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This book provides material_s for improvisation . It is divided into ten sections, covering the tetrachord. system o f scal-e development and memorization, visual melodic patterns, use the scales against aIl types of chords, fingering for aI1 types of chords , trans ferral of patterns from any set of strings to any other set o f strings, and chromatic harmonic progressions. Study of this book develops fingerboard, together with profic progressions and alnost unlimited
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I



G U I T A R C H O R DF I N G E R I N G



This chapter various forms of board.



is intended to acquaint seventh chords and their



Of the 19 different types guitarists root, are generally symbols are generally written: C7, cmaj 7,



the guitarist fingering on



with the the finger-



of seventh chords possible familiar only with seven,



on a whose



single chord



cmi 7, gdmi 7, g7(5b)



c7 (5#), cmi 7 (5b) The differences between these chords arise from the fact that their thirds, fifths, and./or sevenths are different distances from (C) . the root One good way to understand these distances is to memorize the makeup of the major seventh chord type, then apply the alterations of pitch necessary to form the ofher 18 types. The following information make this method clear: will



third rootr



A11 major seventh chords consist of root (Ietter n a m e )r m a j o r p€rfect fifth above rootr above roo't, and major seventh above Ers shown in the following C major seventh choro:



The order the third of the cornponents, whether appears below the root rather than above it, whether the fifth is next to the third, and so onr does not change the naming of the component. The the note, B, is the seventh of the root, note, E, is the thirdi C, p i t c h . I f m a t t e r h o w t h e c o m p o n e n t s a r e i n a c o m p o n e nt no stacked p i t c h t h a n t h e r o o t i s t h e l o w e s t n o t e i n t h e c h o r d i s other still C is inverted. major but seventh, In seventh indicated strings by wavy



chord, of the C major the following l2 different fingerings T h e r o o t , chord s h o w n . f i f t h , t h i r d , a n d seventh are are ( N o t e t h a t o f a d j a c e n t on each. three different sets these modeis and that are separated are used for the chords lines. )



third types By moving the up or down one fret, two other of The raised sevenths can be formed. third is symbolized by sus 3 or The lowered third is symbolized by mi 3 or 3b, but only when sus 4. for the minor this is necessary, as part third is understood of minor seventh and. diminished seventh chords. For example, there is no way to indicate a minor 3rd alteration in a major chord seventh to attach the symbol, except 3b, to the designation, C maj 7 , thus making the correct chord symbol, C maj 7 (3U). 4
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(HIGH



D



G
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3 e



the fifth can appear in three positions, aIso. The perfect (as in the malor seventh chord models), fifth is its normal position the raised fifth is symbotized by au9 5 or 5#, the lowered fifth by dim 5 or 55. The seventh can appear, aIso, in three positions. A major 7th component is syrnbolized by maj I , the lowered 7th by simply indicat'7 ing lowered 7 t h b y d i m 7 , o r o ' 7. The diminished , and the doubly (doubly seventh component, lowered) is used only in the diminished seventh chord, for in any other chord it sounds like an added sixth. By raising or lowering the components on each of the models in the above fingering chart for C major 228 different seventh chords, fingerings for the various seventh chords with C as their root wiII be derived. And each of the fingerings can be moved to 1l other roots.



their



A11 the possi-bilities chord symbols, are



of component given below:



maj 7



alteration,



As



shown



(5b)



Lower



5th



maj 7



(5#)



Raise



5th



maj 7



(sus 4)



Raise



3rd



maj 7



(sus 4,



5#)



Raise



3rd



maj 7



(sus 4,



5n)



Raise



3rd,



maj 7



(35)



Lower



3rd



maj



7



(35,



5b)



Lower



3rd



maj



Z



(3U,



5 f f)



Lower



3rd,



lower



and



5th



5th



raise



5th the



r,ower



7th



7



(5r )



Lower



7th,



raise



5th



7



(sus



4)



Lower 7th,



raise



3rd



7



(sus



4,



Lower 7th,



raise



3rd



7



(sus



4,



m i l



5l)



and



5th



5th



Lower raise



7th 3rd



and



5th,



Lower



3rd



and



7th



mi



7



(sb)



