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. THE APPROACH
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Introduction to Fingerboard Mechanics

Your ability to play music on the guilar depends to a large extent on how well you know
the instrument. Most guilarists have never had achance to learnthe instrument in an
inteligent, logical and complete manner. The fact is that the vast majority of guitar
method books don't really explain very much at all, and the vast majority of guitar leachers
are the products of these methods, As a general rule, guitar methods don't concem
thamselves with helping you to increase your overall comprehension of the instrument.
Guitar methods get you to do a 101 of things (which certainly can be usetul). They show
you & method of how 1o do something. But these methods seldom, if ever, lead o a
growth of your understanding of how things work on the instrument. If anything, they
lead to a nafrowing of possibilities because you don't have to figure out very much by
yoursel. You just have to follow instructions. When you know the method, you are the
resuk of the method. if you teach, you fend to teach the method (perhaps with a few

- modifications — a few improvements). The method can actually become more importan

- thanthe music it is supposed to help facilitate. This is not 50 good.

Al of the above heips 10 explain why this present volume is not a method book. No

methods are given. Methods may be implied of hinted at, but only in a very lopse way.

i Methods may be deduced by the reader (infact, needio be deduced), but the resulis of
the readers’ pursuing such methods are totally based on individual inleligence, present

knowledge, interest, and crealivity.

What I'm trying to do is present information and facts. You will draw from this information
axactly what you are able to draw, based on current understanding. Thisway, you getjust
what you are capabile of, what you deserve; whal you need.

Two glasses of differert sizes sit on & 12ble.

Fromthe standpoint of their function as glasses, the
imporant thing is not whether one is larger or smailer,
but rather that both are full.

Fingerboard Mechanics

First Thing to Learn: Up and Down a String (Single String Playing]
- Second Thing to Learn: Across the Neck and Back (Position Playing]

Third Thing to Learn: Combine All of Both Previous Possibilities (Combination
Playing or “The Realm of the Electric Ice-Skating Rink”) .

It | were a realtough disciplinarian, | would have ended this lesson one sentence ago.
Buithis *area" is so crucially important, so misunderstood and so seldom mentioned

at all, that | really have to go into a little bit of depth on this.

Any guitarist who has played at all seriously knows that position playingis very imporant.
Also, position playing is a huge project. Lots of stuffto learmn. Years of work involved. |
think we can agree on this point {more on position playing foliows later).

The pointthat I'm trying to make (which may be one of the most impartant points in this
book) is that posiiion playing is not even half ofit. { Probably not even a third of it!)

Equally as important as position playing is playing up and down one sting. I'd even go so
far as 1o say thatit's more important than position playing just because it's so seldom
explored. In addition, | might add that standardized methods for position playing have
been in existence for some time, whereas methods for playing up and down one string
are practically non-existent, at least in the WEST.
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It boils downto this: a lotof guitarists today know about position playing, but very few
know about playing up and down one string. Not surprisingly (at leastto me) some of
those few who do know are among the very best guitarists on the planet these days.

(Flease, no names!)
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In most guitar method books, no mentionis aver made of playing up and down one string. 4
“This omission is a huge oversight, because playing on a singie sting is absolutely the -
most logical piace to begin on a guitar. Consider the foliowing observations: ;

« The simplestway to see notesisina straight line.
. Asingle string s a straight line. :

On a single string, there is adirect relationship between interval distance and i
movement in space.

- Playing on a single string heips to eliminate two potential problems:
*paralysis” {fear of movement) and “acrophobia” (fearof higher frets), since the
entire length of the fingerboard is utilized from the very beginning.

«  This approach is conducive to leaming note ocations because you can't rely on
a fingering patiern (as in position playing).

. The problem of changing strings is eliminated. This simplifies the right-hand
function and displays the principies of left hand function int their purest form.

- Different types of phrasing and articulations can be played very consistently.

. Elements of fundamental theory can be shown to a beginnerin clear and
simple visual and aural terms:
Intervals, scale construction, chords, arpegaios, eic. The same could be said
for dynamics, arliculations, and timbre.

+ Someone probably invented a one-stinged instrument (let's call it aunitar?)
long before anyone ever thought of two strings, let alone six of them. Soit
would seem sensible to learn in the same way that the instrument developed

chronclogically.

. Many stringed instruments in Eastern countries are played in a much more “up
and down the neck” fashion (most notably, the sitar). Do you have any idea
how long the music of India has been arou nd? .
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All of the above contribute to support my personal contentionthal you have no real
understanding of the fingerboard until you've spent a ot of ime playing up and down the
strings individually. 1f all you know is position playing, you can't even beginio seethe
whole fingerboard. Infact, you canteven understand the proper uses and advaniages of
position playing untii you've played up and down on the strings a lol.

The strange thing about all of this is that it's realty so obvious. (Hiddeninthe Eye of the
Sun, so to speak.) One can't help but waonder how it Is that hardly anyone has noticed it.

Itis safe 1o say that you would do well to spend some time playing onone string. Doing
this {in itself) would beginto completely transform your understanding of the fingerboard
within two or three weeks. | could almost guarantee it. Consequently, the approach that
this volume presents goes fike this;

1. Playing up and down each of the six stings individually {The Science
of the Unitar)

2. Playing up and down five combinations of two adjacent stnngs
(Moveable Mini positions)

Study of Infervals: Melodic and Harmonic {“Poor Man's Guide to Counterpoint”)
The Open Position

Position Playing

Combination Playing (“The Realm of the Electric lce-Skating Rink")

I
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Playing Up and Down a Single String
(The Science of the Unitar)

Three Principles of Left-Hand Movement:

1. Groupings (two, three, or four notes based onwhat the left hand can cover)

2. Hand-carries or shifts {maoving io a higher pitched note with lower
numerical finger; moving to lower pitched note with higher numerical finger;
finking two or more different groupings)

3. Slides (using the same finger {o play diffierent consecutive pitches —no
glissandi) #

Breakdown of Finger Possibilities:

a. Fourpossibilities of onefingerat atime

1. 1stfinger
2. 2ndfinger
MNo groupings, no shifts,
3. 3rdfinger all slides
4. 4thfinger

b. Six possibilities of two fingers at a time
1. 1 and 2
2. 1and 3

3. 1 and 4

Two note groupings, shifls, siides
4 2and 3

5 2and 4
6. 3 and 4

¢. Four possibilites of three fingers at atime
1. 1023

21,2, 4
Two and three nole groupings, shifts, slides
3. 1,3, 4

4. 2,3 4

d. Allfourfingers: combine all previous possibilities two, thwee, and
four note groupings, shifts, slides

Why would you play up and down one string with only one finger? Because you'd learn
things that can’t be learned any other way. This type of approach is what | call
‘disadvantage exercises”. By deliberately working within the confine cf a particular
limitation {i.2., only one finger or two or three), we can leam much. Some pecple might
ask, "Why bolher playing with only one finger when you've got four? You can't play much
with one finger anyway!" But the question is really, "How much can you play with one
finger and what could you learn? When playing with only one finger, do you rely on
fingering pattems or nole localions? Isthere any conceivable use for a technique
whereby you cannot play what you normally play?

0




How much should you play up and down one string? (Good question!) How do you
axpect me to know how much you should play up and down one string? (Another good
Quéstion?)

Actually, 1 guess you should play up and down own string as much as you need fo play.

('m really being a great help, aren't I?7) When you seem to reach your own saturation point,
stop for a while. Do something else. You can always come back lo playing up and down
one string. When you come back to it, you'll more than likely see some things aboud it

that you didn't see the first time. A ol of things in music are like that. Probably all of them.

Does it make sense {o have East and West without North and Souih?

Does it make sense to have longitude without latitude?

Does it make sense to have horizontal withowt verical?

Does it make sense to have posilion playing without playing up and
down one string?

Should | be ashamed at having to ask such sifly questions?

Activities — Application

1. Mapoutalnatural notes (A, B, G, D, E, F, G) up and down each of the six strings
individually. (Entire length of the fingerboard.)

2. Record suggested modal vamps on your fape recorder. Each modal vamp should be
at least two but not more than four minutes in length. This way, ail seven vamps

should fit on one side of tape {30 minutes}.

3, Play back the tape from the beginning, while improvising melodies against each
madal vamp, but using only one string. Seven modes on six stings makes 42

possibilities. Two obvious approaches come to mind:

A. Play one string through all seven modal vamps; répeal same procedure five times
using the other strings, one at a time.

B. Play through one modal vamp six times, once for each slring. Repeat same
procedure six limes using each of the other modal vamps.

One less obvious choice comes to mind:

C. Write each of the 42 possibilities on a fairly large piece of paper (8 1/2x 11). With
scissors, cul out each one. {You'll then have 42 small pieces of paper.) Place
them all in some kind of small container. Mix themup. Pull out ong piece of paper
at random and play what it says (i.e., E phrygian, B sting). Repeat 41 limes as
desired.

It's probably a good idea 1o Iry each of these three approaches at some point. But, for the
presert, just pick whichever one seems most sensible 1o you right now. Lateron, try

gither or both of the other two possibilities.

Temporary Rules:
1. Don'tuse any bends larger than a half step. You canonly bend:

1. B—>C
2. E—""F
3. C™—=B
4 F—=E

2. Dontiplay the following notes: C# D# F# G# A#Db Eb Gb Ab Bb
Forour purposes, they are wrong. No exceplions.

3. Don'tchange stings. i you're soloing against G Mixolydian on the low E stnng, stay
there. Be patient. Don't jump to another string just because you start 1o get bored or
repetitive in your saleing. Maybe play less for awhile, or maybe more. Or maybe
softer, or maybe louder. {They don't callitimprovising for nothin' you know!) But
stay onthal ome string. For the time being, that one stringis your entire instrument,
your entire musical voice. (You reafly should listen lo some good sitar music!

R -
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Observations:

1. Here are some things that you can do on one string that a piano player can't do at ail:

a. vibrato

b. bending {remember, only hali steps: B-C; E-F)
. hammer-ons/pull-offs

d. glissandi

e. harmonics {natural notes only)

f. muffle the string
g. change the tone quality by aftacking the string in a different place.

Make sure you experiment with all of them.
2 Each mode has its own mood. {What sort of made are you in foday?)

3. The half steps in each mode are very important. Let’s look atthem:

EF FE BL CB

lenian: 3-4 4-3 78 8-7

Dorian: 2-b3 b3-2 6&b7 b76
Phrygian: 1-b2 b2-1 5b6 bES
Lydian; 7-8 87 #45 544
Mixolydian: 6-b7 b7-6 34 43

Aeolian: 5b6 b5 2b3 b3-2
Locrian:  4-b5 BS54  1-b2  bh24

These half steps contain the problem areas of each mode, or the places where you
can runinto trouble with unwanled dissonance. However, the half steps also contain
the individual color charactenistics of each mode. So, bolh aspects taken info
consideration, you really need to understand how half steps work.

4, Two very important ways of thinking about modes are:
a.derivative: D Doran is C major scale starfing on the second degree {finding the

b.parallel:

major scale from which the mode is derived)

D Dorian is O major scale with b3 and b7 (constructing the mode from a
paralfelmajor scale/same root)

Since we are using the modes of C major scale, it would seem that our approach is
derivative. However, when you are playing against a vamp, I'd encourage you to think
of the made from the root of the tonic chord (paraliel). We'll discuss this in more detail

later on,
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Arranged in order of brightness:
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Arranged in order of brightness:
1. Lydian: #4
2. lonian: 0
3. Mixolydian: b7
4. Donan: b7, b3, (b3, b/7)
5. Aeolian: b7, b3, b6 (b3, b6, b7)
6. Phrygian: b7,b3, b6, b2
(b2, b3, b6, b7
7. Locrian: b7, b3, b6, b2, b5
(b2, b3, bS, b, b7)
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Can be arpeggiated for interest.
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Modes; Chord-Scales: |

Modes and chord-scales are extremely imporiant. | think any serous improvising guitarist
would be wise to become as familiar as possible with them. Although it's true that many
fine players are not especially knowledgeable about modes, this is definitely the
gxception, not the rule. (And it's going to become maore s0 astime goes on.) However, |
might also point out that there are marny guitarists who know a lot about modes and still
don't play very well. So let's not start to equate madal knowledge with playing ability o
musicality. Let's just say thal modes are real imporiant.

Modes provide an excellent overview of melodic and harmonic possibiliies. (Modal
thinking is both melodic and harmonic simuftanecusly: G7 alt. is equally a scalewith
infinite melodic possibilities as well as a chord-type with vast harmonic possibilities.) Keep
in mind that all of this amounts o a lifelong study. There is no end 1o how much you could
leam about modes and theirimplications.

It seems that the kind of problems that many guitarists have with modes are wwofold. First
of all, the very nature of modes includes so much within it that the overview aspect can
somelimes lead 1o confusion instead of clarification (not seeing the irees for the forest).
Secondly, the complicated nature of the guitar tends 1o lend itsell lo very Incomplete
understanding, laden with gaps. | think these problgms can be overcome andior worked
through by aninteligent and thorough approach o both leamning the materials and
learning the instrument.




Playing on Two Adjacent Strings:
Moveable Mini-positions

We have five sels of two adjacent strings:
E and A (Perfect 4th)
A and D (Perfect 4th)
Dand G (Perfect 4th)
G and B (Major 3rd)
B and E (Perfect 4th)

Motice that four of the five sets invelve the interval of a perfect 4th. The other one (G and
B} involves a major 3rd. This means that all groupings of notes will be different on this set.
This does complicate things a little, but it also provides unigue possibilities that wouldn't
oocur othensse,

S0 Now you get t¢ improvise on seven modal vamps with five sets of two adjacent strings.
That's 35 possibilities atogether. You'llfind that this approach gives you the advantages
of playing up and down twa single strings, plus the advantages of partial position playing
simultaneously. You can play a lot of things on two adjacent strings! Melodic leaps of
4ths, 5ths, and 6ths are much easier now than before (oh ohe string). You'll find five or six
notes under your fingers in one area instead of two or three as before. {Thus the term:
Movable mini-positions.)

This is also an apportunity to make a detailed study of the right-hand picking techniques
that involve movement between two adjacent strings. Work with this a lot; it's extremely
impaoriant.

Use the same modal vamps to begin with. However, before oo long, you might want 1o
¢hange the vamps. You may see the need o explore other tempos and/or time feels.
Also, you might see the necessity of figuring out some higher register vamps for soloing
on the lower sets of two adjacent strings to awoid the “muddiness” that could ocour when
low-register bass notes in the orginal version of the vamps clash with low register melody
notes (i.e., on E and A strings).

50, go ahead and figure out some new vamps for the seven modes. Just remember: use
all seven notes in each vamp and try to establish a clear sense at the root. Don'tuse
sharps or flats. (Improvising vamps is something you need to be able to do a lot of the time

anyway.)

When you're soloing, you might experiment with using only three fingers, or only two
fingers, oreven only one finger as was indicated in the previous section on playing up and
down a single string. Since you now have two strings to play with, the effect of omitting
one or two or three left-hand fingers will be very dilferent.

Playing on two adjacent stings is the point where “patterns” really start to emerge from
the fingerboard. Andthat's great; it's a very important aspect of tha guitar. But also keep
in ming the importance of knowing the names of the notes as well as the importance of
knowing the functivnof the notes relative to the root of the particular mode you're

playing on.

You'll probably find yourself playing more notes now than you did before {on a simgle
string). Andthat's okay. Sometimes, it's a lot of funto play a lot of notes. Bul don't get
completely lostin a lot of notes. (Atleast, nol for too long!) Be musicall That’s something

that meqits being remembered.
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Study of Intervals: Melodic and Harmonic
(Poor Man’s Guide to Counterpoint)

As guitarisis, we tend to think either “lead” or “rhythm”; either “solo” or "comping”; either
“melody” or “chords.” (Melody could be defined as ditferent notes in succession;

harmony as different notes simultaneously.) Inthe early stages, melodies are “licks™
chords are "grips”. We tend to think of these two imporiant areas of music in very different
ways. (Part of which is understandable; there are diffierences.) But are melody and
harmaony really all that different? We'll see.

Here's a very simple way (o look at it: melody has to do with playing one note at a time.
Harmony has to do with playing three, four, five or six notes at atime. The usualway 1o
begin the study of harmony,involves inads (three notes at atime); this is usually followed
by 7ih chords (four noles at atime); then 8th, 11th and 13th chords (five, six and seven
notes at atime). The questions remains: “What about two notes at atime?

The study of two notes at a time would be called the study of intervals. The musical
discipline that deals with intervals is counterpoint. Counterpoint means point against
point {which could be note against note). Counterpoint also means melody against
metody. The point against point angle is verical. The melody against melody angle is
horizontal.

The notes C and E are a major third apart. Play C, then E: thal's melody. Play CandE
simultanecusly: That's the beginning of harmony. You can'tcallita chord, (It's a C chord;
no, it's Aminor; no, II's F Major Tth; no, it's F#7 alt.; no, it's Ab+M7, noit's Bb Iydian, etc.,
elc.) It couid be aiot of things. But whatit /sis a major third.

Counterpoint can be viewed as the study of infervals thal helps to dissolve rigid ways of
thinking about melody as one thing and hamrmony as another. {Melodies have harmonic
implications; chords and chord progressions have melodic implicalions. )

Soto review:

Melody Counterpoint Harmony
Ornencteatatime  Studyofintervals Three noles at a time {triads)
twonotesatatime  fournotes at atime (7th chords)
(Also, two melodies  five, six, seven notes atatime
at a time (81h, 11th, 13th chords)

Now, thinking aboui what an arpeggio is (slight digression).
Arpeggio — like a "*melted” chord
Chord — like a “frozen” arpeggio

Countemeint {or the study of intervals) is one of the most neglected and important
aspects of the guitar. Itis the other "area” of work on the guitar that most guitarisis are
both deficientin as well asin need of, (The first “area” was playing up and down ong
sting, as you'll no doubt recall’y You'd do well to work hard at this *area”. You'll never

regretit,

A.  Four Types of Contrapunial Motlon:
Parallel: both voices move the same distance in the same direction.
Similar: both voices move different distances in the same direction.
Contrary: each voice moves any distance in the opposite direclion.
Oblique: one voice moves while the other stays whereitis.

. -
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Intervals to work with for now:

2nds: minor 2nd (half step)
major 2rd (whole step)

3rds: minor 3rd (step and ahalf: 3 hall steps)
major 3rd (2 whole sleps: 4 half steps)

4ths: perfect4th (2 1/2 steps: 5 half steps)
augmented 4th (3 whole steps: 6 halt steps: the octave in half)

5ths: diminished 5th (same as augmented 4th)
perfect 5th (3 1/2 steps: 7 half steps)
W

Bths: minor6th {4 steps: B half sleps)
miajor 6th (4 1/2 steps: 9 half steps)

7ths: minor 7th (5 steps: 10 half steps)
major 7th (5 1/2 steps: 11 half steps)

L ater on, however, you might want to work with compound intervals (an octave and larger).

»  Allthatfollows uses oniy naturalnotes: A B C D E F G (no sharps orilats).

Play all diatonic 2nds up and down each of the five sets of two adjacent strings. Then

play all the 3rds, 4ths, 5ths, and 6ths. Then play the 6ths again on two strings,
skipping the one in between. Then play the 7ths on the same four sets of two non-

adjacent strings (E&D; A&G; D&B: GAE).
Could you improvise against any of the seven major modes with these double stops?

Sure ya could!

Try 3rds first because they're easy to play and sound good. Try 6lhs on non-adjacent
stings forthe same reasons. Then maybe 4ths. Then Sths. Then 6ihs on adjacent
stings. Then 7ths. And lastly, 2nds. You'll notice that all of this workinvolves parallel
and similar motion.

B. The next stepis to start moving fromone kind of interval to another—3rd 1o a 6th,
for example. This next step provides for contrary motion and oblique motion. (See

examples that follow |ater).

