥ o
B—7 g : 114 & 5 : i
= —i2 s —12-15
fingering:2 14 3 432114 21323 3 1 3 4 1 43231211 3 14323 21 3 4




Now play each of the 7th chord shapes below and write in the chord type and the correct tones from
low to high in the blank spaces. (Answers on page 162.)

Example 43 — 7th Chord Voicings

a)

ZE:

W 1 o i
.
.
T
IT%

o]
Le X
5 5 T 3 5
chord
VOICIg
el f) ) h)
@ - . -
| - s | &
L I-—i i .
. = - .
o x X X
X x X X
] 5 ] 7 5 T ] 5 T
chord
volcing
1) 1 k) )]
. fa .
| » w |—- -
- - 0 I_" :
L
0 ™ o -
X x1 "
i 5 5 T 3 5 3
chord
voicing
m) nj o) ]
o X ¥ aild
B — - # &
o - -
® " - & - & -
o
X — - x
3 5 5 | 4 7 5 7
chord
VOICINg
9 . _r} - fl—
. IE —l .
- i >
= X
% %l =
k] 5 i 3 12 15
chord
voicing

FYI|: The major 7th and minor 7th arpeggios are subsets of the major and minor scale, respec-
tively. That is to say, all the tones of the major 7th chord are found in the major scale, and all
the tones of the minor 7th chord are found in the natural minor scale. On the other hand, the
dominant 7th and minor (major 7th) arpeggios “cross-pollinate” between the two scales. That
is, the dominant 7th uses a major scale for 1-3-5 but adds 7 from the minor scale. The minor
(major 7th) uses the minor scale for 1-+3-5 but adds 7 from the major scale.
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Pentatonic and Blues Scales

Pentatonic literally means five-tone. So beginning with the preceding diatonic (seven-tone) major and
minor scales, pentatonics must lose two noles per octave. Sonically, pentatonics have a more aggres-
sive or angular quality, sounding a bit less naturally melodic than their diatonic counterparts.

There is a major pentatonic and a minor pentatonic. To make a pentatonic, we start with a diatonic
scale and cut out two notes—but which ones? The major scale loses its 4th and 7th. The minor drops
its 2nd and F6th.

@ Example 44 — Pentatonics: Shedding Diatonic Tones

Track 30
A Major Pentatonic A Minor Pentatonic
{with diatese oaes shown) {with distonic wnes shown)
! imea & 18
L1 -
5 7 5 7
Loaness: | 2 3 &5 6 I: 72 3 5 b | 2 | b3 40 85 b7 1 B3 4 5 k7 1| b3
= =+ e
g i B — 5—F
a °F- 5 T
4—7F —7
& i 5—8
fingering: 2 4q | g | 4 | 3 | 3 | 3 | 4 | 3 | 3 1 3 1 4 1 4

FYI: These pentatonic patterns are often called boxes because of their two-note-per-string
shapes. That is, if you visually connect the outside “dots,” different shaped boxes appear.

Of course, for our purposes, learning a pattern of dots is never enough! We want to learn these scales
by their sound and tonal structure. So listen to each short melody on the CD, identify the tonal struc-
ture by ear, and write it down (answers on page 162). Finally, play each melody on the guitar as you
sing along. Each fragment is played twice—once in each octave. (You can sing the same octave each
time—whatever fits your vocal range best.) Although they look different in terms of their shape on the
fretboard, musically they are identical (except for being an octave removed).

TIP: Sometimes string bending can blur the lines a bit regarding tonal structure, as a given
note may begin on one tone and gradually rise to its higher, target pitch. If the pitch bend is
fast, you can simply regard it as being the target pitch. If, however, it rises or falls slowly, you
can notate it as one pitch bent to the next, as in 4 A5.

@ Example 45 — Ear Training with Pentatonics
Track 31

a) Hoot= A
b) Root = A
c) Hoot = A
d) Hoot = A
e) Root = A
fy Root=G
g) Root = B
h) Root = F#
i) Root=E




The blues scale is a minor pentatonic with an added b5th tone. This creates a chromatic series with
the 4th—+5th—5th. Below is the diagram, followed by some ear-training examples. It has all the angu-
lar aggressiveness of minor pentatonic but with the added interest of chromatic tension. (Answers on

page 162).

Example 46 — Ear Training with the Blues Scale

Track 32
A Blues scale

it

®

3 7
tones: 1 b3 4 bS5 5 b7 1 B3 4 b5 5 b7 1 b3

5—=8
5—&
§—F—8
e

a) Root=A
b) Root=D
c) Root=A

Modes are displaced scales. For example, if you consider a scale’s second note to be the root
(instead of its first note) and play up from that point using all the same notes from the original scale,
you are playing that scale's second mode. By definition then, modes always share the same notes as -
the parent scale. This is demonstrated below using G major as the parent scale.

@ Example 47 — Modes of G major

Track 33
G lonian (major) A Daorian B Phrygian C Lydian
——} A T [ L —r—iC [ i}
— o ! o .
WS W - £ - . | =3 -
B - . | B -] - &
E—-—: a % E_'__' % E—Q—'—i .-
* i O O o
3 5 3 5 3 5 3 5
notes: G A B C D E F{G A\BC DEFIG A B CDETFEG A B C DE FIG A B C
T
= 2 4 2
A P—— 245 2 4 =
B o 23= 2 3 5 p 3 5 3 =5
3—5 5
[ Mixolydian E Aeolian (minor) F# Locrian
I O—=Cr O I .0
. O * g - g
il i i » - | il i
- - - - e H—
St 38 SHE
- L= ) =
3 5 3 5 3 5
notes: D E FEG A B C D E FfG A B C D E FEG A B C D E F§
T 3 — 3 5 a5
i 2 4 5 g5 2 4 5
2 4 5 2 4 5 45




Below, these same modes are arranged so each shape is rooted on the sixth string—that is the only
difference. Again, each of these patterns uses the notes of the “parent” scale (G major) exclusively.

Example 48 — Modes of G major, Roots on siring 6

(i lonian (major) A Dorian B Phrygian C Lydian
1
1
|:—¢ . .| ® . » . —» o
R 'y - . [ » * i —» I
i — & ——— L& |l & - - &
3 3 ] T 7 o T Q
notes;: G A B C D E Ff G A B CDEFIG A B C DEF{G A B C DE F§EG A B C
lTr 1
E H—G—H 4—5—7F +—25 —8—16
o T0—)— 00—
3—5 5—F—8 F—8—16 &—1e
D Mixolydian E Aeolian {minor) Fi# Locrian
& . o - " -
———¥ 5 — I—::I —&—— 7
& = i . ——
9 12 i2 i5 15 17
notes: D E FEG A B C D E F{G A B CDE F{ G A B C D E F§
T Il
%—ﬂ—ﬁl—ﬂ u 1S H T
0 12 12 14 15 5

FYI: Since all the modes above share the same notes (G-A-B—-C-D-E-F4), we say they are
“in the same family,” or related. Relative scales and modes use the same notes, but have dif-
ferent roots.

Instead of looking at them as relatives, we can also drop them all to the same root note and compare
them one to another as different scales in their own right. This is called viewing them in paraflel, and
it allows several advantages. For one thing, since they are no longer relatives, they'll probably get
along better.

FY|: Parallel modes use the same roots, but have different notes.

On the following pages, the modes are viewed in parallel, all based on A. | have pointed out the
unique qualities for each mode as a scale in its own right. Since we've already covered the major
(lonian) and minor (Aeolian) there are really only five new scales (modes) to consider. On the CD
you'll hear a short melody using each mode. Listen to each melody as you follow along with the tonal
numbers that are given. Then, using the mode shape and that “tone spelling,” play each lick on your
guitar. Transcriptions appear in the appendix.



TIP: Dorian and Phrygian are minor modes, sharing a minor 3rd tone. Notice the minor triad
arpeggio “skeleton” in solid black within each of these scale patterns. The non-triad tones are

in grey.

Example 49 — Ear Training with Modes

Dorian mode

12434567

Easy access: Minor scale with a major 6th

Quality: Minor feel with a bright spot in the upper tetrachord
Sample melody tones: 1-143-:7-6 | 1-143+47-6-4 | 1-143-47-6 | -3-:3-4

A Dornan

18

8

B
5 7
tones: 1 2 b3 4 5 6 b7 1 2b3 4 5 65671 2 b3
5?3—['
}_:I —4—5—F
o 57 %
'S2 5 7 @8 '
fingering: 1 3 4 1 3 1 2 4 1 2 &1 3 41 3 4
Phrygian mode
1+2-+3—4-5-+6-+7

Easy access: Minor scale with a flatted 2nd
Quality: “Excessively minor,” Spanish flavor with dramatic +2nd
Sample melody tones: 1-b2-4-5-46-5-4-b3-b2-53-1 | 152-43-42-1-67-147 1‘14:-?464?4&5 | 4-3-b2-1-1

A Phrygian

HE:

5 7
tones: 1 b2 b3 4 5 b6 D7 1 B2 b3 4 5 b6 b7 1 b2 b3
= .:;-HH'_B
| ] L

55—

5—7—46
E :.n-n.Si!
fingering: 1 2 4 | 3 4 1 3 4 1 3 1 2 4 1 2 4
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Lydian mode

1-2-3-i4-5-6-7

Easy access: Major scale with a sharped 4th

Quality: Lost, spacey, floating, airy, mystical-major

Sample melody tones: 1-2-3-#4-3-2-1 | 5-5-6-5-44 | 1-2-3-14-3-2-1 | 5-6-5-3-14-5-6-7-44

A Lydian tones: 1 2 3 $4 S 6 7T 1 2 344 5 6 7 1 2
' & A
_fg 3 T 457

P—
4 & 7
R =—=——==
1;-" E?
o— fingering: 2 4 1 3 4 1 3 4 1 3 1 2 41 2 (4
5 7

Mixolydian mode
1=-2=-3—4-5-6—7
Easy access: Major scale with a flatted 7th
Quality: Major’'s easy-going brother, no triumphant resolution
Sample melody tones: 1-3-4-5-4-3-1 | 3-1-7-7 | +7-6-1-6 | 6-5-1-5 |
1-3-4-5-4-3-3 | 17247 | b7-6-1-6-1 | 6-5-1-5

A Mixolydian

lones: 1 2 3 4 5 6 1 H 4 5 671 2
s 5 7
ST T y———o——
ﬂ__ :'w ¥
% o 57
- fingering: 2 4 1,241 2,4 I 3 4 1 3 4 1 3
3 7

TIP: Lydian and Mixolydian are major modes, sharing a major 3rd tone. Look for the familiar
major triad arpeggio shapes in black. Locrian includes a diminished triad.

Locrian mode
1—62—b3—4—-b5+6—+7
Easy access: Phrygian mode with a flatted 5th
Quality: Diminished flavor, darker than minor
Sample melody tones: 1-1-145 | 4-45-43-4-b2-:3

tones: 1 B2 b3 4 bS5 b6 B7 1 b2 b3 4 B5 ko b7 1 b2 b3
T g ]
HA . —

B 568

fingering: 1 2 4 1 2 4 1 3 4 1 3 4 2 4 1 2 4

FY1: The Locrian sample melody includes power chord 5ths on a portion of the melody, mak-
Ing in essence a “melody of 5ths.” Technically, the AS tonic chord includes E&(5) which is not
in the A Locrian mode. Still, you get the gist of a Locrian feel here by virtue of the Locrian
melody within the root movement of each power chord.
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Track 35

TIP: These modes can be difficult to memorize because the patterns are similar to one anoth-
er in places. A good way to help burn these shapes into your brain is demonstrated in CD track
35. Start with the lowest note of a scale, go up one note, and then back down. Then move up
two notes and back down—then three, four, five, etc. With each repetition you add only one
higher note to the pattern. Try this on all the previous modal shapes.

Now let's clear up a little modal confusion. If modes use the same notes as their parent major scale,
why do they produce such completely different qualities? They certainly don’t sound major. The
answer is that a scale's (mode's) quality has nothing to do with its letter-named pitches, or to whom
it happens to be a relative. It's all about the relationship of each tone to its root. When you change the
root, you change everything. Each mode can be seen as a scale in its own right and treated as such.

But if modes are scales, why not call them scales? Well, that's a throwback to the fact that they were
- created from a parent scale. So at least in terminology they remain second-class citizens. Major and
minor occupy the “power seats,” so to speak, and modes are the newcomers to the block. Seems that
music terminology is always steeped in the past, looking backwards. But does that mean that you, as
an artist, need to view them as having secondary importance? Not at all. Modes are scales. There

it is, in print. Now maybe modes can start getting some respect.

Before moving on, make sure you have each mode and its tonal structure firmly etched in your mind,
so you don’t confuse them with the scales that follow.

Harmonic Minor & Phrygian-Dominant

The harmonic minor scale is a natural minor scale with a major 7th tone in place of the naturally
occurring minor 7th. Check out the single-string patterns for natural minor and harmonic minor.

Example 50 — Natural Minor vs. Harmonic Minor

OSSO S-S

E MNatural Minor

3 5 T b 12
W H w w H H+W H
AT T e g
@ @1 @ B8 anls
E Harmonic Minor
3 5 7 G 12

Motice that when the 7th is raised, a peculiar structure emerges: a minor third (technically an aug-
mented 2nd), or three-fret interval appears between the b6 and 7, flanked on either side by half steps.
This is the distinguishing melodic characteristic of harmonic minor, and it catches the ear with some-

what of a twist that you can hear in the following example.
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Learn the harmonic minor shape below and listen to the two ear training examples. Identify the tonal
structures by ear and write them in. (Answers on page 162.) Then play the examples on your guitar
and transcribe them. Full transcriptions are in the Appendix to check your work.

0 Example 51 — Ear Training with Harmonic Minor

Track 36
A Harmonic Minor
S 8-
MG
i 4
ﬂ-g
F oo =
o 121ig
5 T
lones: 1 2 b2 4 S b6 7T 1 2 b3 4 ST 1 2 b3
IT H"EIFH
E E =5 o
g g g voon B
fingering: 1 3 4 1 3 4 2 3 1 2 4 2 3 1 1 3 4
a) root=A
b) root=E

The Phrygian-dominant scale is very similar to harmonic minor. In fact it's a mode of harmonic minor,
so it shares the same characteristics to a degree. Here the unique structure of a minor 3rd flanked by
half steps appears in the lower tetra-chord (tones 1-4) instead of the upper tetra-chord (tones 5-8) as
in harmonic minor. The main functional difference between them is that while harmonic minor is a
minor scale type (with a minor 3rd), Phrygian-dominant—despite its overall dark feel—actually has a
major 3rd. This gives it a distinct moment of "brightness” and more power than the standard Phrygian
mode.

Learn the Phrygian-dominant shape below and listen to the two ear training examples. ldentify the
tonal structures by ear and write them in. (Answers on page 162.)

Example 52 — Ear Training with Phrygian-Dominant

Track 37
A Phrygian-Dominant

s

3 7

1 b2 3 4 5 b6 b7 1 B2 3 4 5 b6 b7 1 b2 3

g
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B :
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&

a) rool = A
b) rcot=E

FYl: Phrygian-dominant is characteristic of Middle-Eastern and Moorish-influenced ethnic
music. It is the same as the Phrygian mode, except with the brighter major 3rd. The dominant
7th arpeggio (1-3-5—+7) appears naturally within the scale, which is the reason the name
includes that term "dominant.”



Jazz Melodic Minor

The “proper,” or classical, melodic minor scale actually has a different structure in the ascending and
descending forms. We'll cover why this is so at a later point. Here we want to consider the version of
the scale called jazz melodic minor, which fixes the same structure for both ascending and descend-
ing. It is a minor scale with a major 6th and major 7th. In other words, the lower tetra-chord is that of
a minor scale, while the upper tetra-chord is that of a major scale. To this author it seems to have a
bit of a split personality—just can’t decide which way to go.

Learn the jazz melodic minor shape below and listen to the ear training example. Identify the tonal
structure by ear and write it in. (Answer on page 162.)

0 Example 53 — Jazz Melodic Minor

Track 38
A Jazz Melodic Minor
- 2
b4
3 ﬂ"g
8 8 ;38
5 7
lones: 1 2 b3 4 5 &8 7 1 2b3 4 5 a7 102
- 4 5 F
5 =
1 r | E_T
CA —6—F— '
= 5 3
L= 5 7 8
fingering: 1 3 4 1 3 1 3 4 1 2 4 13 1 2 4
a) Root = A

Parallel Scale Exercises

Turn on a metronome to a moderate speed and play through any scale in an improvised fashion using
steady eighth notes. Periodically, call out a new scale name and switch immediately to that new scale,
regardless of where you are in the pattern and without missing a beat! Listen to the demonstration
examples in CD track 39, then try it yourself. Although this may seem very difficult at first, | encour-
age you to persevere. It will pay big dividends.

@ Example 54 — Parallel Scale Exercise |
Track 39

TIP: Begin with just two or three different scale types to choose from. You may want to write
them down so you can see the names as you play, in order to help remember your options.
Gradually add more scales to the list, switching between them randomly and at random
moments.



Here are all the scales, modes, and arpeggios we've covered, laid out on a single string. This enables
you to truly compare each musical structure in its purest form. Notice how each structure on the left
side shares a major 3rd (major family), while those on the right side share a minor 3rd (minor fami-
ly). Play up and down each one until memorized. When you have that much down, try continuing each
scale all the way up the fretboard (past fret 12). Also play them on other strings and move each pat-
tern up the neck to various starting points other than open.

Example 55 — Parallel Scales/Modes/Triads on a Single String

E Major scale E Minor scale
T @ 0707 19T 10T 709 O O & 10T OO O
3 5 T o I2 3 3 7 a 1%
E Major Pentatonic E Minor Pentatonic (Blues)
O o0 o @ ® (050 &0
|
|
|
I
3 5 T G 12 1 5 7 9 12
E Major triad E Minor triad
@ 3] 5 & @ @ o g
3 i 7 9 12 3 3 7 o 12
E Augmented triad E Diminished triad
m L3 @ L3 @ ® & L
3 5 7 9 12 3 5 7 9 12
E Dominant 7th E Minor Tth
0 & © &0 0 & L5 &0
3 5 7 9 12 3 k] 7 9 12
E Major Tth E Diminished 7th
@ 3] @ 00 @ ® o 2 g

T I I e N N T T TR L S G o SN S



E Lydian E Dorian

@ O @0 0 90 DO —0—0 160®
3 5 7 9 12 3 5 T 9 12
E Mixolydian E Phrygian
O O 100 10 108 10 O @ ® AL A
3 ] T o 12 3 5 7 o 12
E Locrian
@ &1 &80
3 5 7 9 12
E Phrygian-Dominant E Harmonic Minor
D@ &0 68 & 10 O 108016 @0
i 5 7 ) 12 3 3 7 9 12

E Jazz Melodic Minor
@ a5 Q0 1009

Now we will apply the idea from Parallel Scale Exercise | with each scale/mode/arpeggio on a single
string. Three-note sequences work better for this one, as it keeps the position shifts more regular, but
you can try improvising if you like. The fingerings are entirely up to you.

Example 56 — Parallel Scale Exercise Il
Track 40

TIP: If you get a momentary “brain freeze" and suddenly draw a blank for the correct pattern
of the new scale, that's okay. Just hold the note and wait until you can visualize the new
shape—however long that takes—then continue on!



PART IlI: The Structure

44

of Music

Here we move a step closer to real music and begin to see the various musical structures in action.
Since application to music requires specific examples, certain styles of music will emerge. But the
goal is not to catalogue every musical style in detail—that would require a thousand pages. We seek
to establish a general framework. Then you will have the tools you need to analyze and fully under-
stand those specific situations that interest you most.

From Scales to Keys

The difference between a scale and a key is the difference between theory and music. A scale is a
theoretical construct formed by analyzing the pitches used in music, extracting them and stacking
them up in order from low to high. A key, on the other hand, is the available set of tones that appear
in the music itself. It's a subtle but important distinction, as we will see in a moment.

FYI: Keys are scales in action. The key of C major, for example, is the musical setting in which
C is the tonal center and the music is seen to most commonly use the pitches found within
the C major scale.

First, consider that the root of a scale corresponds to the fonal center in music. A root and a tonal
center are not the same thing, however. In a scale, the root is generally the first note—and the low-
est note—played. In real music, the tonal center may not be the first note nor lowest note played. The
tonal center is the central pitch toward which the music gravitates, or wants to “settle on.” It is home
base. The tonal center is determined by the sound of the music itself in the natural ebb and flow of its
cadences.

What's the significance of this? Plenty. Many guitarists become confused about keys precisely
because they fail to appreciate this distinction. They mistakenly conclude that when they play the
shape and position of a G major paltern they learned, that they are playing in the key of G major—
without further consideration of the musical context. This is not correct. Remember the modes?
Families of modes all share the same notes. So the determining factor for a key cannot simply be the
pattern of notes on the fretboard. The tonal center must always be considered first. The key is the
combination of the notes vou play and what you play them over.

