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Dntroduction

This book is a continuation of Volume I, Modern Method for Guitar. Most
of the terms and techniques are directly evolved from material presented
there. For example, the entire fingerboard is covered at once in the five
position C Major scale study. This is accomplished by connecting the four
basic (types 1, 2, 3, 4) and one derivative (type 1A) fingering patterns that
were, hopefully, mastered from the first book. (The sequence of finger-
ing types will vary from position to position up the neck, depending upon
the key. )

Study all material in sequence as | have tried to relate, as much as pos-
sible, al new techniques (physical and theoretical) to something already
learned.

All music is again original and has been created especially for the presen-
tation and perfection of the lesson material.

Please be advised that the pages devoted to theory are not intended to re-
place the serious study of this subject with a competent teacher, but only
to, perhaps, intrigue the more inquisitive student and maybe shed some

light into the mysterious workings of music for guitar players in general.

As before, good luck and have fun.

William G. Leavitt



It is important that the following material be covered in consecutive order.
The index on page 117 is for reference purposes only and will prove valuable
for review or concentration on specific techniques.
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SECTION ONE
Four Basic Major Scale Fingering Patterns

TYPE 2

TYPE

3

TR

TYPE 4

EXPLANATION: (S)zFINGER STRETCH... (REMEMBER DO NOT
MOVE ENTIRE HAND)

'TYPE 1

ALL OUT OF POSITION SCALE TONES PLAYED WITH
FIRST FINGER STRETCHES. (SEE PAGE 60 VOL. I)
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ALL SCALES (MAJ. and MIN etc. ) WILL BE DERIVED FROM THESE FOUR
BASIC MAJOR SCALE FINGERING PATTERNS. ULTIMATELY 5 MAJOR KEYS

WILL BE POSSIBLE IN EACH POSITION WITH TYPE 1 AND ITS

FOUR DERIVA-

TIVE FINGERING PATTERNS - 1A, 1B, 1C, AND 1D. THIS SAME FACT APPLIES

TO TYPE 4 WITH ITS

DERIVATIVES4A, 4B, 4C, AND 4D. FINGERING TYPES
2 AND 3 HAVE NO DERIVATIVE MAJ. FINGERING PATTERNS.



FINGERING, TYPE 1

C MAJOR - ASCENDING - 5 POSITIONS

((S) = finger stretch)
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(C MAJ. ASCENDING)
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C MAJOR - DESCENDING - 5 POSITIONS

FINGERING TYPE 3 .
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Getting Up There (duet)

Moderately
4 4
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Chord Etude No. 6

Mod. Slow
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(Observe fingering carefully)

Melodic Rhythm Study No. 2
¢ = % HALF NOTE GETS ONE BEAT ﬁ QUARTER NOTE GETS ONE BEAT

(This is a notation comparison-Not a duet)

n B A »
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(¢ is referred to as '"Alla Breve, Cut Time or In Two")



Triads (3 Note Chords)

CONSTRUCTION-from Major Scales. ... ’ l—s‘k .
3
Scale de reesl g L1 chord degrees
Major T —— 215 o o
o © ry, F
1 3 5
5
b3a
N 1
7 4
Minor ff% 45““9“%0
1 b3 5 b s
b3
N 1
o

. o s < LS ] il
Diminished —{&§y— T — "V— — @ Eg
) o O [
1

)” A
Augmented W
- DB
1 3 25
INVERSIONS '
3 5 .
chord degrecs[s] /'El/ 1 ;{\m 5 3
eg g s 5 5 3 |3
1 ' ' 1

N
- 1%
g 8] o3 o o)
= o © ﬁ—g:
D) g = e
Root First Second Rt. 2nd 1st Rt.
Position Inversion Inversion Pos. Inv. Inv. Pos.

(1 in bass)(3 in bass)(5 in bass)

...PRACTICE THE FOLLOWING (ACROSS THE FINGERBOARD) C TRIADS.
MEMORIZE THE CHORD SPELLING AND FINGERING.....

fingering |

T[Il + { i { 1 & %
C Major % 3 .—__—E%J—,:g; ! 1 é :ﬂ r-
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[NOTE COMMON FINGER and STRING RELATIONSHIPS BETWEEN MOST FORMS... |
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F MAJOR - ASCENDING - 5 POSITIONS
FINGERING TYPE 1A
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(F MAJ. ASCENDING)
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F MAJOR - DESCENDING - 5 POSITIONS

FINGERING TYPE 2
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Another Waltz for Two (duet)

Moderato v
™
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Chord Forms

> Minor Min (maj. 7) Min 7 Min 6
H/Iinor Min (Maj. 7) _Min7 Min 6 ’ 3 T s
X =y
B 2 T
xtzu.la)x -  X2814% x132@X 2X14%X zm:xx v IX12%X%
% xszx(;‘x % 13‘1(,4:) gg{;xn u“gx
Fm m(ma?) Fm?7 Fmbé Fm Fm(ma?) Fm7 Fmbé
A A LY J l L l
)] A v 4
o @ 4 ¢
v VI
(ALSO SEE PG 121 - VOLI)
Minor, Min. (+5), Min6 SAME SEQUENCE SAME SEQUENCE
(ROOT 6) (ROOT 2) (ROOTI >)
I %1: ian
N1 4XX X13X4X X13%2%
2 2 4

4

Cm Cm(+5) Cm6Cm(+5) Gm Gm(+5)Gmé Gm(+5) Dm Dm(+5)Dmé Dm(+5

égé N IPN AN N s I BcllD B Lad I R
& & & s EQW v

\Y% Vi vil VI -V vl VII Vi A%

1

Speed Study

Keep tempo constant thru-out

‘ = o B S
T t —— — -i—_? 2 t = eem—
H?—% 97 °_ T P
count 1:2.":3 & =
£ ~ .
Ir f l'?-—-, '? p" { S
“~g—1 t + — +- T
N d | ~— -4 .‘. j
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(... FOR PRACTICE WITH OTHER FINGERING PATTERNS PLAY SPEED STUDY

AS WRITTEN BUT CHANGE THE KEY SIGNATURE TO A, D, G, AND C.)

Scale (Chord) Degrees Triads
T 3 5 5 1 #5
£ — p— s
e O iy e %@
V.4 i» Y2 & L & ] i £ X
v N . . . )
Major Diminished Augmented

(ACROSS THE
FINGERBOARD

F Major

RT. POS. 2nd INV.

2nd INV. Ist INV.

. -
1\ 14
T

L 3% L

2

4

3
3

| oo
_ﬁf ] !
| .
i (—
2 2

F Dim.

™

3 <~ 3
- -4 -
=G (AT

F Aug.

&
&

(OBSERVE THE FINGERING - NOTE COMMON FINGER(S) BETWEEN MOST FORMS)



Rhythm Guitar - The Right Hand

FOR A GOOD RHYTHM SECTION BLEND, ALL NOTES OF A CHORD MUST
SEEM TO EXPLODE INTO SOUND AT THE SAME INSTANT. THIS CAN BE
ACCOMPLISHED BY A COMBINATION OF DOWNWARD, ROTARY FOREARM
AND LOOSE WRIST MOTION, AS IF "FLECKING'" SOMETHING FROM THE BACK
OF YOUR HAND. THE PICK MUST TRAVEL VERY QUICKLY ACROSS THE
STRINGS TO MATCH THE SOUND OF THE PRODUCTION OF A PIZZICATO

NOTE ON THE BASS VIOL.
[NOTATION:] M= DOWNSTROKE
f‘ = STRIKE MUFFLED STRINGS - FINGERS IN FORMATION

V=UPSTROKE

9 = RELEASE PRESSURE - IMMEDIATELY AFTER CHORD SOUNDS

(Note: All strokes labeled ''Basic' are usually best when used with an
incomplete rhythm section or guitar alone. )

|BASIC STROKE FOUR, FOUR|

"AND TWO BEAT

| ORCHESTRAL |

FOUR, FOUR

| THE

-

""CHOP"

(often slightly amplified)

m o mon n n n n I B B
— A —1 ;} —J' }' —1. 1’3 = Py Pu 21_%
JI— F L { F g w8 — -+ +

{CHORD DURATIONS MUST

MATCH NOTES OF BASS VIOL.

FOR USE WITH ORGAN GROUPS
AND SIMILAR SMALL COMBOS.