« Hereis alistof “interval moves":

2nd to 3rd; 2nd fo 4th; 2nd to 5th; 2nd to 6th; 2nd to 7th

3rd to 2nd, 3rd to 4th;  3rd 10 Sify, Jrd to Gth; 3rd 1o &th
dth to 2nd; dth to 3rd; dh to S5th;  4th to Gth, 4th to 7th

5th to 2nd: 5th to 3rd; 5th 1o 4th; Sth 1o 6th;  5thto 7th
fth 1o 2nd; 6ih to 3rd: ath to 4th; 6th to 5th 6th 1o 7th

7ih to 2nd; 71h to 3rd; Tth to 4th; 7th to 5th; 7th to &th
Cuestion: Can you see why certain intervals are bold?

. Remember, all of this material can work for any and all of the seven modes of C major.

- Could you move from an interval to another kind and thento anotherkind? (three
differentintervals, I. €., 3rd, 6th, 4th). Sure ya could! (Iwonder how long the list of
simerval moves” would be using 3 intervals? Have you got a computer?) How about
four orfive or six or sevenintervals? (Sorcerer's apprentice, watch out!) But encughis
enough. Just remember: whenyou know all of your intervals, you 'l know alk of your
intervals.

»  Play and study the following examples:

I




Write the interval type and then play.
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Optional: identify the interval type. Definitety play.
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1. Chromalic Scale
"a. inoctaves (greatleft hand exarcise)
*b. atotherintervals (Perdect 4th upio a major 10th)

Two Whole-fone Scales

Three Symetrical Diminished Scales

Twelve Major Scales

Twelve Melodic Minor Scales

Twelve Harmonic Minor Scales

Twelve Pentalonic Scales (1,2, 3,5, §)

Twelve Pentatonic chi-es (1,2b3,5,6)

All Triads and four-part Chord Ameggios in ail Keys
* Optional

w0 osli oo GBm A Be o

At this point, I'm golng 1o suggest that thase of you who are just learning about modes,
single-string and double-string soloing for the first time, skip this material for now. You can
come back to it whenever you want. For now, just play the C major scale in open position
andimprovise on the vamps for each of the seven modes of C.

Then proceed to Position Playlng and only work on the materialin the section called
“The Straight Path.”

Observations

» The main diflerence between the open position and position playing (which follows,
soon enough} is thatin the open position, the open strings function for the notes that
in position playing would require 1st and 4th finger stretches. {This may take a little
time to understand.) From another angle: no finger stretches inopen position,

»  Theopen strings tend 1o ring out when we don't want themto. This means that we
neds 1o develop techniques of stopping cpen strings. This is usually accomplished
with a left hand-finger. Finger-style people also have options with using right-hand
fingers to stop open strings from vibrating. (See exercises that follow.)

* interesling and vary accessible possibiliies of sluming (hammer-ons and pull-offs) exist
inthe open position,
Check ‘em cut!

+ Inthis approach to the open position there is one rule 1o be lollowed:. same finger -
same fret.

A note on the 1si fret must be played with the st finger.
A note on the 2nd fret must be played with the 2nd finger.
A note on the 3rd fret mustbe played with the 3rd finger.
A note onthe 4th fret mustbe played with the 4th finger.

NO EXCEPTIONS!

Consaquently, we will not explore counterpeint and harmony in the open position
because the rule of same finger/same fret would make many voicings impossibie,
{Later on, of course, you could explore counterpeint and harmony inthe open
position. When you decide 1o do that, just use anyfingers you have to forwhatever
the notes are.)

» Iinthis particular approach, the cpen position is our first truly “chromatic area of
substantial melodic possibilities.” All scales, all modes, all ameqgagios are there. {Think
about whal that meanst

»  Singe the only note that has two localions and two fingeringsis the B (open siring or
Mh fret of G string), it would be a good idea to experiment with both possitalities when
playing any scale, mode, or arpeggio that contains the note B (or Cb). Sometimes,
one cheice is ohviously betier than the other. Sometimes, both are about the same.
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A person could spend a whole lifetima playing only inthe open position. {Imagine the

joy of playing on a guitar with
ten to eleven strings that had only fourfrets!)

Sometimes people who write books make weird observations.
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Position Playing

Onthe guitar, a position means a secticn of the fingerboard covering six frels across all six
strings. The range of a position is two octaves plus a P4 {29 half steps). In this range,

every note in the chromatic scale is present. Twenty-four of the available pitches have
only one location and one fingering. The other six pitches have two locations and two

fingerings.
Thera are four possible left hand-finger alignments:

1 2 3 4  (normal) 4 frets
2 3 4 {first finger stretch) Hirels
1 2 3 4 (fourthiingerstretch) Sirets
2 3 4 (double finger stretch) 6frets

These four combine to give us.
112 3 4 4

The position you are in is determined by the fret just below the 2nd (middie) finger.
112 3 4 4
'y
posilion

It's where the 1st finger normally falls. But since the 1stfinger covers two frets, this is
sometimes confusing. If you're playing the A Aeclian mode in tifth position, the low Ais
played with the 1st finger an the 5th fret of the low E string (normal placernent of 1st finger
for fifth position). But if you're playing an Ab Major scale in fifth position, the low Ab is
played on the 4th fret of the low E string with the 1stfinger (stretched placement of 1st
finger in fifth position). Even though you're playing a nota on the 4th fret, you're still in the
fifth position. That Is, of course, assuming that you play the Bb with your 2nd {middle)
finger. i you play the Bowith your 3rd {ring) finger, then you're not in fifth position; you'd
be in fourth.

From this we see that position is really determined by the placement of the 2nd and 3rd
fingers {middle and ring fingers). Fifth position means:

1. 2ndfinger on 6thiret

2. 3rdfingeron 7ihiret
3. tstiingeronSthiret (normal); 1stfingeron 4th fret (stretched)

4. 4thfingeron8thiret {normal); 4thfingeron Sthiret (streiched)

-}
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Here are some rules that apply 1o position playing:

Don't ever streich between 2nd and 3rd inger

Don't shift 2nd and 3rd finger up or down a fret {this amounts to changing
positions)

Don't use the same finger to play two consecutive scale degrees if there's
another way to fingerit. {Sometimes there is; sometimes there isn't.)

Here are some suggestions that apply to position playing:

1.

2.

Become as familiar as possible with all aternate fingenngs in a position.

Be especially aware of alternate fingerings on the G and B strings. Thisis
because of the 4t that the 3rd interval between those stings (as opposedio
the perfect 4th inlerval that occurs between aff the other sets of adjacent

sirings} changes things around quite a bit.

Realize that a position contains the whole “chromalic universe” within the range
(two oclaves plus a perfect fourth). Consequently, this means that any pasition
(and all positions) conlains:

Chromatic Scale (12 notes)

Two Whole-tone Scales (6 notes éach)

Three Symmetrical Diminished Scales (8 note scales)
Twelve Major Scales {7-note scales)

Twelve Melodic Minor Scales (7-note scales)

Twelve Harmonic Minor Scales (7-nole scales)
Twelve Pentatonic Scales {5-note scales)

Alltriads and four part chord arpeggios in all keys
Plus awhole lot more...

I'm sure by now you can see the vasiness of this project called position playing.

In approaching all of this material, it would be good to keepin mind thal (as cften
happens) there are two different approaches, both of which are important. For
example, let's take the major scale. The first approach would be to keep the
major scale the same, and change the posifion {i.e., G Major Scale in each of the
twelve positions). The second approach would be to keep the position the
same and change the scale (i.e., all twelve major scales in one position). This
principie of “keep one thing the same while the other changes: then change

the one thing while the other stays the same” is a very important concept when
working with the guitar. You'll see it popping up time and again.

Since most guitarists don't have large hands, it might make sense to stan
extensive work in one position higher up on the fingerboard (seventh position

or higher). The reason for this is that the higher the position the claser logether
arethefrets. Thus, a higher position woulkd be physically a bit eagier, particularly
considering the 15t and 4th finger stretches. With this approach, you would
start with a retatively high position and gradualty work your way down to the
lower positions as the left hand got accustomed to the st and 4th finger
strelches.

Posilion playing involves a lot of whatis often called "Finger-pattemn

memory”. It's a very big and important part of guitar playing. However, don't
forget the names of the notes. And don'tforget the degree of the note relative
tothe root of the scale or arpeggio. (The same applies to chords ) ¥ your aimis
to be thorough, rememberthat no one thing or approach is the most important
or the best. Allthings and/or approaches are important.

Position playing is an extremely disciplined study. s a great thing to wark with
when you feelin the mood to be disciplined. On the other hand, when you're
“playing”, you certainly don't want to confing yourself unnecessarily. Position
playing is sort of like a"gear” that you need to be able to "shift”inlo or out of at
will {for as long or short atime as is necessary).
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8. There is no direct relationship between how well you know position playing and
how well you canimprovise. ‘On the other hand, it shouid be easy to see that
there could quite easily be at least an indirect relationship! Or, to put it ancther
way. It you improvise, knowing posttiion playing very well sure helps.

Things te Do
«  Gothrough the material isted under no. 3 of suggestions.

= Play through any (or all} Jazz standard(s) keeping entirely in one position while
you're improvising. (Remember: anything you wani is there, somewhere])

- Play through things like Rhythm Changes and Blues Changes allin cne
position. if you wantedyou coulkd slay inthe same position and transpose
either or both forms {Blues, Rhythm Changes) 1o all twelve keys. Orchange the
positiort and keep the key the same,

= When working with scales {and especially mades), as soon as you “know the
fingerings,” stan improvising. Explore interval leaps - patterns, anything you
canthink of andior hear: If you just practice playing up and down the scale or
mode, yourimprovising will sound that way. {This isone of the biggest
problems that beginning and inlermediate guitansts have with improvising,
They just play scales up and down and play arpeggios up and down. That's
barely enough to get you “in the near vicinity of the balipark™! It certainly isn't
encugh to “get you info the ballpark” and.it's light years away from “aclually
playing the ballgame™!)

The Straight Path
Learn fingerings for the C major scale in positions one through twelve. iImprovise

against seven major mode vamps in all twelve positions. (seven modes times
twelve positions equals 84 possibilities.)

Cptienal: Learniingernings for all twelve major scales inthe position of your
choice. (seventh position or higher, unless your fingers are as long as bananas’
Improvise on all 84 modes (seven modes times twelve key equals 84 possibilties.)

Idea: Make tapes of pedal roots at different lempos. Get three 60-minute
cassefte tapes. Record two 15-minute roots on each side. That would be four
roots per cassette. Three casseties would be enough for all twelve roots.




Combination Playing:
“The Realm of the Electric ice-skating Rink”

Combination playing is what guitarists do the most when they play. They dontjust play on
one string; they dont just play ina position. They mixit allup; they move around.
Hopelully, they follow the music, which takes themwherever it needs to be taken.

{Hopefully!)

| think it should be fairly clear by now that a lot of playing up and down the individual strings
combinedwith a kot of playing in positions would add up to the largest possibie

preparafion for combination playing. What we are looking for asimprovisers is the greatest
possible feeling of freedom with respect to whatever area of the fingerboard the music
happens to take us. {Thuse “The Reaim of the Electrc lce-skating Rink)."

The principles of combination playing are fairly simpie. Let's take our old friend, the C
major scale, out for awalk:

1. Play the C scale only using two notes per string:

A o
- ==
¢ " " v 4
P 3 1 & U 3 F 2 1 & 6 ¥ F 3. & A 2 & i
6th 5th 4th 3rd 2nd 1st 2nd 3rd 5th Gth

Notice that with this fingering, you move gown the neck as the scale goes up; and
that you move upthe neck as the scale goes dowr! 1sn't that interesting? 1wonder
what might be the use of such a movement. What do you think?

2. Playthe C scale starting on any note (low E string) and play three notes on every
sting. You'll notice that these fingerings look just like position playing until you get to
the B string. Then, you have 1o shift to a higher position for the last two strings. This
kind of fingering would come in handy if you wanted to play the following:




So, fromthis example we can see that rhythmical groupings are animportant
_consideration. Three notes per string makes sense for triplets, sextuplets, elc. Also,
we see that articulation can be important. Inthe above example, notes 1,4, 7,10, 13,
16, and 19 are attacked; all others are o be slurred (hammer-ons).

3. Suppose you want to play 16th notes; try these examples:

Ex. A

T

Ist

2 8l 22 4 bl 2008 lonhod 4 -2 ] R &

Ex.C
1 1
1/2 ¥ l " ﬁﬁz:
Q.LTL"J_'—.. ﬁ
1241-124-4 124-4 13-31 34-41 3

3

in example A, the idea is four notes per string.
In example B, the idea is four notes per position.
In example C. the idea is lo shift positionsbetween hall steps.,
4. Now, experiment with playing the same passage many differsnt ways by combining
the ideas of examples A, B, and C.

S0, to review:

1. Notes per string: two, three, four, {five, 5ix)

2. Notes per position: two, three, four, five, Six

3. Shilt positions by half steps {or any interval, for that maltert)
4, Rhythmical considerations: triplets, 16ths, elc.

Playing scales up and down with these ideas is interesting, but unfortunately, when

you're improvising, it doesn't “come up much in conversation.” 5o, start leaping arcundto
search out melodies and imerasting patterns. (And put on your finger-skates, because
you're just about to enter the*Realm O the Rink).”
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To Do:

= Experiment with all possible scales, modes and arpaggios using the entire
fingerboard.

«  Improvise on Vamps, Standard Tunes, Blues, and Rhythm Changes using the entire
fingerboard.

The Straight Path

Improvise on modes of C major scale using the entire fingerboard.

The Approach: Take 2, Take 3

We've taken the C major scale and its modes ali the way through “The Approach.™ Now,
go back to the Beginning and go through the same proceduras using the C melodic
minor scale andits medes. {You'll probably want to use “the Straight Path” sections.)
When you've completed that, start back at the beginning again, but this (third) time, use
the C harmonic minor scale and its modes. (Work especially on the modes builton |,
IV, V, VL)

+  [t's absolutely amazing what happens when you change ene note in a major
scale. {E changes to Eb formelodic minor.)

« I’z alzo absolutely amazing what happens when you change ane note in
a melodic minor scale. (A changes to Ab for harmonic minor.)

«  You might also work with other seven- note scales. Forexample CDEF G
ADBC orCObEFGADBC.

« Sheots on C melodic minor and C harmonic minor follow:

Melodic Minor Modes

Melodic Minor (Jazz Minor)
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Lydian b7 (Overtone Scale)
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Harmonic Minor Modes

% = useful modes (% ) = slightly less important but still useful
Harmonic Minor
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Harmonic Minor Yamps

Harmonic Minor
x Ex 1 ) J Ex2 1
sizSisstSie sSE S Sis
! Co—" O o O ©
e = > 2 © © = ©
6th=D Lmn'antqg
. N + N .
(3 1 '_ i |
% “ T S s ¢ . ria s
Tonian Augmented
o | I?-'B- o s
O | o i :I
PR >—6> P
(%) Dorian #4 (Overtone Minor)
Ex. 1 — 3 Ex. 2 3 e
Lk Y
-+ = T b § 4
= e i s
H Phrygian Major
N J  ——— —

(%)

“.r [ :

Lydian #9

et s or

oH




Altered Dominant bb7

b . T be
W — e - i n
» S
T“_. - -.-_l" —.—"rr- —
|
oA -
: : & — = l':l
AR A 435 5

What Next?

Atthis point, [think it makes sense fo mention something. Cur approach has been
primarily derivative o far, (The modes were derivedtrom C major scale, C melodic minor,
C harmonic miner, ¢tc.) It would be a good idea to go through the same materia! again, but
this time, approaching itin a parallel fashion. That means: all the modes from the same
root. You might choose to pick C as the root since you probably know that key fairy well
by now. Personally, i think it might be even better to pick either E or A. These noles are
the two lowest open stings. The idea here is that it would be very convenient to have a
low, open-string reot in going through the parallel approach. This is particularly true of
harmenic malenal, since you'll have either four or five of the higher strings to play the
voicings, as well as the low, open-string roet 1o sound against any voicing youwant. That
might come in very handy.

E lonian E Dorianb2 E Phrygian major

E Dorian E Lydian augmented E Lydian #2

E Phrygian E Lydian b7 E whole tone

E Lydian E Aechian major E pentatonic (chinese) 1 2 3 5 6

E Mixoloydian E Locrian §j2 E pentatonic {japanese) 1 2 b3 5 &

E Aeclian E aftereddominantbb?  E sym. diminished whole step, half step

E Locrian E harmonic minor E sym. diminished (dom.) half step, whole step

E melodicminor  E Dorian #4

Examples:

1. Play the melody to “Happy Birthday”in E lonian. Transposeit to the other 17 7-note
modes.

£, Write a simple melody in E lonian that uses all the notes (seven) at least twice each.
Transpose {o the 17 other seven-note modes.

3. Goback lo playing up and down a single string, using all the material, then play the
otherfive strings. Then five sels of two adjacent strings. Then all the above material
inopen position. Thenin one position. Then ake a break!

4. Explore counterpeint and harmonic material from alt above modes and scales for at
least 20 years.
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Next “What Next?”

The question remains: “What about all the other keys?' {Andwhat a great question it is!)
I'm not one for schedules, particularly, but a few interesting numerical coincidences might

be worth menticning at this peint.

Time Musical Material

7 days in a week 7 mades of major, melodic and harmonic minor
4 weeks in a month 4 triads: 4 familles of 7th chords

4 seasons in a year

12 months In a year * 12keys; 12 positions onthe guitar
elc.. etc., elc... efc., efc., elc....

You get the idea.

| think much can be deduced

from what has been supplied

andfor inferred

from what has been imphied.

Analyze anc identify all of the following open-string intervals:

Line 1
4 [ ) S AF i¥ i3 [ 4]
% rre— —o o —2 - S —
e R L T R i = OO O
e -— — — = o © B ©
T T U T T
Line 2
b & T i% [4) % %
© - e B o s s
— 4y O i L] R — ¥ T
o © — o — o ey L
oy LS i O Tk
Line 3
A
# [ N ) [ 4 ] = (& ] Y [ § |
i P — | — 8 8718 o2 ol 2 o
YR O o o o o D — O U O 0
o O o © © o — o O o e
O | L8] O o O

1. Do youunderstand why the bar lines are placed where they are?

How about the double bar lines?
Can you explain the relationship of line 2 to ling 17
Ctherinterval combinations have beenomitted. Why?

Towhat extent does your harmonic (and contrapuntal) skill depend on knowing
these intervals?

6. Whatwould happen to these intervalsif the guitar were tunedE A D G C F(al
perfect 4ths)?

7. Have you suddenly decided to become a short-order cook?
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Il. MATERIALS

Triads

There are four types of triads: major, minor, augmented, and diminished. These four are
the result of combining major and minor 3rd inlervals.

Major Triad  Minor Triad  Augmented Triad  Diminished Triad

M3 + m3 m3 + M3 M3 + M3 md + md
C-E EG C-Eb Eb-G C-E EGH# C-Eb Eb-Gb

Triads have three inversions:
Hoot Position 1st Inversion nd Inversion

G| G | G# Gb ciclc|c E| EbE | Eb
EIEb|E | Eb Gl G | G#|Gb GC‘CG
cleic lc ElEblE IED Gl G Gb

Triads can also be spread in different ways:

351 5‘1‘3 3‘5‘1
513 3|51 51113
11315 OCTAVE OCTAVE
1/3]5 1135

E3

: iy

% g o5
al 8] O]

Allinversions ¢can be spread these ways.