Lower (this



3rd, 5th and 7th is the half-dim)



mi



7



(5#)



Lower raise



3rd 5th



dim



I



5th



(55)



and



l



and



7



5#)



7



with



chart



(this is Lower 7th 7th type) dominant



7



I



on



maj 7



- + ,



together



Lower 3rd 7th twice



and



7t]n,



and 5th, (2 frets)



Iower



fret



t'Iower" The term means up in pitch. Here are



c maj 7



one fret down some examples:



c majT(3b)



pitch.



in



C .mi7



It sinply chord



will be seen that excellent voice-leading moving the proper strings one or two frets progressions. For example:



G maj



7



And by using the same standard easily obtained: C



n : i



7



c7 (sus4)



G m i T



alte rati on s progres s i on



C



7



"Raise"



means one



7 (55) m i c



can be obtained in most standard



F m a j T



as passing chords between the chords complex and interesting harmony is



c m a j T( 3 b )



G m i



7 c (55)



by



c rniT{s5)



F maj



of



positions of to any of the 12 different This system can be applied that Care must be taken on the chart. chords major seventh the basic line with the melodic of the components do not conflict the alterations 7th the 3rd of the C major do not alter played. For example, being in the chord clashes E flat note. line is on that the rnelodic chord if report the will t h e e a r I f t h i s h a p p e n s l i n e . m e l o d i c E t h e in with error I component in music because the seventh are of value chords Seventh m a j o r chord T h e s e v e n t h c h a n g e d . t o t h e c h o r d b e for a desire creates m o r e the T h e p r o g r e s s i o n . f o r t h i s h a r m o n i c desire the Ieast creates f o r d e s i r e c h a nge m o r e t h e g e n e r a l l y speaking, components are altered, t o o n c o u n t e d b e f i f t h s c a n altered Chords containing is created. of drive harmonic The natural drive. deal of harmonic a great create p e r f e c t f o u r t h h i g h e r . is a a seventh chord is to a chord whose root of the second the exception (The guitar fourths with is tuned in perfect and third strings.) The



following C maj



fret



7,



chord progression:



natural
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a



F,



B mi



from



change useful Another or Lowe higher B7



Ct



C naj E mi



(sus



7,



These



F maj'7,



can



maj maj



And



there



C ,



Happy



be



'1 , '7,



D mi



7,



G7, C



F# din



7,



G7'



7,



C# dim



7,



4) ,



Bl7



Bb7,



D 7 is



(56), c to



down to



etc.



(5#), c



7



root



a chord



G7,



C



c



mixed:



F# din



are



A b 7 , C o r



a



7,



few



'7t



D mi



C# dim'7,



hunting!



7,



chord



seventh



(sus



87,



4) '



(55), A mi



(5U), E



7



G7,



C



C



'7,



C



exceptions



C , 8 7 ,



G7'



(the



ear



is



a



good



guide)
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one
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II



GUITAR CHORD STUDIES



This chapter is intended to acquaint the guitarist with the various methods of adding ninth, eJ-evenths and thirteenths to seventh chords. Addition of these higher chord components automatically results in the complex sounds typical But complex of modern jazz. chords greatly the possibility increase of clash with the melo{ic line. In general, the harmony should be fairly simple when another instrument is improvising. But when the melody is expected, as with a ba11ad singer, the guitarist should for try a more interesting harmonic background. And when playing alone, the guitarist should provide as much harmonic interest as possible. Addition of the higher components to a seventh chord does not change the function of the seventh chord to induce the desire for a chord change. The higher components may add somewhat to this desire, function but their basic is to add color and interest to the harmonic f1ow. Altered 9ths, llths, and l3ths add more color positions than their normal do. Since the higher components add compJ-exity to the harmony, they most successfully used with the simpler forms of seventh chords (with major seventh, minor seventh, diminished seventh t ot seventh normal or f latted fi-fth). are