Exercise (Practice in all 3 styles..with emphasis on the orchestral.)

G6 Ab° Am7 D7b9 G6
2 |l P el N T A
Note: The principal difficulty in the above orchestral stroke is in producing
the sharp, explosive attack, while keeping the chord duration long.
CI
‘ . J nld n
ORCHESTRAL . > ren
"TWO BEAT" [AOR——
(*) It is sometimes advisable in practice (and in use) to lightly hit the
(muffled) top strings on the returning upstroke where rests are indicated.
Exercise g Abe Am7 D7b9 Gé
% : — . e : <

...Be sure to practice in slow, medium and fast tempos. When learning
this style of rhythm playing it is necessary to tap the foot...first on

beats 1 and 3.

.later on1, 2, 3, 4.

16




[ORCHESTRALI v . n v n Tap the foot "in two"
>

FAST TO ——— T
VERY FAST I= (i.e. on beats 1 and 3)
HFOURH

Make the upstroke sound as much like the downstroke as possible by
favoring the lower strings with the returning upstroke of the pick. There
will be a slight natural accent on beats 2 and 4 because of the downstroke
hitting the heavy strings first - but this is good, as it is comparable to the
drummers use of the hi-hat cymbal on these beats.

Exercise . ,
Gb6 Abe Am7 D7b9 G6

A
LA | ) L ) ] =z P F P> A SR AN -
p [t > > Lt - Lol > - -

... This right hand technique is difficult to master, but it is extremely
valuable for you can maintain very brite tempos (steady as a rock) with
very little tightening up.

Chord Etude No. 7

J « g Eighth note gets one beat

Moderately fast waltz (All notes connected by curved line must be kept ringing)

v eV o %
) i e I/ﬂ
: e f—_-‘:,'L—F_“,#—

A

v - !
2
N\ 4
£ . ; 3 11 JJ 2 N\ ,"\
f— o —p—3 -7 —
! g 1 @ L 1
l to coda ’ ) -
‘I 1 {. ~—)  — _?4 } 8./;. .
! 1 e e : T o—
[ 1 _l — * ]
‘N Rall. - D.S. alcoda
2 y | Y Y Y l ;
a M ] d [} 1 :
— — :\ 4i ) — -?L\v }\G—“ B~ — T

) B—— |

coda _$_ Rit. (poco a poco) m ™
=Y [J: ! ) [r— ; H
1 -~ [] ] -

m
- 7
——— —e |

-4

|
i
=




G MAJOR - ASCENDING - 5 POSITIONS

Fingering Type 2 -

241 - }r_
e e e f‘-ﬁ%ﬁ
| I———
II
v prmp—— ‘ |
: = =; T e
vdd Vg T - r
»
9 - ~ r _ﬁ T — |
1 1 i P - + ] :
- - 1-1 2 4 1 2 4 (‘1”4 2
i 1 _j I j-‘-]:-— + 1 *‘l
SRR “¥s F4¥* " R =S
TYPE 1A ’
(s) K
2 op? o
%. I __b
w?
i — ) 1
= e s ® ]
Jved 30954 FUeS @ =
off o » (remy——
- a i o e i s
T —T e '_‘F‘IP_F - ' - ) - 1
1 2 ;3 1 2 ) E—
{ ‘E 4 ) | 1
& ! — —— - ;
v oF 99 * @ Vn ~
TYPE 3
—1 p P Trr, L
T 1 1 1 1 1 i L E
VH@>
[+ T = { ':F" ‘F - ] f -I'- -l'“i #
== '




(G Ma. Ascending)

— -P'-f- ¥ 3 o £ _ |
1 — J g 1 %_
(5) 4 2
et ﬁ 1 3 4= . A3 1
— e 1 s ;
- IX
TYPE 1
2 A oepf tfPe o
EELSSSS== -SESSE: =
IX oy
s=Mmms pfpasfe, effe? £
—= T '—F}r‘ + 4 ne
2T £, ey
£ -1’- -1'-‘1’- : ! o > ~ 1
131 il(i)a i
? "Fl T 1 "F '_Fx T T
—— - - . |
XII
TYPE 4
»
3 o 1] 2,
—r __,e er?f —f£Pe ,
X1 ® ~ 3 :@
‘ — - fo, oof
(o—— [T EL' oPagy f-+—a -
SRS e =
N b
Feof - M
_f.E_ E ﬁ# E Teff £ » e
R T - —T hl 1
_kg
[ a___®
— "F—r' '—1._"' I T 1 T
w1 ! :1F = :’F—_o—'ﬂ




G MAJOR - DESCENDING - 5 POSITIONS

Fingering Type 4

§| 4 et g : %?-

v
e
T
I\

|
;

TYPE 1
2 2
£ PP S
i 1’ # f lr —+— T "‘P ‘JI + Jr
e ——
X © (s)
'!'__ 2 4-
e et tPEEEEPe el
1 TE _i'_ 1 ﬂ 1 !
Vi
TYPE 3 -
4 + 7 Lo
F—rr :: o e
vii J
2 4 (S)
3 4
- f— LT 142
1 J . .
# o f —
‘ A ve
TYPE 1A
Q .
L Jr #—r J 1 %4 1
- T j:t N _ | T—r {‘:-
v ;‘ﬁ?
D
T jF? -
:FJ;;:L f:F," — T 1 +—
II
TYPE 2
2 @- *‘ F
II
F=—TTF = : f
__t ii""t ——+ 1 F *
-‘--J- _—o-
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Sea - See - Si (duet)

Slowly
)
>2 -LP a :F #‘P“P‘ (4) > o>
%ﬁf e — Sy EL S=
)]
A\
0 ! 1 o
Y- ,‘{
() ] p
ml F v e |
p 1 r b
A = i
_——.IE—‘_?_ ‘:3:‘[ 4‘ ) 1y ] 4 - /-
_—'-‘R 2z —t— —
1 Ld s e ‘
b 5 ¥232
v i 1
i — s i 2 F##F'P—
== = st ===
‘ = X
Rall. Atempo '
4_“ l ., | 1
S e B e
: By S
IV 2 1111 3 p1 P [ v ~
4 3
»
— —_—
~ } ' ' - z—]
== 1 i}‘ > -
,, a I
:E —C b
my (s) F v
1-1 -P-b- - (i) . £ —
o— 1 T i
: : — ——1 ]
1 | | ' t
Ritard-|poco a poco fine
| l . .
7 o I3y 3 ’
S— v 52— - b2 +
i = wl *  me, 1"bé 5

(TIME DURATIONS ARE RELATIVE - 16th NOTES ARE NOT ALWAYS VERY FAST)
21



Chord Forms

MOST OF THE CHORD FORM PAGES FROM HERE ON ARE H GHLY GON\-
CENTRATED. | RECOMVEND THAT YQU PRACTI CE ONE LI NE AT A TI ME
VH LE G NGONWTH THE NOTE STUDO ES ON THE FOLLON NG PACES.
KEEP GOM NG BACK PER DO CALLY UNTI L ALL FORVE AND SEQUENCES
ARE NMASTERED.

9th
(ASSUMED ' (DOM. ) 7th 13th
(Maj7) ROOT 1 9th(+5) (6th) (ROOT 2) (Maj7) (ROOT 2)
e B 5% PR
1
X1324% X1324X% X2413%
\ / \ l
\ . Y \ | |
Cmaj. 7 Y G9 G9(+5) Bbé F7 Bbmaj.7 FI13
| .
-.:EEI. ——r : M
- I T
III I | A JF VI
7th 7th(+5) B 7th(b5) Maj 7
(ROOT 5) (ROOT 5) 7th (ROOT 5) (ROOT 4)
T @ HH
T11 T X121 x 11
X1213% X1413X 132 X2314X
1314 /
\ / /
¥ 4 ¢ A
D7 D7(+5) G G° D7 D7(b5) Gmaj.7 Ab°
% 1L 54 b’f—
g E E " —F i
Vv VII VI Vv v
) Min 6th Min 6th Min 6th
/ 4
(Root 3) (Root 4) (Root 2)
This form has the 6th ﬁ This form has the 3rd in E
degree in the bass but C iH the bass and should be -
usually sounds correct 2%¥341% 2%141X used only as a passing :4”:: } 2 i:
for any function except chord within a sequence l
as a tonic chord. . for scalewise or
chromatic bass motion.
Ambé Dmé Amb6 Dmé Amé
P
VII VI v III IV