Triads can also have a note doubled when you need four pans:

¢ F G A ;’; b D G Ab Db G A C
B | | | | | 2
=S8 = Ewimans 2 IENT U BEE ]
Fedsuos Tt




Now, go ahead and leam all G major, C miner, C augmented, and C diminished triads, al
inversions, all registers, all locations, in closed as well as spread voicings that foliow:

Optional: Figure out numbers of locations for
minor, augmented, and diminished as was
done in major triads,

(1-0)+ [3=2)
4 ) 2 (8) % —
, Do ® o O § 2 142 @) 58 (12 o E ©° §
. P St M— s S—
S s 3o o © o ©°
L E O
£}
.B it
© o ° £
o o E £ —
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Diminished

e
o5
e
¢
618
C 1816

5 B‘% - - I—,lﬂ =

E_g
¢
il
01|
ol L
)
-

It's probably easierto do the closed voicings {Jeft side) for all four triads before doing the
spread voicings (right side).

* These numbers indicate the number of possible fingerings for each voicing (which may
vary depending on the number of frets on any given guitar).




Fourtriads from twelve roots makes 45 triads altogether.

C C C+ € Eb Eb Eb+ Eb
F F F+ F Ab Ab Ab+ Ap°
Bb Bb Bbs Bp® Db Db~ Dbe Db°

F#& F# Fi#se F#° A A- A+ A
B B- B+ B® D D- D+ D®
E E- E+ FE° G G- G+ G°

These 48 triads can be randomly arranged 1o make vast numbers of "triad rows.” (Use all
48 triads, but only once each.)
Bb+ Db E- F* D B+ Eb* F# Bb- F+ E Ab° F#+ A G- Db°

w

C° Ab+ F# A- B D+ F- B2 C Ab+ G* A+ B- Eb C+ D°
F Db- E+ A D- Eb+ B G Eb G+ FH#¥ Eb- Ab Db+ G- B
{Each row can be re-arrangedin a vast number of ways.)

We can try to voice-lead the whole progression. Move each iriad 1o the next with the least
amount of movement. To do this, we:

1. Look for common fone(s), which is a note that is contained in two different triads.
{Vertical lines are omitted for clarity. Read all triads vertically.)

G G G#¥ Gb Ab A Ab A A Ab G# A
E Eb E Eb Eb E E Eb F F E F&#
ccmmantenes C-C- C-C- C-C-C-C- C-C-C-¢C

ROOTS 3ADS S5THS

The common tone must remain inthe same voice: bass, middle, ortop. The
other two voices then move 1o the other two noles in the chiord:

G Ab G-G F#
E Eb-Eb D D#
C-C Bbh B-B

Sometimes, there could be two common lones:

G-G-G-G
E-E Eb-Eb
cC B-B C

2. Lookforahalf step, if you don'tfind a common fone:

G- F# G F G- Gb

E D E D E-Eb

C A “-B C Bb
sometimes you might have two half steps,
or even all three:

G- Ab

E - Eb

cC-C




Froper voice leading involves the least amournt of combined melodic movement in all

three voices:
half steps half steps
G| Ab 1 G| Bb 3
E | Eb 1 E|F 1
clc Q0 CT Db i
# half steps 5 half steps
half steps half steps
G | F# 1 G| A# 3
E|D e E | F&# 2
C | Bb 2 cClD 2
5 half steps 7 half steps

conjunct (smoath) “ disjunct (less smooth)

Things to Do:

1. Now, go back o the “triad row™ and voice-lead through the entire progression.
(48 triads)

2. Mow, play it backwards.

3. Startwith aditferent inversion of the very first chord and go through the
sequence again.

4. Playitbackwards.

5. Slartihe sequence with a spread triad voicing and go through the whole
sequence again.
6. Guesswhat now?

7. Canyou see other things to do?

i you feelthat you need to write them out on paper, go right ahead. That'sa great thing to
do. (This way, it you lose your place or something else weird happens, you've got it down
on paper.) Bul as soon as you can, il's really good to go through these sequences just
frorn the chord symbols.

Aiso, it's a good idea lo have a notebook and/or music paper at hand when you are
working with tnads this way. You may come across some voicings for part of the
progression that you really like. When this happens, write them down | mmediately. Don't
just write the chord symbols. Take the fime to write the exact VOICings, because
inversions can really change the sound of a progression. You can use these little “gems”
far songs and/or pieces later on.

Observations

1. Augmented triads are fricky because the inversions on a given set of strings are all
the same,

2. Diminished triads are tricky because the inversions on a given set of strings are all
ditferent,

d.  It's easier to hear voices move with spread triads than with closed triads because
therg’s more room between each voice.

4. This approach to triads is somewhat “dry” and a bit too theoretical for some people,
Other people find it interesting because they understand that Ihey are dealing with ali
of a large (but finite) number of possible units with almost infinite possible
combinafions.

5. There s alot more to triadic harmony than many people would suspect,

6. Since most 7th chords consist of a triad plus one other note, this means that if you
Know your triads well, you already know about 75% of the 7th chords.

I .




7.  We usually think of harmony as beginning with tdads. Intervals are really the
beginning of harmony, but triad terminology conveys more information with shorter
symbals.

2,  Whenwe get to the harmonic material derived from major, melodic minor, and
harmonic minor scales, ! suspect thal you'll be glad you've worked with this approach
to triads first. It also wouldm't surprise me i, afier working with the harmonic materiaf
derived fromthe scales, you might decide to do some more work with the present
approach (o trads. It wouldn't surprise me al all,

More to Do with Triads

-

1. Root Progressions

Cycle2: GDb D EbE F Gb G AbA Bb B
Cycle7. C B BbA AbGGbF E EbD Db
(D#)

*(aflemate) Cycle3: CEGBDFFACHEG#BEb GoBoDb FALCELGBo DF A

(Fb)
(akemate) Cycle6: CAFDBLGEDCABF Do Bo G Eb Coh AbECR AFF D BGE

Cycled: CFBhEb AbDbGbBE ADG
Cycle5: CGD A E B F# C# G# D# A# ES

(A#) (G#] (E#) (D#) (G#)
(aternate} Cycled: CFBEBbEb ADAbDo GCF#BFBbEAFEb Ab D G Db Gb

{Abb) (Bbb) (Coy (Ebb) (Fbj
ialternate) Cycle5: CGb Db G DAbEb A EBoFB F# C GDb Ab D AEb Bb E BF

2. Tonic Systems

2 Tonic C F#

3 Tonic C E G#

4 Tonic C Eb Gb A

& Tonic C D E F& G# A#

Also, all of the above retrograde.

All these progressions can be done with any of the four types of triads.
All these progressions can be done with any mixiure of two types.

All these progressions can be done with any mixture of three types.
All these progressions can be done with any mixiure of all fourtypes.

3. Cadences
1 4 5 1inMajor CF GEGC
1 4 5 1 inMelodicMinor C-F G C
1 4 5 1 inHarmonic Minor C-F G G-
1 4 5 1 inNalural Minor G- F- G- G-

Optional: Could 1 4 5 1 cadences occur inother modes?
Could other cadences occur in other modes?

BONUS: | aimost forgot to mention it: triads can be be arpeggiated!
(Maybe you had aimost forgotten, too?)

* Alternate cyclas contain two atternating intervals. For example, (altemate) cycle 3
alternates between major and minor 3rd.

I



7th Chords

What follows are some pages of important 7th chords in three different voicings: Drop 2,
Drop-3, and Drop 2 and 4. (}f you're interested, you might try Drop 2 and 3. Some of them
are ussful.)

4-way close Drop 2 Drop 3 Drop 2 and 4 Drop 2 and 3

Bb Bb Bb Bb Bb
G
E E E
c C (c c
G “ % G G
E
i

All four inversions are shown for each chord. (The remaining voicings that are lower and
higher need o be learned aswell: don'tforget, this is a do-i-yourself book!)

Cuestion: How much of the matenal inthe triad sections of this book would it be possible
to apply to 7th chords?

DROP 2
Maj. 6 Dom. 7 Maj. 7
A ﬂJ O - § 4] f?_n o : 0 - 'E
[ & ] LY ] _ﬂ' ] iy _B
a0 o g F Jh oo
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ooty oo Uy oo be o up Ul
- S ir 2 b5 o —8 = 5
v © et O o L
Dim. 7 Min. 7 (b5) Tonic Dim.
" b bbo t,E.E : ho s i l.n l?‘ﬁ
X & T ') [& ]
b “&bggl ot b o .;E 2 Ib B:E'E O ; i%g:ruLﬂ B—i
i = 3
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Intervals, Triads, 7th Chords, Others

Major Scale

Let's take a closerlook at the C Major scale.

1.  Altwelve intervals are contained in a major scale:

—— minor 2nd 2 (BC: E-F)
— major 2nd 5 (C-D; D-E; F-G; G-A; A-B)
—— miner 3rds 4 (D-F; E-G; A-C; B-D)
—— Mmajor 3rds 3 (G-E; F-A; G-B)
perfectdths 6 (C-F; D-G; E-A; G-C; A-D; B-)
r augmented 4th’ 1 (FB)
diminished 5th 1 (B-F)
perfect 5th 6 {C-G: D-A; E-B; F-C; G-D; A-E)
— minor 6th 3 (E-C; A-F; B-G)
——— maijor 6th 4 (C-A:DB:F-D; G-E)
—— rminot 7th E (D-C; E-D; G-F;, A-G; B-A)
- major 7ih 2 (C-B; F-E)
augmented 4th/diminished 5th drdigth famity 3 + 4 = 7
(Tritone) 1
2nd7ihfamily 2 + 5 = 7
minor 2nd/magor 7th 2
dihbthfamily 1 + 6= 7
major 3rd/minor 6th 3
minor 3rdfmajor 6th 4
majgor 2nd/minar 7th 5
perfect athvperfect 5th 6
2. Triads (See Page 48)
The major scale contains:
3 major triads CFG | vV
3 minor triads D- E- A- I e
1 diminished triad B Vi
0 augmented triads
3. Tth chords (See Page 49)
The major scale contains:
2 major 7thchords  CM7, FM7 |V
3 minar 7th chords D7 E7 A7 it vl
1 dominant 7th chord G7 1l
1 minor 7th {5} chord B-7b5 Vil

4, 9th, 11th, 13th chords:Ses hybridfour part voicings, pages 58

to 61.

CM7 g 11 13 Are these triads?
D-7 g 11 13

E-7 b3 11 bi13

FM7 g  #11 13

G7 g 11 13

A-7 9 11 bi13

B-7b5 b8 11 b13

N



Quartal Harmony ({fourth voicings) See Page 50.

3.

P4+ P4-5
P4+ TT -1

Three part voicings:

TT + P4 - 1

four, live, six- pant voicings: see page 50.

Play and identify all triads and cycles.
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QUARTAL HARMONY
- {4th Voicings, C Major Scale)

3 Part = P4+ P4 e P4 +Tritone  Trnitone + P4

A O o—O
e o o 1 xy

o (& ) o A1¥ P Ly iy O O
%'—n—% - = a—= | 1 (3]
J o O O B

TT P4 P4 P4 P4 P4 P4

P4 P4 P4r TT P4 P4 P4

4 Part s

O B
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i o 3 g ¥ O
'y e © ©

P4 P4 P4 P4 TT P4 P4

TT P4 P4 P4 P4 P4 P4
P4 P4 P4 TT P4 P4 P4

5 Pant
© o
A
f——o—o—0 G—e o O
> L8] ') O (9] iy i
3 T AR T T E‘“’E
-3 O L3 J
F4 TT P4 P4 P4 P4 P4
P4 P4 P4 P4 TI P4 P4
TIT P4 P4 P1 P4 P4 P4
P4 P4 P4 TT P4 P4 P4
; Panﬂ _g g .
£ 532 a8 O L
% o—eo—9 5 I
¥ £ _u—"—ﬁ—
O g ~ d
P4 P4 P4 P4 P4 TT P4
P4 TT P4 P4 P4 P4 P4
P4 P4 P4 P4 TT P4 P4
TT P4 P4 P4 P4 P4 P4

P4 P4 P4 TT P4 P4 P4




Intervals, Triads, 7th Chords, Others
Melodic Minor Scale
(Real Melodic Minor or Jazz Minor)

Let's take a closer ook at the C melodic minor scale.

1. Alltwelve intervals are contained in a melodic minor scale:

—— minor 2nd 2 (B-C; D-ED)
—— major 2nd 5 (C-D: Eb-F; F-G; G-A, A-B)
—— ménor 3rd 4 (C-Eb; D-F; A-C; B-D)
— major 3rd 3 (Eb-G; F-A; G-B)
perfect 4th 4 4 (C-F, D-G; G-C; A-D)
[ammerﬁed 4th 2 (Eb-A; F-B)
diminished 5th 2 (A-Eb; B-F)
perfect 5th 4 (C-G; D-A; F-C;, G-D}
— minor &th 3 (G-Eb; A-F; B-G)
—— major Bth 4 (C-A; D-B; Eb-C; F-D)
— minor 7th 5 (D-C: F-Eb; G-F; A-G; B-A)
L. major 7ih 2 (C-B; Eb-D)
augmenied 4th/diminished 5th 2
{Tritone)
mingr 2ndémajor 7th 2
major Ird/minor Gth 3
minor 3rd/major 6th 4
major 2nd/minar 7th 5
perfect athvperfect Sth 4
Jrd/Bthfamily 3 + 4 = T The reason this family is one
ond/7thfamily 2 +5 = 7 unit short is because of the
4th/oth family 2+4= & interval B-Eb, which is a diminished
4th/augmented 5th. Enharmonically,
the sound is a major 3rd/minor 6th.
2. Triads
The melkodic mingr scale comains.
2 major triads F G v v
2 minor Iriads C- D- L

2diminishedtriads A® B° Vi VI
1 augmented triad Eb+ i

3. Tth Chords

The melodic minar scale containg:

2 dominant 7th chords 7 G7 v vV
2 minor 7{b5) chords A-Tb5 B-7b5 VIl
1 minor 7th chord D-7 |

1 minor maj7 chord C-M7 I

1 augmented aj7 chord  Eb+M7 I

I




oth, 11th, 13th chords See hybridfour-par voicings pages 5¢

o861,

C-M7 g 11 13 Are these triads?
-7 b9 11 13

Ebh+M7 9 #1113

F7 g #1113

a7 g 11 b13

A-7(RE) 9 1 b13

B-7(b5) b3 b1t b1

F

Notice thatthe $1th degree of B-7 (b5} is b11. This note is enharmonically the
same as 3. Consequently, the mode built onthe 7th degree (b) tumns out 1o be BY
altered: 1 b2 b3 b4 b5 b6 b7. Thisis somelimes called “super Locrian.” (itis
o “dark” it starts getting "bright™). Functionally, the altered scale iswritten:

1 b2 #2 3 # #H 07

ha #9 #11 b13
b5
You canthink: 3 chordtones 1, 3, b¥y ard
41ansions b #3 DS #5
#11 bi3

This Super Locrian scale is used against a dominant 7th chord, not a minor 7(B5).
Fven though the diatonic 7th chord is B-7{b5), the “altered” in att. dominant means
that the 5th and the 9th are attered; which means either raised or lowered (b9, #9,
b5, #5). No3; no5. This is known as an altesred dominant scale. So, you could
change the list of 7th chords to include B7 {b5) andior B+7 (B7#5). Functionally,
you could delete B-7{b5) because lhe aliered scale is not usually used for minor

7(b5).

The Super Locrian or altered deminant scale is also called the diminished - whole
tone scale, because it starts out like a diminished scale (B C [ Eb;hali step -
whole step - half step) and ends like a whole tone scale (Eb F G A B allwhole

steps).

This is important to keep in mind because all the melodic minor modes have
these conligurations, but in diffterent areas of each mode.

Quartal Harmony ({4th voicings)
Three- part voicings:

P4 + P4 -3 CIFiG
G| C|D
DIGIA
P4 + TT -1

TT + P4- 1

B
F
C
D
A
Eb




The othertwo voicings  Eb A arenot compatible with the previous

BE and Eb

F B
five voicings since these two contain the diminished 4th interval (which sounds
like @ major 3rd). Thisis not to say thatthey can'tbe used at all. #1's just that they
don't sound “right” in a 3-part harmony context,

QUARTAL HARMONY .

(Melodic Minor Scale)
3 Part
A F O -
=saass
o }
TT P4 P4 P4 P4
P4 P4 TT P4 P4
Omit because of diminished 4th
4 Part
o © 2
oo H &0 hp
% o PR M —
oo o
ot P4 P4 TT TT P4 P4
TI' P4 P4 o4 P4 P4 TT
P4 P4 TT TIT P4 P4 o4
5 Part
e 0 B g |7-]91
o 1 | O —©O O
PN S T - S S—\ S—
o - o -0
© PO iF
© ¥
TT TT P4 P4 o4 P4 P4
od P4 P4 TT TT P4 P4
TT P4 P4 o4 P4 P4 TT
P4 P4 TI TT P4 P4 o4
ﬁPartLe
L4 ]
O
1 X -3
G0 S-b3 %
o
e
§ 8 s°
P4 o4 P4 P4 TT TT P4
TT Tr P4 P4 o4 P4 P4
o4 P4 P4 TT TT P4 P4
TT P4 P4 o4 P4 P4 TT
F4 P4 TT TT P4 P4 od

The diminished 4th interval seems to work much better infour, five, and six part

4th veicings. The sound of the major 3rd seems to add a nice quality of
“brightness.”
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Intervals, Triads, 7th Chords, Others
Harmonic Minor Scale

Lef's fake a closer look at the C harmenic minor scale.

1. All twelve irtervals are contained in a harmanic minor scale:

minor 2nd . (D-Eb; G-Ab; B-C)
major 2nd e (C-D; Eb-F; F-G)
minor 3rd 4 (C-Eb; D-F, F-Ab; B-D}
major 3rd 3 (Eb-G; G-B; Ab-C)
periect 4th 4 (C-F; D-G; Eb-Ab; G-C)
augmented 4th |: 2 (F-B; Ab-D)
diminished 5th 2 {D-Ab; B-F)
perfect 5th 4 {C-G: F-C; G-D; Ab-Eb)
minor th =4 {C-Ab; G-Eb; B-G)
major 6th — 4 {D-B; Eb-C, F-D; Ab-F)
minor 7th . (D-C: F-Eb: G-F)
major 7th — 3 (C-B;, Eb-D; Ab-G)
augmented 4thidiminished 5th 2 JrdiBthfamily 3 + 4 = 7
{Tritone) _
minor 2nd/major 7ih g 2nd/7thfamily 3 + 3 = 6
minor Jrd/major &ih [4 4th/Sthiamily 2 + 4 = B
major 3rd/minor 6th =3
The reason that both the 2nd/7ih
major 2nd/minor 7th — 3 family and the 4th/Sth family are
migsing some units is becatise of
perfect 4ih/perfect Sth =i enharmonic intervals. We've got

B-Eb again {like in melodic minor),
which is a diminished #th/augmented 5th that sounds ike a major 3rd/minor Gth. in
addition, there is the augmentad 2ncidiminished 7ih interval, Ab-B (B-Ab), which sounds
like a minar 3rd/major 6th. This augmented 2nd interval is really what gives the harmonic
minor scale its very distinctive “color”. The construction of the major s¢ale and the melodic
minor scale involved only hall steps and whole steps. Inthe harmonic minor scale, we've
got antintervat largerthan awhole step between two scale degrees for the firsttime.

2. Triads
The harmonic minor scale containg:
2 major triads G Ab vVl
2 minor triads C- F- [\ T
2 diminished triads  D° B® -l

1 augmented iriad Eb+ i
3. 7th Chords

The harmonic minor scale contains:

1 major 7th chord AbM7 Vi
1 minar 7th ¢chord F-7 W
1 dominant 7th chord G7 V
1 minor 7{b%) chord D-7(b3) I

1 diminished 7th chord = Vit
1 minor major 7th chord C-M7 b

1 avgmented major 7thchord  Eb+M7 1l

| think you can see now why it's called the hammonic minor scale! (seven difterent
four-part struclures). See the hybrid four-part voicings, pages 59 10 61.
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9th, 11th, 13th chords

C-M7 9 11 bi3  Arethese triads?
D-7(b5) bg 11 13
Et+M7 9 11 13
F-7 g #1 13
&7 b9 11 bi3
AbM7 # #1113
B°7 b B11 b13

Things start to get a bit complicated at this point. Nolice that B°7 has ab11.
{Enharmonically 3). Also, notice the b13. Since the B°7 already has bib7 { 6), this
means you get b13, 13, and no 7ih! Kind of weird, isn'tit? Notice that Eb+M7 has
13. Since Eb+M7 has #5 init, we get a similar afignment; #5-13. (Although Lydian
augmented — third mode of melodic minor — has the same thing, it also has #4,
which seems to redeem it somehow. Eb+M7 in C harmaonic minor has 11. (Ab)

Weird!)