In some cases, a higher component will of one be a duplication of the components of the seventh chord to which it is being added. Such duplications mi I = 9#, sus 3 =,11, are: 5 fl-at - Il#, 5# = 13 flat. The higher components usually sound the best when placed above the compl-ete seventh If chord. the seventh chord cannot be complete, the fifth or root may be omitted.
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R



9t ,l |!l a t l*



l3



tt t r3, t3



Its normal position The ninth can appear in three positions. ( w h o l e Lowering the root. p l u s t h r o f r e t s a b o v e step) is one octave ( m i R a i s i n g i t one fret 9th) . the ninth one fret makes it nine f la t. ( a u g ( R o o t 9th). C, 9th D) makes it nine sharp



I I



G ^oJ 7



c-tT



tll



rB



il*



5 R 7 3 rsl q b f



il



5 Bb t3



t3 q



r*



The eleventh can appear in two positions. f ts normal position is one octave plus (ha1f one fret step) a b o v e t h e m aj o r t h i r d . (noot C, 3rd E, llth F). Raising the eleventh one fret m ak e s i t Il sharp (aug Ilth) . The thirteenth can appear in rwo pos itions. Its normal position is one octave prus two frets above the f ifth. (Root C, 5th G, 13th A). Lowering the thirteenth one fret makes it thirteen (mi 13th) . flat



C.^i7



Cttti7



q,



1 3



Since complex chords sound fullest with the root or fifth in the bass the model seventh chord.s shown will have either root or fifth on the low string. The dots will indicate the normal positions of the 9th, (as explained 11th, and I3th above). The Xrs will indicate alterations Try all possibte fingerings, using thumb on 6th string when necessary and barring with any finger when carred for. Look for the chance to use the very effective d.evice of chromatic contrary motion. Note that it is possible for a fingering to have two n"*.", G7 (5 flat, 9, 13 flat) is exactly the same fingering as C#7 (5 flat, 9, I3 flat). 10



The diminished seventh chord is built for components exactry three frets apart, thus making it perfectly symmetricar. For this reason' the only way the root can be determinea is by reference to the key in which the chord appears. since the chord is used so many different ways, with so many key implications, determining which of the four notes is the root is often a mere academic exercise. There are two frets between adjacent componsnets. using the upper of these two possible added notes generarly makes a more interesting sound. This might be considered a stroke of l-uck for guitarists, for the onJ_y two practical fingerings of a diminished seventh on the lower strings allow the upper note.to be added on the first strinq.



CHART I I F4,c, eL,o7N lirl



Ebl;^1 Allel



T0hc



Adcl +olrg



rn both of these fingerings, the added note is 9th, lrth, r3 flatr or maj 7th depending on which component note is considered the root' The five l-ower strings in both cases are sounding chord tones one of which is dupricated. The only way ro get two added tones is to use the first and second strings open with (A, c, E, frat) the r# dim 7th. The second string wirt be llth, 9th, maj 7th, or 13 f1at. The first string wirl be a contradictory root, 3rd, 5thr or 7th. Nevertheless, provides it an effect that might at some time be found useruI.



CHART I I I d,^1 rt, c, e,or ELo^ 41,/cl tcn€5



Now you have almost unlimited possibilities of harmonic progression. Develop your harmonic intuition for your own personal harmonic styIe.



II



-t



Chapter



III



TRANSFERRAL OF GUITAR FINGERBOARD PATTERNS



A THoROUGHknowledge of the guitar fingerboard cannot be acquired without concentrated memorization of patterns, both melodic and harmonic. Al1 guitarists, from beginners to the most advanced professionals, have memorized finger ptacement for melodic lines



FIG.



All



I
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FIG.



II



FIG.