Triads

Scale (chord) Degrees

L 1 bz b5 1 3 45
1 3 5 1 b3 5 .
g i . L\
[Y) e“;“o—{& © 1 -~ xiﬁl
Major Minor Diminished Augmented
(ACROSS THE o
nd Inv. ]
FINGERBOARD..) 1st INV
Ist INV. RT. POS.
e TE= TS i % 1
@ Mater : 2 : § = jf : o
4 2 r | ] 5:
I/—“—"ﬂ } l

G Minor gﬁ : 7
[J)] 3 4

G Diminished @@y o

_
—
-
_
Bikh
o b s
- J
ol |

_
1A
L‘E
T
Lol [}
e
i
rYil
3

]
)| 4 1| 1
G Augmented g ‘1;9 s

-+
’—-
EY 3
L

%

ofe
=
& o
[
held

Finger Stretching Exercises

- ®

4




D MAJOR - ASCENDING - 5 POSITIONS

FINGERING TYPE 3
- —
ﬂ = 1

1
- = e
{ — —
1 ._d ——+ } }E r
1 o
AIF— + —— ~+— & | G L 1 1 ) ) +—
® ,
- = > ——
: T=== { i —— t =
> - v
TYPE 1 .
b T e —
Iv
1 | SN ) N 1 | { rl 4L’— -'I'—‘ )
I[é! 1 1 T R 7
—-@ "
- o -
Lol o o e —
A1 | 1 L ,_‘__iil—dl_i_ 1
————S—
(s)
1
— 1 3 3143
. — r p————
;J + T — —— l 1
® VII
TYPE 4
413 F_Tﬁ.!f?—f—} -
t )|
VII
ey -'-' F?* 1-!
%WTJ N _i 1—F } FL 1 1




(D Maj.-Ascending)

.—g“ '— ! e Y3
f\‘. ] '-f ?F_'—a' =
. e =
—r)
= - P Pﬁs{ 4
‘k 1 T i‘ _‘_i_‘_r
TYPE 2
2 41 - p2 Zre
o i
B SS=SSSs s
IX ‘ |
p—— o »
A - 1 t‘ i — '—-i fl
e »
Efel ffar Pe,? o, . ~ |
ﬂ l_l 2 4 1 2 P(f)
i j | 1 H -
- a1y w® = e
TYPE 1A E
($) y
124 o 22 fF e »
1 'T "—F:l'_ i }‘
- { —
X1
. o
. ) | I i‘j - r ?. f:ﬁﬁ
== =TS
2o 0 ;
FTrer Feal fo,p Pre,
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D MAJOR - DESCENDING - 5 POSITIONS

FINGERING TYPE 1A

(
N = £as
z jgt TT I l I g 34 1
* @ (a)
- s
2 1-
. 22 2fe » i
o] —
= 1 1 —— I
|~y X
TYPE 2
2 Y 7 i‘E #i## ] L"
—+——+ . - — — T
- j 1 D
1~
X :
, és) 5
-?—. 4 . l-l a
: e etfl Lfr el
L 1 I 8 e L
T o = =
VII
TYPE 4 -
L 1 -F# -.. F -..
. s 1 T
+— I 5& y — » -
VII L
o o2 2L, 3131
i o>— *
EF 111 f 1
—ad = e
&)
Iv
TYPE 1
- S— £oe, o — p——
E== : S=SES=S =S
i I
1 1 )
v 6 ‘v
(s
- - 2 1)-1 3
T ? q
L 1 #
3 II
TYPE 3
4 pt——
} —F !
e i e e s — & =,
II
| -
—— ——-ﬂ
1 1 . 1
- = =S V) dldd ©




. Melodic Rhythm Study No. 3 (duet)
b B 822 24430
¥ > | 1”4 1 —
& 1 + ‘lL %
Vi__2g&g 3 4 1& 2& 3 4 '
(sus. 4)
R C (LATIN BEAT) Am?7 Dm7 G7 G7
s — A i
1T 1T 1T 11 11 T T 1 1 11 11 T 1 1 { 11T 1 —1 11 1
D) S — | == == =g —— === S S o gy S—— | S - gy S—" o —
alcoda 1
. . » ‘o
A= S s =aasas :
| 1 M | 4 rr L] d
alcodaH\
Dm?7 G7 Dm7 G»* Y| C G7
o L ¥ i i -
1T 1 1 1 || 1 1 | I | 1 1 11 | T ¥ 1 1 11 | T 713
| NG SIS S gy SeS - —— | S —— - S S G Gy w—— — SR D B |
2. o
— i . ﬁ . ] 7 -r' D
1 | A— o 174 Tx
T 2 3 A&
C Cc7 F Em?7 Dm?7
e — ——— e e o i
) (I T | 1 I 11 1 1 P | | 1 1 1 1
S S gy S = S 1 y T I " ) , SN Q) S - —
— » j - —— e e o —
f } T i r ? v I T { t
+ T L4 I T
(maj. 7)
C(maj. 7) Bm7(b5) E7(b9) Am 7 Am Am?7 | D7
—— N A O A - - - N i O S 4. 0 A X
1 1 H 1 1 ] ] N N 1 T 1 L
e Sy s s I Y / ) e | =
coda <$- b
e (s - »
1 1 T
L D.C. alcoda
Dm7(b5) G7 coda$- C o}
S ——
D.C. alcoda i i i i
SN S S gy S————
) = 1 T IF 4
9
Dm7 Dm7(b5)| G7 G7(b9§ C6 EbIDmM9 DbHY Céb fine
be 4 . |
——2 = Y- v —2
| ' T
VII \% III II



Intervals

(Interval= the number of whole and half steps from one note to another)

) Intervals
5 (simple) Maj. 3rd Perf. 5th Maj. 7th
ﬁ— ©— AR _
02 & —r © Maj o el K3 —= +
- pRIME  t__“8d 4 Perf. 4th Maj. 6th OU?NTIQ(‘)IIE
- UNISON ’
The above numbers represent the scale (and chord) degrees... and also

the INTERVAL FROM THE TONIC.

(1) ...If the top note is a member of theMAJOR SCALE of the bottom note
the interval is called... Major 2nd, Maj. 3rd, Maj. 6th, Maj. 7th or
Perfect 4th, Perfect 5th, Perfect Octave.

(2)...Intervals one half step smaller than MAJOR are called MINOR. Intervals

one half step smaller than PERFECT or a whole step smaller than MAJOR
are called DIMINISHED. Any MAJOR or PERFECT interval expanded by one
half step is called AUGMENTED.

MIN.  MIN. MIN. MIN. DIM. DIM. AUG. AUG.
2. 2nd 3rd 6th  7th 5th 7th 4th 5th
. N 1
T A . j' & 11
G—=—= '
> O O o o o o

...When only the numerical term (a 3rd, 4th etc.)is used, MAJOR and
PERFECT intervals are intended. MINOR, DIMINISHED and AUGMENTED

intervals must be specifically named.

(3)...COMPOUND INTERVALS (larger than one octave) are described by the
same terms as the SIMPLE INTERVALS (one octave or less) from which

they are derived. (ex. Maj. and Min 2nd plus an octave=Maj. and Min 9th)

Intervals (Compound)

fa
(S
@

12th 1

Toth
©- £33

©  9th 11th 13th




Scale (Chord) Degrees

Triads

1 3 5 1 b3 5 1 b3  bs 1 3 #5
4 ' " - —
o senipl L soemgily preermpylinl o

Major Minor Diminished Augmented

(...ACROSS AND UP THE FINGERBOARD. . CAREFULLY OBSERVE
FINGERINGS AND STRINGS. . )

e

21 gy
o -u e had 1
. Qs IR A A,

1
) = .. - L P> Wi
” 2 7 U . B 0 -~ W | A - iy 4 " A= Mg
L T A T 14 o [ 01 el g =4 °r D > 4 e
RE'N BEK Y] SA%y B4 .
[ 28— 4 7N [ 2O 4 >

4" |




A MAJOR - ASCENDING - 5 POSITIONS

Fingering Type 4

4183 -
q 1 1 e ! i fo
) L 11 ! I 1 +- ] |
II E 333
H V . ‘]’ g .:.
1L ?} 1
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(A Maj.-Ascending)

b

o

bﬂD IX

1

-+

AR
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TYPE 3
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3

p?]
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»Ppre oPf
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i