Also notice two otherthings: F-7 has #11 and AbMajor? has #9 plus #11. These
give very interesting colors that we haven't seen before. We could call the mode
built from F a sort of *blues dorian” and the mode built from Ab a sort of “blues
Lydian”. All of this helps to explain why | suggested that only four harmonic minor
modes were really useful. (From1, 4, &, 6). Fromthe 2nd degree seems to spoil
the sound of the V7{b3) prematurely. From the 3rd degree and 7th degree just
seems too "weird”. However, this is just my cwn personal opinion. As always, you
must decide for yourselr.

Quartal Harmony (4th Voicings)
D|F|G

F|G|AIC|D

C/ ' DIiEbG| Ab

As in melkodic minor, we have |he diminished 4th (which sounds like a major 3rd) to
consider.

Three-pant voicings: B ‘ C

Eb Ab
B Eb
F B (turns out to be an Ab minor friad)

However, since the harmanie minor seake is so interesting harmonically, | think it
best 1o let each person decide what does or deesn't sound good.



. QUARTAL HARMONY

(Harmonic Minor Scale)

ho
¥
O
(%)

3 Part

P4
od

P4
P4

gepei| EX
amem =
geder EF

bo
F 4y
£ —
(& ]
P4
o4

[0

——

e
P4
T

TT

P4

k=

5 part

P4

od

P4
P4
TT

i b
P4
P4

& Part

gnam: SEERT
degedy EXFEE

:Mpﬁau SEEA R
gnmnamnmﬂn

ﬁuﬁm IERER
geogor  TEEAA
¢ ExsExR




Diatonic Four-part Chords: Part |

Inthese sets of possibilities, the primary symbol system is the 7th chord terminology whila
the secondary system is triads over bass notes,

Major (7th chords

L E G

C D E
Cycle2: CMY D7 E-7

E D g

C B A
Cycle7. CM7? B-7Tb5 A-7

E- G B°

C E G
Cycle3d: CM7 E-7 G7

= G A-

G A F
Cycles: CMT7T A7 FM7

E A D

c F B3
Cycled. CMY FM7  B-7b5

E- - £

C G D
Cycle5: CM7 G7 D-7
Melodic Minor (7th chords)

Eb+ E G

c D ED
Cycle2: GC-M7 D-7 Eb+M7

Eb+ I c-

G B A
Cycle?. C-M7 B7b5 A-7b5

Eb+ G B’

C Eb G
Cycled: GC-M7 EbM7 G7

Eb+ G- A?

C A F
Cycleg: G-M7 A7hS F7

Eb+ A D-

C F B
Cycled: GCGM7 F7 B-7b5

Eb+ B E

C G D
Cycle5: C-M7 &GV D-7

FM7

o oM
0y

mmio
|

> >0
I-..‘l

QO 7T

o

B-7b5

wlwlny
a1

>0 ppo
=

:

E c

G A

G7 AT
A- G

F E
FM?  E7
E A-

D F

D7 FM7
D- B

B G
B-7b5 G7

c E

A D
A7 D7
G L-

E B

E7  B-TbS
E° G-

G A

G7  ATDS
A 5]

F Eb
F7 Eb+M7
E A’

D F

D7 F7

D B

B G
B-7b5 G7
G E

A D
A-7b5 D7
G C-
Eb B
Eb+M7 B-7b5

F7

I



Harmonic Minor {7th chords)

Cydle 2:

Cycle 7

Cycle 3:

Cycle 6:

Cydle 4

Cycle 5:

C-M7

C-M7

G AD
p Eb F
D-7b5 Eb+M7 F-7
Dﬁ- E' Eﬂ

B Ab G
B*7 AbMT  GY

g & D
Eb G B
Eb+M7 G7 B*7
c s M E
Ab E D
ADM7  F-7 D-7b5
A D&

F B Eb
F-7 B*7 Eb+M7
B E G

G D Ab
G7 D-7b5  AbM7

AbM7

G
Eb

Eb+M7

Diatonic four-part Chords: Part Il

Inthese sets, the symbol systems are reversed.

Major 7th chord variation {or hybrid 13th)

Cycle 2.

Cycle 7

Cycle 3:

Cycle 8!

Cycle 4.

Cycle 5:

S _F

CM7

C
B

D7 E7
D E

c D
B705 A7
B° A

A G
E7 Q7
E G

D F

A7 FM7
A i

G E
FM7  B-7b5
E B

E A

G7 D7
G -

£ c

FM7
E

¥

Ab
AbM7

Eb
Eb+M7

h_——

HI.‘.\-
B
B°7

G7

F7



Melodic Minor 7th chord variation {or hybrid 13th)

Cycle 2;

Cycle 7.

Cycle 3.

Cycle B:

Cycle 4.

Cycle 5:
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Harmonic Minor 7th chord variation (or hybrid 13th)

Cycle 2:

Cycle 7:

Cycle 3:

Cycle G:

Cycle 4:

Cycle 5;
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Diatonic 4-part Chords: Part lll

Inthese sets, there is no succin 7th chord terminclogy system, 5o lhe sole system is
triads over bass notes.

Major {hybrid 9th)

G A- B° G o k- 5
Cycle2: C D E F G A B
G E e D- c B° A
Cycle?: C B A G F E D
G B s D £ - c E*
Cycled C E G B D F A
G | 5 1] A E L- ge
Cycles: C A F D B G E
G G E g k- & D-
Cycled4: C = B E A D G
G D A E B” E c
Cycles: ©C G ¥ A E B F
Melodic Minor (hybrid Sth)
G A7 g’ G D- Eb+ E
Cycle 2: C D Eb F G A B
(€] E Eb+r D C- B’ -
Cycle?: C 3! A G F Eb D
G g° L- E A° G- Eb+
Cycled: C Eb G B D F A
€] Eb+ & A° E 8] =Y
Cycleg: © A, E D B G Eb
c] C- E B* Eb+ A D-
Cycled: C F B Eb A D
G L- A° Eb+ B° E c-
Cycleb: © G D A Eb B F
Harmonic Minor (hybrid Sth)
€] Ab B C- g Ep+ E-
Cycle2: ©C D Eb F G Ab B
G E- Ep+ D7 L B* Ab
Cycle7; C B Ab G F Eb D
G B | g B Ab C- Eb+
Cycle3d: C Eb G B C F Ab
L] b+ Ab E k= B
Cycles: C Ab F D B G Eb
G G- E- E° Eb+ Ab [0k
Cycled: C F B Eb Ab D G
G oy Ab Eb+ PB° E- G-
Cycle5: C G D Ab Eb B F

P




Diatonic 4-part Chords: Part IV

Inthesa sels there is no succint 7th chord terminology syslem, so the sole systemis

triads over bass noles.
Major (hybrid 11th)
B c D- B E G A-
Cycle2. C D E F G A B
B A €] £ E- b- C
Cycle?: G B A G F E D
B D- A- c E G
Cycled: C E G B D F A
B° G E- C A- E L-
Cycles: C A F D B G E
B° E A- D- G C F
Cycled: C F B E A C G
B’ E c G D- A- E-
Cycle5: © G D A E B F
Melodic Minor (hybrid 11th}
=¥ G- D- Eb+ i €] A’
Cycle2. C D Eb F G A B
B’ A° G E E+ D G-
Cycle7: C B A G F Eb D
B° D- E a° L Eb+ €]
Cycle3d: C Eb G B D F A
B’ G B G A° F D-
Cycles: C A F D B G Eb
B Eb+ A° D- £ c- E
Cyced4. G F B Eb A ] G
E° E C- G L o Eb+
Cycles: © G D A Eb B F
Harmonic Minor (hybrid 11th)
B° G- D Eb+  E- L€] Ab
Cycle2: G D Eb F G Ab B
B° Ab g E: Ep+ ¥ C-
Cycle7: C B Ab 5 F Eb D
g R Er Ab c- Eb+ G
Cycled; C Eb G B D F Ab
= G Eb+ G- Ab E D°
Cycles: C Ab F ¥ B G Eb
i3 Eb+ Ab B g G E
Cycled: C F B Eb Ab D G
B° B G- G D° Ab Eb+
Cycled: € G D Ab Eb B F
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Modes; Chord-scales: If

When it comes to chord-scale relatio nships, a ot of differsnt pecple will tell you a lot of
diiferentthings. Most of the time, there's some truth 1o what anyone might teff you.
However, you need 1o walch oul for any tendency 1o think that “there must be aneway
that’s the best.” There isnt.

Any sytem of chord-scale relationships is bound to have certain advantages as well as
centain disadvantages. Consequently, I'd advise anyone to find out as much as possible
about many different approaches.

Initially, the two most important approaches are derivative and parallel {as we've indicated
betore). Derivative has the advantage of relying on relatively fow “master scales,"which
would include the major gcale, the real melodic minor scale, the harmonic minor scale, the
symetnrical diminished scale, the whole tone scale, the pentatonic scale, ete. The
complexity of this approach involves the fact that you need to learn many different
refationships of how the “master scale” relates to the chord type. Examples: chord
symbolis F Lydian. Think major scale built on fhe fifth degree (C major scale).

Chord symbol is G7 altered. Think melodic minor scale butt from b9 (Ab melodic minor
scale),

Chord symbol is A7(b8)b13. Think harmonic minor scale built from the root of where this
dominant chord would tend 1o resolve (D harmonic minor scale).

The Parallel approach starts out with all the complexity because in the beginning you have
to leam seven different modes from the major scale, seven modes from the melodic

minor, seven modes from the harmonic minor, ele. As difficult asthis may seem), it does
have the distinct advantage of a consistent understanding of note relationships from the
roots of the chords. Consequently, this approach (paralle!) is usually understood to be
especially important and useful for musiclans who play chords. This way,we know not only
the notes that are available, but also their relationship 1o the chord type in terms of chord-
tones and tensions,

In som situations, #'s fairly obvious that derivative s dquicker than parallel or vice versa.
Forinstance, if the chord symbol is Gb Lydian, derivative thinking rright be too slow:
“What is the major scale of which Gb is the 4th degree? Let'ssee, do | go up afifthor
down afifth?" The chord might be over befora you figure it oul. Whereas, if you know that
Lydian means a major scale with the 4th degree raised a half step, you can get to the
notes right away. So, inthis situation, itwould appear that parallel thinking is quicker than
derivative,

Onthe other hand, i the chord symbol is A¥-7(b5), paralle! thinking would be very
cumbersome, to putit mildly: “Let's see, Minor 7{b5) is Locrian. All t have to dois take an
A# major scale (A# B¥ Cx Di#t E# Fx Gx A# and flat the 2nd, the 3rd, the Sth, the 6th and
the 7th. (By the fime you figured it out, the whole tune could be overl) Derivative

thinking would be much faster: “Minor 7(b5) Is Locrian. Major scale up a half step. Oh! It's
the notes of a B major scale from the 7th degree, A#P"

In addition to derivative and paraliel, there are other ways of leoking at chord-scale
relationships. Probably the most well-known of altemnative chord-scale relationships
would be the Lydian Chromatis Concapt. (itis beyond the scope of this essay to gointo
any depth on the details of the Lydian Chromatic Concept. Anyone interested should
see George Russell’s book, The Lydian Chromatic Concept of Tonal
Organization). One appealing feature ofthe L. C. C. is that itis a complete and
consistent systemwithin itself. One legs apppealing feature is that it cantend o be
confusing to someone who doesn’t already have a strong background in both derivative
and parallel thinking. Like any other approach, the L. C. C. has it’s own distinct
advantages and disadvantages. |wouldcalithe L. C. C. a hybrid derivative approach
because, like derivative, you don't have to learm all the modes that you have to leam in
parallel. You doneed to leamn particular scales, in different relationships to chord-types,
But the “parent scales” are somewhat different than in normal derivative thinking.

I
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| personally think that the most vaiuable aspect of the L.C.C. has fo do with the way that
the author “locked atthe overview.” The way that he chose to organize it was one of
several possibilities. But the fact that sormeone could look this way is quite valuabile, 1
think. There are examples of L.C.C. thinking that I've found to be very useful. You'll find
some of them in this present volume. Again, I must add thal my own feelingis that any
systern has certain “traps” built into it by virtue of being a “systemn.” Onthe other hand, 1o
disregard the benefits and valuable aspects of scmeone’s work just because it's a system
would be silly. So, my advice would be 1o check it outit you're interested, and lake from it
what makes sense for you,

There is one other approach to chord-scale relationships that needs 1o be mentioned:
Common-ione thinking. (To my knowledge there has been no organized approachor
method to this kind of thinking, even though many players use it fromtime to time.) As
you might guess, it has to do with common fones. In its most simple form, it could be
expressed as: “What stays the sanfe? And what changes?” It works in progressions of
chords that have a commion tone, For purposes of demonstration, let's take a couple of
progressions and show all four ways of chord-scale thinking followed by a theme thal has

been moved around to fit each of the four approaches.

Ex. No. 1
Derivative
o CMaj Bh7 Ab Maj.7 Bb7
[ I ] " )—B-“ I ¥ O
% -“© E
(C Major} (F Melodic Minor) (Eb Major) (F Melodic Minor)
a Parallel | |
g o0 : i,u-aﬁﬂ Lﬁi’ﬂ‘ﬂnta 'b-u-a
(C Iontan) (Bb Lydian b7) (Ab Lydian) (Bb Lydian b7)
' ey = M o m_,_feﬂaﬂ =
W =
(F Lydian) (Ab Lydian Augmented) (Ab Lydian) ( Ab Lydian Augmented)
i Common Tone
po "ﬁu:}ﬂ_:
o -Br_“_ﬂ U D o 'IB
(C Tonian) (C Aeolian Major) {C Aeolian) (C Aeolian Major)
(C Mixolydian b6) (C Mixolydian b6)
Theme: 7123465
Derivative
* e I | —
> 90—

C major F mel. min. Eb major F melodic min.




Parallel

ot £
C lonian BbLyd b7 AbLyd. BbLyd. b/
Lydian Chromatic
P ] '_'iIl '1:
t} = inE— — —
F Lydian AbLyd. aug. Ab Lyd. Ab Lyd. aug.
Common Tone I',;.r L‘
- » | __F
'—'
- M :'o—E'u‘k >
| — v
C lonian C Aeolian maj. C Aeolian C Aeclian maj.
C Mixo. b C Mixo. b6

Notice that in each of the four approaches, you are still using exactly ihe same notes for
eachchord. But1think that if you played through the progression a number of timas using
eachof the four approaches, you would come up with different resulis.

Observations for Example No. 1

+  Derivative is probably the easiest, bul you "jump around” some.

+ With parallel you tend to shape your ideas the same way the chords move.

+  With Lydian Ghromatic Concepl, thinking F LydianforC maj. 7is & bit tricky for most
people. Onthe otherhand, the restof the progression lurns out to be strung
together in common-tone thinking.

- With common-tone thinking, you can stay right where you are and play without moving
around a lol because it's easy to see *what’s the same? And what changes®




Ex. No. 2

Derivative .
- D-7 (b5)E9 G7 Alt.
C Maij. 7 #11 IAT Al oho bS5k i s
. : - i
¢ (G Major) (Bb Melodic Minor) (F Melodic Minor) (Ab Melodic Minor)
Parallel
# 0o : |
£ L& ]
(C Lydian) (A Alered Dominant) (D Locrianl 2) (G Altered Dominant)
A Lydian Chromatic | | [,9 |
4.,91:-5“9@3& by 50 —yor0re
© L8 ] e U—P—B—‘
(C Lydian) (Db Lydian Augmented) (AD Lydian Augmented) (Cb Lydian Augmented)
Common Tone
: BW eﬂj‘en‘e‘“—en bo T @y
PuL Y R
(G Major) (G Locrian }q 2) (G Phrygianf 6) (G Altered Dominant)
Theme: 3125476
Derivative
4_.;\ | Nt rhe
% ’ T e 2
G maijor Bb msl. min. F mel. min. Ab mel. min.
Parallel M’F
0—#.0 rm & be- e L"' e e e
¥ by
——— -ﬂ
C Lydian AT al. D Locrian h D G7 al.

R




Lydian Chromatic

il e - d———_

o
L

.?.F
N -
CLydian Db Lyd. aug. Ab Lyd. aug. Cb Lyd. aug.

Common Tone

|. E [ - |
L, re - e | -

TN TN s T
s

#'_.' ’ ¥ he i _—
G major s Locrian 2 GPhy. B G alt.

Observations for Example No. 2

«  Afterplaying the four variations of the theme, you might be templed to experiment
with skippitg from one measure of one approach to ancther measure of ancihef
approach. Icertainly hope so!

+ You might even see the possibility of transposing the theme to get even more
variations than were given. If so,gofor ! (Themes and variations are a very important
part of improvising.)

- You might experiment with your own seven- nole themes. (I you run out of ideas, you
could use a telephone book for source matenal).

- You might experiment with themes of lgss than seven notes (or more).

Afterthoughts:

Again, no single approachis 'the best.” Bul each approach has definile uses. Eachis
valuable. Each is worthwhile exploring.

Derivalive: Accessible; very good for “an overview.”
Paraliel; Important harmonically; very good for “specifics.”

Lydian Chromatic: Less accessible than normal derivalive; very good for “another
overview” {could lead to even more “ovenviews).”

Common-lane: Uniquely different from previous 3 approaches; more like an ‘underview”
than an "overview.”

Chord Type Mode(s)

Major 7th lonian; Lydian; (Lydian#2}: (Lydian augmented]
Minor 7th Dorian; Phrygian; Asolian; {Dorian#4}

Minor major 7th melodic minor; harmanic minor

Minor 7(bS) Locrian; Locrian 2

Dominant 7th Mixolydian; Lydian b7; Aeolian major; altered

dominant; Phrygian major; Donan b2; whole-tone;
symmetrical diminished (1/2, 1, 1/2,1, 1/2,1,1/2, 1)

Major 7 #5 Lydian augmented

- F




Process

I'd like o show you something that | think is interesting. After deciding 1o demonstrate
how the Major 7th, Maj. 7(b5) and Maj. 7(#5) chords can be used as substitutes for other
chords, | was listing for myself the possible functions of CMaj. 7. | came up with six
possible uses:

1.CMaj.7

2. D7 sus 49,13)

3. B-11 (in Donan only)
4. FM7(#1)

2. AT

6. B7sus4 (#5 , b9)

Then I figured it would be a good idea 1o show the use of G Major 7th for each of the six
chords in progressions where the chords cecurred in context. So | wrole six progressions
of three {or four) chords. Then, twrote several more versions of gach of the six functions
using difigrent voicings of the C maj. 7 chord, (The progressions were usually Il Vi or
soime variation of it.) | compiled all the material and wrote it out on paper (which follows),

Then | wondered if it would be possible to siring these small harmonic fragments together
to make a larger progression. {The trick would be to use each and every fragment, but
only once ) After much experimenting, I finally figured out a way 1o dojit. 1admit | did take
some "artistic liberties” when | needed, but that's okay to do. Thenlwrote it out on paper
{which follows).

If you write something like this that works,

you call it a “chord progression”.

If it not only works but really sounds good to you,
you call it a *hammonic cordinuity™

In this case, the harmonic confinuity came first. Then, | simplified it to write the
progression {the changes) which follows.