The bass note will often shed light on tonal center. Over different bass notes, the same scale pattern
may be heard as a different scale because the tonal center is different. The example below demon-
strates this. Both the G major and A Dorian patterns are heard as G major when the tonal center hap-
pens to be G. Change the tonal center to A, and both patterns are now A Dorian.

Example 57 - G major and A Dorian Melodies

Track 41

Listen to example 57 and you will hear the differing gualities of G major and A Dorian as clear as night
and day. So the quality, or mood, has nothing to do with which pattern is used. In this case, it is entire-
ly a matter of tonal center.



F¥1: The patterns in Example 48 [G major, A Dorian, B Phrygian, C Lydian, D Mixolydian, E
minor (Aeolian), and Fi Locrian] can all be seen as G major. They could also all be A Dorian,
or B Phrygian, or C Lydian, or D Mixolydian, or E minor (Aeclian), or F# Locrian. This does not
mean that these different keys are the same—far from it! They all sound totally different. The
correct key name for any given situation is determined by first locating the tonal center and
then relating the notes to that reference point. The G major shape played over an A tonal cen-
ter, for example, isn't G major at all; it's really A Dorian, and continuing to call it G major or
see it as G major is wrongheaded! Shape alone does not determine a mode.

MNow let's consider the musical staff and the issue of key signatures briefly. A key signature is the set
of flats or sharps that define a particular key (or scale). If you move the major scale shape around the
neck to various different positions, some interesting note patterns appear. The key of C major has no
sharps or flats (C-D-E-F-G—A-B). G major has one sharp (G-A-B-C-D-E-F{), D major has two
sharps (D-E-Fi—-G-A-B-C#), A major has three sharps (A-B-Ci-D-E-Fi-Gf), E major has four
sharps (E-Fi-Gi—-A—-B—-Ci-D¥), and so on. The order in which the key signatures appear forms some-
thing we call the circle of fifths. Moving clockwise, from C to G rises a 5th, G up to D is a 5th, D up

to A is a 5th, etc.
After E comes B, with five sharps, then F# with six. This is enharmanically equivalent to Gk (with six
flats), which means the two keys are spelled differently but use all the same pitches. The 5ths con-

tinue all the way around through the flat keys back to C. You don't have to memorize every detail here.
Just look over the circle, noticing this pattern of 5ths, and the curiously increasing sharps and flats.

Example 58 — Key Signatures in Circle of 5ths

(o sharpsilars)

{5 sharps) é;
& i, &

{6 fhaas)

e

FY1l: Move clockwise around the circle, and each key center rises a 5th. Move counterclock-
wise, and each key center falls a 5th (or rises a 4th).



The beauty of the key signature system on the musical staff is that once it is in place, any pitch
dropped anywhere on the staff is automatically conformed to the scale/key. For example, below are
several major scales shown on the staff with their appropriate key signatures. By pulling the sharps
or flats out of the staff and putting them on the left side near the clef, the music looks a bit cleaner.
Play each scale and write in the correct key. (Answer on page 162.)

Example 59 — Key Signatures and Scales

b) d)
ceres g ..._J".H %i %%_ - . ———
i
zoale
N —2—3 5—1

T - + —+—3 T —+—3 T ‘2"2:“_
Y A g =0 . ——
[ T | | = ] [ - [ - 1
= H B 1= =]

T H—‘iﬁ
A 1 5—4-H 1 H—
2—4 1 B

TIP: A nice fringe benefit of the key signature system when used in actual written notation is
that any accidentals (sharps, flats, or naturals within the music) inform you that you have tem- -
porarily gone outside of the original key.

You may have noticed that key signatures themselves are entirely silent on the issue of tonal center.
So in fact, key signatures don’t define just the notes of major keys, they actually define entire families
of related keys—that is, they define a major key plus its relative minor key, as well as five other relat-
ed modal keys. You must look at the music and determine the tonal center, which in combination with
the key signature will shed light on the key.

Since we tend to give the major and minor keys prominence over modal keys, there are in fact usu-
ally just two choices for each key signature. Following is a list of the major keys with their relative
minors.

TIP: The relative minor is always found on the 6th step of the major scale. And the 6th step of
the major scale is always a step and a half (three frets, or a minor 3rd interval) below the major
root. Translation: You can always find the root of the relative minor down three frets from the
root of the major. Going in reverse, from minor up to major, you have to move up three frets.
The rule is: relative major and minor are always three frets apart, and major is always higher.



Example 60 — Key Signatures: Relative Major and Minor

f: C major! A minor % G major/ E minor E [} major/ B minor % A major/ F§ minor
Tt : N i T S : oo . .

. E major/ C§ minor B major/ G#f minor — F majorf D minor - ——  Bb major/ G minor

#1:_ Eb majord C minor %ﬁ Ab majos’ F minor #j&g Db major/ Bb minor = 1?_‘5 Gb major/ Eb minor

As you move ahead, you should have a handle on these primary points: 1) Tonal center is funda-
mental to key—not just the notes alone. 2) You should understand how the staff uses key signatures
to define the available notes within a given key. 3) You should be familiar with some of the common
key signatures.

Chords in a Key

Using only the notes within a given key, we may build chords upon each tone and thereby create a
set of chords derived from that key. Let's walk through this procedure of building the set of chords in
the key of C.

First, the C major scale is laid out on string 5. Then it is harmonized in 3rds, meaning that above each |

scale tone, a harmony note a 3rd higher has been added. Notice that some of these intervals turn out
to be major 3rd shapes and others are minor 3rd shapes. Since there are no flats or sharps in the key
signature, all the notes are natural to the key of C (meaning that they all dwell in that key). Then, we
can add another “layer” of harmony by stacking another set of 3rd intervals on top of that. Relative to
the original notes of C major on string 5, these are 5ths. At this point we have triads on each note of
the C major scale.

@ Example 61 — Harmonized C Major

Track 42
a)  Onstring 5 b)) Harmonized in 3rds ¢) Harmonized in triads
- 3 5 5 — a4
% e 3 2 —:H:t_'__’_’ — == y i—_"_:!_—I .
1 2 3 4 3 & 7 | mojd mind  miad  majd  majd mind omand magld maj min min s may  min dim o maj
@ 2 3 @ @ &« 7 ® @® 2 3 @ @ ¢ 1 @
T
t 2 ) 5 T 5 15 s
LA 1244 2 3 5 7 919 12 1
B2 —5—7 & 10 12— 153 78— 15355 — 10121415

TIP: The steps that form major 3rds and major triads are 1, 4, and 5. These are circled above
to help you see the symmetrical pattern that is formed. Steps 2, 3, 6, and 7 have minor 3rds,
and step 7 also has a diminished 5th.
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As guitarists, we don't often play triads like this. Here's what the chords look like played as full barre
chords up the neck. We label these chords with Roman numerals to reflect their relationship to the
tonal center. We use capital Roman numerals for chords with major 3rds (major chords) and lower
case Roman numerals for chords with minor 3rds (minor chords). The diminished chord has both a
minor 3rd (lower case) and gets an added **" symbol to indicate that the 5th is also flatted. Notice that
the C major scale is found in the root pattern of the chords below.

@ Example 62 — Chords in C Major

Track 43

C Dm Em F G Am B® C
s 3 % 3
e == = — —

-
()] H (T @I IE} wi vii® m
e ==us
B 3 5 — & 10 12 3 B

TIP: The |, IV, and V chords are the primary chords in the key and are major. The ii, iii, vi, and
vii® are the secondary chords.

Remember, this derived chord pattern is generated by the major scale itself. So like the scale, it can
also be shifted into other keys and the whole thing stays the same—it just sounds a little higher or
lower depending on the starting pitch. Look for the major scale formula we learned earlier between
the roots of the chords.

Example 63 — Moving Chords into Other Keys

W H W W H
e B A e
I o IV OV v ovii® ]
Pt
W
Chords in A Major Chords in F Major
A Bm CEm L E Ffm Gg® A F Gm Am Eb C [m E® F
-
-
& 3 e = 3
ity 3+ Q@ € £ §—. 2 < ¢ § $ ¢}
- ' = - i 'h_’ ‘— - - -
X - [ - - i ] . 4 =3 i - - [
- +* * S w = 2w *
| i ii v ) vi vili® L I H i v v vi vii ® [
y 1
T 2 5 5 g i 12 & 1 E E E E 13 3
A2 4 G 2 - H— 2 3 5 9 10 a1
e %
- i 3 2 B B +3 2 3

FYI: Chords are essentially just bigger, expanded versions of the single notes at their root,
They impart a stronger and perhaps more “colorful” version of the root note.

Now go back and play the chord sequence for all the keys shown in the circle of fifths in example 58.
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If we toss yet another harmony of 3rds on top of the triads, we create 7th chords. When harmonizing
to 7ths, the chords | and IV become major 7th types, and V becomes a dominant 7th. The minor
chords all become minor 7th chords, and the diminished chord becomes a minor 7:5, or *half dimin-
ished 7th."

0 Example 64 — C Major Harmonized to 7ths
Track 44

Arpegpiated:
Cmaj7 Dm7 Em7 Fmaj7 G7 AmT Bm7b5 Cmaj7

——3——F 1§}

iim7 iiim7 D vim7 vii®7

K T ] T T T T T
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Full chaords:
Cmaj7 Dmn? Em7 Fmaj7 a7 Am7 Bm7b5 Cmaj7
- - — -1
} - s = = .
o — — > — -
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iim7 iiim? D vim’ vii*7
T 5 £ 8 10 2 3 LaA
A : z s 3 i 17
 — 5 : i i<
Associated ) . _
mode: lonian Dorian Phrygian Lydian Mixolydian Acolian Locrian lonian

TIP: The “associated mode” above can help you memorize each chord's unigue flavor in the
harmonized scale. For example, lonian (1) and Lydian (IV) both contain the major 7th chord in
their tones so they both harmonize to major 7th chords. Mixolydian (V) contains the dominant
7th chord. Dorian, Phrygian, and Aeclian each contain the minor 7th chords, and Locrian con-
tains the half-diminished chord.

You can build up the minor key chord patiern by applying the same harmonization method to the nat-
ural minor scale. But we're going to use a shortcut. Remember that the relative minor scale begins on
the 6th step of the major scale and uses the same notes. Therefore, the harmonized minor scale must
also begin on major’s 6th step and use the same notes and chords. When we change to the relative
minor tonal center, the Roman numerals are simply renumbered to reflect the new tonal center as “i".

relative major key
I [}

I i i IV V ovi vii® I i iii IV Vv

SRS SRR
i @® bHOI iv v BVIBVII i

Chords in A Minor relative minor key
Am B® C Dm Em F G Am
§ : 4

S B
- - = - - =

. L - -

@ e km @ ®@ kv bvD (@

_-PI 3 5 E— B —_!E 2

O e e " ——"

B & 7 & o a

The primary chords in a minor key are i, iv, v, while the secondary chords are ii®, Fll, VI, VI
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Basic Chord Resolution

As you recall from the section on Melodic Tendency, some notes sat comfortably where they were,
while others demanded to move. Well, chords are no different—their behavior can be seen as a com-
posite of the single notes that compose them. Chords that are uncomfortable, or tense, want to move
toward stable chords. This motion is called chord resolution, and a progression of chords that resolve,
or come to rest, forms a cadence.

It all revolves around the | (or i) chord. It is king of the hill and quite happy to sit idly on its throne. The
chord built on the tonal center is also called, appropriately, the tonic chord. In a major key it is a major
chord (1); in a minor key it is a minor chord (i).

The opposing force is the V chord, also called the dominant—presumably because its pull was heard
to “dominate” any chord sequence. The V chord is considered to be sonically the “furthest away” from
the tonic chord, and to have the strongest pull to it. Why? Look at its components. The V chord’s tones
(1-3-5) are 5-7-2 in relation to the keynote. If you recall, the 2nd and 7th tones pulled the strongest to
the tonal center. No surprise then, that working together, they compel the V chord to resolve to the
tonic. This resolution is called the dominant cadence or authentic cadence in classical music theory.

FYI: Viewing each note as an independent voice, as below, harkens back to the time when
music was primarily sung in the church and each tone was literally a voice. Considering each
“voice” as it moves independently through chord resolutions is called voice leading. Notes may
rise (leading tones), fall (leaning tones), or remain constant (common tones).

In the case of the basic V| resolution, the root of the V chord can be heard to either fall or rise to the
root of the tonic. In the upper portion of the chord, \'s root acts as a common tone with the 5th of the
| chord. The 3rd of V is the 7th tone relative to the tonic and rises strongly to it. The 5th of V is the 2nd
tone relative to the tonic and can either rise to the 3rd or fall to the tonic. Only the first form of each
of the following resolutions is demonstrated on CD track 45. But play all of them.

0 Example 66a — The V-1 Resolution

Track 45
L L G C G C ] C G C5 ] C
$—3%
r==ESSE === =" === =
e = 'E‘i— :’;i o
5 i
T a 8 I T T 1 T ] H
e o e o S S —— S——————
B — : . 2 3 ——&——3 . g 3 —4¢- 18
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The pull toward resolution is further intensified if the V chord is harmonized to a 7th (add another 3rd
on top of its 5th). The t7th tone of the V7 chord is the 4th tone relative to the tonic. So the V7 chord
contains an additional non-chord tone that also demands resolution—the 4th wants to fall to the
tonic's 3rd. Hence, the intensification of the pull.

Example 66b — The V7-1 Resolution

Track 45 (0:07)
47 C G7 C G7 C
§—=»

— o
— : ____Ezi e et = —— ' —
% P — 3 . ——g : : "I_.—-- S —
- ';‘"’ -

)
]
i

G7 5 G7 C

il

‘

Dot
;=B e

[ R B
LE T R L)

- -k
sPa®

T -]

WS
wing b

awenth
oEHEP

o
Shime
eaEbes

The IV chord is called the subdominant in classical music theory, as it was generally used to precede
the dominant chord and basically “ramp up” to it. (Subdorminant simply means “below” the dominant.)

@ Example 66¢c — The IV-V—-I Resolution

Track 45 (0:14)
F G C F G . F G (G5 F G7 C
m—
# 5 ; : . re——.
i} SE=E0 R
. et a2 .
T3 : ——— l T
B—&—1¢ ::3 : 3 ; 2 1;6: A — 133

Alternatively the IV chord could also fall directly to the | chord, but doing so sounds more permissive
than mandatory. Listen to the less demanding resolution of IV-I.

FYI: The IV resolution is known in classical theory terms as a plagal cadence, but it's also
known as the “Amen” cadence due to its familiar use at the close of so many church hymns.
Apparently the “soft” feeling of the 1V—I| was in tune with the idea of submission and the accep-
tance of divine will they were seeking to convey.

Q Example 66d — The IV-1 Resolution
Track 45 (0:20)
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| — T T = ¥ T 1 ? T 3

:;: g g g }3 E . 2 8 z 2 8 L § E L = &
E W ] '|'E “ ] E = T B 2_ T ] 3 2

-B 8 ?5 = B F ; = 3 - - F—3

]



Now let's look at these chord moves in action. Following is a standard 12-bar blues progression. It
starts with a long phrase on |, which establishes the tonal center. The second phrase moves up to IV
and falls back again to | in the second phrase (IV-I resolution). The third phrase rises up to the “high
point” (V), then winds back to | via IV. In the last measure we have a quick leap back up to V7 for the
final turnaround moment, then we are dropped back to | to start again (V- resolution). Harmonically,
the 12-bar blues progression can be seen to be an ever-increasing build of resolutions. Listen for
these familiar qualities as you play it.

Example 66e — 12 Bar Blues
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Chord Progression Ear Training

Tonality refers to the tonal center (e.g. “E") as well as the type of key that is built upon it (e.g., "major”).
And as you know at this point, tonality not only includes a series of individual notes, but also a set of
chords. Furthermore, you have learned that the notes and chords have particular motives, or ten-
dencies. All this information is part of tonality. That's the theoretical side.

MNow let's consider actual music. When chords appear in sequences within a song, we call it a chord
progression. The progression defines a tonal center; chords move away from it temporarily and then
return, move away and return again, in cycles. Furthermore, the progression serves as a “base”
underneath a melody, giving that melody greater strength and purpose. Progressions and melody
together define the tonality. But here we will concern ourselves only with the progression aspect.
Melody will be added later.




Following are some chord progression ear-training exercises using just primary chords. First, listen
and identify the tonic chord. Perhaps the best way to determine the tonic is to ask yourself, “If this
chord were sustained at the end of the progression, would it make the most comfortable ending in a
song?” If so, it's the tonic chord. Then identify the rest of the chords in the progression by ear, rela-
tive to that tonic chord. Write down the Roman numeral sequence you identify in the spaces provid-
ed. (Answers on page 162.)

Finally, learn each example by ear and play it on your guitar. Then write them out (transcribe them)
on some blank stafftab paper. Correct transcriptions for each progression appear in the Appendix to
check your work.

0 Example 67 — Ear Training with Primary Chord Progressions
Track 46 g)
b)
c)
d)
e
f)
g)

TIP: There are some melodic embellishments in example 67, but they don't really change the
bottom-line progression. For example, 67d adds blues-styled comping to the basic | chord,
then we see an open tonic note (E) temporarily added over the V chord (B). Example 67f adds
a quick suspended 4th over the first chord, and 679 inserts a melody and some open string
common tones. Decorations like this may or may not be labeled. Here we are after the gen-
eral thrust of the progression.

can optionally add a “5" after the Roman numeral to indicate it is a root-5th only. Still, the Roman
numeral system shows you whether the implied 3rd is major or minor. That is, if the 3rd were played,
what would the key suggest it be? Write in the Roman numeral chord sequence, learn the progres-
sions by ear, and transcribe them onto blank staff/tab. Answers are on page 162, and full staff/tab is

in the Appendix.

TIP: We are looking for the significant chord motions here. If a chord is played momentarily,
we may note its appearance, but it is not a “full member” of the progression. Likewise, pass-
ing notes may be ignored for our purposes. Also, notice the more delicate quality of the sec-
ondary, minor chords within the otherwise major sound of the key overall. You can use this cue
to help identify them as secondary chords. Another method is to listen to the root of the chord
in question and locate its correct scale step relative to the tonal center.

0 Example 68 — Ear Training with Secondary Chords
Track 47
a)
b)
c)
d)
e)

f)




Example 69 shows a few common minor key progressions. ldentify the tonic and progression by ear,
then write out the example and compare your work to the stafftab shown in the Appendix. You may
notice that the primary chords iv and v (minor) in a minor key are sometimes altered to IV and V
(major). In cases where a power chord is used on iv or v, make the assumption that the chords are
natural to the key (i.e., ivd and v5—not IV5 and V5). (Answers on page 162.)

TIP: Listen for root movement. That is, boil each chord down to its root, and listen for the
“melody” of these notes; it will shed light on the progression.

@ Example 69 — Ear Training with Minor Key Progressions

a)
b)
c)
d)
e)
f)
a)
h)

Notice the strength of the major chords (H11, FVI, 5VII) in a minor key. Minor progressions that utilize
these chords prominently (as opposed to the primary chords) are sometimes called Aeolian
cadences. This includes many common rock progressions.

These days we are surrounded by music—radio, TV, movies, commercials, in the grocery store, the
workplace, etc. Take these opportunities to practice identifying all the progressions you hear. It does-
n't matter what kind of music it is. If there is no guitar line (which should be a prosecutable offense),
listen for the bass line, as it often sheds light on the root movement.

The Story of IV-V-i...

Did you notice those major IV and V chords in the previous minor key progressions? How
does that happen? Well, all the way back to the 1600s, composers noticed that the minor res-
olution of v-i was weak. (It lacks the half step pull of the major 7th scale degree up to the
tonic.) So the minor v chord was altered to a major V chord, thereby creating a more power-
ful and satisfying V—i cadence. How do we change v to V? We must raise the chord's minor
3rd a half step. Well, this 3rd happens to be the 7th relative to the keynote, so raising it to
major means we are in fact raising the 7th step of the key to major. And what is a minor scale
with a raised (major) 7th? It was called harmonic minor because it is a minor scale altered for
harmonic purposes. (Specifically, the purpose of creating a V—i harmonic resolution.)