ELe

»
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1
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1
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A MAJOR - DESCENDING - 5 POSITIONS

Fingering
TYPE 1 Lo ]
VIR ==
()] - T
X1 ®
- (s)
'S s 1-
— ¥ J#"*—fﬁ‘t: ‘IPl 3
4 }L & 3 TI 1 11 Ll X
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TYPE 3
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T 1 1 - - ... |
E== : ==2
)(I 1
: (8)
e L
TJ = 4:&#_ 4
—
VI
TYPE 1A
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v
TYPE 2
2
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- — ]
IV {{ L S N
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TYPE 4
4 !ﬂ 8 -»
1
= e + '?:'?L =
rp
n *
=T , - fp—
—1 T T — L 44
& 1 H ~—
T . "* ;




Chord Etude No. 8

Rubato
& | ﬁ é.? 1 1 4 | T
%} B A : =1 o -
I P &) (vi1) m___ | 1
1.
‘ =+ é: P ﬁ‘ 4 :i e
¢ f E 3 P—F -
* . N ™
2 B S S By B o N
a 3 —
S e i Pf
1 2 1 { | J 4
e : oo ==
3 r‘ ) ¢ f\-/f- 4 — FT #o fine

Rhythm Guitar - The Right Hand
"ROCK STYLE" rAn ARn Very brief pressure
BALIAD nynA ; VA — release points should
(Mod. slow rrr rrrrrrrrr—1 occur after the 4th
to slow 4) =R L or 2nd and 4th beats.
3 3 & S
Exercise (OBSERVE NOTATION) -
G6 Abe D7(sus. 4) D7(b5) G6
BN SR S ; S—C ~
. - . o P P Y 4 LY 4
@" e e e e % —0
s 3 3 3 7 7 1 simile - (CONTINUE IN
~ A SIMILAR MANNER)
RvAYy
mAym VA
Z] - s
VARIATION A O A SO A A T A O A B A B
1 1 1 | = I | 1 1
] | == | ==  —— |
3 N R <
Exercise (OBSERVE NOTATION)
G6 - Abe P D7(sus. G), D7 D7b5 Gb6
¥ 3 7S_
%1%&%%%11;‘_{}{{} —1 I — 'Y
S0 ~—— S gy s S ey ——— S gy = s G
| TS T T OGN

Note: These strokes are used with regular accoustic and amplified
(high-register) rhythm playing.



Chord Forms

9 ASSUME
13th Tth(45) 7th 7th(b5) Maj 6 ROOT
(ROOT 2) (ROOT 2) (ROOT 2) (ROOT 2)
) i 1 1 | |
(
X1342% X1423% ‘ X2413X% X1118X%
(12110 X2413X% ‘ > 3)
2433 . 9 “)
F13 F7+5 F7 F7bs Bbé
yim ;H
& 8
VI vV v \'
13th 9th(+5) 9th 9th(b5)
( [A. R
A-R] FHH
-
X23814X X2314%
F1l3 F9¢5 F9 F9b5 Bb6
['a Y
% & — — q
— [ « ¥
VI % IV vi (o

13th (la9)le 7th(b9+5)@ 7th (b9)lA—§_l
, 5

L

7th(b9 bs;m 6th (ROOT 3)

—

X1333% X2314% Ka
13347 X231 4% X2314%
bo F7b9 F7b9 F7b9 Bb6
& F—; 2 =}
> i t
- U
VI Vv Iv III
' 7
7th(+9 +5) {;{
: — Maj
Note: The low register limit for all dom. 7 6 EE
forms on this page is Eb(possibly D). — KiLAx A,
b9 *) XTZ14% 3 (xnzld
F13 F7+5 F9 F7e5 Bbmad (2 ) (3)
g | b MN j
¢ VI v VI v

DO NOT BE CONCERNED WITH THE THEORETICAL EXPLANATION OF THE

MORE COMPLEX CHORDS - THIS WILL BE COVERED IN A LATER SECTION.
MOST IMPORTANT FOR NOW IS THE PHYSICAL ABILITY TO PERFORM THEM
AND EVENTUAL MEMORIZATION OF ALL FORMS, CHORD TYPES AND ROOT

LOCATIONS.



NOTE THAT THESE ARE THE SAME FORMS AS THOSE SHOWN ON
THE OPPOSITE PAGE. THE ROOTS ARE DIFFERENT AND THE
ORDER OF SEQUENCE IS REVERSED. CONSIDERABLE TIME WILL
BE REQUIRED TO REALLY LEARN THEM.

L

bs
7th b5 7th b9 9th bs
A R] 3 A,
O OFER =
nm Aj R
X2413X X2413% X1423x X1342X%
\, (b5) / (LS)/ 9
B7(b5) B7(b9) B9(b5) B7 (+9) Emayj. 7
&Wmf% > IE >
+5 A _ +
et B Thhy ST RS AEL TR o
, ITT# (/
X2314X X2314% X1214% X1234%
\/ (+5) razd (+5)/ Is3a4
B7(t+5) B7( b9) B9(+5( B7 ( +9) E maj. 7
*' ) oy {
o
v A% VI { VII
woEm B0 EE] %%h ARl Tt
e') X2314% X¥1324X X1333%
X28 14X 1314
B7 B7(b9) B9 B7(+9) E g
v Vv VI r
13th
@ Note: Low register limit for all dom. 7 forms on this
— < page is Ab (possibly G). Also, all b5's on this and

the preceding page may be considered Aug. 11 (1l+)

X1214X
(+5) (bs) 9
B13 B7 (b9) B9 B7(+9) E maj. 7
g prad h'g pra ; P ‘

35



Tranquility (duet)
( SUSTAIN ALL NOTES FULL VALUE)

1#4

A ——

Rall. -

(V4
s

Rit.

A/ 4
LA

| ]




Triads

Scale (Chord) Degrees

1 3 5 1 b3 5 1 b3 bs 1 3 85
&# esppm— ' g_.__‘
| |
b 1 VI
-~ Bid ©f -
¢ T " } e oo v \ > e -3 :
Major Minor Diminished Augmented

(... ACROSS AND UP THE FINGERBOARD..CAREFULLY OBSERVE
FINGERINGS AND STRINGS..)

rr

(i)
Ist I (Rt.Pos)
Rk ?%31 ¢ 1

74

P T &N Je e T
Ty 1 o , 1 S X X &1 |
\ Y (&} H rl’.lt.,'ﬂ‘ ;l_"_-;’




Bb MAJOR - ASCENDING -5 POSITIONS

FINGERING- TYPE 4
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111 ®
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(Bb Maj. -Ascending)
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Bb MAJOR - DESCENDING - 5 POSITIONS

Fingering TYPE 1
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W altz in Bb (duet)

Moderate Waltz Tempo
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Melodic Rhythm Study No. 4

A FAST WALTZ IS OFTEN BEST COUNTED "IN ONE'"... THE 2, 3 IS
MERELY FELT. SIX EIGHT IS USUALLY COUNTED "IN TWO'"...
EACH MEASURE BEING DIVIDED IN HALF (LIKE 2 FAST WALTZ
MEASURES). HOWEVER A SLOWER 6/8 IS COUNTED 1-2-3-4-5-6..
(EACH 8TH NOTE GETTING ONE FULL BEAT.)

(This is a notation comparison- Not a duet)

3 ﬁg* "‘f‘
) 1 _-F i ) L 1
=t 1 ===:=
VII &1 T— — - Il—l 1 :
count! 2 [ | 2 i
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| =1 'jlzf— p e £ f2e »
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1 23 & 4 bs5&6& 123456 12&3 4 5o
(TIME DURATIONS ARE RELATIVE TO TEMPO AND TIME SIGNATURES)

Finger Stretching Exercises :
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Triads

Scale (Chord) Degrees

1 3 5 1 bz 5 1 bz b5 1 3 85
& — L =
T 7z 1 Y & \
P s W4 AN ~ 1 PoNE S ) | o T
Major Minor Diminished Augmented

(... ACROSS AND UP THE FINGERBOARD. .. CAREFULLY OBSERVE
FINGERINGS AND STRINGS. )

2
l_?t - 1 ] D 9 T~
L 1 P - e
< ——
] —
1 @ 3 hl i

| Bb Major

(1stInv.)(2nd Inv.)(Rt. Pos J(1st Inv.)