Play through and study all of the following pages:




Uses of C Major

o7
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As C May.7 . D-7 G7 Al C Maj.7
D-7(b5) GTALL® CMaj7 g'? #Eg'“*- %‘ﬂl 7 . o o
O D' 8 LY 2 ﬁg g
7 1 b 2d O L o O
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As D Dorian
As D7 Sus 4 (9,13) A7 D75us4 , Go7  GMaj.7 e s
ATAR D7Susd GLyd 5 b o re
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Harmonic Continuity
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- Chord Progression

A-7 D7 Alt G Maj.7 E-7 A-7 D7 Sus 4 Go7 G Maj.7

=

AT AlL D7 Susd4 G Lyd. C Lyd. F#-7{(b3) B7(b9) E-

-

ot

G-7 C7 Al F Lyd. ATAll. D7 G7 Al C Maj. 7

.
=Hi-

F#-7(b5) B7(b9) E- A-T D7 Alt. B-7(b3) E7 Alt.

t@ihi

F#7(0b5) B7(b9)  ELyd G-70b5) C7TAlt  FLyd

b

D-7 Q7 Al C Ma).7 Ab-11 G-7 C7 Alt. F Lyd. E7 Al

[
=

it

AT D7 Al GMaj7 D-7(b5)  G7 Al C Maj.7

Act D7 Al B9 E7 Alt, A-7 D7Al.  GLyd  E7AL

A D7 Alt. B-9 E7 Al Fi#-7(b5)  B7 B3

k> o] G -] etiﬁ




Observations

L]

| couldn't use the D Dorian voicings because of the “low 0" tuning, but | did transpose
them up a whole step! (Last two voicings of harmonic continuity).

Inthe first page, all C major 7th ¢chords are bracketed, chord symbols are simplified.
Analyze and be aware of all chord tones and tensions in all voicings.

In harmonic continuity, chord symbaols are used only on “passing chords™ (a little
“artistic liberty”} that were not included on page €8.

Notice all C major 7th chords on pages 68 and 69. (Brackets are omitted on page 70),

Notice all other major 7th chorgs on pages 68 and 69, (FM7, GM7, BoM7, DM7).

It might be a good idea to write a melody for this harmanic continuity. Then, start
improvising on the changes.

Think of all the other tonalities that could have beenused it | had been able to
transpase the C Major 7th chord!

The harmonic continuily is a very good study in four, five, and six pant voicings.
Siudy voice leading carefully.

You might have to use atape recorder to play all the notes in the voicings (or another
guitarist; or a bass player),

Uses of C major 7 b5
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F#-7(b5) F#-7(b3) B7 Sus 4
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Ab7 AlL, Eb-7 Ab7 Al DbMaj.7  Bb7 Al
A e 4
78 =g .
A fos——% 3%
) =Y s IO
A- g B-7(b3) E7 A- g D7 Alt.
?E‘ —o . ox 3143 :
1 [e——s——rs—]
% ) O LD [
B7 Sus 4 (b9) E#-7(b5) B7 Sus.4 (b9) E-Maj.7 G13
A — O
& |8 o 2 CaE—
y e ‘Er o o
F | B | £ ]

Step1.  Whrite three or more variations for each of the six uses {three or four per
variation). Use the three voicings above for the three variations {or use
others, if you prefer). )

Step2.  Wrile a progression using at leas! 75% of the material you came up with
(add passing chords if you like).

Step3.  Write a melody.

Step4.  Write out changes and begin improvising.

Question:
Can you find six different Major (b5) chards in the prévious harmonic continuity?
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Uses of Aug. Maj. 7 Chord

C+Maj.7; C Maj.7+5; E/C o
o ”_
e #E #g ' #2 o
e ﬂg O =" o 8 O L)
Tonic Substitute
D-7 7 C+ Maj.7 D-7 7 Al C+ Maj.7
j 2 8 8-
——o—a 8 s
A.jL._(," L 0
s '8 O I'B

: : C+May.7 is particularly Interestin
Dominant Substitute (for C7) in that it is 4 way to harmonize thf

G-7(b5) C+Maj.7 FMaj.7 natural 7 ona Dom.7 chord.
f———fg 2

it i
Py, O = 4P

Five uses derived from Melodic Minor modes:

C+M7 is the I chord in A Melodic Minor; consequently we shail see that it can be
substiuted or used for A- {I); D Lyd. b7 {IV}; G#7 alt. (VIi); and B7 sus4(b9,13); and that, in
fact, all ¥ these chords are somewhat interchangable!!

C+Maj7as; A-Maj7 B-7(b5) ETAl. A-  as; B Susébi%} F#-7(b5) BT sus.4$g} E Maj 9.
PYERE SN N W N Y
L]
A3F S E E © i 2 o
J o b3 L ] o _— —
L]
as D13(#11) A7 DLyd. b7 EMaj7 asF#7(b5)9 F#7(b5) B Al.  E-Maj.7
11 R 1
f #Bﬂ‘; L1 2 ﬂﬂ ; b.g =
% o3 LS — % ﬂ:ﬁ i #g 8 #‘E&
o ob7 O e, o L-©,b3 o ‘#0 8
as Ab7 Alt. Eb7  Ab7Alt. Db Maj.7
" #BEBB)'I |¥| q (T L b1y
4
5 ! | e H I
= 3 o I8 11

D
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 Triads Over Bass Notes: |

There are 48 possible triads over any bass note. Twelve of these 48 turn out to be just a
triad with one of the notes doubled in the bass. Therefore, we'll eliminate them. Using C
asthe bass note, these ‘redundant” structures wouid be:

CCCs CTEyF F-F#°; ApAbs; A-A

CEC QB R0 0 £C

Inaddition, we have soma repetition of structures, since the twetve augmented triads are

really only four augmented triads. G+ (E+; Ab+) was already eliminated above because of

‘redundancy . The remaining nine augmented triads are really only three. We'll write
them like this:

Db+ (Fe:A4) Bos ,(F#s; D+) B+ (Eb+ G+)
This means that, out of 48 possibilities, only 30 turn out to be structuresof four different

notes:
b Db-Dbk*D D- D° Eb Eb-EV°E E E E
C G ¢ oo e e L C.
F# FG G G Ab-AA Bb Bb-BY°B B B
CC Lo o e e o8 C G C

0 c
These 30 structures fall into three convenient types:

1. Obwvious 7th chords (8)

2. Less obwious 7th chords (7)

3. Hybrid structures (15)

Let's list them:

Obvious 7th chords (8): Eb = C-7; Eb- = C-7{b5); Eb*w C°7
¢ c c
G+{By; Ebt] = G- M7; E=C+ M7, E- = CM7

C c c

B = G tonic diminished
c

Less obvious 7thchords {7): Db = DbM7; D- = Db-M?7; %w = D tanic dim.
c c
D =07, D-=D-7{F8); D°=D-7{b5) F-6
G G G
Db(F 4. At) = Db M7

¥

Hybrid structures (15): Eo E#E#; G G- G° Ab- Ab” A
C CGC CC ¢ € C
Ep Bb- Bb® B- B°; Bot(F#+: Dt}
C G C GC C

These hybrid structures can be analyzed as incomplete 9th, 11th, and13th chords.

All 30 possibllities are ussful. Not only are all 30 useful, but each can be used in at least
severalways. (See "six Uses of CMaj. 7"; “Uses of C+M7)."

Inorder o explore this material thoroughly, you'll have 10 take eacirot the 30 structures
and analyze it in al| 12 keys.

Example:  D=ce7, cy., Ciydo7, D7, Eb* 7,E-7 (b5, ), F7, F#7at,
c

Fi#e 7. ABT aht., A-6(11); BbeM7{9): B7{#9,b9)

Eventhough you could come up with all the possible uses on paper, don't expect that
you'll be able 10 usg them allin context right away. That could take some time. You'lifind
that you may not really like the sound of some of them. If that's the case, then don't use
them. Qutot alithe material that you generate, you'll be doing well if you can actually
tneorporate 10% into your playing. But having all the possibilities known is very useful
because you can always come back to the unexplored maerial later on.




Observations
Each of the 30 possibilities has many inversions on the guitar,
- Don'tforget that you could try to voice these chords with the triad spread position as

well as closed:
G Closed
G D
3rd
B G
> 3rd
G B
5th
C

* You'llhave a hard time finding all of these chords if you don't know your triads fairty

well,

« It'salso very possible to arrive at other structures by putting lhe bass note above the
triactor in the middle somewhere. (in otherwords, the "bass note” does not always
have to be the lowest note of the voiging).

L2

(&S

!Jl:i-ﬂ #9

3

*  All30 structures could be arpeggiated in countless ways. f youtake the four different
notes of & particular structure and compress them intc one octave, you'll have many

different four-note scales for interesting melodic possibilities.

» Three-part 4th voicings could also work over bass notes!

Triads Over Bass Notes: I

The next few pages include some examples of a different way to use triads over bass
notes. We aren’t concemned with figuring out all the possible uses for each chord. We
take a particular structure and move it through either three-or four-note tonic systems. (A

three-note tonic system wouid be an augmented triad; a 4 note system would be a

diminished 7th chord.} Be sure to voice-lead the upper structures very carefully. These
progressions have an interesting effect which is the result of the fact that, although each

structure is the same chord type, the symmetrical bass mation (in conjunclion with the non-
paraltel triadic voice-leading) "disguises™ the sameness of sound that might occur

otherwise,

Keepin mind that (as was mentioned before) you could spread the triad and you could put

the hass note anywhere else in the voicing that you wanted.

G- Bb- C# E- Bb C# E

G- C#& E- G- Bb

E G B G# G Bb C# E By C# E G

Ab- B- D- F- B-
F Ab B D Ab
A~ C- Eb F# C
F# A C Eb A
E- C# Bb- G- G-
C# Bb G E E

F- Ab- D- F- Ab B-
D F B D F Ab

D-
B

- Eb F# A- Eb F#& A C-
C
E
C#

C Eb F# A
B

F& A- C-
Eb F# A C
b- G E- C# C# Bb G- E
G E C# Bb Bb G E C#

Bb- C#-
4 E G Bb

Eb-

I
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Eb- B-
C Ab

A- F4#-
G- Bb- C#-
G
F# A- C- Eb
F# A
Eb C- A F#-
F# Eb C
i
E

F# Eb- Eb- C-
# F# Eb C A A F#f Eb C C A Fi Eb
Bb- E-
[
Fé#- Eb-
C A A

Eb- F#- A-
Eb

F& Eb- C- G A
G- C# E G
G Bb Ct G Bb Ck E Bb C# E
A-
Ei 63 46, &

C#- E-
Bt F#

Fé-

F# A C Eb A C Ebo F# T Eb
Eb Eb C A F# F#

A-
Bb-

F#- Eb- C- A
Eb C A

Bb- C# E-
CH# E G Bb E
A- C- Eb F# C-
Eb F# A C
F# Eb- C- A A
C A F#

3

-
L
O

<L |

Db-

Cf-
D

E.
F# D Bb

A~
- A F
A#- F#- A#- F#- D-
Eh B G B G Eb

Db- A~ F-
G- Bb- E- G- Bb- C#
Eb Gb C Eb Gb A

C# A CH#- A-

Db A-

Bb O Bb F# Bb F# D

F# D- M- D-
G Eb B
F-

A Db- F-
F#
G#- C- E-
Db F
Eb
Db- F-
D GbBb Gb Bb D Bb D Gb Bb
G C# E-
C GhA C Eb A C
Db E Bb Db

F A CH F-
A-

Bb D Gb D Gb Bb Gb Bb D Gb D Bb D Bb Gb Bb Gb
F- G# D-

A F
Fi#¢ D
G# E-
A F A
A~
F# A#- F#- AB- D-
A F-
Bb- C#- E-

E_
Db F
C#- F-
Db- F-

Db- F-
G Eb G B G B

E- C-

A Db F
F#- D-

Db- F-
Cit- F-
Db- F-

F# Bb D Bb D

A-

G- Bb- C# E-

Eb Gb A

G#- C-
A-

A#- D-
B

A-




Eb F# A C

G- Bb- E- G- Bb C#

Bb- C#- E- G- C#- E-
A C Eb A C Eb F# C Eb F¥ A

G- Bb- C# E-

F#

L w

-
G Bb GC#

G#- B-

G- Eb

D F
Eb Gb

G- Bb Db-

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

Ab B

Fi- A-
Bb- E- G- Bb Db

G- Bb- E-

b F# A C F# A C Eb
Ab- B- F-
C_

Ab B D
C & A C
Ab- B- F-

5-

F-
G Bb E G Bb Db G Bb Db E-
-

Eb- F#- A-

Ab D F

Eb- F# A-

Cb- E-
F

(-
A
Ab- D-

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

Fi A-

F

F-
Eb- F4 A-

Ab B

Eb- F#- G- Eb-
F B D
Bb- Db- E-
F¢ C Eb
F- B- D-
Eb- F# C-
A D F
Bb-
B- D-
E

D
Bb- Db- E-
-

F
B- D F
E G Bb

gk
D

G-
C Eb Gb A Eb

A-

Ab B

G-

A C Eb

Ab- B-

Bb Db E G Db E
A-

B

G Bb Db E-
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4th Voicings

Doublings
s

L8}

o

Spread

¢

Inversions

o
[% ]
o

P
L B ]
L=

£
(4]
g 2

L4 ]
¥

1619

fo

Db Lyd. D-7

C-7

C7 Sus.4

"o

T

“e
5,

€)-

E7 Al

Eb7

Eb

D-7(b5)

E-7{b3)

1

Ab Maj.”

G-7(b5)

G7 Sus. 4

Bb7

Bb

AT Al

A-T7(b3)

P

uﬂw:a

B-7(b3)

BT Alt.

Bb-(6)

N

ﬂme ol
iy




TT Spread E Doublings

P4 Inversions i

ot for o fo T bo ol
: P e Fo 8

Ix

G7 AlL. DI3(b9) CLyd.b7
D-11  C#Maj7 G7 Al CLyd. D-7(b3) Eb7Sus4 CA-7(bS) B-7(bS)
#1  be ”EE e Co7  G7AL D] Susd C7 Bb7
g E | g |P o " e y
i_.
L 82
| M
Ab7 Eb-Maj.7 E-7(b5) D Lyd. B7 Sus.4
A7(bS) Go G  Bb-7(bS) AbMaj7 A7 Alt. E§ Eo7 F#7  EMajt

2

WQJBH#GBUIE#EHU

ﬁf

C#7 F#7Al B F#7(05) B+7 E-5 AMaj7 Bbo?7  B- Bb7
5 o #g o

DMaj7 F#7(b5) B7bl3(b9) E-

-1
fraff
i
650

bEoq




Fill in the missings voicings.
P4
Spread ﬂg Doublings

TE Inversions
&7% TE—wie s
L5
e
%, C7  FMaj7  C#7(0bS) F#+7 BMaj7 CMai7  Gh7  BJ
) IS
Bb-7 EW7 AbMaj7 EbMaj7  Eo7 F-9  F#7(d5) B7 Al Eg
|
g Jﬁ%\ ﬁ% #h:
= T ¢ 2 = s _'E’
o
C#-7 F#7 BMai7  CbMaj7 Go?  Ab7 A (E-/F¥)  GLyd.
B n. Bb G D7 Alt.
A |
2 53 ﬁ
= e ==
#E b —
e
o

E7 Al3 D Maj.7 AMaj7 Bbol B-7 E#-1 B9 (b13) E Maj7
1
1
I

e SR =

33




Three-Part 4th Voicings Over Bass Notes

36 -G = 27: four-part structures {The 9 structures in parentheses are redundant as they

containtwo C's.)
B Bh B\ B /B# B# C
F F F#|F#lF# Fi#¢ G
C C CITCHICE C# D
& € GI G\ G G
E E# /E# F F#\ F# Gb
B B [B# C C|C# Db
I B#¥lE# G GG Ab
& C:AG G BEE G
#

22 useful structures:

C# C#
G G
b D
¢ C
G G
Db D
Ab Ab
c ¢

Db b D D
Ab Ab A A
Eb Eb Eb E
cC ¢ ¢ C
G G# G# Ab
D D D# Eb
A 4 A Bb
¢c ¢ € ¢C

Match the descriptions below to the appropriate voicings above.

1. Ab
Db

2. €68 (trom major pentatonic  13.

scale)
3. Vchord from F. harm. min.

4.  Ab13#9 {dim. scale)

5. A
Bb

6. CVwith3 andsus 4

T B
D

8. A-M7{11); D7#11
F#-7(b5,.9); Abalt

§.  CT#9 (fromdim. scale/
also aft. dom.)

10, AorC-69
D

“11. Ab
Bb

£ “Weird" Structures:

12,

14,

15,
16.

17

18.

19,

20.

21.

Gid
C ; Flyd.; Ddorian

Four-part perfect
4thvoicing

A
Bb

C7 all.

A
B

Ablyd.; C aeclian;
E7alt; F-6,9

CM705

“E

ik
E

C7 (b3 #11)
isymmetrical dim.
scale)

- &b

A

ﬂ%g:ﬂ' nrn:n-E

D# Eb E E
A# Bb Bb B
E: sE uE; (E
c ¢ ¢ ¢
A A A M
E E E E#
Bb B B B
C ¢ ¢ ¢




Pentatonic Scales

“Penta” means five. Therelore, any five-note scale could be called pentatonic. However,
two important five note scales emerge as being very uselul.

C D E G A MajorPentatonic Scake (Chinese)
1 2 3 & 6

C D Eb G A Minor Pentatonic Scale {Japanese)
1 2 b3 5 6

Notice that these scales correspond to the major scale and the melodic minor scale with
the dth and 7ih degrees omitted, The major pentatonic scale works in allthe places a
major scale coulkd work. THe minor pentatonic scale works in all the places a metodic minor
scate could work. In addition, since the C major pentatonic scale is contained inthe G
melodic minor scale, it would work for some melodic miner medes. Also, since the C minor
pentatonic scale is contained inthe Bb major scale, it would work for some major mades.
lsn't this interesting? {C major pentatonicis also contained in F major scale.)

Dispositionally oh the guitar, the major pentatonic scale alls happily.” (Alter all, the
tuning of the guitar is an expanded G major pentatonic scale.} The miner penfatonicis
more difficull or a bit less accessible. But work with it, since it's so useful,

Another approach that you might keep in mind is the following: since the “problem areas™
in the minor pentatonic scale are the minor 3rd interval between 6 and 1, and especially
the major 3rd interval between b3 and 5, sometimes it's advisable to add the 4th degree to
get a six-note scale. This “falls more happily” on the guitar and is just about as useful as
the five note scale. Anctheruseful five-note scaleis:

C DE G Bb

1 23 5 b7

1t covers some of the modes of the F major scale as well as some of the modes of G
melodic rminor.

CDEGA - 06,9 D-7 D7sus4 E-7{b5) FM7 G7sus4 G-7{Doranonly)

{From C major scale
and F majorscale} : A-7 BbM7#11

(The chords inbold indicate imponiant uses.)
From G melodic min. 1 G-6 A7susd(b9) C7 F#7alt. Bblyd.

C DELGA + -6 D7susd4(b9) F7 A-T(bS) B7all,
{From C mel. min.)

FromBbmaj. scale  : EbM7#11  A-7{b5) C-7(Donan only)

C DEG Bb - C7 E-7(t5) F#7alt. G-7{gorianonly) G-6
A7sus(ba) BbM7#11{weak)

P.S. | almost forgot to mention something very obvious and very important. C major
pentatonic works realwell for Blues in Al (How many of us staried with this 7!}

.



Suggestions

= Check out fingerings for C major pentatonic scale in Positions one through twelve.
(Also, Open Position.) Explore Position six a lol. It's absolutely fascinafing {and not

very easy, at first)! Easy positions are two, five, seven and twelve,

= Check out fingerings for © minor pentatonic scale in Positions Open through twelve.

Especially, Positions two, five, seven, fen, and twelve. (Hint: think “2 notes per

slring).”