Trouble appeared, however, when iv preceded V—at least trouble to early 17th century ears.
In terms of the scale tones, the 3rd of the iv chord is the 6th step relative to the keynote. So
a chord change of iv=V meant the possibility of making a melodic leap from 16 to 7 (W+H),
and that was too “extreme” for the time. Therefore it became common to force iv major as well,
giving us IV-V—i. Now we have a minor key with V-V both major chords, which translates into
a minor scale with both a major 6th and major 7th. (The major 6th step relative to the tonic is
the major 3rd of the IV chord; the major 7th step relative to the tonic is the major 3rd of the V
chord.) And thus, the melodic minor scale is born—so-named because the rise from 6 to 7
gives a more "melodic” sound. No such alteration was deemed necessary on the descending
side, because classical music never dared to move from V down to IV. Hence, we have the dif-
ferent ascending and descending variations of the classical melodic minor scale. Of course,
modern ears are no longer hung up on little harmonic issues like V-IV moves—all harmonic
maotions are fair game. So we can assign the classical melodic minor scale to the great trash
bin of history—or at least to those trying to live entirely in the past (i.e., the real classical gui-
tarists among us).



Inversion

When a note other than the root of a chord is in the bass position (i.e., the lowest note of the chord),
we have an inversion of the chord. Below, a simple triad is shown in each of its three possible pre-
sentations: root position, first inversion, and second inversion. If second inversion is inverted again,
we are back to root position an octave higher.

Example 70a — Triad Inversions
C, Root Position €, st Inversion C, 2nd Inversion  C, Root Position
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The voicing of the top portion of a chord may change without changing the inversion. Look to the bass
note of a chord to define its presentation. Here are several common inverted chord shapes, played
next to those chords in root position. Listen for the telltale characteristic of each inversion.

TIP: Inversions are often written as slash chords. For example C/E (pronounced “C over E”)
means you have a C chord with E in the bass. Since E is C's major 3rd, the chord C/E is in
fact a C major first inversion. There are in fact three correct names for this chord: C/E, C first
inversion, or C with E in the bass. They all mean exactly the same thing.

Example 70b — Common Inverted Chord Shapes
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Now let's put some of these inverted chords into progressions. Write out the Roman numerals as
before, but this time we will add a notation for the inversions. When the tonic appears with its 3rd in
the bass (first inversion), write: 1. When the 5th is in the bass (second inversion) write: |s. (Note: This
isn't the same as 15, a power chord.) Notating inversions like this is not standard practice, but it will
do for our purposes here. Answers are on page 162, and staff/tab is in the Appendix.

0 Example 71 — Ear Training Progressions with Inversions
Track 49

a)
b)
c)
d)

e)

Riffs, Drones and Pedal Tones

A riff is a short, repeated, and structurally significant phrase used in a song. Riffs are most common-
ly two measures in length and may consist of single notes, chords, or a combination of both. Even
though they may contain chords, however, a riff doesn't usually act like a progression because the
notes move by too fast to really “sink in" and create any harmonic motion. Because of this, we say a
riff creates a static tonality. When a riff repeats, there is no real “progression” because it doesn't
“progress” anywhere. It simply vamps on a single, implied chord,

The riff below basically adds up to an Em7 chord, harmonically speaking. It is more art than science,
but basically, we consider all the notes, weigh their relative importance, and try to match them up to
the most accurate yet common chord—uwithin reason. We don't have to account for every passing
tone. Example 72a includes 1—4-5-+7 in measures 1 and 3, and 1—+3—4-5 in measures 2 and 4. So
the whole riff uses all the E minor pentatonic tones: 1-+3—4-5-7. The Em7 chord is very close
(1-:3—-5-+7). You could also simply label it “Em."

@ Example 72a — Riff Creating Static Harmony
Track 50

(Em7)
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FYI: Technically, a repeating phrase in music is called ostinato. The word “riff® came from the
blues, appearing first as a corrupted version of “refrain.”

TIP: Riffs are commonly structured in one of several different ways: simple repetition (AAAA),
a form with alternating endings (ABAB or ABAC), or a form with an ending tag variation
(AAAB). Example 72a above could be viewed as an ABAC form with each letter correspond-
ing to one measure. Of course these letters (ABC) don't have anything to do with pitch or
chords. They are structural variables used to represent short musical ideas—much like the Xs
and Y's in algebra that can represent any value.




The difference between a riff and a progression is largely one of size and scope. Perhaps this is most
obvious when we consider that a riff can be moved through a progression. The following riff uses the
E blues scale for four measures, then the A blues scale for two measures, and then moves back to
E. The chord progression in a general sense would be best assessed as Em-Am-Em, or i-iv-i—the
first eight bars of a 12-bar minor blues progression.

Example 72b —Riff Moved Through a Progression

Track 50 (0:14)
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So a riff can be seen to sustain the harmony in an abstract or figurative sense. Now if we literally sus-
tain the tonic note within the music for a long period of time, we have what's called a drone. This is
common to eastern Indian music in particular. In Western music, the pedal tone is a closely related
idea. But it is usually not sustained as long as a drone. A pedal tone is a pitch that is sustained under
a chord change. It is as if one element of a chord (usually in the bass) is sustained against a tempo-

‘rary chord change. Then, often, the chord that changed may move back to “rejoin” the pedal tone.

FYI: The term pedal tone originated in organ music, where the lowest bass notes were played
by the feet with pedals.
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Example 73 begins with a sustaining pedal tone in the open low E string. After four measures, it
changes to a palm-muted pedal tone. That is, the pedal tone is played intermittently in between the
chord changes.

FY|: The pedal tone below is contained within the guitar part. But it can also occur between
instruments. For example, the bass guitar could sustain the tonic underneath guitar chord
changes, creating a different quality of pedal tone.

@ Example 73 — Pedal Tone and Palm-Muted Pedal Tone

Track 51
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Example 73 is also a good example of the fact that not all chords in a progression are equal, har-
monically. Here we have a minor progression (i--VIl-i-+lll) with an ending tag that walks down chro-
matically to F5 (:l). This ending moment, however, goes by fast and doesn't really rise to the same
level of importance as the general chord motion. So while we can be aware of the presence of this
tag, we should realize that it's not a full member of the progression in a harmonically significant way.
It simply marks the end of the phrase and “colors” it with a bl moment.

Riffs and progressions are different things for sure. They create different stylistic effects and they inter-
act differently with regard to melody. But there is a point where the two concepts meet. Is it a fast pro-
gression, or a riff with chords? You may find situations where the line seems to blur, but in most cases
it is easily discernable.

FYI: Relying on static riffs in song structure tends to push the music toward the heavier styles
of rock and metal. Moving them through I-1V-V progressions lends a blues quality. On the
other hand, progressions working together with melody tend to sound more naturally “melod-
ic.” You'll find this approach at the heart of pop, top 40, and mainstream rock.

Now learn and analyze the harmonic content of at least a dozen riffs of your choice.



Parallel, Modal and Blended Tonalities

Within progressions, you are never “locked into” using just the set of chords diatonic to the key.
Progressions can often be seen to borrow from parallel tonalities. A parallel tonality is another type of
key based on the same tonal center. So the parallel minor of A is Am; the parallel major of Em is E,

etc.

Play the following progressions and notice the subtle “twisting” of the ear when it suddenly pulls from
the parallel key. You could think of this as being a very quick, temporary key change. But the keynote

doesn't change; only the type of key changes.

Example 74 — Progressions with Parallel Major/Minor Chords

Track 52
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In minor keys, it is fairly common to substitute a major tonic chord. But is this really a minor key with
a moment of brightness on |, or is it a major key that turns minor when it leaves |17 Sometimes there
is no clear answer if the chords are fairly evenly divided. (Is a zebra black with white stripes or white

with black stripes?)



Although major or minor are generally at the basis of a key, it is possible that any mode may be grant-
ed that “heightened” status. When a mode is at the heart of the key, it is known as a modal tonality.
Below are the harmonized chord sets for the Dorian, Phrygian, Lydian, Mixolydian, and Locrian modes.

TIP: It may look very complex, but it's not as bad as it seems. Realize that the chord sequence
for each mode is exactly the same as that of the parent major scale. The only difference in each
is the starting point and therefore, the Roman numeral numbering of each chord. Memorizing
all this is optional. Having a general understanding of what is happening here, however, is
mandatory. So play through enough of this until it starts to make sense.

Example 75 — Modal Keys
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Songs rarely use the chords of a mode exclusively because modes tend to sound somewhat “"unsat-
isfactory” as a key. They don't provide a strong enough sense of finality on the tonic. So it doesn't feel
as though the chords really “come to rest” or naturally gravitate toward the modal tonic. Yes, we can
force it to do so, but we are fighting an uphill battle. Indeed you undoubtedly noticed this already as
you played through the previous modal chord sets—you just don't feel too “right” when you stop on
the tonic. And sounding a bit “unmusical” in that regard makes them somewhat more difficult to learn.

By contrast, both major and minor make a pretty good case for their respective tonics. Simply play the
chord set up or down and, if you just follow your ear, it will guide you to rest upon either the major or
minor tonic. Therefore, it is far more common to see music draw upon a mode in a mixed way, blend-
ing it with standard major or minor. These “amalgam keys" could be called blended tonalities.

Look at the three chord sets below. If you examine the roots of each chord you will see a mode under-
lying each set. But notice that the harmony is not the true modal harmony (as on the previous page).
Instead, we really just have one prominent chord from the modal key blended into an otherwise major
ar minor key.

~ TIP: Even though there is only one chord from the modal tonality, the influence of that mode
is very strong here because the root movement lays out the mode clearly and without contra-
diction. (A contradiction only exists within the harmony.)

Example 76 — Blended Chord Sets
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C Dim Em F G Am Bb i
: 3
g— s ¢ TNER i S
: > r :__ — = he - __“
- - * £
I i i IV v Vi @ |
TF—5—6 8 42
E T
5 7 8 1 2 13 15
b) C Minor/ Phrygian
Cmi Dk Eb Fm Gm Ab Bk Cm
$ 3
o i 3 ¥ * 3
= = p————w ]

-  w . "

i I i v bVI VI i
F—a & 8 5 1 35— 15— 16
2—+—+&&+ &+ =&

B 3 4 4 & . — 425 =
¢) C Minor/ Locrian
Cm Db Eb Fm Gb  Ab th Cm
: 3
. s 3 %
et

o . "

i G bm o GV bV bV
T Fl 6 B g — ¥
P — —— —  —
B e & i 9 1 B 45

FYI: The first blended tonality below, Major/Mixolydian, may in fact be more commeon in rock
and pop than the true major key itself. It allows for the typical “major-ish” chord progression
bVIl-IV-Il. The other minor tonalities have appeared in rock and metal. Others exist as well.
You could easily create all sorts of far-out, blended keys of your own with a little imagination.
But would they be useful and sound good? Who knows?
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Here are a few progressions that use these blended modal/major/minor tonalities. Identify the Roman
numeral sequence by ear and fill in the blank. Answers are on page 162. Then transcribe the exam-
ples. To check your work, staff/tab notation for each progression appears in the Appendix.

Example 77 — Ear Training with Blended Tonalities
Track 53

a)

b}

c)

d)

e)

All the progression examples presented so far have only been enough to introduce the important con-

~cepts. To gain a thorough working knowledge and fully develop your ear, you will need to see many
more examples in action. So take a moment to analyze the chord progressions for each song you
learn and notice what those relationships look like on the fretboard. Each specific “shape-relationship”
you uncover is like a little snapshot. There are literally dozens of ways the same progression can
appear on the fretboard, but after you piece together enough snapshots you will start to see the big
picture. In fact, as you progress, music itself gradually seems more and more simple as the common
threads tie together different songs and styles. Eventually no analysis is needed; it all becomes com-
pletely intuitive.

So pause now to analyze at least a dozen songs. If you need help making sense of anything, find
someone gualified to help you. Then continue on with the next section.

Exercise 78 — Analyze a dozen songs of your choice. Then do a dozen more!

Advanced Resolution

The authentic (dominant) cadence actually may appear in a number of different incarnations. These
advanced variations appear in classical and jazz primarily. If that's not your cup of tea, you probably
don’t have to memorize each of these in ten different places on the fretboard, but you should still play
through these examples and get the gist of what is happening here. This will certainly help further
develop your ear and give you a greater understanding of unstable tones generally. We will begin with
the basic V7 to | pull, upon which all of the following are based.

Example 79a — The V7-1 Resolution
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If we remove the root of the V7 chord (tones 5—-7—2—4 relative to the keynote) we have the vii® chord
(tones 7-2-4 relative to the keynote). This is particularly unstable and resolves strongly to the tonic.
Since it is contained within V7, vii® is a “partial” V7—essentially another aspect of the same cadence.

@ Example 79b — The vii°~l Resolution

Track b4 (0:22)
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Stack another 3rd harmony on top of the 7th, and we create a 9th chord. Flat that 9th, and it pulls for
an even stronger resolution to the tonic. A V7 chord with an added +9 is known as a V7:9, consisting
of the tones 5—-7—2—4-46 relative to the keynote.

3 Example 79c — The V7:9-1 Resolution

Track 54 (0:40)
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Now remove the root of V7+9 and we are left with a fully diminished 7th chord (vii°7). In other words,
V759 and vii®7 are related to one another in exactly the same way that V7 and vii® are. In each case
we have just stacked another 3rd harmony on top. Relative to the keynote, the tones are 7-2-4—6.

@ Example 79d — The vii®7-l Resolution

Track 54 (0:56)
(vii®T) (y  (vii®7) (1)
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The fritone substitute (+117) is a more advanced variation. The »2nd tone (root of ¢ll) is a tritone away
from the 5th (root of V), and it also pulls strongly to resolve on the tonic. It is difficult to see how bll
could possibly be any kind of V chord, but if you arpeggiate it and look at the tones, you'll see that a
bII7 chord contains +2—4—+6—7 (relative to the keynote). Look at the vii°7 previous and notice there's
only one note different—the 2nd versus a +2nd, which simply moves it closer to the tonic and there-
by strengthens the resolution even more. So b7 is the slightly deformed half-brother of vii°7, who as
we already know is a full, upstanding member of the dominant cadence family. The simple substitu-

tion rule is this: in place of a V7, try b7 if you like.

Example 79e — The FI7-1 Resolution (Tritone Sub)

Track 54 (1:10)
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TIP: All of these dominant cadences resolve equally well to a minor tonic chord (in a minor
key).

The half diminished chord (vii®7), also known as the minor 7:5 chord (m7:5) also resolves to the tonic,
similar to the fully diminished (vii°7)—except perhaps a little softer and more easy-going.

Example 79f — The vii®7-1 Resolution (vii7"5)

Track 54 (1:47)
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All these “pulling” chords share one thing: they are composed of unstable tones. To look at it another
way, take the tonic chord’s root, 3rd, and 5th (the stable tones) out of consideration for a moment.
What is left? We have the major and minor 2nd, the perfect and augmented 4th, the major and minor
6th, and the major and minor 7th. Combine these in different sets and you can create all the domi-
nant chord forms. (You may need a 5th here or there, but let's not nitpick.) This is easy to see on the
following page. Write in the tones of each pitch relative to E in the space between the staff and tab.

Answers on page 162.

TIP: The main purpose here is to gain a sense of where these non-chord tones lie relative to
the tonic chord's “arpeggio skeleton,” and where they like to resolve. Then you have a tremen-
dous insight into guiding melody, progressions, and solos.




3 Example 79g — Unstable to Stable
Track 54 (1:58)
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Knowing all the specific chord names is really optional in this author's opinion. It is the awareness of
the resolutions of the individual notes within them that breathes life into your progressions and
melodies. In fact, you can simply “make up” these unstable chords as needed in your own music.
Simply gather a few non-chord tones from your key, and play them together. Let your ear guide you.

As an example of what | mean, here is the bridge section from my instrumental tune “Sunrise,’
(Exottica, 2000) in the key of E major. It plays off the dominant cadence with a drone on the tonic E.
At the B7 chord, I've also forced the common tone E in on top as well, making it... well let's see... tech-
nically a B11/E. Then the second resolution introduces G#, again pulled from the tonic chord E. Over
the dominant (B) however, Gt happens to be a 6th (13th) tone, so technically it forms a B13 chord.
But it wasn't written by thinking about jazz chords; it was simply the result of following melody (as dic-
tated by my own inner ear) and as a result fusing a portion of the tonic chord together with the V
chord. The descending arpeggio sequence at the end functions to build an even stronger version of

the same V-I| idea, to “cap” the phrase.

0 Example 80 — “Sunrise” Bridge (Authentic Cadence)
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Resolution Strategies

A number of specific strategies evolved over time to wring out more musical ground from these vari-
ous resolutions. The first was to stack up two or more resolutions back to back, creating a “V chord
of the V chord” That is, the V chord of the V chord pulls to V, which then in turn pulls to the tonic. Since
the V of V is actually I, this makes a II-V-I.

Play this sequence of chords in a few different keys and notice how it sounds. In a major key the nat-
urally occurring ii chord is minor. So it may appear either minor (ii) or altered as a major (Il) version.
(Remember that V pulls better than v.) The lI-V-I sequence is found in a wide variety of styles—from
baroque to classical to jazz to pop. It can quickly get out of hand if you start substituting various
advanced dominant resolutions for each V resolution (but only crazy jazz people get carried away with
this sort of thing). Here is a standard ii-V—| with just a small bit of harmonic exploration.

Example 81 - ii7-V7-Imaj7 Jazz Progression

Track 56
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J. 5. Bach's *March in G" is an example of a prominent V of V use in a different context. Here a motif
is established in G. After three measures, we hit the V chord (D) in measure 4. This pulls back to the
tonic to kick off measure 5. Next we shift to 117 (V of V) to set up a pull to V. As expected, we get to V
in measure 7, where we have a quick shift back to Il (A) to reinforce the following move back to V.
Bach also inserts the common tone D over the A at the end of measure 7, creating a temporary
Asus4. More specifically, the top voice anticipates the move to D, which is then confirmed by the bot-
tom voice at beat 1 of measure 8. This creates a slight temporary harmonic dissonance and release
to underscore and strengthen the chord resolution at measure 8.

If we look deeper, we can see chord motion outlined in every note. The opening note D is the V of G
and pulls directly to it immediately. Then at the end of measure 1, we have F#A (tones of D, or V) fol-
lowed by G/B (tones of G, or I) and E/C (tones of C, or IV). So there is a mini V—I-1V, which then pulls
into G of measure 2. Look through the remaining measures and identify the chord tones of each
“skeletal” chord like this.




Example 82 — II-V-I (“March in G,” J. S. Bach)
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F¥1: Clearly, measure 9 is not the end of the piece, as you can guess just by listening. The
section that follows returns to the main theme on G (not shown). However, the music does
seem to come to a temporary rest as it pauses at measure 9. When the rhythm phrasing tells
us we are closing a section, but we end on an unstable chord that begs to continue, we have
something called a half close. (In this case, by ending on V, it's technically known as a half
cadence.) By contrast, if you finish an ending phrase on the tonic chord, you have a full close.
You can hear this same quality very often in modern music. When a progression completes a
four- or eight-measure section on the tonic, it creates a full close. When the progression com-
pletes such a section and remains on an unresolved chord, which then resolves into a new
section of music, it is a half close. Notice the end of any 12-bar blues progression. The “turn-
around,” or final measure, is on the V. This completes the phrase rhythmically, but harmoni-
cally it dumps us back into | to begin the whole thing again—a perfect example of a half close.

Another way the dominant can be employed is to create a cascading set of V chords. Below is an
excerpt from Paganini's 5th Caprice for Violin, written in the late eighteenth century. In measure 3 you
will find arpeggiated chords within each beat, creating the progression A-Dm-G7-C. Each is the
dominant of the next, so AistheV of D, D is the V of G, G is the V of C.

o Example 83 — Cascading Resolutions (“5th Caprice,” N. Paganini)

Track 58
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Quick analysis: The one-measure motif contains a quick move to V7 in beat 2, worked into a
stepwise ascent of the notes A, B, and C on the downbeats 1, 2, and 3. In measure 3 Paganini
turns to A major on beat 1, then cascades through a set of V of V chords. Next comes a dimin-
ished arpeggio which at first appears to be a Gi°7. However, while the next arpeggio does
contain the note A, it is itself a diminished arpeggio which serves to pull us toward the over-
allV chord of the key, E, to end the four-measure phrase with a half close. Working backwards,
the correct name of the diminished chord that pulls to E must be a half step below E, which
is D#°7. And the diminished chord preceding that must likewise then be D°7. (Remember, the
four notes of all fully diminished chords are equidistant, and therefore any can be considered
the root. Composers could then play with this ambiguity by suggesting a target direction, and
then surprising the listener with a last second, unexpected change.)

As we saw in example 75, sometimes the resolution may appear in stages, resolving the upper and
lower portions of the chord separately—like turning a corner in two steps rather than one. Another
way this can be done is with a cadential six-four chord. This is a guick |-V-| progression where the
first | appears in second inversion. When it appears like this, instead of sounding like a tonic chord,
the first | can be heard as a type of V chord with a suspended 6th and 4th. (Hence the “six-four” des-
ignation in the name.) These suspended tones then fall to the V chord’s 5th and 3rd, which in turn
makes a final dominant resolution back to |. The cadential six-four provides a kind of “slingshot” effect
to amplify the V—I that follows. Notice the cliché classical sound it gives in this section of Paganini’s
5th Caprice.