III



4ths A11



minor
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All



Octaves



and chords visually and by touch. An understanding of the relationships of adjacent strings allows the guitarist to transfer accurately and easily the patterns he has already memorized to other sets of strings, thus cutting down the time necessary to learn the entire fingerboard. This chapter explains a system for pattern transferral. AIl adjacent strings except the second and third are tuned a perfect (5 frets). fourth apart The second and third strings are tuned a n: inr r - hi r r r . p a r t (4 f rets ) . Theref ore, making a perf ect f ourth between al1 adjacent strings would require playing the notes on the second and first strings one fret higher than those on aII the other (nJ-9. I). strings Likewise, any two-note pattern f ingering on adjacent give exactly strings will the same type of interval when transferred to any other adjacent strings except the third and second strings where lowering the third string one fret or raising the second string one fret (nig. would be necessary to get the interval rr) patterns Fingering raised one fret or the and second strings are



on non-adj.acent strings Iower string lowered one (Fig III ) . contained



have fret



the upper string when the third



The principle should now be cIear. To transfer a fingering n:rl-orh rrnm lower strings to higher raise strings, the second string fingering one fret when you come to it, portions keeping all other of {-}ro €i naa.i n^ on the same f ret. pattern To transf er a f ingering f rom higher to lower strings, (Eig. come to it IV) .



lower



the



third



string



one



fret



when you



When transferring a melodic line the same principle holds true. Note the shift of fingering between second and third strings when a (fig. major scale is transferred V) . The transferral system can also be used on four, five, or six string chords (Fi9. VI). L2



If the guitarist will transfer the patterns he already knows -- he will scales, licks, individual chords, and chord progressions gain vastly increased knowledge of the fi:.cerboard and will often f ind easier f ingerings o f d i f f i c u ' l t p a s s a q re s . And if he will transf the new patterns he learns, he will acceler:ate his mastery of the guitar fingerboard.
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Chapter



IV



RELATING GUITAR SCALE TONES TO CHORDS



There is always more than one scale available to play against rFt ^ hri r r ). e n htnrr v A!u. q rnis chapter shows which individual notes fit melodically with various kinds of chords and will give guitarists help a basis for a variety of scale lines against any given harmonic progression. The notes in the chord should also be in the scale used against it. when only the notes of the chord are sounded as a scare, the result is known as an arpeggio or a chord-1ine. rt is the least interesting melodic method, since the notes have already been heard ih the chord. But this method does provide (nx. r). rhythmic motion



EXAMPLE I



EXAMPLE II



4# t'" r The simplest chords, such as majors, minors, or augmented, contain three notes. seventh chords contain four, ninths five, elevenths six, and thirteenths contain seven. Since there are seven differenc letter names (before repetition at the octave), aI1 chords except the thirteenth have at l-east one variabl-e letter name to be added to the chord tones to make a scale of successive l-etter names. And in thirteenth chords, it is possible to j-nsert chromatic passing tones as (Ex. II). fiIl-in notes The simprer the chord, then, the more scares possible to use against it. Three-note chords designate only three leccer names, leaving four more which can be altered. when these non-chord notes correspond to the key signature, the key feeling is reinforced and the scale sounds correct. Fast, rhythmically even running scales sound fine this way (Ex. III). EXAMPLE III



^ r (r: i c i na However, alteration Ioweri ng of non-chord notes from their place in the key signature) great melodic interest 4 U q 5 , The lowered seventh and thi rd notes of maJor scal-es are the traditional blue notes, and are offanl-irralrr us ed both as non-chord tones (Ex. IV) and when their una ltered f o r m 1 s b e r. .ri l- g- Ln^e^ a- l r c l a^ ^s a m a l o r



EXAMPLE IV



L4



third type



il



in a chord, especially when the chord is a or Major seventh type (C7 or GmajT (Ex. V).



dominant



seventh



EXAMPLE V



I



Neighbor notes are notes that are above or be1ow, and which precede or folLow a note which is part of a chord. Lower neighbor notes are generalry most effective when one fret be10w, with upper neighbors working werl two frets above. The simpler the chord they are used with, the more effective they are, for they are like adding sevenths, ninths, elevenths, and thirteenths to simple chords. By putting (neighbor two notes and chord notes) on each string, the guitarist can play with picking great speed. is regular and simple, and the chord can be easily visualized. rn Ex. Vr, neighbor tones are added to a six-string G minor chord. (Chord tones are hoIlow and neighbors play are sol_id dots.) these in various ways and note that the effect is different each wav. surrounding notes are combined. upper and lower neighbors. There are three notes on each string and the two-fret abovef.one-fret bel_ow systerm is most often best, dlthough guitarists might find other distance combinations that are useful. First, pfay both upper and lower neighbors, then the chord note between them (for maximum musical_ in_ terest) . surrounding notes are excellent when played at moderate speeds, for there is a great deal- of melodic interest generated (Ex. VII ) . EXAMPLE VI
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Try alternating w:rich comes first as you move across the strings.
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GUITAR FINGERBOARDSCALE PATTERNS,