» Fingeringsfor C D
1 2

E
3 b7

2

G Bb Penatonic Scale: think “two notes per string.”
5

Major Pentaionlc Scale iScales are shown under staff.)
C Maj.7#11 A7 alt. D-7 G7 alt. E7 alt. A-(GQ) F#7(b3) B7al
otk S
DorG Eb F Db Bb C D F
. E-7 C7 A7 B7 sus4 E-7(b5) A7 alt. D-7(b3) G7sus4
% | | g
A4l I i
Y ¢ A A C Eb Bb F
G-7 . : a ;
5 C C7 alt F Ma).7 Bb7#11 EbMaj.7 AbMaj.7 DbMaj7 G7al.
_\'-‘}!Bh F# Cor s Bb BborF EborBb AborEb Db
Minor Pentatonle Scale (Scales are shown under staff.)
C Maj.7#11 AT alt. -7 G7 alt. ET alt. A- (G) F#-7(b5) BT alt
A- Bb- D- Ab- E- A- A- C-
¥ E-7 C7 AT B7 susd E-7(b3) A7 alt. D-7{b5) G7 susd
A'jz E- G- E- A- G- Bb- F- EF-
G-7
%‘ C C7 alt. F Maj.7 Bb#11 EbMaj.7  AbMa).7 DbMai7 G7alt
\LJ G- Db- D- F- C- F- Bb- Ab-




C Major Pentatonic

Ex.1 6th Position & o
A — 0 © = =3
#‘ | S— ©
{ L3
1 3 1 2 1 2 1 2 1 3 1 3 45
45 4s 4s 4 4s
6Gth Sth 4th Ard 2nd 15t
6th 5th 4th 3rd 2nd
Ex. 2  5th Position Ex.3 Tih Positio O
% S © o U °
1 4 1 3 1 3 1 3 1 4 1 4 2 & 1T 4 91 4 3 3 2 4 @@
6th Sth 4th 3rd 2nd Ist Hth 5th 4th 3rd 2nd Ist
Ex. 4  6th Position Ex. 5  6th Position
: g_ll_n—ﬁ_u_ﬂ = e_n_n—ﬁ—nrﬁ 22
% = © o© e 0 ©
3 L2 4 2 4.3 1 23 T 3 3 45 2 45 2 45 2 4 3 45 3 45
Hth 5th 4th 3rd 2nd 1st 6th S5th  4th 3rd 2nd 1st
Observations:

#4 closely resembles #2 {everyone knows this one!) and is physically and
dispositionally just about as sasy.

*  #5closely resembles #3 (almost everyone knows this one!) but is physically and
dispositionally more difficult. Gonsequently, #1sixth position] {which includes both
#4 and #5) contains the combined possibilities of #2 [fifth position] and #3 [seventh
position], plus a lot more that can't be done in either #2 or #3. This is because in #1
[sixth position], every other note has two fingerings/locations, except for the lowest
and highest nofes (low A; High D). Hammer-ons and pull-cfis over a periect 4th
interval are now possible, r




Note Math/Finger Math

Note Math
+=ascending
- =jascending
1+ + + + 2 - : et

7 sEE=SEs "=
‘ — ¥
VB g—48 I = — ¢ —*

3+ + + 4 - - - + 5 + + - +




e

Finger Math

{1234 4321 1324 4231 1342 2431
2341 3214 3241 2314 3421 4312
3412 2143 2413 23142 4213 3124
4123 1432 4132 1423 2134 1243

24 X 4 (finger-stretch sequences) = 96 patters.
(See Page 27)

QOhservations

Note Math;

+  You could construct two jneasure patiems by starting an the note G. This would make
256 wo-measure patterns (16 x 16). Example:

T £ 2 = 0 O = + o+ -

i'JJ_"J'

v - ——

From C From G

»  You could play these patterns on all seven-niote scales and modes.

. Youcouk rewrite the whole series of 16 one-measure examples using other intervals
besides 3ids (4hs, 5ths, 6ths, elc.).

«  Youcouid make a living by writing books of exercises using this materiall

Finger Math:
- These 96 patterns could be played on one siring, or in positions (across all six strings).

+  You couid construct chords andfor arpeggios by putting each of the four fingers on
four different strings.

- You could take any group of four different noles (meledy or arpeggio) and re-arrange i
for 23 variations.

- Sludy the relationship between the 24 patterns (of Finger Math) and the material in
“Fragmenris (Mosaics).”

+  Youcould keep in mind that all of these are "possibilities™, they are not necessarily
"music.”

Fragments (Mosaics)

What follows is a cormpressed version of some material | came up with a long time ago. it all
began with four notes: F F# G Ab. There are 24 possible arrangements of four notes (4 x
3% 2=24). | constructed lines by connecting each of the 24 tour-note pattems in
descending minor 3rds. (Consequently most, if not all, of this matenial works nicelyon a
symmetrical diminished scale.) Then, | arrived at three other variations of the 24 lines by
omitting the first note, the first two notes and the first three notes of the first measure,

That makes 96 poasibilities. The first measure of each of ihe 96 lines follows. i you want

1o reconstruct each line (or some lines), all you have to do is repeat whichever four note
pallern you're using in descending minor 3rds. (it possible, try to play these without

writing themoul.)

Also, realize that these four- note patterns could be connected at ofherintervals besides
minor 3rds. Not only that, but you could move from any four-note pattern to any other
{our-nole pattemn at any interval, ascending or descending! Obviously, these Kinds of
patterns are highly chromatic and probably won't sound too good against “Happy
Binhday” or “Ave Maria"




However, you might be able o find uses for some of themn in certain kinds of
contemporary improvised music. And one mare thing: if the original four notes are
changed io F F# G A, then all the 86 four note pattems would be different!

Fragments (Mosaics)
Al A2
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Voicings From The Symmetrical Diminished Scale

G Symmetrical Diminished {or Bb or C# or E)

) i} S —
% s 3
4 Possible Chords: Go7, Bbo7, C#o7, Eo7
also F#7, A7, C7, D#7 with b9, #9, #11, b5, |q13

What do the bracketed groups all have in common?

Remember: all these voicings can be moved up ordown in minor 3rds|

Symmetrical Diminished Scale

D# A- I3 C- A

C Figt-

-
-
I3
o
¢




There are four major and four miner

triads inthe diminished scale:

A A, C G-, D# D#- X F&-

Canyou harmonize the scale three ways with closed triads?
Canyou harmonize the scale three ways with spread lriads?

Could ihose triads go over other bass notes from the scale?

Since all this materizl also works for C7, D#7, and F#7, how many different
chords could you rescive to?

5. Since the diminished scale doesn't have any convenient *handles” on it (major,
melodic miner, and harmonic minor scales do have *handies™), aren't you glad
that there are only thre¢ symmetrical diminished scales?

6. Isthe altered dominant scale suddenly becoming much easier to use?

e S 2l 2

A Pigture is Worth a Thousand Words — a Taste, a Thousand Piclures.

1. Play this:




2. Canyou skip around from any one of the 16 measures to any other?
3. Isthis theme based onascale or part of a scale?

4. Whal chords could this theme work against?

5. Canyoutranspose this theme to any other mode? All other modes?
6. Can you memorize this theme and play with eyes closed?

7. Canyou transpose this theme and play with your ayes closed?

B. If youcanreadihis ling, then your eyes aren't closed!

9. Canyou play each measure backwards?

10. Can you play the whole thentt backwards?

11.What would happen if you repeated any one ¢f the notes?

12. What would happen if you slarted the theme in another place?
13. if you've gotien this far, what do you need with me any more?
14. Look al the title again. Do you understand why that's the title?




lll. COMMENTARIES

The Guitar’'s Complexity

Along time ago, | made a chait that contained every note on the guitar, and showed every
location and every practical fingering. (An example ol an"unpractical” lingering would be
to play Low - with your dthfinger!) Instead of writing it out, let me tell you what | learned
from it:

The range of the guitar is about 45 half steps. {We're not including any harmonics in
this analysis. } ”

The very low notes and the very high noles on the guitar have only one location and
not toe many fingerings, but concert middle C, which is in the middle register of the
instrument, has five locations and aboul 16 different fingerings!

When you calculate all the numbers, it comes out this way: the average note on the
quitar has 2.8 locations and 9.2 fingerings!

It's important to understand how very complicated the guitar really is. Also, how vast
are its possibiiities. This way, we can cultivate patience and stop worrying because we
think we aren't leaming fast enough. (To really know the guitar hasto take a ot of time.
Why be in such a hurry?)

The nextlime someone complains o you because your sight reading “isn’t what it
should be,” you'll know exactly what to tell them!

The Evolution:

1. When you limit yourself to only one note, you are not playing melody, nor are you
playing harmeny; but you could quite easily be playing with all other elements of muszic.

2. Limit yourself to only two noles onone string.
3. Limit yourself to only three notes on one string.
4. Limit yourself {o only two notes ontwo adjacent strings.

5. Limil yourself to only three or four notes on twe adjacent strings.

Another View:

.

1. Play with one note {one sting).

2. Playwith two notes (one string).
3. Play with threg notes (one string).
4. Play with two notes (two strings).

5. Play with three or four notes (two strings).



Contemporary Harmony

Let's face it: compared to any keyboard instrument, the guitar is a rather limitedt harmonic
instrument. Still, there’s a ot to the guitar harmonically: but you have 10 work very hard at it
for quite a long time. In order to “hold your own™ against modern piano players these days
{in the harmonic sense), there are certain areas that you should really work with a lot.
These areas would include:

» Anything and everylhing having to do with quarter harmony (fourth harmony),
+ Triads over bass notes (sometimes called "slash chords®).
«  Structures from the symmetrical diminished scale.

o

»  Stiuctures with half steps included inthem. (Sometimes these structures could
involve voicings with apen strings mixed in with fretted notes.)

«  Structures with b9 imarvals included in them.

Also, keep in mind that it's not just how many voicing you know; it's much more a question
of how many uses you know for each voicing. It'simponant to be able to analyze any
particular structure in all twelve keys in order 1o come up with as many uses as possible.
{As you may have deduced by now, I've done that a lot in this volume. )

In order to develop an "ear” for contemporary harmony, you'd be wise to listen primarily to
pianists . {Most guitarists are still decades behind pianists, harmonically speaking.) My
persanal opinion is that the full harmonic potential of the guitar can only be realized if you
play finger-style, Short of that, “pick and fingers™ would be the next logical choice. But
regardiess of whether you play finger-style, “pick and fingers” or just with a pick, harmony
on the guitar is stillin its infancy. There’s much yel to be done and there's room for
gvenyone. Sowhat are you waiting for?

About Tuning and Tuners:'

When electronic tuners first came out, | was {son of) “against” them. After a while, | got one
and discovered (to my surprise) how very useful they are. Now, I'm 'Jor™ them,

Even though you use a tuner, you can still have intenation problems if each string is not in
tune with itseli. That's why some guitars have bridges with moveable saddles for each
string. (1 hope your guitar has one!) You needto get a small screwdriver to adjust the
saddles. (Onsome guitars, you might need a very small allen wrench.) You need to use

the screwdriver! {That is, f youwant to play intune.) Also, i possible, get a set of fine
tuners {similar to what violins have): they really come in handy. 5o, to review,

1. Tune-o-matic iype bridges.

2. Screwdriver (or allenwrench)

3. Elecironictuner

4. Fine tuners




Harmonics and Overtone influence

This topic Is one of the most interesling aspects of the guitar. One might almost say that it
constitutes another instrument entirely—one that is superimposed over the guitar. |

would be good 1o kesp in mind that the overtone series is entirely based on mathematical
laws, and that some acquaintance with a good bock on acoustics would be of great value.

Nodes are the points where a slring is divided into equal parts: 1/2; 1/3; 1/4; 1/5; 1/6, 1/7;
1/8; 1/, etc. The frequency of the resultant partial is inversely proportional to the division
of the string length. {Half the string langth twice the freguency.)

Dividing the string into two pars gives one node {12th fref). Dividing the string into three
pans gives two nodes (7th and 19th frets). Dividing the string into four parts gives three
nodes (5th, 12th and 24th frets). However, since one of the nodes (the 12th fred) has
already been used for a lower harmonic, only the 5th and 24th frets would produce the
oroper frequency. This occurs with any division of the string into a nurnber ¢f pans that
can be divided by a smaller number {i.e.,4/2:6/30r 2;8/40r2;10/5, elc.).
Consequently, divisions of five and seven produce the greatest pumber of functioning
nodes, (4 and 6 respectiully). As aresult, we can see that there are a great number of
available nodes that produce a variety of different pitches with certain repetitions. All of
this oceurs on a single string. {Remember, we have six strings altogether, don'twe?)
Now, as if this isn't condusing enough, keep in mind that many nodes are located above
the top frets of the fingerboard. This may nol seem to be very important, but keep this
point in mind with what follows.

There are two distinctly different uses of the overtone series: one positive, the other
negalive. [n playing harmonics, we are employing the posilive use; that s, a finger lightly
touches a string at a node while we pluck the stringwith the pick or night-hand finger. This
action causes ali other partials above and below the frequency of the node to be
gliminated, lsaving the node frequency along 1o ring. An example of the negative aspedt
would be if you plucked the string exactly atthe node point. Then, the exact opposite
would happen. The node frequency would be eliminated and the other partial
frequencies would be reinforced! Therefore, whether you know it or not, your right hand
is juggling partials much of the time! To explore this subject in depth will, if nothing else,
explain why timbre varies with the placement of the right hand. | feel | must stop writing at
this paint; it's [ke explaining how to tie a necktie to someone over the phone.

Feeling “Stale™?

Things to try when you feel “stale” (about your playing or music):

- Play on the lunes that you are currenily playing, but at isast twice as slow. (Andno
double time#) This way, if you start to play any of your “pet ficks” (or your ‘beef stew”), it
will spund so bad to you that you'll probably stop right in the middle and quite possibly
actually start to improvise, since, at the slower termpo, you'll have much more time {and
space) o think/hearfeel other kinds of ideas.

« Askyourself: “lsthere anything really important in music that I've forgotten about?”

+ Feed aloal (ortwo) of bread to some pigeons, ducks, sea gulls, or other types of birds.
- Imagine atime or clrcumstance where you could never piay the guitar again.

+  (Gofor a long walk.

« Cry.

»  Stop playing the guitar and/cr listening to music for 1, 2, 3, 4,5, 6, or 7 days.

»  Stop playing the guitar, but listen to a lot of music for 1,2, 3, 4,5, 6 or 7 days.

« Change the strings on your guitar and polish it.

- Send your guitar "back lo the factory” to either be retuned or recycled.

D, ;-




Silence is Golden

As piayers, we are all guilly {at leas! sometimes) of playing too much. ISometimes it seems
that 1he worse we think it sounds, the more notes we play in order to make upforit.

Usually, things get evenworse.} We need to remind ourseives (over and over again) that
quite often, “less is more". We need to think: “Don't piay ten notes when one will do." We
need to ponderthe meaning of the expression: “Notes are cleverways of getting from

one silence to another,”

There is nothing that is easier to play on the guitar than silence. (Many of you are probably
doing exactly that right now!) But knowing when, how, why, and for what length of time
we should play, silence is not as easy.

For pumoses of demonstration, I've gone to the trouble of transcribing 2 number of
examples of “the effective use of space.” These exampies come from solos of mine {that
I'm especially fond of} on several gigs I've played in the Boston area over the last six
months, which fortunately just happened to be captured on tape. Of course, you must
develop your own unique way of using space, so these examplas shoukdn't be taker too
literally. Still, I thought it might be uselul to include them,




r——_—

Examples of "Effective Use Of Space”.

9. 01,

QObservations

« Justbecause something is funny, 1 doesnt mean that it's not important,
. Just because something is important, it doesn mean that it's not funny.
»  One of the few things worth taking seriously is humor,

D -




On Being Self-Critical

Students tend to think that eventually, after they leamwhatever it is thal they think they
needto know (or they can do whatever it is they think they need 1o be able to do), they
won't feel insecure anymore. This thinking amounts to wishing that you didn't dislike your
playing so much. It's fantasizing that things will graduatly change for the better.

Well, as good as it sounds on paper, it seklom {if ever) happens. In fact, ittends 1o get
worse. If you start off being critical, you tend to remain that way, and more than likely,
along with everything else, your criticalness will improve. If you try to deny your
criticainess, that messes you up, because it amounts to lying. If you become critical of
your criticalness, it's the same thing removed one step. If you think, “ishouldn't be so
critical of myself,” you're into “what should be" instead of “whatis" My experience has
shown me that being into “what is” is infinitely superior to being into “what should be.”
However, it’'s not as easy. (We aliseem to love 1o getlostin "what should be"™)

Being sefi-critical actually has a lot to be said for . People who are seli-critical tend to
improve in music because they always seemlo see so many things towork on, They tend
notto get invoived in overly developed egos. They tend 1o be much less critical of
everyone else, Often, they are compassionate.

Being seli-critical also seems to involve a lot of attention paid to detail. 1ihink you can see
that this sort of thing is very importiant in music. Of course, some people seem Lo gdf
overboard in this direction. That's a tough path to go because too much aitention paid to
detail can be stiffling in music, especially improvised music. Other things are important,
too. Sometimes these other things have nothing at all te do with paying attention to
detail; infact, they might even appear to be exactly the opposite of it, So0,ascften
happens, the idea of balance emerges. :

Words - Terms
Freguency Pitch Intonation (Vibrato)
Amplitude  Voluma  Dynamics Duration Length
Attack/Termination Decay/Sustain
Timbre Tone Qvertone influence-
Tempo Meter Beat Time Rhythm
Movement
Dance
Articulation
Vibrato Shurs Hammer-ons Pull-offs
Grace nole Trills Omaments Slides
Bending Dynamics Phrasing
Sound Hests
Motes
Sllence
Change Contrast
Metody/Harmony Inervals Counterpoint
Expression Marks Touch Feehng Emation
" Form Space Context
Consonance Dissonance

I -




Observations
I've listed some important words that occur in music and the gurtar,
The order is notimponant (although you can see some sensible relationships).

. Every time | look at this page | usually see something | hadn't thought about before.
{Or | see a difererit angle to something | have thought about before.)

+  Wsvery interesting to use simpie combinations of a few of these words as a sortof
“springboard" or point of departure for afree improvisation.

. Examples: Improvised piece based on slides and bending. Improvised piece based
on dynamics and silence. Imppovised piece based onftrills, vitwrato, and contrast.

Etc., efc...

No One Knows What's Next

There is a wonderful and very useful attitude toward improvising thal can be cultivated.
It is based on the realizations that:

» Noone who is listening 1o you has any idea what you're going to play next.

«  Youdon't have any idea what you're going to play next.

| would suggest that you look for these things at the end or compietion of a mekxdic
phrase. Maybe you'll begin to see why | make such a big dealout of silence. Also, you
might figure out why some people never siop for very long! They dontwant o realize
these things. Thefirstiime a person becomes aware that “no one knows what's next,”

t can be pretty fightening. However, this realization can change into & truly amazing
understanding. Atfirst, it seems like the sting of abee, but it can become sweet as honey

fateron.

After you've played a bit on a simple modai vamp, stop tor a few seconds and ask yourself:
+  Whal note will i play next?

+  Will it be a short or long note?

» Loudorsoft?

«  Whenwill! play it?

- Will it be followed by other notes?

»  What kind of fone quality will it have”

« What am 1 trying to convey by this note?

+  lswhal I'm going to play similar to or different from what I've just played?

»  Am | going semewhere with this nole or am | arriving from somewhere with tiis
note, or is it just there by itsef?