Pentatonic (5 Note) Scales

(A GOOD PREPARATION FOR ARPEGGIO STUDIES)

Major (1,2, 3,5, 6, of Major Scale)
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Tremolo Study

(QUICK REPETITION OF THE SAME NOTE)

At first practice very slow and even... Later gradually increase the

tempo, but keep it steady thru- out.

Practice all "Loco'" (in the same

octave as written) and also 8va (one octave higher than written. )

EXERCISE #1

(OBSERVE PICKING !)
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Eb MAJOR - ASCENDING - 5 POSITIONS

Fingering Type 3
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(Eb maj. -Ascending)
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Eb MAJOR - DESCENDING - 5 POSITIONS

Fingering TYPE 1A
(s)
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BY TRANSPOSING THE PRECEDING 5 POSITION MAJOR SCALE STUDIES UP OR
DOWN ONE HALF STEP (ONE FRET, OR ONE POSITION) ALL MAJOR SCALES
ARE NOW POSSIBLE. EXAMPLE: D MAJ. POS. II TO Db MAJ. POS. I... Eb

MAJ. POS.

III TO E MAJ. POS.
THESE SAME SEVEN ( 5 POSITION) STUDIES CAN BE USED FOR PRACTICE

IV

IF YOU MERELY CHANGE THE KEY SIGNATURES AND POSITION MARKS.

....AS BEFORE ADDITIONAL READING MATERIAL MUST BE USED TO LEARN
48

THESE NEW KEYS.



Chord Forms

DIM. 6th (Dom) 7th 7th(+5)  6th Min 6th
(ROOT 4) (ROOT 4) (ROOT 4)(ROOT 3) (Root 3)
2%i4 ! = -
Raara 23
X2314X X2314% X3214X X231 4X X2314X%
Fé6 F7 F7(45) Bb6 Bbmé Fé
I | L - ; £ 1)
%—r—r—r— - S :ﬂ
11 ITI VI 4 ‘I‘
9
Maj 7 6th Min 6th
ASSUMED ROOT 9th IA_" R, 9th(+5) (ROOT 4) ( ROOT 4)
[A.R.] ‘ : TJOA. R
X2314X xX2314 X H1324X R2314X X2314X
1214
5 _
F maj. 7 F9 F9(+5) Bb6 Bbmé sz
21 " g; | |
% VI VII VI VI
6th (DOM) 7th 7th (b5)
(ROOT 3) (ROOT 4)  (ROOT 4)
rq: This form is | @ : -
}_*_ also Min 7th )
ROOT 4 X2314% x}g%:x
X2 314X (b5)
C6(Am7) Ebe Dm7 Dm?7 G7 G7(b5) Cmaj. 7
q : k [ ]
—F— R ~ ~ 8
% v I <
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H2314%X 1324
Am7(b5) C° Fm7 Fm7(b5) Bb9 Bb7(b9) Eme
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or Scale Review - Positions 11, 11
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(Maj Scale Review Cont.)
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(Maj. Scale Review concluded)
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THE CONSTRUCTION OF A MAJOR SCALE (UPWARDS) FROM ANY NOTE IS
ACCOMPLISHED BY USING THE FOLLOWING SERIES OF WHOLE AND HALF
STEP INTERVALS.

22122 211 221" 22210 Tz z2alz2lz 2
CDEFGABC FGABrCDEF GABCDEE$G

OBSERVE THE HALF STEPS BETWEEN THE 3rd and 4th, %h and lst SCALE
DEGREES IN ALL MAJOR SCALES. THE NECESSITY OF KEEPING THIS INTER-
VAL RELATIONSHIP ACCOUNTS FOR THE PRESENCE OF FLATS OR SHARPS IN
THE VARIOUS KEYS.




Scale (Chord) Degrees

1 3 5 1 bz s 1 b3 b5 1 3 85
—
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¢ Major Minor Diminished Augmented

(... ACROSS AND UP THE FINGERBOARD...CAREFULLY
OBSERVE FINGERINGS AND STRINGS. )
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Theory... Diatonic Triads (Major Keys)

(ALL NOTES BELONGING TO THE KEY SIGNATURE)

1.) There are 7 notes in every major scale and 7 chords common to each key.

These diatonic chords are constructed upwards in thirds from each scale tone...
resulting from the scale) will be as follows

and the structures (maj.

in all major keys..

min. dim.

two chord three chord

six chord seven chord

one chord four chord five chord
MAJOR MINOR MIN. MAJ. MAJ. MIN. DIM or MINb5
I IIm IIIm v \Ys VIim VIPor VIImb5s
C Dm Em F G ‘ Am B°or Bmb5s
L i i
o .

Roman Numerals are used to represent these chord structures. (Be careful not to
confuse them with position marks). . . You must memorize the names and struc-
tures in all major keys.

2.)The principal chords and cadences (chord sequences) in maj. keys are:
J0I V I called AUTERNTIC CADENCE..... C G C (key of C)
..I IV I called FLAGAL CADENCE ...... C F C (key of C)
+.+.OR combined I IV V I (AUTHENTIC CADENCE)..C F G C (key of C)

In recent times the IIm chord has replaced IV in the preceding com-

bined AUTHFNTIC CAI'ENCE....I IIm V I....C Dm G C (key of C)

3.) There are three basic chordal sounds in every major key that are represented
by these diatonic chord structures, and the following specific terms are usedto
name them. "Tonic't I chord, 'subdominant': IV chord, ''dominant't V chord. There
are also names for the chords built on all other scale degrees but we will not
discuss them here as they have no direct bearing on the (3) basic sounds, and they
are usually referred to by number..i.e... the two (II) chord, the three (III)chord,

the six (VI) chord, etc...

4)) The (7) chords in a major key are related to each other with regard to the
three basic chordal sounds. The I, IIIm and VIm all produce a tonic sound. The
IIm and IV chords produce a subdominant sound, and the V and VIIm b5 produce
a dominant sound. These facts will be very important later on for chord substi-
tutions and scale relationships in improvization.

Tonic Sound‘—' ’-Sub -Dom. Sound] ,—Dommant Soun
Key of C 1 IIIm VIm IIm VIIm(b5)
A C Em Am Dm F Bm(b5)

E 8=

MEMORIZE CHORD NAMES AND (DIATONIC) STRUCTURES IN ALL MAJOR KEYS.




(Fingering Type 2)

Arpeggios and Scales

Diatonic Triads — KEY OF G MAJOR

G (Root Position) Am Bm C
= e O O - . i i = e = * 5
II 3 ;i ia * ~— vas
e’ A4 S’
D Em F# (orFm(bs)) G
] o —
Sees SeEipEsriicica=tsdriiis
]
< ~ ~ -~
G? F#(orF#m(b5)) Em D
g— S . 5 —* t ‘
| (] 3- _‘_._. L
\ ~—
C Bm Am G
i v 1# j —
A A \gf -i]"-‘. * 3 . * ® . -
(ALSO PLAY IN POS. 1V, Fingering Type 1A) )
(Fingering Type 3) KEY OF F MAJOR
F(lst Inversion) Gm Am Bb
P
s[-‘ 1 %. 0 - * ® ¢ -
\'% [\?/ g D \?{ ~
C Dm E°(orEm(b5)) F
St - 2rltras
= =
R = = 7 I~
F E°(or Em(b5)) Dm C
g ? a o~
s
T T H e
* S
Bb Am Gm F
hautl -+ l —t
=5 T3 -

NOTE: WHEN TWO CONSECUTIVE NOTES ARE PLAYED BY THE SAME FIN-
GER ON ADJACENT STRINGS - "ROLL" THE FINGERTIP FROM ONE STRING
TO THE NEXT...DO NOT LIFT THE FINGER FROM THE STRING.