A knowledge of fingerbord gui tar playing. single-s tring way to of scales, the easiest is to understand how thev are



PATt



1



to fluent is essential scale patterns types Since there are almost unlimited and tactilely) memqrize them (visually made up of small melodic units.



pitches, incfuding from five to I3 different Scales may contain (same l-etter name). of the top and bottom note the octave repetition hundred of are several Eight-note scales are the most common--there But of there them. only nine are commonly known and used--major, Lydian, MixolyPhygian, three forms of minor, and five modes (Dorian, for the plenty dian, The others offer of opportunities and Locrian). guitarist original-. to be mel-odically conThe bui-lding is the tetrachord, unit of eight-note scales sistino of fnrrr adi:r-pnf latl-cr nempq- such aS C D E F or A B C D. or raising Different kinds of tetrachords can be made by lowering n ^ + ^ ^ m r ' ' ^ i i q u J l sca1e, f or example, l r v L E J r w v make an eight-note acent tetrachords in We will the Major tetrachord, with C D E F plus c A B C. start ( t w o f r e t s ), notes are separated by a whol-e step which the adjacent ( o n e four ways on the fret) It whole step, half step can be played (Figure that guitar to notice fingerboard 1). It is very important when it is the major tetrachord starts and ends on the same fret are played on two adjacent strings, except when those two strings closer together the second and third striDgs, which are tuned one fret on the second The notes occurring than the other adjacent strings. the il-l-ustrated must all be raised one fret when applying string on allstrings. chapter to the second and third fingerings of this as shown in the fiSstrings use the fingering sets of adjacent other are major tetrachords. ures. For example, both of the following



FIGURE I
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f
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fl



f
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TETRACHORDS



D



?{



separated by The major scale consists of two major tetrachords N o w' p 1 a y l. Practice each version shown in Figure a whole step. the tetrachord, sl-iding s c a l e b y p l a y i - n g a m aj o r a c o m p l e t e m aj o r the same then playing finger which plays the top note up two frets, (oo not do this the tetrachord with major tetrachord fingerj-ng. played on one string. ) Figure II this illustrates method. 16



FIGURE II



FIGURE III C tlrjor Scrle



This method (repetitlon of simi_lar tetrachord fingerings) is the easiest way to visuaLize the major scales anywhere on the fingerboard., but not the easiest way to play them. For ease in playing, change the fingering pattern of the next tetrachord as needed to stay in the same (go across fret Iocation the fingerboard rather than up the neck) Figure III illustrates this method. The next step is to understand how to continue the major to more than one octave" The only new item i-s the realization note of a one-octave the last scale is also the first note of next octave. The following wilI illustrate.



scale thac the



-(zlt+ct:crd



With this clearly understood, the guitarist can now start anywhere on the fingerboard and pfay up and down major scales until he runs out of strings and frets. The starting note will be the name of the scale. Often, the major tetrachord played on one string wi1 be needed to finish out the highest part of mul-ti-octave scales. Since the frets are close together on the high frets, this Doses no fi-ngering problems. T w o e x a m p l e s o f e x t e n d e d G M a 3c r S c a L e s f o l l o w



Three EXAIVTPLES OF SCALE .
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lower upper



tetrachord tetrachord
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GUITAR FINGERBOARD SCALE PATTERNS,



PaTt



2



The next tetrachord to be visually and tactilely memorized is the minor tetrachord, whose extremities are a perfect fourth, l_ike the major tetrachord. The two midd:re notes are adjacent (ha1f-step) and are separated from the extremities ay a whole step (two frets). on a single string, the minor tetrachord looks like this:



The fingering on a single string becomes easier when the tetrachord is played high on the fingerboard where the frets are cl-ose together. Fingerings of the minor tetrachord on adjacent (except strings second and third) are shown in Figure r. Notice that this tetrachord, like the major tetrachord, begins and ends on the same fret (except the second and third strings). Also keep in mind that tetrachords whose extremities are perfect fourths are separated by a whor_e step (two frets) in building scales.



build



There are four ways eight-note scales:



to



1. 2 . 3.