0 Example 84 — Cadential Six-Four (“5th Caprice,” N. Paganini)
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It is also possible to run two resolutions back to back, which both point to the same outcome, but
without one pulling strongly into the next. So unlike previous examples where each chord fluidly pulls
to the next, this is a situation where we are heading for one resolution, then the composer jumps to
a different track, to attack the target chord from a new direction. For example, both bl and V pull to
the tonic. But bl doesn't pull so much to V. Still, no one can argue the compelling nature of the blI-V7—
cadence as presented in Beethoven's 2nd movement of Piano Sonata #23. In theoretical terms, the
bl chord in a blI=V move is known as a Neapolitan chord.

Example 85 — Multiple Resolution, Single Target (“Appassionata,” L. van Beethoven)
Track 60
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TIP: Notice the great care with which every note has been placed for its harmonic value. Notes
falling on the beat have a slight natural emphasis to the listener. Look at how Beethoven winds
the scale around to land on Fm chord tones on each downbeat within the theme, making it
spell out 1-5-+3—1. In measure 3, we see this emphasis given to chord tones of Gk, 3-5-3-1.
Then in measure 4 we get E (3rd of C), F (hint at coming resolution), G (5th of C), and back
to E (3rd).

Chord resolution was the primary propellant for much of the music from the Baroque and Classical
periods. Today, chord resolution is still woven into the fabric, but the “rules” are greatly relaxed. In fact,
many of the methods of harmonically “bucking the system” have come to characterize certain mod-
ern styles to such a peint that our collective ears have grown accustomed to these “disturbances,” and
what once would have been unthinkable now sounds only quaintly cliché. However, in an effort to
develop one's ear and recognize chord progressions by their sound and pull, it is very helpful to go
“back in time” and listen carefully for these pivotal chord resolutions, sharpening your awareness of
them. Even though the suggestions they offer for harmonic completion are no longer requirements
(and can be ignored if you choose), studying them will help you more fully develop your ear.

Now that you've had this little trip back in time, let's bring your heightened awareness of resolution to
some modern sounds. Listen for chord motion and resolution in every song you hear.



Melody Over Progressions

Melody works together with the underlying progression to create a whole that is more than the sum
of the parts. The progression lends power and direction to a melody. It gives the melody more of a
reason to move as it does, or it works to resist that movement. And the melody creates interest where
the chord progression alone is relatively bland. The two working together create a powerful synergy.

Eelow is a simple melody over a progression of primary chords (I-IV-V). Notice how it basically hugs
the chord tones (harmonic lones). The asterisks (*) mark points of intentional “disharmony,” where the
melody moves to a non-harmonic tone. These moments create a sort of melodic suspension. In the
example below, the chords sound on the left stereo channel and the melody is on the right. You can
dial your balance control to listen to the melody alone, then listen to both together and notice how the
progression helps make it sound stronger and more purposeful.

TIF: Many of the notes played in the sample melody move outside of the primary positional
patterns we've covered for the E major scale. But by using the scale formulas and your knowl-
edge of scale structure, you should be able to extend the scale as needed to see how every
note is indeed found within the E major scale. For now, look at each of these “digressions”
from the primary positional pattern as additional/alternative scale shape.

Example 86a —Melodies over I-IV-1-V Major Progression
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The diagram below shows which tones relative to the keynote are chord tones for each of the prima-
ry chords:

Chord: Tones in Triads: Tones in 7th Chords:
| 1-3-5 1-3-5-7
A" 1-4-6 1-3—4-6
" 2-5-7 2-4-5-7

FYI: A melody note tends to sit at rest over the chord that contains it as a chord tone—even
if the chord itself is “unstable” and wants to resolve. So you essentially have “pulls within pulls.”
For example, over the V chord you may have a non-chord tone, which creates a temporary
suspension and pulls to the tones of the V chord. So the melody could resolve to one of the
V chord's tones, but then that V chord tone itself pulls toward the tonic to resolve again, along
with the V-l chord resolution.



Mow turn your stereo’s balance control to the left (chords) and play CD track 61a again, this time mak-
ing up your own melodies. All the notes should be drawn from the E major scale, for now. Notice how
it feels when you nail the chord tones over the right chord. It gives your melody a purposeful strength,
as it feels somewhat “attached” to the chords. Then play with it by intentionally pulling away from the
chord tones temporarily and returning to them. Also, you may want to simply listen to the chords a
moment and allow your imagination to take over. What kind of melodies do you hear? Can you trans-
late them onto the fretboard? Feel free to roam outside of the primary positional scale patterns using
your knowledge of the E major scale structure (whole and half steps).

TIP: Eventually all this will become second nature. The process is simply that you imagine
melodies that sound good, and out they flow. However, at the beginning stages it helps to pay
attention to some of these “technical” details and be aware of the exact chord tones you are
using. Gradually you can and should trust your instincts more and more and go with them
even if you don't fully understand what you are doing harmonically. Remember, the under-
standing is only here to help facilitate the doing. As the understanding fades into a subcon-
scious process, let it go. That's exactly what we want!

Example 86b is a faster paced |-V-IV progression, also in E major. The sample melody I've played
here is a melodic-style solo that uses a motif repeatedly—specifically, the three opening notes can be
heard to recur over each chord similarly as it descends. Then the second time through (measures
5-8), it builds in the opposite direction, ascending. The third phrase (measures 89-12) is a busier, gui-
tar lick-type approach that pays little attention to the underlying chords. The fourth phrase (measures
13-16) completely ignores the chords. Notice at that point how the same set of notes acquires a dif-
ferent sound when the chords move underneath.

@ Example 86b —Melodies over I-V-VI Major Progression
Track 61 (0:36)
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TIP: Vary your approach. Try long sustaining phrases, then try short rhythmic bits with breaks.
Try sticking closely to the chord tones, then completely ignore them. And go everywhere in
between. There are no rules here—just different approaches creating different results. Try
playing short “vocal® type melodies, with lots of space. Try long, sustaining guitar-type
melodies. Try building off a motif—melodic, rhythmic, or both.

TIP: A blues-inspired melodic technique is to begin sustaining a chord tone over the tonic,
then hold it over the next chord where it is no longer a chord tone (creating tension), and final-
ly allow the underlying chord to return to the tonic and relieve the tension. In other words, the
melody becomes static while the underlying chord moves away and back. The tension/reso-
lution in this case comes from the temporary conflict between melody note and underlying
chord. Interestingly, this concept can be applied not only to a single note, but to a repeating
motif, or even an entire phrase. Try it.

EXTRA CREDIT: Analyze every note of my solo in two ways. Write out the scale tones under
each note relative to the tonal center (E), and to the underlying chord. So, for example, a D}
over a B chord would be labelled 7 relative to E, but it is 3 relative to B.



FYI: Although they appear differently on the guitar, chords and single notes are not really so
different. Chords are created from the scale tones, and all the tendencies inherent in the indi-
vidual tones are represented collectively in the chords. Make it a habit to view not only each
chord’s relationship to the tonic, but also to see how each individual note of each chord relates
to the keynote. With this approach, the line between chords and individual notes blurs and
gradually disappears until eventually you don't play “chord shapes” as much as collections of
multiple voice leading melodies. This gives you tremendous insight and powerful new options
in creating music of your own. You are no longer stuck with given chord shapes. You are free
to create your own voicings, as needed.

Just as we saw with progressions and riffs, some notes of a melody are more important than others.
Basically, notes fall into either of two camps: either they are strong tones, that are harmonically sig-
nificant, or they are embellishments, which serve to “decorate” the other more important tones. Below
are a few simple examples of strong notes, or “target notes,” and embellishments.

Example 87 — Target Notes & Embellishments
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Embellishment and approach tones may even be altered or borrowed from outside the key. When this
is done, these out of key notes don't affect the fundamental harmony significantly, although they may
“color” the sound a bit differently than using only notes of the key (diatonic).

FY|: Mon-harmonic tones actually have a variety of different names depending on how exact-
ly they're used. These terms come from hard-core classical music theory:

* Passing tone: A non-harmonic scale tone that is played in transition between two different
chord tones, often of the same chord.

* Neighbor tone: A non-harmonic tone that falls between two occurrences of the same
chord tone. (There are upper neighbors and lower neighbors.)

« Suspension: A harmonic tone that is sustained, or repeated, over a following chord in
which it is no longer a chord tone. The suspension may or may not rescive.

« Appoggiatura: A suspension without the preceding chord. In other words, a dissonant,
non-harmonic tone that resolves into a harmonic tone.

« Approach note: A general term for any non-harmonic scale tone that precedes an impor-
tant target note.

« Altered Approach note: When the approach note would be a whole step away from the tar

get note (either above or below), it may be chromatically altered to be only a half step from
the target note, thereby increasing its pull to that target note.

While it would make a nice theory test to correctly label all the notes in all the preceding
examples as either passing tones, neighbor tones, suspensions, etc., this level of classifica-
tion isn't fully necessary for the artist seeking to develop a mastery over melody. The impor-
tant thing is that you recognize the harmonic and non-harmenic tones, and that you realize
the effect this has. Then improvise your own melodies, “playing” with the melodic tensions as
you like!
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CD track 62 is a major progression in A, this time with secondary chords. Again the chords are on the
left channel, and a sample melody is on the right. Turn your stereo’s balance control to the left and
try improvising melodies over this progression. Don't play fast! Savor the quality of each tone within
each specific harmonic placement. Remember, each note will have an entirely different character
when it appears over a different chord. Imagine that you are singing with your guitar, and play/sing
melodies that could actually be vocal lines.

Example 88 — Making Melodies, Major Progression with Secondary Chords

Track 62
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EXTRA CREDIT: Add the 7th tones and use them freely as chord tones. Listen for the color
and stylistic change this brings to your melodies.
Now let's look at a minor context. Here is a minor key chart for the chords used in the example that
follows. Look over the chord tone diagram in example 82, learn the sample melody I've played, and
notice how the chord tones are used.
Example 89 —-Melodies Over i--VI-:VIl Minor Progression
Track 63
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QUICK ANALYSIS: Over the first Em chord, look for G-E (b3-1); then over the C chord it walks
up to C-B—-G (1-7-5) hinting at Cmaj7. Measures 5-8 repeat the basic idea down an octave,
but end over the D chord on A (5). The next phrase begins an ostinato section. Notice how the
first tone changes from B (over Em) to C (over C) and back. This phrase ends with F# (3) over
D major.

The third eight-measure phrase begins at measure 17. Now it's in the upper register. The-
important note over Em is clearly E, with plenty of vibrato and rhythmic embellishment. Over
C we repeat the focus on E, now C's major 3rd, but the phrase ends with a nod toward the C
root (end of measure 20). On the return to Em (measures 21-22), we see another variation
that climbs higher, to A (Em's 4th—not every significant tone has to be a chord tone). This
phrase ends in measure 24 over D. The melody falls to D, the root.

The final eight-measure phrase utilizes open space. Over Em, we focus on B (5), building a
new motif. Measure 26 is basically decoration, developing measure 25's new motif, and har-
monically says “B" for the most part. Then over C in measures 27-28 we see it repeat. Now
the B note makes it a Cmaj7, but the melody pulls up to C by the end of measure 28 to resolve.
At the end of measure 32 there’s a quick sweep in Em. Yes, it's over the D chord momentari-
ly, but that's okay as it clearly heralds the impending end on Em. Then there's a quick descent
down the Em scale to hit and resolve on the low root.

Did | compose this little melody thinking about all this? Not at all. | just played a few improvisations
until | had a good feel for things | thought worked, then tracked it. Yes, I'm aware of the harmonic
issues vaguely as I'm playing, feeling the pulls and resolutions of chord tones, but it's mostly a sub-
conscious process. Eventually, that's how it will feel for you as well. But to get there it helps to see

how it all works in detail first.
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TIP: Instead of memorizing the scale tones that go with each chord as above, another way to
easily see all the chord tones of any underlying chord is simply to superimpose that chord’s
arpeggio against the notes of the key. So for example 89, over the tonic chord you may see
the Em arpeggio as chord tones. Then over the +VI chord (C) look for the C major arpeggio
tones within the E natural minor scale.

Now it's your turn. Set the balance control hard left and create some minor melodies over the minor
chord progression on CD track 63. As you do this, savor the color of each note you play—if you play
too fast, you will miss the point of playing melody! Sure, for variety, go ahead and throw in some faster
runs and licks, etc. But be sure to slow down from time to time and really draw upon the harmonic
component in your melody.

The previous examples have all been standard diatonic progressions. But sometimes progressions
change key or temporarily borrow from a parallel tonality. What happens then? Your melody/solo must
change with it. The most obvious parallel tonality situation is when we see a chord that absolutely
doesn't belong in the key. For example, if we are in E major, we may have a C (*VI) chord. There is
no C in E major at all, so we have clearly left the original key and are pulling from E minor. Your
melody/solo needs to switch from E major to E minor over that C chord. (Now those parallel scale
exercises are coming in handy!)

Yet the key shift may not always be so obvious. A more subtle method of borrowing from a parallel
tonality is to shift the harmony only. Suppose we have a minor progression that includes a major IV
or V chord as we saw in portions of example 69. Your melody/solo must account for this type of
change. If you ignore this and try to play the +6th step of the key over a IV chord, for example, you're
asking for a really sour note! Remember, IV means the 6th step of the key has turned major. (A major
IV chord transforms a minor key into Dorian, a major V chord transforms it to harmonic minor, and
both IV and V together make jazz melodic minor.)

Now if nothing in the progression contradicts your major 6th tone (from IV), you can simply use the
Dorian mode throughout—the progression is in a Dorian modality. No borrowing is needed. But if
there is a contradiction, it means you are borrowing between parallel tonalities. For example, suppose
your progression also uses a VI and/or Hll chord (both of which contain the minor 6th step of the
scale) in addition to IV. In that case you need to change between natural minor and Dorian. More
specifically, you need to use the b6th over VI and 4lll, and the major 6th over the IV chord. (Another
option would be to avoid the whole issue and simply omit the 6th step entirely—play minor pentaton-
ic and the whole issue becomes a moot point!)

What if the progression remains somewhat ambiguous about its tonality? Then you may define it har-
monically as you choose—you can go “standard™ or you can force it to borrow from a parallel tonali-
ty. In the following example, the opening progression is A5-C5-D5. The standard approach would be
to regard it as i—+lll-iv. Since it's a minor key, you could play Am (or Am pentatonic or blues) through-
out. But what if we turn iv into IV? Now we've got A Dorian over the IV chord, brightening things up
a bit. And are we stuck with the implied Am tonic? Not at all. Why not force it to borrow temporarily
here from A major and mix it up even more? The progression doesn’t demand it, but it certainly allows
the option. (Had the rhythm used a full Am chord, this wouldn't be an option.)



0 Example 90 —Melodies Over Progression with Parallel Tonality
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Quick Analysis: Notice the use of parallel major at measures 1, 5, and 11. Also, look for A
Dorian over the D5 chords in measures 3—4, 7-8, and 20. For the B section at measure 9-10,
| played straight A minor pentatonic over the first A5—F5, then went to the parallel major at
measure 11. At measure 12 (over F5), | repeated the same scale steps and motif but back in
the parallel minor so you can most easily hear the change in color. Upon the return to the A
section beginning at measure 13, | chose to hammer out a very simple melody—A over A5,
then G (5th) over C5, followed by F# (major 3rd) over D5. To help it not suck, the embellish-
ment is accomplished by a slight finger vibrato and the use of all downstrokes, which gives it
a bit more urgency. At measure 17, we go up an octave and try a different articulation—uni-
son bends on the same A-G-FF melody.

Now go over the transcription and enter each note's tone relative to the keynote. (Answers on page
163.) Then circle all tones that are also chord tones of the underlying chord and notice the position
of each note's “dual role” on the fretboard—both within the underlying chord's arpeggio shape and
the scale of the overall key.

Next turn your stereo’s balance knob hard left and make some melodies of your own over these

chords. You can try staying in minor throughout (A natural minor, Am pentatonic/blues) and create a
i—kll1-iv tonality, or make the | and/or IV chords major, or mix it up as you wish.
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The plan in general is to follow the chord tones, but not too much. Always moving with the chords
becomes tiresome. It is the surprises along the way that make life worth living, and melodies are no
different. The art of melody is on some level balancing these subtle pulls and tensions, giving it some
amount of predictability and familiarity without becoming too predictable or dull. You may follow the
chord tones a little, a lot, or not at all. Sometimes, a strong melody or reappearing motif may com-
pletely “override” harmonic consideration.

In the end, after you learn and practice all this stuff, there comes a time to simply forget everything
you know and just let your imagination take over—and listen. A detailed technical understanding of
target notes, embellishments, approach notes, suspensions, etc., is not necessary to make great
melodies and melodic solos. What you really want is to get a good feel for this generally and develop
your ear to appreciate the subtle push and pull of chord tones in action. But realize at some point you
have to “let go” and follow your ear. Great melodies are not created with a calculator!

TIP: Simple is usually better when it comes to melody—especially vocal melodies. Simple
ideas are more accessible and usually have a wider appeal. And that brings up the concept
of the “hook.” A hook is an aspect of a song that has an interesting and memorable sound.
Regarding melody, the hooks are often the short familiar resolutions paired with an interest-
ing rhythmic presentation. But hooks are not only found in the melody. That's just one aspect
of music. They may also be in the lyric, the backing music, any unique sounds or tones, or in
the rhythmic foundation of the music. True songwriting magic happens when the right lyric,
with the right shade of emotion, gets paired with the right melody that reinforces that
emotion—then it all gets set into the right arrangement context, where its power can be fully
realized.

Melody Over Riffs and Drones

Melody-making gets easier the simpler the progression becomes. And nothing is simpler than a one-
chord “progression.” Of course that is really not a progression at all, since it doesn’t actually go any-
where. It is a static harmony. So you are effectively soloing over a sustaining tonic chord. That cer-
tainly makes the chord tones easier to follow! The only issue left to settle is to choose the correct type
of key.

For that, identify the tones within the riff and determine what type of key it comprises. The fewer the
tones in the riff, the wider your harmonic options are. (When the backing tones are ambiguous, you
are free to define the key with your melody/solo.) Or to say it another way—you are free to use what-
ever tones you like, provided they do not directly clash against those within the backing riff/chord.
Section A in example 91 takes place over a harmonically sparse riff that pegs only the root, :3rd, 5th,
and +7th. And in fact, it is far more open than even this suggests. Almost the entire four-measure
phrase rides on an E5 power chord (1-5). It only hits G5 (k3—7) on the short ending tag.

TIP: Some of this solo is a bit quick (over the G5 section). If this seems out of reach or very
challenging from a technical standpoint, pull out Speed Mechanics for Lead Guitar and apply
the practice techniques found in Part Il to iron out the trouble spots.
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Example 91 — Melody over Droning Riff (“Tao of Metal,” from Metal Rhythm Guitar
Track 65 Volume 2)
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Learn this solo and then write in each tone relative to the keynote, again circling each tone that is a

chord tone in the underlying chord. (Answers on page 163.) Then under each circled tone, write the
tone relative to the underlying chord.



Quick Analysis: The melody here jumps up the tonic’s arpeggio tones (1-5—7) and then
hangs on the 4th. Measures 3—4 begin to repeat the opening two-measure phrase, except this
time it comes down Em pentatonic and lands on the root. Remember tension-resolution? First
we hang on 4 (unsettled “half close®), then we resolve the melody to 1. The B section is a solo
moment over G5 (:11l), the relative major chord. Did | say to play only slow and melodic? Screw
that. You've gotta dig in and rip! (| suggested earlier that you slow down because most gui-
tarists can solo faster than they can really listen. By slowing down and learning how to really
use the tones melodically, you gain a new set of insights and options. But after that is accom-
plished, you've got to wrap it all together with your best licks and runs... all options on the
tablel) | took the Em pentatonic/blues shape over G. Look for the G major chord tones
(G-B-D, which are Em scale steps »3-5-+7) at work within this section. After a long, con-
toured descent, we turn and come back up using the E diminished 7th arpeggio, then com-
plete the ascent in measure 12 with a straight run up the combined E blues/Dorian scale
(more on combined scales later).

Section C favors a melodic approach again with “filler” licks. Over ES5, I'm on E (1). Over G5,
I'm on D (5th). Then on D5, | run up to A (5th). A bluesy connecting lick then comes to rest on
E (5th) over A5. Measures 21-22 condense the progression into two measures, and the
melody obliges with G-B over both E5 (making +3-5) and G5 (making 1-3), D over D5, Ct
over A5 (making A major), and finally resolves to E5 with the notes B-E (5-1).