Diatonic Triads — KEY OF Bb MAJOR . =

(Fingering Type 4)

( Arpeggios and Scales)

Bb(Root Position) Cm Dm Eb
n W 4 3
ol #3 a 3 Z S
F Gm A°{or Am(b5)) Bb
'——A . q . . —~ . . —
Bb A°(or Am(b5)) Gm F
3 3 5
- O B » l
Eb Dm Cm Bb
A
:Fiﬁa;“f T ﬁ: _
= - - 0 ) - o —— T—&
KEY OF Eb MAJOR
(Fingering Type 1)
Eb(2nd Inversion) Fm Gm Ab
D°(or Dm(b5)) Eb
. . ’&\ * T .
= ]
=~ I 7
Eb D°(or Dm(b5)) Cm Bb
a7 p-? 3 a
Ab Gm _ Fm Eb
~ 44 °
\ . ~ R




5th Position Study (duet)
(Play [ as rat)) '

A 2 1 1 = <l ! hd
_¢—!Eg% &:F"’?: re = T T
v ® ]
F 7/ Dm7 v/ Gm7 é. C?7 s Am7 , D7(b9)s Gm7 s C7(b9) s
-1 -'-. . -4 °
== '_‘P .'-‘ % > [ a° E
? SEEnaEara=nn
- | = —— :ﬂ
17
Fm?7 Bb7 Eb - Cn w
- p'—# il £ bp
1 t '*—]'_ 5 ] T .
_‘_II_- ¥ n ] II
£ — = o —— -
Fm7 Bb7 Eb C7
> '] Li:’ oL > . _,9-‘. ‘E s o T
F Dm7 Gm7 Cc1
\ p— .
! e o — s
e e — — d?::'*i—— e
F / Dm7 / Gm7 /7 C7 7 F / Bbmbé/s F
" [ 1 ™ [ (N
: —_.— 1 - - * ® 2 ﬂ
| .
F7 . 4 7 i Bb Gm7
(s 2 a1
W o o 1 . 0
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MAJOR TRIADS EXERCISE . . . up and down the fingerboard, thru-all
inversions on the same three strings. .. (Includes all 4 sets of 3
adjacent strings. )

E A C E A C E
1} . I_JL } |
hd 1 1 -~ ]

1 2 ¥3 3 3 ¥%
®#8 3 3 3 ‘ 2 4
A D F

) | ] 2 L 2 1
) ) | ) § | 1
%a 3' 3 2
D .~ G Bb
l 2 2§31 o2 | 3 .
D4 1 i 1

] [ 1 |

G ' C 3 Eb 2

4 3 3 o3 1 B4 1hel g2 g1
e P P ,
I ' L T

MINOR TRIADS EXERCISE .. up and down the fingerboard, thru-all
inversions on the same three strings...(Includes all 4 sets of 3
adjacent strings. )

Em Am Cm Em Am Cm Em
9 4L 1. l L
N 1 1 1 1 - 1 a
LJ 1 ) 1 3 | | 1 T 1 1
1 3 a
A AERERCIINE ¢ Rk
Am . Dm Fm Am Dm Fm Am
L l 4 i 1 i 1 3
i 1 4 1 i‘g ga iz 1 e
N 2 ] 8 4 ] 2
Dm Gm Bbm
1 2 1 4b 2 4 .J |b 4 1
1 ] 1 2 I
Gm Cm Ebm
2 4
1 5 1 1 g g g 1b 2 4 2




 SECTION TWO

One Octave Arpeggios - Triads

(Fingering derived from scales - across the fingerboard. )

-G Major Root Position Ist Inversion 2nd Inversion
4 A 3 4 3 2
4 ) 2 Tg 2
g . 31 : 1 1 ralin ‘17 1! . i : o
¢ T5% v g 0@ . J L
G Minor . 2 -
[ (g 4 (9 4 4 ° i4, 2 2 2 2
1 1
LI T e + [ __‘ —— @
=i 4. ¥ .
G Diminished ‘
| (8 4 (g4 3 3 * 2_ 1 2 1 2
—{f : = .
Tg7o" "% 3. v ‘
[G Augmented ' ” ) 1
‘ 4 34 a2 3 4 434 2 2 2
: 3 0 : ———] : 3 T
|
I 3 ] . ~ 70 U~
ITI IT 111 I III

TRANSPOSE ON THE GUITAR, (BY MOVING UP THE FINGERBOARD,
DO NOT WRITE OUT) AND PRACTICE THE PRECEDING ARPEGGIOS
IN THE FOLLOWING KEYS.. A, Bb,C, D and Eb. ...ALL CHORD
SPELLING MUST BE THOROUGHLY MEMORIZED.

GLISSANDO (gliss. )=Slide (same finger) from note to note
) e L ;] -
e ——

Sy i + H
FAST SLIDE- MORE DELIBERATE SLIDE-
NOTES IN BETWEEN NOTES IN BETWEEN ARE
MUST NOT BE VERY BRIEFLY HEARD....
HEARD...




Real Meiodic or Jazz Minor Scale

The REAL MELODIC MINOR SCALE is derived from the preceding major
scale forms by merely lowering the 3rd degree (note) one half step (1 fret). This
is a tonic major to minor relationship. All notes in this melodic minor scale
remain the same-ascending and descending.

In the real melodic (or jazz) minor studies on the following pages, tonic maj-
or key signatures are used to simplify the conversion from major to minor. All
playing positions are exactly the same. ~

You must practice these minor scales carefully, as at first they are difficult to
"hear'". They are worth considerable effort as they play a very large part in im-
provisation. (Application will be discussed later.)

C REAL MELODIC MINOR - 5 POSITIONS

| FINGERING DERIVED
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FROM TYPE lA

~ (C Mel. Min.)
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Rhythm Guitar - The Right Hand

myVv Yy A very stable beat, but most
| SHUFFLE RHYTHM | {2 A’o‘" 8 ——8 8 practical with an incomplete
BASIC STROKE e — i

H—¥— 7 — rhythm section as all accents

fall "on the beat."

Exercise (OBSERVE NOTATION)
Bm?7 E7b9 Am7 , D7b9 s Gé

O .
%- (N 2 2 10 M o 5 ¥ 2 7s :Il!= ”
= N | 1l = 1T F 1

(RO S WO Qg =— - - {

Similie
v v v \Y
|
ORCHESTRAL (:d) M (DJ) M () M (#‘) m! Difficult to master. ..
?:{HHUYFTFHL&? Iﬁ[:. 3 when learning,tap
sV vV avV =V the foot "in four."

(Note: This stroke accents the ''off beats' and therefore adds a great
deal more to a rhythm section.)

Exercise (OBSERVE NOTATION)

Gb D7(sus.4) D7 G6
%i ea— ———— ==
. I 1 J i | Y ShA0 Ei S § d T [

k. 5 )| ) S H 1 1 1 1 1 |

—— e e

(...The preceding shuffle rhythm strokes also apply to rhythm parts in 6/8. )

Speed Study’

TEMPO MUST BE CONSTANT THRU-OUT

'9#& o S 1 + -
— T : i I 1
DEfi # 4 & o o - <
:'-Y'V 1 —T ] e ﬁ_
T v ﬂﬂ AT
vm VIOV T - -l ~
% T ! —“F—g— %71.—' f __i‘I + -
v * = = = = S

L []®

(.. For practice with other fingerings change the signature to C, ¥, D, and A.)




Chord Forms

13(sus 4) 13th 9th 7th([)9)
(Root 6) t 6 Root 6) (Root 6
. (ROO ) ( ° T ) é ) No 5th
ﬂ ﬁ3 Presen
I I :tlf--t» - i
I1X244X 1x%2384X% 1::%3:“ 1X23%4
(sus 4) b9 9
Gl3 Gl13 Cmaj7 G9 G7 Cé
[ & ] n 4 ) 2
L 8 —
- = II R
111 111
13(sus 4) Tth(+5) 7th *7th(b5)
(ALL ROOT 6) » < Note: when the b5
Ql_‘ ] # of any dom. 7th form
* [*{_‘ ! t ] falls on the lst, 2nd,
1X244% 1Xz34% 1x24 5% zxa41x Or 3rd stgs, you may
2330 0, consider it Aug. llth
Gl3(sus.4) G7(+5) G7 G7(b5) Cé
N | | |
| . M Lt » [ » ]
% —
111 11 1 ©
b9 +9
13(sus4) 13th 9th(+5) 7th(+5) 7th +5
(ALL ROOT 6) R
B Ot
a4 l
1%2444 1X2344 12334 1X2333 L1l
2 3444 1%X2334
b9 +9 9
Gl3(sus.4) G13 G9(+5) G7+5 G™5 Cé
J 4 o
8
111 % II

Exercise-ﬂusing some of the above forms
the fingerings (and their relationships).