Improvising Short Pleces
. (Use of the Tape Recorder)

Here's a useful project that you can do. Get a blank 60-minute cassetie tape. Starting at
" the beginning of the tape, make a recording of yourself improvising a shor piece (no
longer than two minutes). When you've finished, tum off the tape recorder. Do nol listen
to the piece! Onthe following day, listen to the first piece, then record another one on
the end of the first one. Do not listen to the new piece. On the third day, listen tothe
second piece and record a third one. Continue this procedure until both sides of the tape
are flled with these short pieces. (This process should take about a month. You'll have
about 30 2-minute improvisations.} Never listen to what you've recorded untilthe
following day. This way, each piece will sound fresh since you'll have forgofien what

you played. "

When the tape is completely filed, set aside a couple of hourstolistente altof the pieces
in succession. Hopefully, out of 30 two-minute improvisations, there should be at leasta
few of them that will obviously be better than the cthers. These pieces, or parts of them,
can be used as ideas for compositions or unes. In addition to these benefits, you will also
be able to learn a lot about how you play. You might notice certain things in your playing
by listening to yourse¥ for a solid hour that you hadn't noticed before. Forinstance, you
might catch yourself nodding off after about 15 or 20 minutes, and it might occur to you
that the pieces lack dynamic conlrast, for exampie. Or perhaps you might see that you
tended fo favor cerlain modes, tonalities, or rhythms to the exclusion of others. You could
quite possibly leam a lot from such a project, in one direction or another. S0, why not

try it?

One of the most interesting uses of the cassetle tape recorder is as an ear-training device.
Hera are some suggestions:

a. Play random notes from any scale or arpeggio, with a short pause between gach
note. While playing the 1ape back, iry to duplicate each note during the pauses.

b. Strum any chord for four siow beats, switch to any other chord for four slow beals,
then another, elc. Try to keep the chords completely urrelated, ie., C, F#-, D7, D-
7(bs), E7 alt., DbM7, etc.

Whiie playing the lape back, try o improvise a simple melody (perhaps on one string)
with one or two melody notes for each chord. This may be tricky atfirst, but eventually
a person could develop this to an almost unbelievable extent.

Once | had a student who became so good at playing against unrelated chords inthis
fashion that he never made a mistake. 11ried to confuse him with the weirdest voicings
and pragressions that | could think of, ail o no avail. Then one day, inthe middle of a
long series of upper-structure triads over bass noles alternating with altered dominani
4th voicings over both the fritone and major 7th in the bass, | piayed a G7 goinglo C.
The student stopped playing, looked at me in astonishment, and shouted, “What the
@@"@ " was that?t"

Remember; almost any chord supports at least a six-note scale. Since there are only
twelve notes, your chances of hitting a right note by luck are 50-50. Andwhen you do
hit a wrong note, (assuming you can discerm a wrong nefe!), all you have to doto
correct it is to move it up or down a half step.

c. Prerecord a melody; then try to improvise chords to itl (| wouidn't recommend
trying this too much until you're pretty good at suggestion b.)
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- Time-Rhythm

. Use a metronome. (It's a fantastic lool!) Be sure to play things at aif seftings available
onthe metronome. Don'tjust have three tempos: ballad, medium, as fast as possible.
Use all the tempos. (There are certain things about "time” that you can’t get imo until
you've “got the complete set.”

Learnto play three “slyles” of time

. 1.dead center
' 2. abit ahead

3. a bil behind
Learning o play these three "styles” of time has to do with “placement.” The sound
and effect of a particular passage can be very different depending on where it's
“‘placed"” (center, ahead, behind}. :

Leam to use accents. It's very important. Accents give “life” and “definition’ to music.
(Keep in mind that slurring has accents “buikt in.”)

Experiment with different ratios of “even notes to odd notes.” For instance,
“swinging” has fraditionally been equated with a 2 1o 1 ratio:

1sthote 2ndnote  3rdnote  4dthnote 3 3
2 1 2 1
663%  933%  663%  39%  4JJ JJJ

Inits most obvious form, 2 to 1 is a “shuffle feei”. As far as "swing” goes, this is
okay upto a point. Tempo affects it a lot. At medium-up to very fast tempos, 2 fo
1 starts sounding “stiff” and eventually becomes impossible. Jazz 8thnoles lend
1o become even 8th notes. Sometimes, if the off-beat notes are accented, the
“swinging” feeling can be retained.

Itwould be useful to become familiar with the following ratios:

Obviously important:  50% - 50% (even8ths)

2 ak
§6.3% - 33. 3% {swing 8th; shufite)

75% - 25% { [ )
25% - 75% ( f] )

2 & 2
33.3% - 66.3% (inverse shuffle)

Useful S5% - 45% (jazz Bthvaration)
60% - 40% (jazz Bthvaration)
To review: three important considerations:
» placement (center, ahead, behind)
= accents {even or odd numbered notes)
= ratios of even 1o odd numbered notes

The combinations are infinite.

I



Il. Rhythmical groupings: let's take the numbers 1 through 8. We allknow 1,2,3, 4, 6,
ancl 8 nole groupings. Most of us are much less familiar with 5 and 7 note groupings.
They are really very fascinating, once you gei used to them,

(To digress for just amoment: take the numbers 1, 2, and 3; all other numbers can be
arrived at by combining 1, 2, and 3.)

The 5's and 7’8 are very interesting because of the ways they “permute”. {it's also
interesting to realize how imporant 5 and 7 note scales are in music!

Learning how 1o use 5’s and 7°s is the beginning of “odd-meter” playing. There are
two distinctly different ways of using them: firslly, they can be superimposed over
ofher, more familiar, groupings:

Secondly, they can be grouped using commaon riythmical units.

= BthrotesgroupedinS'sor7's
« tnplels groupedinS'sor 7's
- 16thnotesgroupedinS'sor7's

At this point, | woutdn't be surprised if you find that you've discovered some
“virgin woods™ for yourself. (| sure hope so!)

Not all musicians play chords. Not all musicians play melodies. But aff musicians play
rhythms. Drummers specialize in rhythims and time. Talkto them. Listento what they
play. {inthe last five years, I've acquired only two books that perain to music. Both of

themwers written by drummers!)

Hirt: If you were to play the guitar in such a way as to eliminate harmony, melody, and
even pilch, you'd be lefi wilh muffled strings. Suddenly, you're a drummer!

Tuning into “Time Headquaners": (A Mental, Emational, and Verbal Improvisation)

Do you have a metronome?
A. Yes (Greal!)
B. No (You'd betier get onel)

How many tempos are there on your metronoma? What is an“octave of time"? 15 1his like
anoctave in pitch? Does it follow fromthis, thal when we play music, we are manipulating
factors that come from difierent levels of vibrational ranges superimposed over each other
or contained within each other, or co-existing with each other? Is there an easier way to
say this? How about,

Can a galaxy contain a solar system containing a planet, one hemisphere of which
comains a continent in which a country contains a state, a particular city of which
contains a street on which there is a building having a particular apariment {on a
particular floor) inwhich there is a room containing a wet spange saturated with cotfee,
which, infurn, is salurated with honey made up of certain molecules containing atoms
containing electrons and so on into the night.,.™?

Is that an easierway to say it, orisn't i?7 How would you say it? Have we gotten
sidetracked? Maybe so! Bul it was fun! (Have you ever heard the Bach Chaccona?)

I .



-

| know an excellent bass player who, at one point anyway, was inthe habit of coming home
afler a gig (perhaps having imbibed some beverage of one sort or another), sinking into

his favorite chair and tuming on his T.V. to watch bowling (with the sound furmed off) while
simultarieously listening to his metronome click at one of his favorite tempes. (Say MM =
160} Why do you think he would do that? What do you think he leamed from that?

How would a person find out?

Isthere such a place as "Time Headguarters™? Isthere a device for funing into this place?
It one tunes iro this place, what is one uning into? How much music can exist at mm =
1007 Atany tempo? At alltempos? {Did you just spill your cotfee? Do you have a
sponge?)

Soma people have said thal if you play with @ metronome your “lime will qet stiff.” { wonder
about that statement. Is it possible that some peaple “project™? (You know, putting things
inside them outside of themselves or seeing things that way...) i think it is possible; we all
doit.

I've known many people who work with matronomes who don't sound stifl to me. (But
maybe I'm projecting! Could be. Butwhat am | projecting?) Maybe if “beauty is in the eye
of the beholder," then “stiffness”is in the ear of the listener, or “swing” is in the ear of the
listener. (Oranything else, for that matter.)

Say these words to yourseff. Think about them. How does each word make you feel?

Write your own:
1. Groove 6. Cookin' 10.
2. Swing 7. Smokin’ 1.
3. “Inihe pocket” 8. Lockedin 12.
4. Poppin’ S. Elbowsandknees 13.
5. Edge

Now say the words againwhile listening to a metroname.

| think a metronome is as good as the person using it. [fwe can learn 1o use it o tune into
“Time Headquarters™, we can leam much. The infinitely perfectable experiences of
regularly recurring periodicity. (Certainly, there's a betterway to say that'y (Have you ever
heard the Bach Chaccone?)

If atree falls in a forest and there's no one to hear it, does it make a sound? (Or land on fop
of anyone, for that matter?)

It a metronome clicks in the forest and there’s no one 1o hear it, dogs 1 swing?
{ lonce saw a squirrel carrying a miniature soprano sax.. )

Beware of beavers bearing baritones,

but promote peacocks practicing pianos and

trust turkeys tooling tenors.

Mear miss #1, Love vegetables, don't eat them.
Near miss #2: The girl next door.

It's just the Near Miss of Yew.”
"It's just the meer-ness of you.”
“It's just the mirror-ness of you




Tempo-Movement

Pick a tempo you want to work with. Find it on your metronome. While the metronome is
ticking, start some activity that will take between 5-15 minutes to complete. (Washing
dishes, preparing food, cleaning up a messy desk, shaving, watering plants,

whatever...) While doing this activity (and listening 10 the metronome), try o observe all
of your movements relative to the ternpe of the metronome. Expenment with changing
the speed of your movements lo synchoronize with the metronome. (Generally speaking,
it's advisable to experiment this way with slower rates of movement. Later on, however,
you might want to try speeding up the rate of movement.)

Afterthe task is completed, tum off the metronome. Sit quietly for a couple of minules.
Notice what your mind is doing...

Turn the metronome on again (same tempo). Pick upaguitar and stan playing something
with the metronome. {Improvise on a made, play onatune, whatever...) After enough
time (you must be the judge of that), put down the guitar. Turnoff the metronome. Sit
quietly again for a couple of minutes. ... Pickupihe guitar again. Withoutthe

metronome, iry to play at the same tempo as well as you can remamber. After a shon lime,
turn on the metronome to chack whether the tempos are the same of not. If not the same,
make a mental note of whether you slowed down or sped up.

Leaving the metronome ticking, put down the guitar.

Stand up in an area where you have sufficient room to move around. Start moving your
arms in small, slow circtes o the metronome.

Experiment: four-measure circles, two- measure circles, one-measure circles,gic., elc.
Move your head in similar ways. Then move your legs (probably one at atime!) Try other
parts of the body: shoulders, elbows, knees, hands, feet, hips, elc. Restasoftenandas
long {or short) as necessary. This exercise is not supposed to be aerobic dancing. Move
much slower. It's more like Tai-chior ballet. Don't be concerned with doing it “well.” Dot
more for fun. Think “movement,” not “exercise.” Pay alol of attention to the quallty of
movement. Especially lo how itfeels. Tryto move inways that leelgood.

When you're finished, turn off the metronome. Sit quietly again for 5-10 minutes. Notice
what your mind is doing....

Afterthoughts
. There are a lot of dilferent tempos that you could work with this way.

- This approach tends to get lempaos into your whole system in a very deep and
organic way.

. You can leamn agreat deal about attention through doing this sort of thing.
. Movement, altention, thinking, feeling, and breathing are all connecled.

+  You might enjoy Irying this again later on using music (record, 1ape, radie) instead of
{he metronome.

«  You could try it again without using either music or the metronome.




Some Thoughts on Technique

"_ s ally when we think of guitarists as having “great technigue,” whal we meanis: how

1s1 they play; how clean {precise) they play. Buttechnique really involves much more

anthat It also involves how slow; how sloppy; and everything else in between all of

iese extremes. Technique is touch. It's also movement. It's the point where what's

M inside yvou (intention, thought, feeling, etc.) meets the instrument and Is transformed info
nai 5 pulside you (sound, music). For a guitarist, this means primarily hands and fingers

%f 50 wrisls, arms, shoulders, neck, and biack, but in a less obvious way). Technique

4 , sludes everything invalved in the way{s) you play the instrument physically, (Whenever

jou play anything on the guitar, technigue is involved.)

( J g of the most important things 1o keep in mind relative 1o technique is what | call
itficiency of energy expenditure.” This phrase means to use exactly the right amount of
i J iergy for whatever the task at hand requires — no more and no less. (Think of focusing
ans on a movig projector; there's really only one very small area where the image isin
tlearfocus. Good technigue is like that.) The other thing that needs ta be considered is
.11 coordinated balance of the two hands. Now, every guitarist who can play even a litlle
4 Aes have a coordinated balance between the two hands already. However, it may not

a 1[ nessariy be the most efficient balance that could be possible interms of energy
reipended. Sometimes this is very ditficult for people to see in themsetves for two
Ereasons. Firstly, you are already used to the “feel” of whalever kind of balance your hands
e accustomed 1o, 50 you don't fend to think of other possibilities of balance between
;5: rhands. Secondly, 3 lot of ineflicient energy expenditure is very “hidden.” {So

1., dden,” intact, that you have to be pretly clever and very observant inorder to find

3t alll)

i.ﬁt 5 see ifwe can clarify this point.

BRuppose you want o play the Aen the Sthiret of the high E siring. You decide what

1| jer (left hand) you're going to use. You place it right below the Sthret (very close to
e fret). Then you pluck the string with a pick or a right-hand finger (or thumb). One of
vo things happens: either the note rings out clear, or else il doesn't ring out clear. Right?
it doesn't rirg clear, we all know that more enargy is needed in the left-hand finger. it i
goes ring clear, we'd tend to think everything is just fine. Right? Okay, now let's look at
!. ¢hat's “hidden.” The first thing that’s “hidden” is that when the note doesn't ring clear, it
u Id ring ciear if the right hand picks the siring at a lower volume level. 50 a more
nﬂele assessment of the situation that occurs when the note doesn't ring clear woulkd
ipe: Eithertoo litle energy in the left-hand finger, ortoo much energy inthe right hand.
.'4 2 second thing that's "hidden” is thal when the note does ring clear, you migit be
N ing more energy in the left-hand finger than is necessary. (How canyou tell? The note
B clear, so you think “Mission Acc:-mplrshad”'} So, a more complete assessment of the
Biuation that occurs when the note does ring clear would be: Eithertoo rmuch energy in
=|1 left-hand finger, ortoo little energy inthe rnight hand. {Enheryc:u ré wasling energy in
q lefi-hand for the volume the night hand is playing, of else you're not attackingthe
:'_-3 ng hard enough given the energy level of the left hand finger.) Often, wetendto
i ia r?: one hand when we'd be much betier off examining the balance between both

'-‘.: 2Nas.

3. 105t of us use far too much energy inour left hand. This kind of energy wasle is very
ghidden.” We don't want notes lo buzz, so we avercompensate with too much left-hand
__t _n_ergy (Once you start to examine this in detail, you may begin to nolice unevennass
: -‘1 *iween the four lef-hand fingers. Many guitarists use more energy with the “little”

2T than with the other three fingers. Again, a case of overcompensation. )

31} what can we do about all of this? Well, there are a number of diferent things to try:

g

1. Play anote over and over at a regular and even rate (maybe quarer netes at MM =
80} and at the same vglume level. Experimernt with lefi-hand finger by gradually
relaxing the pressure until the note begins 1o buzz a jittle. Continue lessening the
pressure until the note actually ceases to be a clear pitch al all and is just a muffled
aftack with no sustain, Then gradually increase the pressure back through all the
"buzz" stages until the note rings clear again. Even after it's clear, keep adding




pressure so you can see and understand what was explained before about the
“hidden” waste of energy. Then start to relax the pressure again until you reach
the buzz point. "Hang out" at the buzz point for a while. Go back and forth
between clear note and very slight buzz. {This is the area where the projector
isin focus.)

2. Gothrough the same procedure again, but this time reverse the ways the hands
are working. This means that the lefi-hand pressure stays exactly the same whilg
the right-hand pressure changes to produce buzzes. Clear notes will pocur at
lower volume levels, while buzzes and “muffled un-notes” occur at higher volume
levels. (| guess we could call these two exercises: “Never letiing either hand know
what the other is doing™ It's also another example of “keeping one thing the same
whila the other changes, and changing one thing while the cther stays the same."}

&

3. Here's aninteresting idea; when you play melodies, you're playing one note al a
time. Experiment with using the fingers of the left hand in such away that you
never have more than one fingeron the fingerboard at atime. This means that the
other three fingers that are notinvoived in playing the note are always “inthe air”
and free lo move anywhere ai any time. This also means that you have to lift each
previous finger al the same moment that each new finger decends to fret the next
note. (Tip: play long passages of very slow notes as legalo as possible: no spaces
at all between the noles.)

As Interesting as this idea is, don't think that you have to play this way all the time.
I's just that you could learn a lot by experimenting with t, and you might find that it's
very useful for some kinds of playing.

4. Playthe guitar without using the right hand at all! All notes will be sounded by left-
hand fingers falling on the frets. Thisis an aspecially good way 1o determing
exaclly which fingers iend to “overcompensate,” because you'll hear those notes
accented.

All of these exercises are a bit difficult at first. Because of the fact thal everyone already
has a habitual {but not necessarily efficient) balance betweenine two hands, you'll see
that it's difficult to keep one hand the same while the other changes. {Interestingly
anough, this difficulty is actually the evidence that there is a balance.)

This means that what you're really doing with these exercises is destroying the values of
pressures and balances that you programmed into your hands while you were first
learning 1o play the instrument. Don't be surprisedif you feel uncomfortable at first.
(Semetimes bad habits “die hard.”) Butif you understand what you're doing and why
you're doing it (in terms of re-educalion and/or reprogramming), there should be no
serious problem. Intact, it could very easily be morethan worth the effort involved.
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Different Playing Situations

As musicians, we find ourselves in different playing situations all the time. These ditferent
situations usually fall into one of three categories:

1. Playing alone
2. Playing with other musicians
4, Playing with other musicians for an audience.

What everyone would like is to be able to play well ali of the time. Unfortunately, “wishing does not
make it s0”. Everyone would like to be able to play with“consistency.” My experience has shown
me that consistency usually only appears aiter you've given up all hope ¢ ever achieving it.

|used to wonder (about 12 years ago) why it was that [ could only play centain kinds of things by
myself at 2:00 inthe morning in my apartment, i seemed that | could never play these kinds of

things on gigs or al sessions. It réally puzzled me.

After about four yvears, | wondered why it was that | could only play certain kinds of things with other
musicians for large audiences. It seemed that | could never play these kinds of things at sessions

or by myselt, Itreally puzzled me.

Then it finally occurred to me that {all along) I'd been expecting certain things of myself regardiess
ofthe playing situation. | realized how unrealistic these expectations were, and how they were
actually undermining my ability {in a subtle way) to respond spontaneously in different situations.

About that time, | completely abandoned any hope of playing consistently. | realized that every
time | played (regardiess of the situation), itwas “the first and last in a series of One.” Not
surprisingly, my playing started to become somewnhat more consistent all by itself. By then, |

wasn't even concermned with consistency anymore. 1'd actually become more interested in “being in
the moment” as mugch as | possibly could. {This seéems very impeortant, especially with regards lo
improvisation.)