The rhythm section in example 92 just plays a simple tonic power chord, so there is literally nothing
to contradict. You can play anything here—major, minor, any mode, any note you like! It's an open invi-
tation for madness!

0 Example 92 — Melody/Solo over Tonic Groove
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E Minor Pentatonic
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FYI: Tonality is a composite of the notes of all instruments. In the example above, the tonality
shifts fluidly from major to natural minor, to harmonic minor (including a B7:9—remember
advanced dominant resolutions?), to major pentatonic, to minor pentatonic, to Mixolydian
(specifically, a dominant 7th arpeggio), to an augmented tonality, and to a diminished 7th
tonality. The closing descent moves chromatically to the final ending flourish—a minor penta-
tonic lick with added major 3rd. So, basically, it's all over the map. The only commaon denom-
inator throughout is the tonal center. This is known as a pitch axis technigue—shifting between
parallel tonalities, with the tonal center acting as your axis.




Basically all the same principles that apply to melody also apply to soloing. The only real difference
is that soloing tends to be faster. We'll go deeper into soloing over progressions in Part V. But for now,
find or create some backing tracks to improvise melodies and melodic solos over. Or you can just play
over songs. Analyze them first, so you know what keys you need to play in, and go for it!

Exercise 93 — Buy, steal, or create a dozen backing tracks and “wax melodic”

FYI: As we mentioned earlier, there is a point where riffs and progression come together. A
fast progression can sound a lot like a riff. In terms of melody, just how long must a chord sus-
tain before it exerts a significant pull upon the melody notes over it? The answer seems to be
around two beats at a moderate tempo. Shorter than that and there seems to be little per-
ceived interaction between chord and melody.

Harmony

Generally speaking, the word “harmony” refers to multiple pitches sounding simultaneously. So our
study of chord progressions and their interaction with melody is in fact a studyr of hﬁ'!‘mﬂﬂ}-'. or the har-
monic aspect of music. But harmony also has a more specific meaning—a secondary melody line, or
voice line, that moves along with the primary melody in order to help support and “thicken” it. Example
93 demonstrates a simple melody, then adds a harmony in 3rds, then a three-part harmony with 5ths.

@ Example 94 — Melody with Two- and Three-Part Harmony

Track 67
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TIP: If the original melody begins on a root, the harmony (or second part) will begin on the
3rd, and the next harmony (or third part) will begin on the 5th. At times, other intervals will
appear. In example 94, the melody climbs up the C major arpeggio. When it plays the second
note (the major 3rd), the top harmony part moves to the root, making a 6th interval. Had it
maintained 5ths, the harmony would have been playing the major 7th here instead of the root.
This is perfectly doable if you like. It is a stylistic choice whether to use other harmonies or
stick to the simple major/minor chords.

FYI: If this seems a lot like building chords in a key, you are right. Chords are nothing more
than stacked up 3rds, just like these harmonies. So yes, you can see these harmonies as
making chords out of each melody note. Extra credit: Identify each triad chord type.

EXTRA CREDIT: Identify each triad’s chord type in 94c. Answers are on page 163.



Below is another approach to harmony, this time using 6th intervals. By going down a 6th, we arrive
at the same pitch as going up a 3rd—it's just an octave lower. So we are still firmly on harmonically
solid ground. Listen to the example, where the melody is first stated alone, then harmonized a 3rd
above (not shown in the music). Then the harmony above is transposed down an octave to create the
harmony in 6ths.

FYIl: 3rds and 6ths are inversions of one another. An inverted major 3rd is a minor 6th, and an
inverted minor 3rd is a major 6th. These are what's known as complementary intervals. Any
two intervals that add up to an octave—major 2nd + minor 7th, perfect 4th + perfect 5th, major
6th + minor 3rd, etc.—are complementary.

0 Example 95 — Melody with Harmony in 6ths
Track 68

Melody
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When melody centers around the 5th tone of the chord, adding a 3rd above that gives us 7th chords—

a decidedly jazz flavor. You may want to do that, but more commonly (at least in rock and pop) you

would try 6ths again. A 6th above the 5th is a 10th, which equals an octave plus a 3rd—so we are
back to a triads again.

When the harmony moves in sync with the melody, as in all the examples above, it is called parallel
harmony. That is, when the melody falls a step, the harmony falls a step. When the melody rises, the
harmony rises. And when the melody skips a step, the harmony also skips a step, maintaining the
same relative distance in terms of scale steps. To get a handle on parallel 6ths, try playing the C major
scale harmonized in 6ths. Notice that the first set of 6ths in C major occurs between the 3rd and upper
octave of each chord in the set, as in example 96a. Another set of 6ths is also hiding in the same
chords, between the 5th and a 3rd above it, as in example 96b.

@ Example 96 — C Major Harmonized in 6ths

Track 69
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TIP: Each set of 6ths can be seen to simply climb the seven chords in the key of C major. But
since the third note of each triad is missing, we are in a sense implying its presence. What if
we inserted a different 3rd tone to complete each chord? Then the same two notes could in
fact be different chords. Some common alternative choices are shown in parentheses. What
other alternative chords can you find? How many alternative choices are there if you don't
constrain yourself to C major, but open it up to all parallel tonalities? You may find some inter-
esting chord motions. Write a few progressions based on these and solo over them!

Harmony doesn't have to move in parallel. It can move in the opposite direction (conirary motion) or
one voice can hold steady while the other moves (oblique motion). How does that work? It's just like
voice leading with chords. Make a case for the harmony as if it were a melody in its own right, mak-
ing sure it makes sense with the progression and doesn’t clash too badly against the melody. Even
2nds are okay in some cases (for example, one voice holding the root and ancther climbing or falling
to a +7th).

This is just the tip of the iceberg. You now have the basic tools to understand harmony, but in order
to gain full facility with it you will need to see a lot more examples in action. So if harmony is impor-
tant to you, you know the drill! Find specific harmony lines in songs that matter to you and figure out
what they are doing. Learn and analyze the progression and the melody. Then look at the harmony
and relate that to the melody and progression. After a dozen or so examples, you'll pretty much have
it down.



PART IV: Fusing the Fretbhoard

At this point you know the function of all the tones and their organization in the common musical struc-
tures—within the primary positional shape at least. We also went beyond the primary position occa-
sionally, but not in any systematic way. Now we will extend your knowledge into the remaining areas
of the fretboard in a thorough and organized fashion. The difficulty is that those same musical struc-
tures look different in different places on the fretboard, so there is a lot of memorization here. But if
you're ready to put in a little repetitive practice, you can get it all burned into your brain.

The Pentatonic Boxes

The minor pentatonic shape you learned earlier is called "box 17 or the “primary box.” You can, how-
ever, play the same scale (the same five tones) in other locations all over the neck. In fact, there are
five different “box” shapes covering the fretboard. Below they are shown in Em. Notice that at the
twelfth fret, the boxes repeat. Play up and down through all these shapes until they are memorized.

TIP: To help learn these shapes faster, focus on one box shape below, excluding all other
shapes. Use the scale memorization method explained earlier on CD track 35 until that shape
is familiar to you. Then move on to the next one. Do the same for each shape until you have
covered the entire fretboard.

Example 97 — Em Pentatonic, 5 Boxes

Box 1 Box 3 Box 5 Box 2 Box 4
] = L3 L W L w wr w )
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o » - - . - — . - ] ™
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(] L L L . wr L L L L
L 5 7 -EI' 12 15 17 1% 21
Box 2 Box 4 | Box 1 Box 3 |
pattern repeats
When we change keys, all the boxes shift together, as with any scale. The staff/tab examples below
show a few methods of approaching this set of shapes to help memorize them even better.
TIP: Start slow of course and build up your speed as you are comfortable.
Track 70 Box 1 Box 3 Box 5 Box 4
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sequinces of 4
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FYI: The five different scale shapes are musically identical in that they consist of the same five
tones per octave. They only look different due on the guitar due to the tuning. This is the nature
of a chromatic instrument like guitar. One the one hand, the parallel nature of scales is read-
ily apparent—changing keys is as simple as sliding the entire scale/chord pattern. But the

downside is that we have to learn each musical structure in five different shapes instead of
one.

Here are a few diagonal shapes of the minor pentatonic that you will run into from time to time. These
are based upon the primary box (1) and secondary box (4) with added lower and upper extensions,
which simply shift into the next lower and higher boxes, respectively. They appear below in the key of

Gm, but of course these diagonal shapes can appear in any key. Play them in E, Fi, A, B> C, and D’

as well.
Example 99 — Gm Pentatonic, Diagonals
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What we really want to achieve here is the ability to freely “float” all over the fretboard through these
pentatonic shapes, changing at will. There's no need to stick with any particular predefined "diagonal”
pattern; you want to be open to all possibilities. Here is an exercise to help you begin to see the pat-
terns horizontally on the neck—so you're not stuck in the box shapes.

Example 100a — Pentatonic Exercise #1

Track 71
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Finally, turn on your metronome or drum machine and simply improvise at a moderate tempo, shift-
ing at random through the pentatonic patterns in the key of your choosing. Start by playing even
eighth or sixteenth notes, freely drawing upon sequences or contours as you like. After this becomes
comfortable, try sustaining notes or rests, repeating melodic motifs, and even using string bends.

TIP: When bending the strings, keep it in the pentatonic scale for now by always bending
either a whole step (two frets) or minor 3rd (three frets) up to the next higher note in the scale.
If you're not sure of the distance to the next higher note, stop and visualize the next higher
box shape and you can graphically see whether it's up two or three frets.

0 Example 100b — Pentatonic Exercise #2, Improv

Track 72
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Anchors and Pentatonic Tones

When we first considered the minor pentatonic scale box 1 (back in Part I1) we learned it not as a dot
pattern, but as musical intervals that you recognized by sound. We must now do the same thing with
the tones of boxes 2-5. Of course the job is easier now, because you already know the pentatonic
tones.

First, let's break up the box “dots” by identifying the roots. These are our anchor points. Play each box
slowly and refer to the diagram below, noting the position of each root. Then the tones extend up a
minor 3rd to b3, then a whole step up to 4, a whole step up to 5, and a minor 3rd up to 7. Looking in
the reverse direction, the b7 tone is always a whole step below the root.

TIP: Yeah, this may look incomprehensible at first glimpse, but if you break it up properly it's
really not so bad. Play through each box very slowly, saying the names of each tone out loud
and pausing on the roots. Soon you'll begin to see similarities and parallelisms within these

shapes.

Example 101 — Am Boxes with Root Anchors, Tones Labeled

Baox 1 Box 3 Box 5
g @ E & 9 s
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5 7 a 12 I5 17
Bax 2 Box 4

FYI: Each pattern follows the same intervallic structure, from root to octave root:

1 b3 4 5 b7 1
l | e 1 | R

WeH W W W+H W

Each octave box only looks different because it lays across the strings differently, using “alter-
native” interval shapes and/or because it crosses between strings 2 and 3 (page 28).

The same short lick is played in each box in example 102. Play it and write out the intervallic tones
relative to the root. Then play the same lick in each of the other boxes.

@ Example 102 — Moving Licks Between Boxes
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TIP: This is an excellent way to begin to use all the boxes more musically. Try moving all other
pentatonic licks you already know into these other boxes. Some will fit well, and others may
be rather difficult. That's okay—different boxes lend themselves to certain licks better than
others.
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Mext we're going to superimpose full chord shapes to use as even bigger “anchors” behind the minor
pentatonic boxes. There are five different barre-chord shapes on the guitar, which correspond to the
five pentatonic boxes. Below are the five open chord shapes, followed by the barre-chords derived

from them.

Example 103 — Open Major Shapes and Barre Chord Derivatives

E A D G C
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FY1. A barre chord is a movable chord shape that can be used to play any letter-named chord.
It requires one finger to lay flat across (or “barre”) two or more strings. You simply slide the
shape up or down the neck to place the root of the chord on the correct note to play the major
chord of the same name. Do not confuse the names of these five shapes (“E-form,” “A-form,”
“D-form,” “G-form,” and “C-form") with the actual letter names of a specific chord. You can use
any of these five forms to play any letter-named chord. For example, you could play an A chord
using the E-form shape, A-form shape, D-form shape, G-form shape, or C-form shape.

Here are the five different forms for an E major chord. Notice how each shape links with the others,
The easiest way to memorize this is by locating the two most common barre chords first—the E-form
(primary) and A-form (secondary). Below, these are labeled in bold face.Then, look at the D-form as
an extension from the E-form, and the G-form an extension from the A-form. C-form completes the

picture by sprouting “backwards” from the root of the A-form.

Example 104 — Five Forms of E Major Chord

E-formi Dx-formm C-forim A-form G-form E-form
e —— fﬁ‘\
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- FYIl: Some of these are particularly difficult to play in their full shapes. But various partial
versions of each of these are very commonly used.
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Now lay the pentatonic boxes against, or “superimposed over,” the chord shapes. Each box is asso-
ciated with a particular chord shape. Play each chord (circled notes) and then play the pentatonic
scale in that location (numbered tones). If you know the voicing of the chord shapes, it will be much
easier to see the tones of minor pentatonic. (The roots and 5ths help break up the patterns and lend
a structure to things.)

TIP: Notice the mismatched tone below. The major chord (1-3-5) and minor pentatonic scale
(1-+3—4-5-47) disagree on the 3rd tone. However, this imperfect fit is intentional. First of all, it
is not uncommon to use major 3rds in a minor pentatonic context in licks, and this method
clearly defines the locations of all major 3rds. But even more fundamentally, it allows us to
easily peg the locations of all 3rds (major or minor) in both the chord shapes and the minor
pentatonic shapes, which helps us memorize all the tones on the fretboard that much faster.

Example 105 — Em Pentatonic with Major Chord “Anchors”
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Major Pentatonics

The trick to instantly transform minor pentatonic scales (and licks) into their major counterparts is to
shift the patterns down three frets, while holding the root the same. Let's walk through the procedure
to locate the A major pentatonic scale shapes. Start with the Am pentatonic shapes and shift all five
patterns down three frets. Now we have Fim pentatonic. Since A major and F& minor are relative major
and minor, the A major pentatonic and F¢ minor pentatonic scales share the same notes (but have
different roots). The key point here, though, is that since they share the same notes, they share the
same patterns. The final step to view these Fim pentatonic shapes as A major pentatonic shapes is
simply to view this set of shapes with the A roots and “anchor chords.”
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o Example 106 — Fim Pentatonic to A Major Pentatonic

Track 74

FEm Pentatonic A Major Pentatonic
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FYI: It's easy enough to transform your minor pentatonic licks into major, simply by drepping
them three frets. But be aware that if you are playing in a major context, yet still viewing the
shapes as "minor,” you are not truly seeing things as they are. It is preferable to attach the cor-
rect roots and chord anchors, as this affects how you see the fretboard and therefore how you
use the patterns. So strive to memorize the major pentatonics as scales in their own right,
properly attached to their own anchors,

Example 107 — A Major Pentatonic with Major Chord Anchors
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TIP: With the chord anchors superimposed against the major pentatonic shapes, now things
start looking quite different than the relative minor pentatonic. Play each chord, then play up
and down through the associated pentatonic shape saying all the chord tones out loud to help
memorize them.



The most common diagonals used for major pentatonic are slightly different than their minor coun-

terparts.

Example 108 — A Major Pentatonic, Diagonals

A Major Pentatonic, primary A Major Pentatonic, secondary
i { 8
&) b1 | o 8 -
:T: -4 @ B
E E I {13 a
= 3 | — &) 8
I i) {Tr 2 3
3 5 7 3 3 7 9 12 15
e }%452 12—
[ ] H ‘ G a H—.EI.‘
E ‘ = LI
IE o2 4 2—4 4—2 2 g 121
4—2—6 2] 750
—+5
01 3131 3141414131313 101 010 1 3313 13 3 s 31 3 1 3

Here is a little study piece using major pentatonics. In the key of D major, the theme outlines a
|-V7-IV-I progression with each chord lasting a full four measures. Over D, I'm playing D major pen-
tatonic; over A, it's A major pentatonic mixed with A7 tones (A Mixolydian). At the IV change (G), it's
actually a mini I-V-IV-V progression revolving around G. That is, the chords G-D/G-C/G are |-V-IV
of IV. (Technically, the V of IV is | relative to the criginal key, and the IV of IV is bVII relative to the orig-
inal key—in this case that's C. So it's not so far removed from the key of D major; still, you'll miss the
function here if you don't view this little sequence as making G a temporary tonic.) At measure 21 the
solo begins on A (V). Notice the use of C natural, A's parallel minor 3rd at work in measures 21 and
28. In a major context, this note gives a strong, bluesy pull. At measure 29 we drop to G (IV) and |
shift to G major pentatonic in the lead. A country-blues approach that mixes minor and major is seen
in measures 33-36.

@ Example 109 — “Bluegrass Country-Blues Major Pentatonic Rockout”

Track 75
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TIP: In example 109, each chord is sustained for a fairly long period. When dealing with solo
situations over longer chords like this, it is common to regard each chord as its own tempo-
rary key center and change keys. That is, instead of playing D major over all three chords, |
played D major pentatonic over D, A major pentatonic over A, and G major pentatonic over G.
However, the prominent inclusion of G (+7) over A is a nod toward the fact that A7 is the V
chord of D. So I'm not totally ignoring the overall key here and playing in three separate keys,
but almost!

FYI: A hybrid scale consisting of a major pentatonic scale with an added +3 tone would be the
relative major counterpart of the blues scale. In other words, if you follow the same move-
down-three-fret transformation method we used earlier to change from minor pentatonic to
major pentatonic, but applied this to the blues scale instead of minor pentatonic, you wind up
with a major pentatonic scale with an added 3. (The added b5 tone of the blues scale
becomes 3 of the major pentatonic.) So just as you can substitute the blues scale for minor
pentatonic, you can likewise substitute this major hybrid scale for straight major pentatonic.
Look for this scale in the B (solo) section of example 109.
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Arpeggios

If you learned the five chord shapes well, you have pretty much already learned all the major arpeg-
gios over the fretboard. There are just a few small “cracks” left to fill. Memorize these now and fill in
the correct tones in the blank spaces below. If you've done your homework up to this point, this
shouldn't look too nightmarish—you should be able to see an interconnected grid work of all the famil-

iar chord shapes. Play through the arpeggios in each area.

Example 110 — A Major Arpeggios, Full Fretboard

A-form E-form C-form G-form D-form
[ ] 1  EEE—— , 4 ’
5] 3 5 £}
g o g o]
3 3 e — 1%
Tl
3 3
8 o o g o
3 5 7 9 12 15 17 19 21
= = e——— [ I 1
G-form D-form A-form E-form

MNow grab all the 3rds and yank 'em down a fret. Presto! We've got minor arpeggios! (See, this is get-
ting easier, isn't it?) The roots and 5ths remain in the same pattern as above. Study the diagram below
until the familiar minor chord shapes jump out at you. Then play through the arpeggios in each area.
I'll leave the diagonals up to you.

Example 111 — A Minor Arpeggios, Full Fretboard

Am-form Em-form Cm-form Cim-form Drn-form
e [ 1 } p—— [
i
L5 ] B § & ° 153 p § {& o
8 { L5 = % L5
8 & - 8 & g
L1 3 O T
3 5 7 G e 15 17 19 21
S S Ny B e

Example 112 shows the progression from the Pachelbel's Canon in D, a staple of the classical reper-
toire. Here we will play each chord as an arpeggio, using the same, parallel sequence for each one.
Example 112a uses the top part of each primary shape (except the low D). The sample idea in 112b
uses a sweep pattern. After you master these, make up some of your own by selecting different

arpeggio shapes and moving them through the same progression.

(V)

0 Example 112 — Arpeggio Study (“Canon in D,” J. Pachelbel)
Track 76
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Now we are ready to add 7ths. Insert minor 7th tones (a whole step below each root) into major
arpeggios and we have dominant 7th arpeggios. Insert major 7th tones (one fret below each root) and
we have major 7th arpeggios. Start with minor arpeggios and add minor 7ths and we create minor
7th arpeggios. Focus on one small form at a time, playing up and down the notes in that positional
shape while saying the tones out loud. So there are 27 exercises in example 113—nine in each dia-
gram.

TIP: These diagrams are certainly getting a step more complex, and your first reaction may
well be, “This is ridiculous!” If so, you are looking at too much information at once. Just patient-
ly focus on one area at a time, to the exclusion of the others, and you will see that you already
know nearly everything here. The only real difference is that we are sticking it all together, end
to end.