Lower, Lowerr Lo\.rer,



major-upper: rndjor-upper: Minor-upper:



4.



Lower,



Minor-upper:



FIGURE



I



FIGURE



combine



major



and



minor



tetrachords



to



Maj or=Maj or s cale . Minor=Mixolydian mode (figure II) Major=Ascending form of melodic minor (Figure III). scale Minor=Dorian mode (Figure IV) .



II



HfrHrth'rffi" rT! H EE M a?+{ ("4H,



F I G U R EI I T



'ffi,, ;m{, f-tl



FIGURE IV



One extended example should be sufficient. Remember that the top note of the upper tetrachord is also the bottom note of the lower tetrachord at the point where the second octave of the extended scale begins. Figure V, a three-octave extension of the Mixolydian mode, illustrates this point.
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FIGURE V



v



a



mi xo lydi = lower = upper



an tetrachord tetrachord



2 t]



L



2 3



(



The naturar position of the major scare is to start on the key (tonic) tone against the tonic (C major chori scale agai-nst C Major triad' c Major 7th, etc). The natural position of the Dorian rnode is against the supertonic (O Oorian chord against D minor chord, in key of c major). The natural position of the Mixorydian mode is against the Dominant 7th (c Mixolydian agai-nst c, in key of c major) and the natural position of the ascending melodic minor scal-e is against the tonic chord in minor (C meI. minor against C minor triad in key of C minor). Try al1 these natural uses in all keys before experiment with the sound of th e non-natural uses, against C major triad in Key of C (blues scale) .



going on the such as C Dorian



I9



Chapter



VII



GUITAR FINGERBOARD SCALE PATTERNS, Part



3



which have to be studied There are two more types of tetrachords ( t h e b e en covered fourth major and minor have of a perfect extremities in previous chapters). (half steps) at the notes tetrachord has adjacent The Phrygian (two frets) notes. the upper three separating bottom and whole steps (except it begins and ends the second and third) On adjacent strings (perfect I. fourth) . See Figure on the same fret



FIGURE I
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o I o T
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@ %



3 &



€l l t r



3



a



fl



94



tetrapossibilities the Phrygian utlizing scale The eight-note Phrygian=Phrygian; Lower, Phrygian-upper, chord are as follows: (Aeolian minor scale melodic Phrygian=descending Lower, minor-upper, mode). the Mediant mode is against position of the Phrygian The natural (e Phrygian The i n k e y o f C t " t aj o r ) . E minor against chord, chord the tonic minor is against melodic position of th,e descending natural The the C minor chord in the key of C minor. chord downward against chord the submediant mode is against position of the Aeolian natural (A Aeolian in key of C major). A-minor chord, against positions. The possibifities do not have natural scale The other (or four) noting note chords, threeguitarist try them against should tones and roots between scale which uses do not cause too much conflict b l u e s e f fect of v a l u a b l e m i n d t h e a n d k e e p i n g i n o f c h o r d s , and fifths m a j o r i n t h e a c c o m t h i r d s m e d l o d i c a l l y a g a i n s t minor thirds sounding paying chord: minor Phrygian-upper' Lower, Major Phrygian-upper, Lower, j o r u p p e r , P h r y gian t'ta Lolrer, in minor k.y). seventh
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(extremely blue-sounding) (contradictory, funky) ( sounds good against dominant



The Harmonic minor tetrachord has two sets of adjacent notes: the two inner notes are adjacent to the outer notes, which are on the (except second and third). same fret on adjacent strings There is one very easy fingering, which should always be used (figure II). This tetrachord has one natural use--the upper tetrachord. of the harmonic minor scale: Lower, minor-upper, Harmonic minor=Harmonic minor scale. Use this scale against the tonic triad in minor keys.