...CAREFULLY OBSERVE

! b9 9
G7 G7(b5)G7 G7(+5) Cmaj.7 Em7 Bb7(b5)A7Ab7(+5)GT7+5 C6
& 1 £ 4 l'e )

2 2 #2 1 ¥ be > bdz b¥ s hee <
(rmmy 1 (1TT) 111 AV (V) (IV) (III) 1

63



elodic Rhythm Study No. 5 (duet)
v Vv oy n

"
] 5 * T > ﬂ*_"
e e e e
¥ 1
VIIt &_2 3 4 !
(b9) b9y (b9
A C Dm7 Em7 Dm7 C E7 Am7D7 Gm7C7 |
,_lr: » L > > e > > ——pp P
® (LATIN BEAT OPTIONAL) To coda 'q}l
* 1]'1—" g . 1!# -}P- Jt -

To coda | (b9)
F Em?7 Dm7 C Ebe Dm?7 G7 Em7Eb7DmM7G7

- ™ . i
L w w w

\

\
\
\
\

\
\

\
\
\

»--*-*
J,
¥
1
i
i

4

)

- o - -
» ot » [l

\
1
A
A
\
A
A
\
\
\

A

3 »-
I

.
ut )
TTe

TTe

N
%{

H
 's

-

NT

(sus4)(b9)
D7 D° D9 D7

C Bm7(b5) E7 Am?7 #

\
1

A Y
A
A

- o
> Lt

=

be he - D. C. alcoda coda _$,_“ £ re
1 1 ]
T I . .

G7(sus. 4) G7 ﬂ
| ] D. C. alcoda coda C Am7

\

T
~ — ¥
1__2__3 &4 &
(b9) '
C Gm7C7 F jof -3 C Am?7 Dm7 G7

——F » —_— S E —F4
—7— T 1 t — F T
(b5)(sus4) ,
Dm?7 G7 Em?7 AT+A7 Dm7Dm? G7 G7 C fine
% R |
> . - ik ok, 1 i J-L ? ;
w w w w » » b i r
7 4 E ﬁ v 3

b



One Octave Arpeggios - Triads

(Fingering derived from scales - across the fingerboard. )

l1st Inversion

2nd Inversion

Root Position

I———. 2
D-Ql\gaJ. 43 4381 4 81 3 y 1
6= ; : B :'"Illf' s
© I & 3. . : N
'D Min. 2 2 (8
51 i 2 2 1 p 2 1 2 1 1
" ik ! 15 e :
- —L . !
© 11 ;;j & it. - .
D Dim ) (9 2 P2 @
4 2 2 g
Y - 3110 i (O : 3 10 t *A‘
5 stile - S ipe s
T i ¥, be <.
| 1 1
D Aug. s 23 . 1 .2 1 , (i)
» - l . | —ll ] ‘_.F_'_,
) . oille T
1I > & o . o . .
II1 I IIT
(TRANSPOSE AND PLAY IN KEY OF Eb, ¥, G, A AND Bb....)
. 2nd Invers. Rt. Pos. Ist I .
C Maj 4 . 5 mzers 4
A 1 4 2 1 1 4 4P 2
DA | 2
LR s . =
C Min. (g
| |
:l . :
] ] |
Il 3 * 3.
— 10 <1k _' 5 -3
11 b * 7. -
[Cc Aug. (s) 3 a3 ,
£ 21 4, 2 1 4 31 1 3 p
S — B 15 —if: :':ﬁ
1 1 . »
g * . <+ 5 - 11 N 1 T1I

(TRANSPOSE AND PLAY IN KEY OF D, Eb, F, G AND A




FINGERING DERIVED

F REAL MELODIC MINOR - 5 POSITIONS

FROM TYPE 1A

2 4
éﬁ (f)z a(f) 2412 4 l--r‘l 2412 i.
Vl",: LT j_ 11 1 1 Jl 4! + =
& IFhed * ~ T
n g @ o0 © be
&0 @ ® 0 ® "%
= i =
— . o ] +
i ) A | ¢
3 l’jiE 4% g HET v -
' 1 21 24 42,
T "{7;. ! " 1 T—1 _‘lﬁ]___%
= v 3 $E T v
FROM TYPE 3 8)
2 4 4 1 24 (s)
41 1312 b...p.!-.,' 43 142 1
G0 Q000 O ® 0@ O "G
T T} P e S beo abet? £o
L
(i)-'4 31 ‘2(':)4
T T " ﬁ L b T =
| : e v ® vi
FROM TYPE 1
) ()5 4
24‘?24131 ;b;’;&#qz : 2142 @, 4,
® @ @ ©0 ® ® © I RARE)
= be ool TPp,
== pfy ot £ ;
-
, 3 1 (‘:‘) 14 o
§_ 1 H T
] o -Fl!; = P
v g @ X
FROM TYPE 4 4
4 () a 424 1
412 a'% #brﬁt - Labh, 481
e g © ® 0 @0 & 6

66




(F Mel. Min.)

et

IL'— .—._F—

4 o (Sl)
e 31 4
f P—'? I — Pﬁ'
I T T T i
=S P R oW gy
FROM TYPE 2 2
(s) 2 ‘ 4 1 e
24 12 .43 i F2p.
! !

® © 0

on?

e

iy

A
IL
_;—
|

2 ]
— 1 l ?
o ] " =:
®x
P 1
4 1 . F w o -4 :!;P' P S
2 21T Pe,
1 i
S =22 ——S=== ; —
4 (‘f) 3 2
-

L1 ; ._F—' T ‘ 4
STiEs =S : ==
® ® b ¥
(s b ®

1 3 .—F "

:r—:ﬁ———ﬁ

¢l

fine

For additional practice on real melodic minor scales refer to book I...play
reading and speed studies with lowered 3rd scale degree....




5th Position Study No.
(Playu as ( D

C 4 / c7 ¢ F
=== S e i ey
¥y #° : I J
(sus. 4)
C ¢ Am7 ¢ Dm7 ¢ G7 F° Em7 ¢ Eb° » Dm7 ¢ Db7 Db7
- . F ‘r' T 1 | I\-;_""—— l 1} ilf
] 1 1 M
T v —— S
C ‘ ’ / bC7é F Fmb
-
__P* » ."" '._.'1'_ .'.‘ 'F' -P-. .
= - R :
7|
—

C ¢/ Am7 ¢ Dm7 ¢ G7 ¢ C ¢/ TFmé6 ¢ C maj. 7

1 38 .
1
e == ===—-tr s =a=s=ct
= 5 5  * * l
S

Gm?7 . C maj. 7
b- :t;—-F- -» o L L.
1 1 } 1
Hi_‘ 7 £ .—i"——' & & ® 1
P X
Cm7 F7 Bb maj. 7
—_—— -  —mm aa 34 'b -
n =11 +— P -
S BEE 5o =
= o = ] -
Bbm?7 Eb7 1;!: L Dm7 ¢ G7 ’
T e L | .- b" 4 -Al
{ r b M ] 1 1 { lr \'p} f .‘ =
1 <
C V4 V4 C?7 »# F Fmé
TH )
| 1K + _'_‘7 < ] [ _—;LT {\l } n
S == - ~
C ¢ Am7 4, Dm7 ¢ GT ¢ Em?7 Eb7
__ ko . * 2= - L
— '_?:2-‘?:#} ]
1 1 T . 1 1 \
— == | =
Dm?7 G7 c “4_. BbY ¢ C /s /¢
-1 o 9 3 a3 — |
; 1 v i 2 8
{

Ritard




One Octave Arpeggios - Triads

(Fingering derived from scales - across the fingerboard. )

Pos.

(TRANSPOSE AND PLAY IN KEY OF G, A, Bb, C AND D.)