Example 113 — 7Tth Arpeggios, Full Fretboard

A-form E-form C-form (i-form D-form
I 1| 1 I | | 1 I 1
{Z € L5 b7, 13
» 18 a—|o 3 -—0
AT @ 5 © 8 © ° & —1© 8 o
o o o
8 {5 1] € 8 o, 1
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| | | 1L ] L |
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A-form E-form C-form G-form D-form
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3 5 7 iz 15 17 ] 21
L ] | | | ] R |
G-form [-form A-form E-form
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 E—— r 1 I 1 I ] T
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P A T Te © e 1o
Am7 @ 8 g & g b7 8 4 8 5]
BT
4 : 4 - 8 - "
3 5 7T Q 12 15 17 L 21
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Arpeggios act as a valuable “skeletal framework” for the fretboard. They neatly divide chord tones
from non-chord tones (which is the single most valuable piece of information about any individual
tone). Therefore, learning these patterns is essential. In addition, you may also use arpeggios direct-
ly—slipping arpeggio-based lines into a diatonic or pentatonic context creates an interesting change.
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Natural Minor Positional Patterns

We already covered the natural minor scale in its primary positional shape in Part Il. Now we'll extend
it over the remaining four areas of the neck, superimposed over the minor pentatonic shapes and
arpeggios.

Below, the five positional areas of A natural minor are laid out. Since the A minor pentatonic scale is
contained within A natural minor as a subset (and you already know it well), those box patterns are
now shown in black dots with the added tones 2 and 6 in grey.

Caution: These patterns build on the previous shapes. So if you don't have those pentatonic
boxes and the contained arpeggio shapes memorized like the back of your hand, stop! Go
back and study them until you have them fully memorized. Only then should you proceed.

Example 114 — A Natural Minor Positional Patterns

Box 1 (primary) Box 2 Box 3

: I BN

5 T ) a 9 12
Box 4 (secondary) Box 5

=0 OHEH B

12 5 15 17

?

@ = Tone of A minor pentatonic
# = Added tone to complete A natural minor

Below are some A natural minor licks improvised in several different areas of the fretboard. Identify
the tones for each. (Answer on page 163.) Then try moving them into other keys and making up a few
natural minor licks of your own.

0 Example 115 - Natural Minor Positional Licks
Track 77
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Now play the natural minor scale patterns and licks in other keys, including Em, Dm, Gm, Bm, efc.

TIP: At this point you should be able to look at the fretboard and, in any minor key, envision a
framework of ever-increasing complexity, all interwoven. First, we have the roots and the chord
anchor shapes. Then the arpeggios fill it out a bit more. The minor pentatonic boxes come
next. And finally the diatonic minor patterns “flesh it out” the rest of the way. Knowing this
“interconnectedness” within the different structures is really the answer to learning how to use
scales fully.
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Diatonic Major and the Modes

The major scale dot shapes are identical to those of the natural minor scale. The difference, of course,
is that we must weld them to different anchor roots, chords, arpeggios, etc. So the dot pattern is the
same, but the tones are all different.

CAUTION: Do not continue here until you have conguered the major pentatonic shapes!
These diatonic patterns build on and contain the major pentatonic patterns.

Example 116 — A Major Positional Patterns

Box 2 Box 3 Box 4
8 81216 srirs
e * St

° -0~ —Lo'o

2 Y Box 5 ) 9 Box | {pnmary) 9 12
:3_ o b — A g_g
B.a u_:g

12 15 15 17

® = Tone of A major pentatonic
® = Added tone to complete A major diatonic

If you look at the shapes above—ignoring the tone numbering and differences between the black and
gray dots—they should look familiar. They are the primary two-octave shape for each of the major
modes that you learned back in example 49. They are also the same shapes as in the natural minor
scale in example 114, Of course, it is the anchoring structure and tonal numbering that make it dif-

ferent. And that makes all the difference.

Mow we will change the anchor structure (and tonal numbering) to transform all these patterns into
each mode specifically. We will do this by superimposing the pentatonic shapes, which at this point
you should have thoroughly mastered.

TIP: The minor modes (Dorian and Phrygian) will use the minor pentatonic shape within them.
The major modes (Lydian and Mixolydian) will use the major pentatonic shape. The dimin-
ished mode (Locrian) will use a minor pentatonic with its 5th step flatted. Here is the plan for
the patterns following:

1. Play each position’s pentatonic and then diatonic pattern, noting the anchor chord shape
within that position.

2. Play the chord and arpeggio in that position followed by the full scale.

3. Finally, improvise some melodies in each position, singing along with each note as you
play it. Float freely between playing arpeggio-focused melodies, pentatonic melodies, and
diatonic melodies. Your new knowledge of scale tones and superimposed patterns will

really pay off now!



Example 117 — Modes in Positional Patterns

A Dorian 1-2-t3—4-5—6-+7
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Did you get all that?! Test yourself with the parallel scale improvisation exercise we did earlier in
example 54. The only difference this time is that you are now free to roam about the entire fretboard!
Try it! Write a random list of scales, turn on a click and start playing. You can move diagonally, posi-
tionally, or any other way. Just stay in each scale until you call out the next scale in your list, and try
to change instantly, at whatever part of the fretboard you happen to be in at that moment.

Example 118 - Parallel Scale Improv Exercise
TIP: If your mind goes blank for a moment and you cannot locate the new scale shape in your
current area of the fretboard, just sustain the note you are on and mentally search for the cor-

rect anchor points for the new scale. Then you can mentally picture the correct scale shape
and pick right up with it. This isn’'t easy, but it will help you grasp the fretboard much quicker!
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Natural Minor in Three-Notes-Per-String

For fast diatonic runs, three-note-per string shapes are great. And since they move somewhat diago-
nally across the fretboard, they give the added benefit of seeing various alternative methods of shift-
ing between the positional patterns. Below are all the three-notes-per-string diatonic shapes shown
in the key of Em. There are seven different patterns—one beginning on each of the seven different

notes of the scale. They weave between and connect the various positional shapes.

TIP: Pay close attention to how these patterns appear with respect to the E roots and E minor
arpeggios. To emphasize the arpeggios, we have circled the chord/arpeggio tones below. For
extra credit, make a series of large fretboard diagrams and write out these three-note-per-

string shapes, writing in the tone for every note!

TIP: Use the scale memorization method shown earlier in CD track 35, adding one note at a
time. You can also reverse it, starting at the top note and adding one note at a time, pro-

gressing downward.

Example 119 - Em Three-Notes-Per-String
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Here is a set of exercises to help burn these patterns into your brain. (They make great technigue
drills too, by the way.) First, just play up and down each shape in sextuplets, so the rhythm mirrors
the scale layout itself.

0 Example 120 — Em, Three-Notes-Per-String Drills
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Let's move it to Am now and try some more ideas. Example 121 applies a repeating pattern to each

shape.

0 Example 121 — Am, Three-Notes-Per-5String Drills
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Whereas the previous example showed two “pattern derived” sequences, the following example is a
“pitch-derived” sequence. That is, it is a true sequence based upon pitch, in sets of four and six. Take

this on up through all remaining

patterns.

@ Example 122 - Gm, Three-Notes-Per-String Sequences

Track 80
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Sequence in &
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Now here's an extra step for the truly relentless among us. Here we break away from a steady rhythm,
“cramming in” the notes to create a sense of pulse from the high note of each contour peak. So the
rhythmic groupings are not particularly important—they are a consequence of the contour. Let's move
the key again, this time to Fm.

0 Example 123 — Fm, Three-Notes-Per-String Drills

Track 81
Freely
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Finally, let's take the same pattern and set it against straight sixteenth notes. Since the pattern does
not “line up” nicely against the rhythmic presentation, it is more interesting—and more difficult. Against
a steady rhythm in sixteenth notes, the pattern plays itself out unevenly, “rolling over itself” Watch the
fretboard shape to tell you when each contour should turn.

0 Example 124 — Fm, Three-Notes-Per-String Drills

Track 82
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Other Scales in Three-Notes-Per-String

To transform the previous three-note-per-string shapes into major and the other modes (Dorian,
Phrygian, Lydian, Mixolydian, and Locrian), it is simply a matter of changing your anchors.

G major uses the same shapes as E minor, but it's anchored to G roots, arpeggios, and major pen-
tatonic boxes. For example 125, draw the neck diagrams for all seven shapes of G major with three-
notes-per-string. (They are the same dot pattern as Em.) Then circle 1, 3, and 5. Play all the G major
chords shapes within a scale pattern, then play its three-notes-per-string scale shape.

Example 125 — Write Out G major, Three-Notes-Per-String

5 7 5 7 q
9@ 12 9 i2
12 15 Ix 15 17 5 17 19

Now create or copy blank fretboard diagrams and do the same for each of the modes (Dorian,
Phrygian, Lydian, Mixolydian, and Locrian), in parallel beginning on G. Then try some of the three-
notes-per-string drill patterns that we used earlier on these modal shapes. (More blank fretboard dia-
grams can be found on page 165.)

When you've got the diatonic patterns down, harmonic minor and Phrygian-dominant are easy.
Harmonic minor is natural minor with every +7 replaced by 7 (just one fret below each root instead of
two). Phrygian-dominant is just like the standard Phrygian mode except with a raised (major) 3rd.

Write these alterations out, each using seven fretboard diagrams. Then try some of the drills on these
scales, and move them into a few different keys.

Example 126 — Write out the Modes in Three-Notes-Per-5tring
Example 127a — Write Out E Harmonic Minor, Three-Notes-Per-5tring

Example 127b — Write Out E Phrygian-Dominant, Three-Notes-Per-String
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Scale “Chunking”

Scale chunking is my name for taking a large “chunk” of a scale—even a full octave—and shifting your

position so that the same portion of the scale appears repeatedly. Below this idea is applied to com-
mon A major and A minor shapes.

Example 128 — Scale Chunking in A

A Major A Minor
(portion: 1-2-3-4-3) (portion: 1-2-b3-4-5)
- “W- .
] R - r - NE= —
5 7 2

This is an excellent way to help *ill in” those mysterious areas of the fretboard that always seem so
hard to remember. This method also has the advantage of easily transferring the scale tone informa-
tion from one pattern into the next chunk. Used over time, this “chunking” method of seeing scales,

combined with your arpeggio, pentatonic, and diatonic shapes, will make every millimeter of the fret-
board feel like good, familiar territory.

FYl: The five positional patterns can be seen as one approach to viewing scales. The extreme
opposite method is laying out scales horizontally on a single string. A third method is the diag-
onal and three-note-per-string approach. Scale “chunking” idea qualifies as a fourth option. It's
not that there is one way to view scales. All approaches offer value and are intertwined.

Below, I've omitted the 7th from the minor scale and “chunked” it over three octaves to make a fairly
terrifying lick. But in fact, it's easier than it sounds when you notice the repetition operating within it.

@ Example 129a — Bm Hexatonic “Chunking” Lick

Track B3
Bm "Hexatonic™ chunk
» -
- | -
— -
e e e
-
7 o 12 15
=
ey
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i —] # = : — - - . o | _ﬁ_
M lllr M IIIII M lllr FuHT, LT e
2-H-15-148 5H-12
T 5 15-14-12 3
1 s : :
= = 91112 — 12-41-9— 4
7 gto— - o P £

I % 4 1 3 4 sim 4(3) 4 3 1 4 3 1 sm

TIP: Remember to account for the extra fret when moving across strings 2 and 3.
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Below are some diagrams to give you an idea how to apply this chuncking approach to the fretboard.
At first glance they may seem complex, but notice that each circled “chunk” is identical. So it is sim-
ply repeated in other locations, like a rubber stamp! Just keep your eye on the roots to stay in the right

positions.

TIP: After you are familiar with a pattern below, invent a short sequence or run that utilizes
one of the scale “chunks” and then repeat it in each pattern. This way, you can string togeth-
er longer runs, which, at their heart, are really quite simple due to the repetition aspect. Also,
make up a few chunking patterns of your own and make up more runs for them. You can use
any scale shape or portion thereof.

When this approach is applied enough, soon the entire fretboard will begin to fuse together
along with the positional “box” shapes, the three-notes-per-string patterns, and the arpeggios.
You will be able to envision numerous patterns springing in any different direction from any
point on the neck. Then the fretboard really becomes your “playground.”

Example 129b — “Chunking” Patterns

A Major Pentatonic Am Pentatonic
: - T S
— et o
— n ‘_"_F_'_HEF“ i,
L {-:!— I s 3
Y e
5 9 | 14 5 7 9 {
A Blues Scale A Donan
R e e
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. ——
= = — 2 qﬂ% —e—
1 L § L ———
— " . 5.3 h-:’:F-*q'
.. —_ v —eC
5 7 9 12 5 9 | 14
A Harmonic Minor A Lydian
T | ¥

»
LR

e == e e}
— e %)

-
» w L
T @

12 14

LA
=
r-
i

=

Remember, you don't always have to run straight up these patterns from low to high. Try to mix it up;
build sequences within each chunk or maybe try descending through each chunk. You'll come up with
some really interesting stuff this way. Next, take some licks you already know and expand them over
into other portions of the fretboard using this method of scale repetition.

At this point you have enough information to fully analyze virtually any musical situation and play in
any part of the neck. All you are missing is enough practice. So, seek out a few dozen songs and solos
to learn. As you learn them, analyze the progression and every tone of the melody/solos. Also, get
out your backing tracks and start improvising!
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PART V: Advanced Concepts

Congratulations! You've made it to the last section and you already know more than 99% of all gui-
tarists! Still, we're not finished. We have a few more advanced shapes to look at, and we'll also con-

sider some more advanced soloing ideas.

Diminished Scales and Arpeggios

The diminished 7th chord is a diminished triad (1—+3-+5) with an added double-flatted 7th (%:7). It's
unusual in that each note of the chord is an equidistant minor 3rd apart. This gives it a unique kind of
“slippery” quality, as your ear cannot identify any tone as being more dominant than any other—that
is, no root is immediately apparent. In fact, any of the four notes could be the root. Below is the posi-

tional shape.

Example 130a - Diminished 7th Arpeggio, Positional

A Diminished Tth

® @
S

o e
@ ®

U ALA .
3 7

-]

-

FYI: The k7 is enharmonically the same as the major 6th tone. However, in a diminished 7th
chord, it functions like a 7th (the harmony a 3rd above the 5th), hence the naming.

Because the diminished 7th tones are equidistant intervals of three frets, expanding the patterns
through all five areas of the neck is a breeze. Just shift up three frets and repeat, over and over.

Example 130b - Diminished 7th Arpeggio, Extended

AT

up 3 freds:
AT

up 3 frets:
ART

up 3 frets:
AT

up 3 frels:
AT

L
e

3 -

=

W

12

15

I7

I

21

The diagonal shape is really diagonal. This pattern may also be moved freely up or down in three-fret
increments and it remains the same arpeggio (a different inversion, but the same chord nonetheless).

Example 130c — Diminished 7th Arpeggio, Diagonal

A®7

ey
L ]

15

Its
s

L)

T
LA —
B

5 &
|

FY1: Every diminished 7th chord/arpeggio actually has four different possible names because
any of the four notes could be viewed as the root. So these patterns can be A°7, C°7, E:°7,
or G+*7 (or enharmonic equivalents). All of them are simply inversions of one another.
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Harmonically speaking, there are two different ways to use diminished 7ths in modern music: you can
draw on its need to resolve, or you can create a diminished tonality. Classically, the diminished 7th
exerts a strong pull to resolve to the chord with its root one half step higher. The first lick below incor-
porates this classical (neoclassical) resolution. The second lick refuses to resolve and simply draws
upon the tension to color the tonality very darkly. The harmonic turbulence simply “sits” there without

apology.

Example 131 — Using Diminished 7th Arpeggios in Licks

In a neo-classical resolution: As a diminished tonality:
DH#o7 E3 Em E7 —
& ) - E - AR
. J=.==.— - E#F}g P e EEER2 _L_
= | '_niLP'?—'_.!_l = = t%—% /== ﬂ
e
5 1 YR e Y -4 Wo===-o
f .1 v
I|' -.E & PR L IG l:
LAY a = 55—tz 2 = L i
H—t8 7 10 7 7 g i L2
G—6—7 +3 13—
4 1 3 1 4 1 4 1 IR O B T 1L 3 1 3 1 3 2 313 2 1'\GBm ¥ 12 2

FYI: A “diminished 7th tonality” is a bit of a contradiction in terms. The tones are equidistant
and therefore none naturally presents itself as being a clear rool. So it is an atonal structure,
meaning that is has no tonal center. However, a tonal center may be imposed upon it by the
use of a progression, riff, or drone.

To create a diminished scale, we just add a note between each chord tone of the diminished 7th
arpeggio. There are two different ways to do this, which gives us two different possible diminished
scales. The first begins like the natural minor scale, with a whole and then half step. This is techni-
cally known as the diminished scale, but it's commonly referred to as the whole-half diminished scale

to distinguish it from the other form. The other option begins like the Phrygian mode, with first a half

step and then whole step. This is the half-whole diminished scale. The patterns shown below sepa-
rate the diminished 7th chord tones (in black) from the added scale tones (in grey). Note that these
scales actually have eight different notes—not seven, like the diatonic modes.

Example 132 — Diminished Scales, Positional

A Whole-Half A Half-Whole
90— O e
o o
glei 86 %ﬂ
giéists Siotets
7 0 5 7

TIP: Just like the diminished 7th arpeggios, diminished scales also repeat every three frets.
This makes life very easy! Practice shifting these scale patterns in three-fret increments up
and down the fretboard to play the same scale in other areas of the neck.

FYI: The diminished 7th has a double-flatted 7th tone, which is the same pitch as 6. Since
that's how we've previously learned this relative pitch, that's how it is labeled above. The
whole-half scale then has two 6ths. (Technically one of them is a 7, but using that label
doesn't really help here—it just trades two 6ths for two 7ths.) The trouble is that we are
dealing with an eight-tone, or octatonic scale, so one tone number must appear twice. The
half-whole scale has two 3rds, no 4th, and two 5ths. (Technically, it has a b3, 4, 5, and i6).
Octatonic scales are not a perfect fit for our diatonic scale-tone numbering system, but we can
manage it. The main thing here is to separate the chord tones from non-chord tones.
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Whole Tone and Chromatic Scales

The whole tone scale is composed entirely of whole steps (1-2-3—#4—#5-7). It is a hexatonic, or six-
tone, scale. Since all tones are equidistant, it is also an atonal structure, and as with the diminished
scales and arpeggios, dwelling in the whole tone scale creates a similar “slippery” or “lost” feeling.
The difference here is that the color is brighter, and these tones fit nicely against the augmented
chord. The lower four tones of the scale are identical to the Lydian mode.

Example 133a — Whole Tone Scale, Positional
A Whole Tone
L1 & €
ol 18112
01|

o e
5
The whole tone scale may be shifted freely up and down the neck—and you will remain within the
same scale—by moving the entire pattern up or down in two-fret increments (whole steps) or any mul-
tiples thereof. Here's a nice diagonal shape for the whole tone scale. This is also a perfect example

of scale "chunking.” Notice how the same pattern of tones repeats in the same shape three times.

- @@

Example 133b — Whole Tone Scale, Diagonal

A Whole Tone
i e (-
ol 181 (B 1®
OO0
o—e— 5
9 2 ©
5 T O 12 15

Hiding within the whole tone scale patterns is the augmented chord/arpeggio (1-3—£5). The aug-
mented chord is also an equidistant, atonal structure, created by stacked major 3rd intervals. As you
may have guessed, its shape too can be shifted freely up and down the fretboard in four-fret (major
3rd) intervals. The symbol for augmented is the plus sign (+).

Example 134 — Augmented Arpeggios

- -Jj _-i-- a3 -, p— --31 - - - o n
— - i — —— ' : ﬂ
_I_—I4 --j—-l #‘ -l ﬂ-' | --:i:--_ -
3
T : :
A 2 2 —6 —6 415 ] E & 6 z
A — -3 7 ————1———F 7 —F 7
] = ¥ B E_ - _1'2 12 o E- B E
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The chromatic scale is the ultimate atonal scale—it includes every pitch. It is rarely used in large sec-
tions. (A chromatic tonality?) Generally we see it in small doses, creating moments of passing inter-
est, or “tonal grease,” within a more standard tonality. Nevertheless, for the curious, here is the chro-
matic scale in a full, two-octave positional shape. Because it contains all pitches, there is only one
chromatic scale. You can move this shape freely up or down the neck by any number of frets and it's
still the same chromatic scale. All is one!

Example 135 — Chromatic Scale

“A™ Chromatic, 4 notes per string (mostly) “A" Chromatic positional
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——— L & 1 & & 1% A
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Hybrid Scales

Hybrid scales are combinations of the tones from two different scales. This is just a fancy way of say-
ing that scales are moldable and may be freely combined as you wish. Here are some hybrid scales
that are worth memorizing as scales in their own right. They are sometimes called the blues major
and blues minor scales.

TIP: The black dots below are the blues scale. Added tones from the second scale are shown
in grey to help you see deeper into the nature of these scales. Note the long chromatic
sequences, particularly in blues-major. One might get the impression that blues players can
play just about any note! Sounds about right.