FIGURE II



on all adjacent strings except 2nd and 3rd, which will look LLker'



j-t sounds exotic, The value of this tetrachord is that Oriental, (it even forboding is used as the Death Motive in the opera, Carnen). Try it in combination with itself and with minor or Phrygian tetrachords. The result will be some exciting scales that all sound as if they are minor in character with an added Oriental flavor. AIso, try successions of this tetrachord beginning on ascending scale steps. It is such an ambiguous tetrachord that it can be effectively used in many places where it might not be expected to work. The authorrs favorite usage is shown in Figure III.
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lower upper



I I I



tetrachord tetrachord
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Chapter



VIII



G U I T A R F I N G E R B O A R DS C A L E P A T T E R N S , P a T t



4



The previous four chapters have covered all possible eight-note scales built from two tetrachords with perfect fourths as their extremitiesBut there is another way to set up tetrachords: the extremities can be an Augmented fourth, (L/2 step). one fret On all adjacent strings (except the 2nd and 3rd) the extremities will rook like Figure r. (on the 2nd and 3rd strings there is an additionar fret between the fingers) (rrGURE I) It wilt be recalled that tr.to Perfect fourth tetrachords are spaced two frets (a whole step) apart in order that the bottom note and top note of the scale thus formed will be an octave apart. when an augmented fourth tetrachord is used as one of the units the two tetrachords wilL be spaced one fret apart (I/2 step), to have the extremities of the scale make an octave. The four notes which make up the augmented four th tetrachord may be equally spaced at whole steps (F G A B). This is known as wholetone usage. Or the component notes may be irregular Iy spaced. There are no names for these spacings, but a great number of different spacings are possible. Three



I. This (C Lydian



recognized Lydian



scales



mode=whole-tone



(Figure II) occurs naturally against c chord



the



augmented



(bottom)



plus



agains t. the Subdominant in kev o f D )



FIGURE
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utilize



I



FIGURE II



fourth



Major chord



tetrachords:



( toP) .



in



naj or.



(bottom) Locrian mode=Phrygian plus (Figure lII) This occurs naturatly against Leading-tone (A Locrian against B half-dininished 7th in key 2.



minor



Keep in mind that 7th (5 f l a t ) .



3.



the



half-diminished



7th



whole-tone



(top1.



seventh of C)



Major.



chord



is



in



also



called



Hungarian minor scaIe. The bottom tetrachord is spaced (whole step, irregularly half step, l, L/2 step). Think of it as a minor with the top note raised one fret. The (figure top tetrachord is Harmonic minor. IV) There is no natural usage. It is effective without chordal accompaniment or against the Tonic minor chord (f Hungarian against F minor in key of F minor) . And it is fine against 67 (flat 5) in key of C-minor).



FIGURE III



FTGURE IV



Chapters 4-8 have specifically designated and indicated usage for six different types of tetrachord. rf the several p ossible other constructions of Augmented fourth type tetrachords are considered, the guitarist can now experiment with several hundred different eight-note scal-es. Not alI are usable, but the exploration of those which are should provide an aLmost inexhaustibte melodic source for improvisation. rt is advisable to keep in mind, while exploring for new melodic sources, the principles of use contained in the first article Of thE SCriCS, THE RELATIONSHIP OF SCALE TONES TO CHORDS.



23



n



Chapter



IX



THREE USEFUL SCALES FOR GUITAR IMPROVISATION



The Pentatonic scale consists of five different letter-name notes. Theoretically any five notes But the can be such a scale. associated one historically with American music is sinply a major the fourth scale without and seventh degrees. Thus, the C Pentatonic is usually C D E G A (C). A great many spirituals use the Pentatonic for their melodic 1ines.