To expect yourself 1o play well all of the time is silly. Te be unaware of the differences involived in
the three kinds of playing situations is to be unrealistic. (This 15 not to say that it's wrong to want to
play well, to try to play as well as you can. These things are perfectly natural. It's just the
unrealistic expectations that are a problem. )

There are very real differences between playing by yourself, playing with others, and playing with
others for others in terms of necassity and available energies of different kinds. If you're always
Jooking for the same results, you're probably loo busy to actually see what's going onin any
particular situation. The way | finally formulated it ali for myself:

" concertin Dayton on April 12, 1975 only happens oncel”

While I'm on the subject, one other kind of playing situation needs 1o be considered: recording.
Recording (especially in a recording studio) s a pretty weird thing from certain standpoints.
Recording would seemto fall into cateqery three, (playing with other musicians for an audience),
axcept for the fact that the “audience” is not there while you play. The "audience” is potentially
quite large, stratched out in time for who-knows-how long. When the "audience”is there, (hearing
the record), you are notthere. (But the musicis.) There seems to be some sort of strange "time-
travel in both directions™ going on with recording. If's especially weird when you're recording
improvised music, because your're dealingwith two contrary attitudes:

Atihude A:

HRelax

Have a good time

Be spontaneous

Allow yoursell o be creative

Be inthe moment; go with the flow
Efc., etc....

I




Attitude B:

What you play will ahways stay the same,

Anyone who wanted lo could listen to what you played many times.
Critics could review the recording!

Don't play anything you might regret at any time in the future.

Do you have any idea how much it costs justto turn onthis 24-track?
Elc., elc....

Recording is probably the most difficult thing to do. Recording music can be viewed as a
way 1o "kill” music. Actually, maybe “freezing” would be more realistic. 's a lot like puiting
abirdinacage. (You've always gotthe bird to look at, but you'll never see it fiy or hunt for
worms and insects!)

Recording is like going for walk on the beach and thentuming around to see the
footptints you left behind. 1think it's useful to realize that, within the whole history of
music on this planet, recording is a very recent development. it has cbviously changed
the nature of music already and will continue 1o do so inthe future.,

Believe me, I'm not irying to say that recording is a bad thing. For every problem recording
presents, it also provides a distinct advantage. (Maybe two, even!) Recording is both
good and bad. However, think it's very important for musicians 1o think about these
things ofien. To ponder them,

Playing vs. Improvising

Even though a lot of us are “improvisers,” we spend a large percentage of time “playing”
things that we know. We mix it up a lot, to be sure, but most of # involves things that we've
worked with (to one extent or another) and things that we are (at least somewhat) famiiar
with.

“Pure” improvising is different than “playing.” “Pure” improvising involves things that are
urknown, things that you've never played before; things that you are unfamifiarwith,
"Pure” improvising is exhaustingly hard work. If it happens to you even a few times a year,
you should consider yourself fortunate. (However, it might be useful io keep in mind that
“pure” improvising is sometimes experienced subjectively as being anything but a lot of
fun, Sometimes it can be very confusing. Sometimes, even painful. On the other hand,
sometimes it can be incredibly sublime and satisfying.)

“Playing" real well can happen a ot mere often than “pure” improvising. Really greal
players seem to have the abilily 1o consistently “slip into” some moments of “airly pure
improvising” and mix these moments with their "‘known playing vocabulary™ in such a way
Ihat most of the people wha listen to it would feel that they're lislening 1o ‘pure”
improvising. This is a very valuable sklll to cultivate (to whatever extent you can cultivate

i),

You can'tforce "pure” improvising. It's just something that can *happen™. Bul even
though you can’t*make it happen,” you can prepare yourseif for when it doeshappen.




Selected Short Subjects

. Cbmpetiﬁun: If compete you must, try to keep it1o yoursell.

. The fasteryou play, the further ahead you have to look (and/or hear).
»  Control usually invoives slowing down.

« Nosingle approach seems to work all the time.

+ Practice has to do with preparing yourself for real music.

+  Alotof comping has to do with seeing larger forms.

»  Tryusing vu meterswhen wn;:ing with dynamics.

- Bemember: musicis (basically} a communal sport.

« Listento how the audience listens (whether it's one person or 10,000).
+» Don't neglect your musical roots.

« Are you totally responsible forwhat you play? Cf course not.

+  Tokeep leaming: aim at always being a beginner.

+  Listen to the music that you play. Ttwilltell you things.

»  One of the few things that's worth taking seriously is humor.

. The one activity that you leam the mostfromis playing.

«  Allthe material that you accumulate for one tonality can bacome available inmany other
tonalities {if you work atit!),

+ There hava been (and still are} many great guitarists. Listen fothem.
+  Ifevenone person listens 1o you, your playing is drastically altered.

+ About tempos:
I it feels fast, feel it in half time.
If it feels slow, feelit in double time.

+ My own personal hope for this book is that it will be useful not so rmuch forwhat'sini,
but rather for what it points 10,

. Students often ask me: "Should | do Aor should | do B?" Mostof the time, | ask them:
"Why not do bath?”

«  Somelimes, when you see something vast, don't try 1o go after the whole thing; just
take a bite out of it for a star.

« It'sveryimportant to be able to find the appropriate emoticnal energy for whateveris
being played.

«  Comping means to accompany. Hopefully, it also means o complimant tand 1o
suppot).

» Personworking on time” with a metronome. “Animpertect vers ion of perfection.”
Also, "A perfect version of imperfection.”

+  Solo on atune with changes and limit yourself 1o one octave (low, middle, or high
reguster).
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- Dynamics: Find the middle. This is important because you can eithergo up or down
from there.

» The very best thing | (as the author) could say about this book is that | wish someone
had written it 25 years ago.

« You are there because the audience is. {Hopefully) The audience is there becauss
you are. (Hopefully)

-  Remember; if it sounds good andior feels good, you must be doing something right.
« Noone is better al exactly what you're doing than you. Also, no one is worse at il

«  No matter how good yoy get, there's more. Go after it, improve t, play it, and give it
away. Never Iry to be the best. Always try to be the best that you can be.

«  What you could learn fram playing with a metronome is “continuity”. (What good
rhythm sections specialize in is "confinuity ')

« It's never too late to learn something new {or too soon). You're neverioo oldto
improve an area of your playing (ortoo young).

« It seemns that the better you get, the more you sé¢ the impantance of fundamertals.”

«  Inmusic, your greatest sense of identity usually occurs when "you" are hardly
there at all.

OR
What we're all locking for is probably closer 1o nothing than to something.

»  Dont ever forgel; when you're playing music, someone is listening.
»  Sometimes it's better to be aware of the intentionality rather than the specifics.
»  One of the things you have to do is forget all of this and just play music.

»  Music comes from [fe. Many times you'll find that you keam more aboul music from life
than from music.

+  Ityou truly love what you're doing, you can handle faiture or you can handle success.
(In fact, | would think that's the only way anyone could handle success.)

- When it comes right down to it, we probably don't really know very much about how
it is that we leamn; but we know that we can leam. (Do we really need o know how

we leamn?)

« Allplaying requires energy.
Good playing requires attention.
Greal playing requires passion {and maybe some hick, (00').

» No matter what level you're at, there is always:
“Qkay, let's cut out the “beef stew” for 2 while and see what we reaily meanl”

{To play).

+  Don't try to make a study of your own individuality. (Thal’s what each person's whole
lite amounts to anyway!} Make studies of everyone else’s individuaiity.

- Diminished scales ara tricky because they den't have a convenient “handle” on them
like the major, melodic minor, and harmonic minor scales do. Forlunately, there are
only three diminished scales.

«  It's not how many modes you know, or voicings for chords, ortechnical ability that
matters. What matters is what you do with those things.

.




« Often, we forget thal no one who's lislening has any idea of what we might piay next.
(A good time to try to remembyer this is at the end of phrases; that is, when we aren't

playing anything.)

= On“Free Playing™: Sometimes it's helpul to think less about note chaice and more
aboul olher considerations {tone, shape, color, dynamics, emctions, e1c.).

«  Allpurpose expression; Whenever you see anything (inside yourself or outside
yourself) say, “Whalever it is, it's an absclutely perfect example of whatever it is”

- Don't be afraid to look al the musictans that you are playing with. Don't be afraid 1o ook
at the people you're playing to. And evenif you are afraid, look anyhow. You'lllearn

much.
F

» Everyone may not have the ability to become a great guitarist; but everyone does have
the ability to improve, to get better. To me, that's more important.

«  Sometimesif you close your eves while you're playing, you can hear befter.
Sometimes if you look around while you're playing, you can gather energy
{or exchange it).

= From one standpoint, no one knows your playing better than you {and never will)!
From another standpoint, everyone else knows your playing betier than you (and
always will)!

- Leamto play the guitar with just your left hand.
Learn to play the guitar with just your right hand.
Leamn to play the guitar with both hands.

Learn to play the guitar with neither.

= “Notes are clever ways of getting from ong silence fo another.”
To what extent can silence help to portray sound?

To what extent can sound help to portray silence?
(Can you “play” silence?)

» The music that you play is for other people.
{The music that other people play is for you.)
But...
the “playing"” of the music that you play is for you.

« Sensitivity can never become automatic. The trappings” of sensilivily can become
automatic, but that’s something else, By its very nature, sensilivity is diametncally
opposed to anything automatic.

» Could a person's whole approach to leaming how to improvise be improvised?
How about half of it? (Exactly S0%!)
How about roughly %7 { fillin)

. One dilference between praciicing and playing is that when you practice, you pay a lot
of attention to mistakes. When you play, you either ignore mistakes or else you
“recover” from them {which is to use them).

»  The most difficult thing about finding "your own path” is that you're already on it
(whether you like it or not)! More than likely {whether you know it or not), you've never
feft iti That's why finding it is so difficult.

Working with dynamics: Estatylish for yoursetf what soft, medium, and loud are. After

that, proceed 1o rare, medium-rare, medium, mediur-well, and well done. (And if you
sea the need for a “seven-speed dynamic transmission,” who would know?}

I



Piaying "beyond yourself”; When you play great for other people, {(especially whenit's
withother musicians) it's a gift {for everyonel). Be thankiul. Realize not 50 muchthat
youdid it, but rather that it must have been needed at the time {or at least, possible at
the time}.

+ lfyoufind tha you're "nervous” when you play (especially for very large or very small
audiences), accept it as being pertectly natural. Dontiry to "make it stop.” Doty to
use this energy to play music. (Perhaps the energy needs “refining” lo a cenain
gxtent; bt don't everthink that this kind of energy is “bad” or “wrong.” Perhaps you
needto getusedto i)

«  When you don't like the way you're playing:
Try to change your attitude instead of changing the content.

OR y

Try 1o like what you play instead of playing what you like,
(To the extent that you can change your atiitude, the content will take care of itself!)

+ There are manyways to listen. Don't assume that just because you're a musician, you
already know whal it means to listen, Learning how to listen is an ongoing activity that
you can improve. Butonly if you work at it. {Listening can be incredibly powenfulina
subtle way.)

+  Music is like life on a small scale,
Life is like music on a large scale,

+ lfyou ever get tired of the C scale,
Just remember that
The focl who persists in his folly shall someday
B Locrian. (MNatural, too!)

= Two kinds of playing:
A. Playing on one chord (scale, mode)
B. Playingthrough a progression of chords

The first kind of playing is like making a curve go through a straight ling. The seceond is
like: making a straight ling go through a curve.

« Somegtimes the elements of a person's unique style may be almost totally unknown as
such. (They may be known, but if anything, disliked, because you think or wish that
you should or could sound different than you do).

»  Individuality seems to have a lot to do with being true to yourself. Being true to yoursetf
is not always easy. Infact, you may have to teach yourself how to doil. Finding your
own “voice" is not always pleasant. When your own “voice” emerges, you may not
even recogmze i

+  Picking and slurring: One way of playing the guitar involves altacking every note.
(Similar to a pianist wha must attack every note.) Anotherway of playing the guitar
involves attacking some notes and slurring {hammer-ons and pull-ofs) other notes.
(Similar to a hom that can eitherattack or slur.) If at all possible, it's advisable 10 learn
both ways of playing. Then you have it all!

+ In{hinking about dissonance and cansonance, realize that there are two important
considerations: (1) dissonance and consonance by structure and (2) dissonance and

consonance by function (use). For example, a C major triad is a consonant structure. If
it's used against a C chord or an A-7 chord, it's consenant in its function. i it's usedfor

BbM7#11 or F#7 alt., it's dissonant by function.

|



One thing that everybody has in common s pain. See it you can leamto play from your
pain. Evenif you don't think you're successful at it, orthat it's doing any good, it may alf
come togetherfor you one day. lthat happens (even just one time), you'll find that

the preparation was more than warth the effort because you might experience
something that could change your understanding of music, people, and life in a very
fundamental way.

In music, many things are important: knowledge of the instrument; knowledge of the
musical materials; lechnique: time; rhythm, phrasing; consonance and dissonance;
tension and resolution: theme and variation; change; rest; sound; silence; dynamics;
articulations; intention: feelings; ideas: mavement; sensitivity; and luck to mention
only abunch. Bul if you had to pick one thing as being the mestimportant, you'd
probably have 1o choose “hearing.” (Beethoven notwithstanding, how many great
musicians have there beenwhgwere deaf?)

Musical materials and the quitar are somewhat inerl. A person’s leaming process is
very organic. Whenwe forget about our own learning process, we rnin into trouble.
Sormetimes we expect oo much of ourselves. Music can become avery neurotic
activity. When this happens, it's no use saying that it should be ditferent than what it is.
Don'tthink about what it should be. Look al what itis! When you see something very
clearty, it practically changes by tself.

Attitude A
Practicing even 8ihs. "Those aren't even! That sounds terrible! |can'tdoit! Gotlo

iry harder! Maybe | don't have what ittakes...?”

Attitude B:
Praclicing even 8ths. “Those arert even, Let me study very closely exactly how
they aren‘t even. Hmmm! Very interesting...l”

In studying this material, you might have a tendency to feel overwhelmed, like you
could never possibly leamn all this. If that happens, remind yourself that:

1.You'd be amazed atwhat a human being could learn, given a lot of time.

2. Thig material is not nearly as important as the music that it might be able to help you
to play.

Patience is so imporiant. We can't help the fact that we usually want everything rigiht
now. However, experience usually teaches us at least not to expect it. Things unfold
at their own pace; they fake fime. Just hang inthere. Do what you see needs to be
done. Work onwhal you see needs work. Make it as interesting as you can for
yourself. Who cares how long it takes? Don't look for resutts. (if you work on what
neecs waork, results will iake care of themselves) Letthem surprise youl Music is
infinitely perfectable. Rjustiakes a lot of work, a lot of time, and as much love as you
can find.




In I, What's In It — No Regrets

Probably one of the most terrible feelings a human being can experience is regret,
Especially the sort of regret that is not so much for what we did that was wrong, but rather
tor what we could have done (but didn't) that was right. The good thing about this feeling
of regret is that, it we experience it often enough and deeply enough, we eventually see
the importance of tuming around our attitude and changing our life so that there would
neverbe a reasen for us lo feel that way again in the future, i that happens, then regret
has been usefultous. It has taught; we have learned. Regret consumes itself, (Many
know the use of usetulness; few know the use of uselessness.)

Within a person's entire musical life, many different things will happen. Hopefully (and
hopetully sooner, not later) you realize that any particular “period” of your musical life is
unique, usetul, and might possibly occur only once {atleast inits present form). Suppose
you're practicing a lot; working hard at it. This practicing period goes onfor months, but
you're hot playing gigs (probably because there aren't any at that time or else no one's
asking you). Naturally, you're going to reach a point {sooner or laler) when you'lt really
wantto play gigs. You might even bagin to dislike practicing. Now let's say that, all of a
sudden, you start 1o get some gigs. Feels good, right? Of course! But let's say further,
that as time goes on, you keep getting more and more gigs until eventually, it seems that
all you're doing is playing gigs. That could very possibly start to be a bit of adrag {for any
number of different reasons). But let's say that while you were playing all thase gigs you
were beginning to see more and more clearly exactly what kinds ofthings you needed lo
work on {some of which you may not have even known existed before):

Wow, I never realized how bad my time can be!

I sure don't know enough voicings far minor 7{b5) chords...
| need to leam more tunes!

| need to work on my reading!

Still can't eut those fast tempos.

| don'tlike my sound.

My comping is insensitive.

My guitar is out of fune!

What is a Maj. 7#5 chord, anyhow?

| don't know the avoid note in the chromatic scale!
Efc., etc....
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Not surprisingly, at such times you would very naturally want 10 start working on "allthe
things you aren't” (An incredible improvising guitarist: knows and plays all styles; has an
enormous harmonic vocabulary in atfeast 23 different idioms; perfect time: exceptional
chops; transposes all the Bach Violin Sonatas and Partitas up a tritone on sight; knows
every fune everwritlen; is especially fond of 11716, 5/4, and groups of 11 over13ona
shuffle feel; has a reputation as a “computer destroyer” because three different brands of
personal computers all exploded when this guitarist's solo on the Blues in Bb was fed into
them to be analyzed; is such a sensitive accompanist that no woman vocalist who has
worked with this guitarist has ever been able to sing more than 24 bars of any ballad
without breaking into tears and sobs. Etc,, elc.)

But assuming you're working all these gigs, you just don't have the time 1o practice as
much as you would like, Suddenly, you remember back to the fime when you were

practicing a lot but not playing any gigs:

"+ Wowl Iwish I hadthe chance to practice as much now as | did then!
Boy, if | had only known then what | know that | don't know now, 1 would have done
it alot differently.

Now, let's say that suddenly (as if by magic), all the gigs stop {for any number of reasons).
You've got all kinds of time to practice. Feels good! Right? Of course! So YOu work on
what you see needs work {which is exactly what you should be doing!) But, eventually,
you'll start wishing you had some gigsto play. Not only that, but you might begin to
appreciate some things about all the gigs you did during your “gig period” that you didn't
appreciate before:

T
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* You know, that bass player was really a lot better than i realized. The fime was so
steady and firm, | was getting so bentout of shape in realizing how weak my own
sense of time was compared to this bass player's that | never really listéned to how
good the lime felt. Since this bass player has left town and moved to New York,
who knows, | might never get a chance to play with this person zgain.

*  (Towhich lwould add: Who knows, you might not ever get a chance to play with
any otherbass player that good’)

* Youknow, | really learned so much from that piano player. 1wish | could voice
chords half as well as that person did. | probably should have asked more
questions about harmony and voicings. Why didn't1?

+ |'sure do miss playing for people. It's so much easier to play well when scmeone is
fistening. But | was afways So down on my own playing that | never really took -
advantage of the oppartunity to communicate with peple, to give.

* Youknow, that bartender really knew how 1o make a dry vodka martinit
= Youknow, that waitress really was cute!

*  Eic, elc....

Inwalks “regret”. Based on your current understanding of things, you come to see that
you didn't realize the value of some previous period of your musical life or take advantage
of itto the fullest extent. (Intruth, you probably dic'do the best you could atthe time,

given the circumstances and your level of understanding, but the feefing afterwards is that
you didnt.) The only way out of the dilemma of “perpetually regretting everything six
months after the fact” is to realize that every period of your musical lie, no matter how long
orshort, is very useful for sorme things, and that you need to be aware of what's useful (as
well as whal's useless) as much as you possibly can as much of the time as you possibly
can. Letevery situalion that you experience be like “a good fire, that consumes afl the
fuel, leaving only dead ashes.” Then, in every situation andior period, you'll see “in it
what's in it, with no regrets.”

Conclusion

(read this again in one year)

Keepin mindthat, as you continue to leam and improve’ your understanding of all the
material in this volume will change. What sesms complicated at first gradually becomes
easierand clearer. What seems “far-out” graduatly becomes “nothing special * What you
acquire as “skilliul means" gradually becomes like "legs on a snake.” Eventually {and to
whatever extent you are capable of it), you become free of allthis “material.” You see that

the problems thal you have in music (and on the guitar) are clearly reflected in the
problemns that you have in fife (and as a person).

itallbecomes the same thing. You play. You live. You énler:
The Pathiess Land, leaving no traces, no foclprints.

For fong years a bird in cage,
toaay, fying along with the ciouds

— The Zenrin

Finally, and at fong last, | have nothing more to say about this subject, whatever it was....
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