Example 136 — Blues-Major and Blues-Minor Hybrids

A Blues-Major A Blues-Minor
B.E % &
g B
:g: € Bid
3188 01614
@ —4
3 T . 7

The blues-Dorian hybrid is a common rock soloing scale. And on a similar note, one of my personal
favorites is a blues-diminished 7th hybrid. It's nearly the same as blues-Dorian. The difference is more
a matter of how it is perceived—Ilook for the diminished 7th arppeggio in there and draw it out.

Example 137 — Blues-Dorian and Blues-Diminished 7th Hybrids

A Blues-Dorian A Blues-Diminished 7th
LS & 1 %g
- 8-
5 7 5 i

Now try your hand at creating the primary positional hybrid scale shapes for A blues-natural minor, A
Dorian-Mixolydian, and A major-minor. Draw in the correct dot pattern or tonal numbers on the dia-
grams below. Answers are on page 163.

Example 138 — Create Hybrid Scales

& Blues-Matural Minor: A Donan-Mixelydian: A Major-Minor;

FY1: If we can freely combine any scales to create new scales, theoretically, the number of
possible scales is nearly limitless. Yet, remember what scales are—sets of tones used in
music. So only the useful sets become canonized as scales. That certainly narrows it down a
bit. But then again, who defines what is useful? You do! So we come full circle, back to the fact
that you can make up any set of tones you like and call it a scale. Remember this rule: if it
sounds good, it is good. And rule #2: there is only rule #1.

Eventually, all scales can be seen to boil down to their component tones. And when you begin
to play them, you're not so much playing scales at all. You are choosing whatever tones you
feel fit the music you want to make. So you begin to transcend scales altogether. Hybrid scales
are the beginning of the end, so to speak. They show us the -::ra::k in the armor"—and the ulti-
mate limitation of the concept of “scale” itself.
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Modes of Jazz Melodic Minor

The modes of jazz melodic minor are primarily of interest to crazy jazz and fusion players. We'll touch

on them briefly, showing each in just its primary positional shape so you can get at least a passing
familiarity. Below are the modes of the A jazz melodic minor parent scale.

Example 139 — Modes of Jazz Melodic Minor

A Jazz Melodic Minor: B Dorian b2:
1-2-b3-4-5-6-7 1-b2-b3-4-5-6-b7
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{®) 9 15}
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C Lydian Augmented: D Lydian b7 (Lydian Dominant):
1-2-3-#4-85-6-7 1-2-3-#4-5-6-b7
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g—-% gﬁj = &L
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7 9 ] 12
E Mixolyian b 13: Fg§ Locrian £2: G# Super Locrian (or G§ “Altered™);
1-2-3-4-5-b6-b7 1-2-b3-4-b5-b6-b7 1-b2-b3-bd4-b5-b6-b7
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TIP: If you happen to be one of those jazz-fusion players, feel free to map out the full fretboard
patterns with appropriate anchor chords for each of these scale types. If not, you've done
more than enough already. But at least you can stay in the conversation when someone starts
talking about Lydian 7 or the Altered scale. (Gee, that's really important.)



Extended Chord Voicing

Extended chords are those with tones above an octave, including 9ths, 11ths, and 13ths. The voic-
ings for some common extended moveable shapes are shown below. Of course, to play any specific
letter-named chord, you slide the root of the moveable shape up or down to that root note.

The 9th chords are 7ths with yet another 3rd interval stacked on top. Here are three types of 9ths with
arpeggios. The standard 9th chord uses tones 1-3-5-+7-9 (a dominant 7th with added 9th tone). The
minor 9th uses tones 1-+3-5-t7-9 (a minor 7th with added 9th tone). The major 9th uses tones

1-3-5-7-9 (a major 7th with added 9th tone).

TIP: We have a choice when playing arpeggios of these extended chords: do we include the
upper octave roots and 3rds? If we skip them, we hear the arpeggio in a “truer” sense, mean-
ing that the stacking up of 3rd intervals is most clearly heard. If we include them, it starts to
sound more like a scale in the upper octave. Below some upper roots and 3rds are included
and some are not. Notice the difference in the quality of the arpeggio that this produces.

Example 140 — 9th Chords and Arpeggios

A9 (implied major 3rd)
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Closely related to the 9th chord is the add9 and the sus2. The difference between a 9th chord and an
add9 chord is that add9 has no 7th. The sus2 chord doesn't have a 7th or a 3rd.

Example 141 — Add9 and Sus2 Chords and Arpeggios

122
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TIP: Add9 and sus2 are nearly interchangeable, as the 2nd and 9th refer to the same tone.
(Usually the 2nd of a sus2 chord is also in the higher octave just like addS.) The difference is
that the add9 includes the 3rd (1-3-5-9), while a sus2 replaces the 3rd with a 2nd (1-2-5).
We can infer that the name “sus2” is used because the 2nd betier identifies its function as

replacing the 3rd.

If we continue stacking 3rd intervals upon the 9ths, we create 11th chords. The 11th tone is an octave
plus a 4th. A close relative of the 11th chord is the 9sus4. In this case we have a 4th (11th) replacing

the 3rd.

Finally, if we add yet another 3rd harmony on top of an 11th chord, we get a 13th beast of a chord
and we've gone all the way. (The 13th tone is the same as the 6th. Add another 3rd on top of that and
you wind up back at the root) The 13th chord contains every tone within a diatonic scale:
1-3-5-7-9(2)-11(4)-13(6). Only by separating the upper octave tones do we avoid sounding a noisy

“tone cluster.”

TIP: Just as with 9th chords, there are many varieties of 11th and 13th chords, including dom-
inant (11th and 13th), major (maj11 and maj13), and minor (min11 and min13), as well as vari-
ants. The 11th tone is commeonly omitted from 13th chords with major 3rds (which includes the
major and dominant variety) because it clashes with the 3rd of the chord. (Remember, the
11th is the same as the 4th fone, just an octave higher.) When the 11th is included, it is often
raised a half step to create a 13611 chord. In minor 13th chords, the 11th is usually left unal-

tered because it does not clash with the +3rd.

These are large chords, with a lot of notes, so we can't always play all their notes on the guitar—some
tones must be omitted and their presence implied. In general, the “color” tones are usually included—
such as 3rds, Tths, and the highest extension of the chord (depending on if it's a 9th, 11th, or 13th
chord)—while the 5th and even the root sometimes may be omitted. For example, if we had an A13
chord, we may voice it from bottom to top: A-G—Cé4-F? (1—+7-3-13). Even though there are several
omissions here (the 5th, 9th, and 11th), the 13th sound is still clear because the important color tones

(in this case, the 3rd, 7th, and 13th) are present.

Example 142 - 11th and 13th Chords

All (A9susd) Al3
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Here are some extended chord arpeggios that use sweeping/tapping and sweeping/tapping/sliding
techniques. Listen for their unusual sound as they hit the upper-octave extensions and then return
back to “solid ground.” Play them fast enough and you'll see why | call them “insane arpeggios.” They
have a bit of a jazzy flavor, but they're quite at home in rock or metal soloing, as well as progressive
or fusion—any style where lead technique will be appreciated and the guitarist can take the spotlight
for a moment.

TIP: On CD track 84 these arpeggios are played moderately fast, so you can get a sense of
them yet still hear the notes individually. Speed them up even more and the tonality of these
pitch sets begins to "fuse together’ even more, making them that much more bizarre and ter-
rifying! These sweeps are very difficult to play fast, though. Here are some practice tips: 1)
Break them apart into bite size pieces, practice each piece repeatedly to build up your speed,
then string them back together. 2) Don't overplay. If certain notes are getting botched here and
there, slow down. Don't sacrifice clarity for speed, or you'll never get these to sound smooth
and clear. 3) You may prefer to tap with your middle finger so that you can continue to hold the
pick between thumb and index. This makes it easier to switch quickly between picking and

tapping.

Tack 84 Example 143 — Insane Arpeggios
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Now make up a few extended sweep/tapping licks of your own to toss into an unsuspecting solo. Or
better still, make up a sequence of four or five of these in a progression and leave your listeners in
the dust! (For more practice with sweep picking arpeggios in regard to technique, check out Speed
Mechanics for Lead Guitar, Part L)

Altered chords are extended chords in which the 5th or one of the extensions has been sharped or
flatted. Why are only these tones alterable? Well, because if you alter the other notes (the root, 3rd,
or 7th), you change the entire foundation of the chord. Here are a few altered chord types. Play each
and check out the voicing. Then see if you can develop a few crazy arpeggios based on some of
these.

Example 144 — Altered Chord Voicings
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FY1: We have only looked at these chords each in just one possible shape. If you want to
explore advanced chords in more detail and use them in some progressions, check out my
pocket guide book, Barre Chords: The Ultimate Reference Guide.

Frethoard Mapping

Using the diagram below, map out tones over the entire fretboard. From the given root below, find and
write in every possible tone in each area. Answers on page 163.

Example 145 — Frethoard Mapping Exercise

Root= A Root=C

Root=E




Altered Tunings

Everything in this book thus far has been in standard tuning. But don't fear, all of this applies to other
tunings as well. First, let's look at the easy ones. Slack tuning means you tune all strings down even-
ly across the board. For example, E+ slack tuning (down a half step) or D tuning (down a whole step)
are common slack tunings. So the absolute pitch of all notes will sound lower, but all the tonal rela-
tionships and shapes remain intact. In fact, the common practice is that we continue to regard a low
E string as an “E” even though its absolute pitch may sound as Ek, D, or even lower. This in fact
demonstrates the effectiveness of our relative pitch approach—as long as everything is moved
together, everything sounds about the same. (Of course if you are using a chromatic tuner or com-
municating with another musician who is not in the same slack tuning as you—a keyboardist for
example—you are going to have to consider the absolute pitch of your notes.)

Things change a bit when altered tunings are used. The most common altered tuning variant is drop
D tuning in which the low E string is dropped a whole step to D, while all other strings remain in stan-
dard tuning. To apply the tones, intervals, and chord/arpeggio shapes to drop D tuning, we must com-
pensate for this pitch change by raising all notes a whole step (two frets) on the low sixth string. In
drop D, all letter-named notes on the sixth string must be raised two frets as well.

Example 146 — Drop D Tuning, note and shape alterations
Standard tuning—Low sixth stning

1
1
1
1
EL—F a B——¢ D E—
i 3 T 4 12
Drop D tuning—Low sixth stnng
|
|
1
i
ol E——F G A B——¢ p—
3 5 it 9 12
D Intervals
Power chord (5)
5 {TH
1
3 3 3
4th Major 3rd Major 6th
B (- B {r =D L3
Drop D, D minor pentatonic Drop D, D major
% 58
9 -G
s e 81 ——
9 12 9 12

FYI: Drop D down a half step is a combination of regular drop D and a half-step slack tuning.
In a tuning like this, we regard the fretboard as if it were in regular drop D and simply acknowl-
edge the slack tuning aspect, which means that all the strings sound a half step lower across
the board.

If you have built a strong enough mental picture of musical structure, these changes will be fairly
easy. You simply see an altered tuning “equivalent” of standard tuning with its quick position shift
on the string(s) in question. The easiest way to get this down is to write out and run through a num-
ber of scale patterns in the new tuning. Before long, you will learn to “translate” between tunings
effortlessly.
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TIP: Try these altered tunings and write out some commeon chord voicings and scale patterns,
altering the shapes as needed to compensate for the tuning changes. (In some of the extreme
cases, scales become virtually impossible to play across certain strings. Just skip over that
and look for important chord intervals like 5ths and octaves in those cases.)

Double drop D: D-A-D-G-B-D
Open D: D-A-D-Fi-A-D
Open G: D-G-D-G-B-D
Drop B: B-A-D-G-B-D
Drop A: A-A-D-G-B-D

Exotic and Ethnic Scales

For the curious, here are a few oddities to check out. Who knows? One of these may inspire a mon-
strous song in you. Instead of giving you fretboard shapes, though, | will simply describe the tonal
structure—because at this point that's all you should need. Just play one octave of each scale in the
primary position (such as beginning on A at the 5th fret). The easiest way to do this is to pick a scale
you already know that is fairly close, with some tones in common, and then simply alter the tones as
needed “on the fly" To take it further you can always map out full positional shapes and even the rest
of the fretboard if you like.

TIP: In dissecting these scales it can be helpful to cut the scale into two halves. The lower por-
tion that includes tones 1-2-3-4 is called the lower iefrachord. The upper portion that includes
5-6-7 and the octave root (8) is called the upper tetrachord.

The double harmonic scale's upper tetra-chord is the same as harmonic minor, with its characteristic
minor-3rd-flanked-by-half steps at 5-+6—7-8. But double harmonic also puts another such structure in
the lower tetra-chord (the same as Phrygian-dominant at 1—2-3-4). Double harmonic is also known
as the Gypsy or Byzantine scale.

Double harmonic: 1-:2-3-4-5-t6-7

The harmonic major scale has the same upper tetrachord of harmonic minor, but the lower portion of
the standard major scale.

Harmonic major: 1-2-3-4-5—6-7

Hungarian gypsy minoris a natural minor scale with a raised 4th. This creates the characteristic “har-
monic structure” of a minor 3rd-flanked-by-half steps at 2-:3—#4-5. It also gives us a chromatic
sequence at #4-5-+6.

Hungarian gypsy minor: 1-2—+3—$4-5-:6-}7

The straight Hungarian minor scale is a harmonic minor scale with a raised 4th. This creates a scale
with two structures of the minor 3rd-flanked-by-half steps. (Unlike double harmonic, though, the lower
structure appears between tones 2-5.) Hungarian major has a #2 (same as b3) and a major 3rd. A bit
strange.

Hungarian minor: 1-2-+3—{4-5--6-7
Hungarian major: 1-i2-3—4-5-6—7



The enigmatic scale is as odd as its name implies. It begins like Phrygian-dominant, then turns into
a whole tone scale, and finally turns chromatic as it leads toward the upper root. That's just freaky.

Enigmatic: 1--2-3—#4-85-16—7

Don't know who the Neapolitans were, but | like their ice cream better than their scales. Neapolitan
major does not have a major 3rd. Presumably, the upper portion of the scale was major was enough
for them. You can think of Neapolitan major as a melodic minor scale with a »2nd. Neapolitan minor
shares the same lower tetrachord as Neapolitan major, but the upper portion is that of natural minor.
Another name for Neapolitan minor, as you may have noticed, is the Phrygian mode.

Neapolitan major: 1—2-+:3—4-5-6-7
Neapolitan minor: 1-+2-:3—4-5-t6—7

The bebop or “bop” scales came into use in the jazz bebop era. The first is a Mixolydian mode with
an added major 7th tone in between the t7th and the root. The second is a Mixolydian mode with an
added +3rd. These are all octatonic, or “eight tone” scales.

Bebop dominant: 1-2-3—4-5-6—-7-7
Bebop minor: 1-2=-3-3-4-5-6—7
Bebop half-diminished: 1-b2-:3-4-:5-5—6-7

Here are a few more oddities to consider. Major Locrian has the upper tones of Locrian but turns the
ond and 3rd steps both major. Lydian minor has the lower tones of Lydian but turns the upper portion
of the scale to natural minor. The overtone scale is another name for the Lydian dominant scale, which
is the 4th mode of melodic minor. The leading whole tone scale is a standard whole tone scale with
an added major 7th, creating a three-note chromatic sequence leading to the octave root. The aug-
mented scale is truly bizarre sounding. It's another symmetrical scale that alternates minor 3rds with
half steps.

Major Locrian: 1-2—-3—4—5-+6—7

Lydian minor: 1-2—-3—4-5--6—7

Overtone (Lydian dominant): 1-2-3—44-5-6—7
Leading Whole Tone: 1-2-3—#4-5-86—7
Augmented: 1-$2-3-5-/6—7

The scale we generally associate with the “middle-Eastern sound” is Phrygian-dominant. This scale
also goes by the name Spanish, Flamenco, Spanish-flamenco, Jewish, and Phrygian major. It is used
widely in ethnic styles throughout the Mediterranean, Balkans, mid-East, and north Africa. This of
course is no accident—it spread through these areas with the rise of the Moorish and Mohammedan
empires during the Middle Ages. But of course, this isn't the only scale used in these regions.
Consider these as well:

Arabian: 1-2-3-4-:5-:6—t7 (same as Major Locrian)
Egyptian: 1-2—4-5-:7 (third “mode” of minor pentatonic)
Algerian: 1-2—3-44-5—6-7

Persian: 1—+2-3—4-5-:6—7

Mohammedan: 1-2-53-4-5-:6-7 (same as harmonic minor)
Byzantine: 1-+2—-3-4-5-6—7 (same as double harmonic)

FYI: There is more to creating the specific sound of an ethnic musical style than simply utiliz-
ing its tone set. The instrumentation used, as well as the way those tones are used melodi-
cally, plus the entire rhythmic and harmonic approach, must be factored in to create the total
sonic picture.
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The Hindu scale is the same as Mixolydian with a k13, or the 5th mode of melodic minor. However,
traditional Indian music is actually based on the semitone scale, which consists of the twelve chro-
matic pitches of Western music plus those that lie in between!

Hindu: 1-2-3-4-5-56—7

Oriental music is most often based on pentatonic scales. The Chinese scale is not only defined by its
five tones but also its unique method of harmonization. (The tones to the right of the slash in the
Chinese formula are the harmony notes.)

Japanese: 1—-2—-4-5-:6

Hirajoshi: 1-2—3-5-6

Chinese: 1/4-3/5-£4/6-5/8-7/9 (harmony appears to the right of slash)
Mongolian: 1-2-3-5-6 (same as major pentatonic)

Oriental: 1-+2-3—4-:5—6—:7

Here are a few more unusual pentatonics—the Pelog, Kumoi, Iwato, and Balinese scales.

Pelog: 1-+2—+3-5—:6

Kumoi: 1--2-4-5-v6 (same as Japanese)
Iwato: 1—2—4-:5-+7

Balinese: 1-52--3-5--6

All these bizarre scales can become overwhelming, to the point that one may rightly ask, “Just how
many scales do | really need?” Thankfully, not all of them. The scales you need to actually memorize
are a function of your musical goals and the stylistic range in which you want to achieve facility.

Yet even for the most ambitious scale-hunter, at some point the issue of scales falls by the wayside.
You ultimately progress to the point where you know the intimate qualities and subtle tendencies of
each scale tone, as well as the various scale settings in which each tone can appear. When you reach
this stage, you have really gone beyond scales. Scales are, after all, just the sum of all the individual
tones that make them up. So when you know the building blocks well, you are free to simply create
your own scales as needed.

In fact, eventually you reach the point where you may be aware of the various scale patterns under
your fingers, but you do not play from them or “out” of them. You play out of a sense of melody in your
own mind. The patterns that form themselves under your fingers are a byproduct of the process—not
the cause. When this happens, you have transcended scales!



Soloing Over Riffs & Progressions

“How does one solo over chord progressions?” Over the years, this is the most common guestion |
have been asked by guitarists. It's also difficult to answer because there isn't just one way to do it. It's
a stylistic issue. The correct answer to a jazz player will be somewhat different than it will be to a blues,
rock, or metal player. It's also a matter of personal choice. What kind of melody or solo quality are you
trying to create? Different approaches yield different qualities of outcome. But at its core it basically
comes down to creating melodies over progressions. Soloing just tends to be a bit faster with more
complex embellishments—or sometimes even entire “subroutines™ within the larger melodic motions.
So yes, it is possible to answer this question, and | will attempt to do this by starting with the simplest
guidelines and progressing to the most advanced.

1. The first “rule” for how to play over chord progressions is simply to find the key of the pro-
gression and play within it. (Of course if the progression borrows from another key temporar-
ily, you will need to accomodate this in your solo.)

2. You can always omit tones. No law says you must play every available tone. So to solo over
a natural minor progression, an easy choice would be minor pentatonic. You can also freely
add tones. Chromatics are of no consequence harmonically. So for example, in any situation
where the minor pentatonic works, the blues scale (added +5) will also work. And you can add
any other passing tones. But keep in mind that adding tones to a scale isn't the same as sub-
stituting tones. Playing a "6 when the key calls for 6 will probably sound like a wrong note
(unless you are using both +6 and 6 together). So what we are really saying here is that you
can freely augment the key but not clash against it.

3. If a progression is harmonically sparse, you are free to "fill it out” and complete it as you wish.
For scale steps not specified in the underlying progression or riff, you are probably free to use
any variant of these tones (or not use them at all). So over a simple A5-G5 progression, which
consists of the tones A, E (A5), G, and D (G5), potential scales could include A minor penta-

tonic, A blues, A natural minor, A Dorian, A Phrygian, A Phrygian dominant, A Mixolydian, etc.

(But melodic minor or harmonic minor wouldn't be a wise choice, because the Gt in those
scales would clash with the G5 chord.) Let your ear determine the best fit.