On guitar this Pentatonic is extremely easy to execute and very useful as a fast run against a Major chord. Example I shows the (circle). fingering with Tonic (letter name) on the sixth string Example II shows the fingering wlth Tonic on the fifth string. It also Simply raise its original posi original fithe fourth EXAMPLE I (Ab Pentatonic)



is excellent as a Blues run against a Major chord. the whole Pentatonic fingering three frets higher than position and play it against the Major chord of the (Put the first tion. finger notes on the fret where nger was used) nxamples III and Mllustrate this shift. EXAMPLE II (Db Pentatonic)



EXAMPLE III (Against



Ab)



EXAIr{PLE IV (Against



Db)



a



The Vihole-tone different scale consists letter-name of six notes. (2 frets). The distance between adjacent notes is always a whole-step (Exanple patterns: This results very in three clear fingering V)



Sometimes it is desirable to fill in one or more of the wholesteps. This does not detract from the effectiveness of the entire Example VI shows the nedium-Iength fingering with fill-ins sca1e. for the purpose of making three notes on each string, thus regularizing the picking. Use the,Whole-tone scale against or ninth with against a seventh either



a plain flatted



augmented chorde fifth. or sharped



ori



The Major-chromatic scale is a major scale with an added chrogroups of two or four notes matic note. This is valuable when playing p l a y e r w i s h e s r e p etition to beat and the the octave of the Tonic to (Example VII) p l a c e it first occupied. recur in the same rhythnic p i q u i n g the ear. It also gives a little sting to the sca1e, thus 24



_l



EXAMPLE V (Short )



(Medium) EXAMPLE VI I



EXAMPLE VI I



EXAT4PLE VI I I (Ascending)



(Descending)



The added note may be anywhere, but the most natural is the raised fourth degree ascending (Example VII), (and the Iowered sixth degree descending). Both these notes touch the dominant, thus J-ending stabiJ-ity. Fingerings f or both ascending and descending are shown in Example vrrr. Added notes are in parentheses.



1 4 aj o r



These 9ths.



scal-es work



welr



against



Major



chords,



Major



Tthsr



or
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Chapter



X



I



I



i'l I iI



l 1



THE WHOLE-TONE-HALF-TONE SCALE AND ITS



USE



The Whole-tone-half-tone scale consists of al-ternating whol-esteps and half steps, thus containing eight different notes before the repetition just of the Tonic, a s t h e I " 1 jao r - c h r o m a t i c does. It therefore has the same rhythmic advantage as the Major-chromatic in playing groups of two or four notes to the beat. The



Notes



along



C Db



a



single



string



look



EbEq FTE



The simplest ways to visualize are an empty f ret between, or to see whol_e-s tween them. Several guitar layouts for be used. If either of the above visuali changes strings whenever he wishes.



like



A 3b



C



to see half-step pairs with tep pairs with nothing befingering of this scale may zations are used, the player



Another way (which the author prefers) string. The visualization of string change strings use exactly the same fingering. Example I shows this with shows it pxample II both patterns ascend two to 2nd string)



this:



system with the the half-step at frets instead of



is is



to play four notes very clear and all



per



whole-step at the bottom. (Note that the bottom. one at the change from 3rd



Another way, useful when triplet rhythm notes on each string. For easy memorization pairs that of strings make similar patterns .



is used, is to put three pattern, of this note (Example III )



When the whole-step interval is at the bottom, this scale is ideal against the diminished 7th chord. t " al k e s u r e t h a t the bottom note of anv of the whofe-step pairs in the scal-e is one of t6-elGEes in the diminished 7th chord. Example I, therefore, will work against F dim 7, A flat dim 7, B dim 7 , and D dim 7. Example II will work against F sharp dim 7, A dim 7 , C dim 7 , and E flat dim 7. When the half-step interval is at the bottom, the scale works (p1ain for dominant seventh type chords 7th). Added higher chord components should be flatted or augmented ninth, augmented eleventh, natural thirteenth. The scale itself supplies these particular higher components, give plenty just so it wilI of dissonance against a seventh chord. For this usage make sure that the bottom note of any of the pairs half-step in the scale is the root of the seventh chord, with or without the higher components named above. Example II wiIl work, '7, therefore, against F7, A flat B 7, and D 7. Example I will work against 7, D flat G7, B flat 7, and E 7. 26



EXAUPLE I



EXAMPLE II



EXAMPLE III
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