4. Finally, even *wrong" notes will work if you use them skillfully. In a situation where the key sug-
gests a major 6th tone, suppose you used the minor 6th (a no-no). Even this could work, how-
ever, if you used it as an upper-neighbor tone—to embellish a fall back to the 5th—or an
altered approach tone, pulling into the major 6th. There’s actually a fairly easy way to accom-
plish this “on the fly” If a nole sounds sour, just bend it up immediately until it sounds good,
and then continue on as if nothing happened! Ultimately then, you can play any note you like,
as long as you make it work!

So the only “rule” that encompasses all this: As long as the notes you choose do not specifically clash
against the backing chords, you're okay. And if they do clash, you're okay if you resolve it reasonably
quickly or with some sort of purpose.

However, what about the blues? It is largely based on the premise of an implied major backing key
with clashing minor tones (usually b3 and +7) played over it in the lead. These are the so-called “blue”
notes that gave this style its name. So some clashes are fine, even desirable. We must revise our
clashing rule then, to this: don't clash against the backing chords unless you like the clash and it
sounds good.

It seems as though we're coming full circle back to “no rules.” And that's about right. It's all about wise-
ly deciding which rules to break and in what context. So my best advice is simply to engrain all the
knowledge in this book and then follow your own inner ear.
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Now let's talk about the issue of following the underlying chords in a progression. Again, there are no
“rules” here, only choices that will produce different results:

1

You can follow the chord progression somewhat and play off the tension/release of their chord
tones to create a more melodic sound.

You can ignore the underlying chords of the progression and play straight licks based on the
tonic. This may create a subtle "melodic suspension™ between the solo and the underlying
chords at times, which is resolved when the progression moves back to the tonic.

You can extend the harmonies of the chords in the progression if you like. Simply add a 7th
or 9th tone to straight triads, for example. The most extreme application of this principle can
be seen in the pitch axis technique of example 92. Here the harmony of the backing chord is
simply the keynote (1) and the lead guitar manufactures scales, modes, and arpeggios at will,
Between these two extremes, there is a whole spectrum of options.

Always be on the lookout for parallel tonality and key changes in the underlying progression.
You have to change with these. You can also insert parallel tonality changes if you are on your
toes by noting chords within the progression that are ambiguous and lend themselves to

being extended into a parallel tonality.

TIP: Don't forget about the "quick and dirty” method of playing over progressions: just play licks
drawn generally from the overall key (without any specific regard to underlying chords of the
progression) and then simply follow your ear to favor a passing tone here or there, lending a
hint of “melodicism” to things. This approach spliis the difference between 1 and 2 above and

is fairly easy to implement. It's your best bet for improvising.

Outside Playing

“Outside Playing” is a catch-all term that refers to the prominent use of scale tones that lie outside the
standard key—those “clashing” tones in particular. Example 147 shows a descending tapping portion
from my solo to "My Funk” (Exottica, 2000) that cozes with chromatics. The riff underneath implies
Em pentatonic, and the lead focuses primarily on E and B (1-5) with an added F (+2). Then all the
chromatic tones in between are also used. Are we having fun yet?!



0 Example 147 — “My Funk” 1:30-1:45
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We can even take the idea of outside tones further by building larger structures of “embellishment pat-
terns™ and moving these entire patterns outside the key temporarily. For example, in the middle of a
fast blues run, drop a pattern of say four or eight notes one fret and repeat. All the notes will be out
of key, but don't sweat it! Drop it another fret and repeat. You're still out of key. Now up a fret. Still out.
Up again and you finally rejoin “solid ground.” Play this fast enough and it will sound curiously inter-
esting. Because you come back and make sense, the out of key moment is “forgiven.”

Example 148 shows a descending half-diminished arpeggio, taken chromatically right down the neck.
Here the out of key notes last more than a moment, but similarly, they eventually join up with the orig-
inal key and we land “on our feet”

@ Example 148 — “Exottica” 0:35-0:58
Track 06
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Example 149 is the main solo from “Exottica.” It is chock full of outside playing, parallel tonality, and
pitch axis techniques.

Example 149 - “Exottica” 2:00-2:24
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“Sunrise” (Exottica, 2000)

The instrumental tune “Sunrise” is the final track from my Exottica album. It is also a good wrap-up to
apply the material of this book. The song is in E! slack tuning, so you will need to tune accordingly.
The low EF note is sounded on CD track 88 as a tuning reference if needed.

Er Slack Tuning - Low E string

Track 88

First, listen to the song to familiarize yourself with the parts generally. Identify the tonal center and the
overall progressions by ear. Then find those chording parts on the guitar and play along. MNext, tackle
the melodies. Listen to them and try to identify the significant tones in play, also by ear. Then play
these melodies too, noting how they interact with the underlying chords. After taking a shot at it by
ear, refer to the transcription of “Sunrise’ in the appendix to see how well you did.

Finally, take a crack at the solos. The first step here is to familiarize yourself with them to the point
that you can replay them in your mind and “hear” the whole thing. Take the first phrase, identify the
tones by ear one at a time, and play them on the fretboard to check yourself. At first you may need to
do this one note at a time—listen up to that note and hit the pause button. Fast runs are difficult to
learn by ear. However, the better you get at this, the more notes you can do at once—recognizing full
runs, familiar licks, and scales by ear. Still, learning “outside” licks and extremely fast runs can require
slowing down the recording, etc. It's not necessary to go that far. After you learn as much of these
solos as possible, simply refer to the transcription to check your work and learn the fastest runs.

TIP: One word about the uneven note-groupings in the solos: These are often not felt as direct-

ly connected to the beat. (Although in some cages, groups of 5 notes may be.) They are more
often the result of “going for it"—cramming notes into the phrase and then coming out in time
by feeling the impending end of the phrase. A good case in point is the ascending run in mea- .
sures 25-26. It loses connection with the underlying pulse, yet comes out in time as it hits the
final high D note and rejoins with rhythm. To practice these sorts of runs, you are better off to
break them apart based on their pattern groupings (not rhythmically-based groupings).
Repeat these shapes using whatever rhythm is convenient. Then string them all together and
“go for it!" Good luck!

@ Example 150 — “Sunrise”
Track 89
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Ex. 2 Answers:

maj 3rd, 5th, maj 6th,
octave, maj 2nd, 4th,
maj 7th, unison

Ex. 5 Answers:
a) octave
k) maj 6th
c) maj 7th
d) maj 3rd
g} 5th
fi 4th
g) unison
h) maj 2nd
i) maj 7th
ji - 4th
k) maj 6th
[}y octave
m} 5th
n} maj 3rd
o) maj 7th
p) maj 2nd
q) maj 6th

Ex. 8 Answers:
a) Maj3rd
b) 5th
c) maj 7th
d} 4th
) unison
f)  maj 6th
g) maj 2nd
h) maj 3rd
i} 5th
j} octave

Ex. 15 Answers:
a) min 6th
b) min 3rd
¢}  min 3rd
d) min Tth
) min 2nd
fi  min 3rd
g) min 3rd
h  min 2nd
iy min 7th

Ex. 20 Answers:
a) major k)
b)  minor )
c) diminished  m)
d) augmented n)

&) minor o)
fy  major p
g) major q)
h) diminished 1)
i} minor s)

jy augmented

minor
major
minor
diminished
minor
major
minor
major
augmented

ANSWERS

Ex. 21 Answers:
a) 1-3-5-8
by 1-+3-5-8
c) 1-3-8-5
d) 8-5-3-1
e) 1-:3-3-1
f)  1-63-8+43
g) 5+3-1-5
h) 3-1-5-1
) 8-5-3-1
) 3-1-5-1
k) 5-+3-8-1
) 8538
m) 8-5-3-1
n) 5-8-1-3

Ex. 23 Answers:
a) 1-21
by 3-4-3
c) b546-5
d) £3-4-5
e) 5-#4-5-6-5-1
fi 1-7-1-2-3
gl 1-3-546-5
h) 5-bG-b7-1-5-3-1
i) 5-b3-1-2-63-4-p3
jj  4-3-2-3-2
k  1-1-5-4-1
1-3-2-1-5-4-3
m) 1-3-4-6-5-7-1
n) 143-3-1-47-5-7

Ex. 24 Answers:

a) DCD
b) D CCC
c) DD,CD
d DDCCC
e) CC,D,DC,C
i DCCDDCDC
g CDDCDCCCC
Ex. 32 Answers:
Majar 3rd Major 2nd
? 5 ! 3 5 T
Diimanishied 51 Perfect dik
5 T % 1

Ex. 39 Answers:
- 7 -k 21 kT 3+
s 5 4 b1 61471 7
L2 L3445

{IH-be

3 7 9

Ex. 25 Answers:

a)
b)

c)

d)

f)
a)

h)

i)

1-b3-4-63-1-7 | 5-b7-1
1-b3-b6 | 5-4-h3-4-b3-1-7

| b3-b3-1

5-4-3-4-3-1-5 | 4-3-4

| 5-4-3-4-3-1-b7 | 1-3-1
1-1-4-5-47-1 | 1-1-4-5-7

| 1-1-4-5-k7-1 | 1-1-1
5-1-5-1-b6-1-5-1

| 4-1-4-1-b3-4-b3-2

| 5-1-5-1-b6-1-5-1 | bB-b6E-bT
1-1 | 3-4-547-1-1 | 3-4-3-1-1-1
| 3-4-547-1-1 | 1-7-1
6-6-5-1-1 | 4-4-3 | 6-6-5-1-1
I 7-1-5

3-1-b71-1 | 3-1-b7

| 3-1-47-4-4-3 | 147
1-63-1-t7-56-5-4-+6-5

| 1-63-1-67-46-5-4-5

Ex. 27 Answers:

aj

o)

c)

d)

f)

gl

1b3-147-7 | 1-63-147-7

| 1-63-1:7-7 | 1-b3-4-:3 |
(repeat adding octaves to each note)
1-1-6-b7-7-1-+3 | 1-1-6-+7-7-1+3

| 1-1-6467-7-1-43 | 1-1-b3-4-43-1
{adding 5ths to final b3-4-63-1)
1-1-b7-6-+6 | 1-1-5-b5-4

| 1-1-+7-6-:6

I 1-1-4-b5-5-5-:5-4-+3-4-43 | 1
1-5-1-b6-5-5-5 | 1-5-1-#4-5-5-5

| 1-5-1-66-5-5-5 | 1-23-2-:2
(adding octaves on 5 & 16
throughout, adding 5ths on the last
two notes)

1-1:7 | 1-+7-6 | 1-6-b6

| 1-1-63-63-4-4-b5-b5-65-5

(adding 5ths on ending, 2nd time)
1-1-3-3-4-4-5-:5-5-5-b5-b5-4-4-3-3
I 1-1-1-b3-3-1-67-57-5-57-7

I 1-1-1 (ends on A7)
b7=1=1-b2-1-1-67-1-1

| ¥7-1-1-b3-1-147-1-1

| ¥7-1-1-42-1-1-+7-1-1

| ¥7-1-1-b3-1-1-5-b5-4-b3

(adding 5ths to all notes except 7,
b2, and ending 5-+5-4-k3, which are
single notes)

Magor Tih Perfect Sth
5 r L] 1
Major Gils Miinor eh
k] T & 1
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Ex. 41 Answers:
ay 1156511134321 3
by 2| 221-2-3 | 4-3-2 | 1
e 1171211
d) 5-6-1-5-6-1-2-1-6-5-5
e} 1-2-t3-4-5 | 4-b3-2-:3-1
f)  1+7+6-5-4-+3 | 5-4
g) 1-5-1-3-5 | 4-5-4-43-2
h)  1-66-5-1 | 2-2-53-1
iy 1-b3-3-1 | 1-57-57-5-57
) 1445 | 1-44-5 | k3

Ex. 59 Answers:
a}) C major
b} G major
¢) F major
d) E major
e) D major
fy  B:- major
a) B major
h) A major

Ex. 67 Answers:

Ex. 43 Answers:

aj) AT: 1-5-+7-3-5-1
b) Am7: 1-5-+7-3-5-1
c)  Amajv: 1-3-5-7

di  Amaj7: 1-5-7-3-5

e) Am(maj7): 1-5-143-7

fi  Am7: 1-63-+47-1

gl  Amaj7: 1-5-7-3

h) A7 1-3-47-1

iy AmT: 1-5-1-63+47

i AT: 1-5-b7-3-:7-1
k) A7: 1-5-+7-3-5

Iy AmT7: 1-5-67-b3-b7-1
m) Am7: 1-5-+7-k3-5
n)  Amaj7: 1-7-3-5

o)  Am{maj7): 1-7+3-5

p)  Am{maj7): 1-b3-5-7

q) Amaj7: 1-5-1-3-7
AT 1-5-1-3-b7

s} Ami{maj7): 1-7-63-5

Ex. 45 Answers:

a) IV IVEIV |V VIV L (upto IV and V)

by IV | V-V | | (upto IV and V)

c) 11T IVV I I IVV (down toV)

dy VIV MV I (downtoV and IV)

e) 1111V IVII (withblues comping embellishment)
fy VIV IV IV (repeat with distortion)

g I NWITINIVINIVAIVII

(with open string common tones)

Ex. 68 Answers:

a) I1-IV | vi-V (and with distortion: 15-IV5 | vi5-V5)

by I=i IV D =i P IV G LY L di vl

c) IBIIVS | T VS 115

dy LIV Iwvi DIV IDTY L INSGH T

e) V5 | WEI5 | IV5-I5 | vi-V

fi  Hmaj7 | vi-V | I-imaj7 | IVmaj7-V7
Ex. 69 Answers:

a (ILimlilwvli

bl VN | RVIEEVIL | OiBEVIES | EVIS

c) IS ILEVIS | i | bVIS-BVIS | i

d) i5 | BIS-ivS | i5 | bIS-EVIIS

a) 1-43-443-1 | 5-4-+3-1
b) 1-57-5-7-5+3-1

o) 5-ahs5a43haun

‘d)  1-5-67-1-63-1

e} 1-57-5-1-b7-4

H 143434 4-4¥13 | 15343444 4 5
g b7 h1-4347 M47-547 K1

h) 147-5 | 5-443-1

) 1-6347-1

Ex. 46 Answers:
a) 1-b3-4-b5-4-+3 | 1
b) 1-5-:5-4-15-4-63 | 1-5-b5-443
c)  1-b7-5-4 +5—5— 1-+7-5-b5-5--5-4-13

Ex. 51 Answers:
a) 1-b3-2-1-7-b5-5-b6-7-5
| 5-4-:3-b6-5-4-03-2-1-7-1
b) 1-2-k3-5-4-5-7-2-1 | 1-2-:3-5-:6-5-7-5-1

Ex. 52 Answers:
a) 1-62-3-4-546-5-4-3 | 12-1-5-1
| 1-52-3-4-5-+6-5-4 | 3-+2-1
b} 1-5-1-5-b2-1+7-42-1 1-5-1-5-:7-:6-5-4-3
1-62-3-b2-1-b7 -1 47 -+6-5-b6-bT-+6-5-+6-5-
4-3-4-3-b2-1-:2-3-4-5-1

Ex. 53 Answer:
a)  1-1-b3-5-63-1 | 4-6-5-7-:3-2-1
I 1-1-63-5-:3-1 | 4-6-5-7-+3 | 4-:3-1
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Ex. 71 Answers:
a 1TV Iiigl il
by i1 IWg il Vg
c) T 1R BT BVIg [0 10 1Bl BVIg | i
d} IV5-lg-I5 | IV55-V5g | IV5-14-1
el 11 BS-EVIg-HIS |0 | EVIIS-IVg+EVINS | i

Ex. 77 Answers:

a) VIV L LT VIV T EVI-IV LT | VIV |V

by LEBVEL LUV LRV RN T R
cy T LEVIET Vg | VISVIL T
d) 11T IWITIVITITEIY LIV

e) LI RVIHV 11T VIV DL EVI-IV TV L VI L

Ex. 79g answers:
1) 7-4,1-3
2) 5-7-4, 5-1-3
3) 7-4-b6, 1-3-5
4) 7-4-6, 1-3-5
5) T-4-6-2, 1-3-5-1
6) 7-4-6-2, 1-3-5-1
7} 5-7-4-6-2, 1-5-1-3-5-1
8) V-d4-+6-:2, 1-3-5-1
9) 2-4-7-+3, 1-5-1-3



Ex. 90 answers :

Measure 1-2; 5-4-3-1 | 5-d4-b3-1

Measure 3-4: 5-4 4-b3 5K7-4/6 4-+3 | 5-5-1-47-5 5-+5-4-03-4-5 1
Measure 5-6: 3-4-5-3-4-5-3-1 | b3-4-5-43-k6-5-+3/5

Measure 7-8: 1-+3-6-+3-4-6 | +7-6-b3

Measure 9-10: 5-5-1-5-5-1-5-5-1-5-4-:3-4-:3-4-+3 | 5-4-63-1-4-1-b3-1-67-1-:3-1
Measure 11-12: 3-3-3-2-2-2-3-3-3-1-1=1-3-3-1-1 | b3-b3-b3-2-2-2-b3-:3-+3-2-2-2-1
Measure 13: 1-1-1-1 1-1-1-1 1-2-1-1 1-1-1-1

Measure 14: bF=bFE7-b7 bF-67-67-b7 bF-1ETET bT-bi-b7-b7

Measure 15-16: 6-4-6-4-6-4 | b7-6-4:7-6

Measure 17-18: 11 b7

Measure 19-20: 6 | 5-4-+3-1 4/6-1-b3/5-1 7-5-+5-4 F5-4

Measure 21: 1

Ex. 91 answers:

Measure 1-4.; 1-5-b7-4 | 5-63-1-1

Measure 5-8: 1-5-b7-4 | 5-+3-1-1

Measure 9: 1-67-5-b7-5-+5 5-b5-4-55-4-b3 b7-5-b5-+3-4-k5 b7-5-b5-+3-4-b5
Measure 10; 5-b5-b3-4-+3-1 b3-147-1-47-5 b5-4-b3-1-b3-4 $5-4-b3-4-3-1
Measure 11: b3-1-b7-1-b3-4 b5-84-b3-4-b3-1 £3-1-b3-b5-b3-b5 G-b5-6-1-6-1
Measure 12: 53-1-6-1-63-1-6 1-+3-1 E3-4-b5-5-6-+7 1-2-3-4

Measure 13-16: 5-4-b3-1 b3-1+2 | +H3-+3 b3 k3 2-147-5 b7-1-5-4-+:3-1
Measure 17-20: 1-1-1-147  b7b7-E7-1-2-3 4-4-b3-5-4 +3-1-1

Measure 21-22: v3/5-+3/5-b3/5 b7-6-5-6-5-4-+3 5-1 (1)

Ex. 94c answers :
C-C4-C5-C C-Dm-C | F-Em-Dm-C

Ex. 115 answers:
a) 5-5-1 b7-5-56-5-4 5-5-4-b3-1 4-b3-243 | 2 1-2 | E3-2-1-47-1-b7-b6-5 b6-+7-+6-5-b6-5-4-3 2-b3-2-1-2-+3 1
b) b7-1-1 | 1 4-5-b6-5-b6-5-4 +3-1-2+3-2-1 2-1-7-1-b7-b6 | 5+6-5756-5-4 5-4-+3-2+3-4 543 1
c) 1-+3-547-543 1 1 | 5-46-5-4 5-4-63-2 b3-4--3-2 b3-2-157 | #3-1 1 | 1-2-63-4-5-46 5-4-63-2-1-b7
| bE-5-66-57-1-06-5
d) 1-b3-1-2-1-b7 1-b3-1-2-167 1-67-66-546-5-4 5-5-5 | 5-b6-67-1-2-3 4-+3-2-1-2++3 4-5-+6-5-+6-+7 1-1

Ex. 138 answers:

A blues-natural minor A Dorian-Mixolydian A major-minor
1 24 1 2k 39 -7 1 2B 3
51 b8 b7 5 &-1-W7 5=f= bi={= & == b7
— 2 -3 4 1 bs -2k 314 -2k 314
b7 1 - 6 == b7 1 -8+ 711
4 = ps—t= 5 b -3+ 4 5 - 314 51k
1 2 k3 1 2-1-4a 1 2

Ex. 145 answers:

Root=A Root=C Root=E
ST BT W 711 4 5T 6 AT 5T T 6
2+ 344115 A+t 2113 1 2twt3
-7 1 et 21 S 6w 711 w611 711
4 b5t 5 -bs—- 647 gkt a4 4115 b1 31 4tk 5
et 211314 w71 1112 =711t 2
e - Sl Tl R g4 Ls--5-w--6 45— 56
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UNTANGLE THE MYSTERIOUS REGIONS
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YOUR POTENTIAL. FRETBOARD MAST!
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