A Maj. Rt. Ist Invers, 2nd Invers,
1 1 4
3 1 1 3 1 i A 1 1 4 1 1 4 o \
¥ Q 8} 13 —n "
11 L-‘-i_— 'j. R & >
A Min 4 4 4
21 ! , 1 4 114 144 o ,
0 ® 110 ._— ®
n gi * 4. .
A Dim 4 4
2 1 i 2 1 2 23 2 1 2 34 5 1
1 4 1
% : [:i )I L: S| 2 T eof
N 1
® 11 &1 I 5. 1 I I .- I 1II
A Au II II
g 1 1 1 1 1 (s) 3
3 3 2 2 4 1,4 941
i [} : .: a - .:
I & 5. - g TR
(TRANSPOSE AND PLAY IN KEY OF Bb, C, D, Eb, AND F.)
(FINGERING DERIVED ONLY PARTLY FROM SCALES...
ACROSS AND UP THE FINGERBOARD.)
1?«‘-—1\/13_3— Rt. Pos. lst Invers. 2nd Invers.4 !
(3) - 3
0N ) 2 2 22 1 2 L 2 | 43, 2
B A - 0 0
o4k 7 B = =
II Jg* *g o .- & -
e g, . mooy
|'*—- (s) 3 3
F Min. ,2 4 o 2 4 4, 24343 2
o ]
I . 1
T b *3$ Z.  be® * 4. * m  g* I % I
| F Dim. (8) 2 5
() . 12 12 4 L2 2 N2 2 g 4
[ 2 () ® 2 a t ]
II Eb > . b; = 111 11 \ 111 I
' F Aug. 1 1 1 (s)
H ()4 3 2 g 2 1 g 21 2 4
é? - g s
N ‘0 1 1 .ll.n i} (]
o Jate T3 ¥ - 5. 1 °
e .



Chord Forms

Min. 7 to 9 [Mm 7 to 11 9th to b9
(Root 5) ot 5) | ' (ROOT 6)
t 1 XX
X¥2131X% ¥1312% 3242
et ‘ _l _l
113613 613 Coad (sus ¢)
Dm7 (9)um7:+11)G13 G13 Cma? Am7 Dmll Dm9 \Sus ¢

G7 69 (p9) ¢

f"‘I’ﬁ—j
I1I F T3
(11)
(Min. 9 1s
| INCOMPLETE

STRUCTURE)
1311XX X131

N : 6
N / b9(uma7) b9  +5 (susl)

76 Cma?7 am?7 Amll Dm9 Um?7 Gl3 3745 mil A7 A7b9 Dm9 Dm7 G7 57

Co6

A S N 2bet (Hlo4 4
3 ¥3 g 1 — T W
T ° v VIII VII
ok ok ok *
SLUR
ASCENDING. . .INDICATED BY A CURVED LINE OVER 2 (m) (m)

OR MORE NOTES. PICK ONLY THE lst NOTE AND DROP
THE FINGER(S) OF THE LEFT HAND SHARPLY ON THE

L 1 I
STRING TO PRODUCE THE REMAINING NOTE(S). v
DESCENDING. . PREPARE THE ENTIRE GROUP OF NOTES
WITH THE FINGERS OF THE L.H. IN PLACE. PICK (m) ]
ONLY THE 1st NOTE WITH THE R.H. REMOVE THE L.H.
FINGERS FROM THE REMAINING NOTES OF THE SLUR,
DRAWING THEM TOWARD THE PALM, SO AS TO AC-

TUALLY PICK THE STRING AGAIN.

WHEN BLENDING WITH HORNS (WITH ELEC. GTR) IT IS USUALLY BEST TO
GLISS FROM NOTE TO NOTE WHEN A SLUR IS INDICATED...THIS PRODUCES
NO ATTACK WHATSOEVER ON THE 2nd NOTE AND THEREFORE IS MORE
"HORNLIKE". (NOTE: BE CAREFUL NOT TO MISTAKENLY INTERPRET A
PHRASING MARK FOR A SLUR. A PHRASING MARK GENERALLY ENCOMPASSES
A LARGE GROUP OF NOTES AND INDICATES A LEGATO OR SMOOTH PERFOR-
MANCE OF THEM. YOU CAN ALSO EXPECT THE HORN PLAYER TO BREAK
THE PHRASE OR BREATHE AT THE END OF A PHRASING MARK..FOR A PER-
tECT BLEND YOU MUST PERFORM ACCORDINGLY. (THE COMMA () IS ALSO
USED TO INDICATE WHERE TO BREAK A PHRASE OR "BREATHE".) _




TRILL

WHEN A GIVEN NOTE RAPIDLY ALTERNATES WITH THE NEXT DIATONIC
NOTE ABOVE IT...PICK ONLY THE PRINCIPAL NOTE..DROP THE FINGER FOR
THE NEXT NOTE SHARPLY ON THE (SAME) STRING..THEN DRAW IT OFF

TOWARD THE PALM, (ACTUALLY PICKING WITH THE L.H. FINGER) TO KEEP
THE STRING VIBRATING.

gml—-—-—""—'\ n

_._',._{._<_.' o] =-—4_.- m

-

\F/- ‘--3/- — ]

Theory... Diatonic 7th Chords( Major Keys)

(ALL DIATONIC CHORDS WITHIN A KEY ARE BUILT UPWARDS IN 3rds)

1) BY ADDING ANOTHER NOTE A 3rd ABOVE THE DIATONIC TRIADS WE CON-
STRUCT ALL FOUR PART CHORDS COMMON TO A MAJOR KEY. (SEE DIAT.

N S T . ~ Viln7{05)
I(ma7) 1In7 iIIm? l}\’,(miﬂ ‘é7 X}l‘;' Bn7(b5)
A Cma? Dm7  Em? ma7 67 . @
3 § §
\J e T 1
SUB-DOM. SOUND pOM. SOUND
NOTE: THE VIIm7b5 IS SOMETIMES CALLED "HALF DIMINISHED" . . (SYMBOL = ®)

....... OBSERVE THE CHORD RELATIONSHIPS PRODUCING THE TONIC,
SUB-DOM. AND DOM. SOUNDS.

AISO NOTE: THE IIIm7 IS OFTEN FOUND AS AN INTERMEDIATE CHORD IN A
SUBDOMINANT SEQUENCE.. EXAMPLES:
v MIm7  I1Im7 (V7 I)...Im7 WIm7 IV (V71 1)
L EFma7 Em7 Dm?7, (G7Cma7)..Dm7 Em?7 Fma7 (G7 Cma7)

2.) BECAUSE OF A CONFLICT WITH THE ROOT IN THE MELODY, THE FOUR
PART STRUCTURES USED ON THE ONE (1) AND FOUR (4) ARE OFTEN 6th
CHORDS. . BUILT FROM MAJOR SCALE DEGREES 1, 3,5, 6 YOU MIGHT SAY THIS
IS A RESULT OF THE SUBSTITUTION OF VIm7 OVER THE ROOT OF THE ONE
CHORD AND IIm7 OVER THE ROOT OF THE IV CHORD..(Am7=C6 |/ Dm7=F6)

3) SUBSTITUTION OF IIIm7 OR VIm7 FOR I, IIm7 FOR IV AND VIIm7b5 FOR
V7 ARE ESPECIALLY VALUABT ¥ WHEN CREATING MOVING BASS LINES WITH
STRONG CHORDAL DEGREES (1&5) SUPPORTING THE HARMONIC STRUCTURES.

c b I c7 / F
I . i 1 .
EXAMPLE: A CmoaJ. 7 Em7 Am7 c9 Fmaj. 7
e 7 B
5 E . = -
-2 r o P

All diatonic chords (names and structures) must be memorized, in all keys...




Arpeggios-Diatonic Sevenths |

(ALL 4 PART CHORDS-ALL INVERSIONS-KEY OF G MAJ.)

(Fingering type TA)

(Root Position)

G maj. 7 Am7 Bm7
B b iy
1V vy : v ‘
Cmaj. 7, N 57 Em?7 Fm7(b5)
—— . 1 o o i
s - v -
G maj. 7 Am7 Bm?7
K 35 il ==
(1st Inversion) Em7 F8m7(b5) Gmaj. 7
A 1
) |
e ‘ =
_i—d—f‘_&j] #_&H o .{.‘ & ; s
Am7 Bm?7 P C maj. 7 D
! & jz o
e
- - y -
7(b5 Gmaj. 7
1 — f —1— T
(2nd Inversion) C maj. 7 D7 Em?7
- : B |
== ~ e | "% P |
¥3 Jve’ Tes  4¥ ;
F8m7(p5) G maj. 7 Am?7 Bm7 :!_
T L § I o b L ]' ?j'— *
Cmaj. 7 D7 Em?7 2 -
- = EEF — ‘
(3rd Inversion*) ¢ maj. 7 Bm?7 o Am7
- r.._a
444 ex = X :
N ad . -
G maj.7 F8m7(b5) Em?7 ~ D
~ T- -
T T
\ﬁ\ v’
C maj. 7 Bm?7 Am?7 Gmaj. 7
1
1
— T
1 I
s + 4 ' = £ v =1

(* 3rd Inversion =7th in the bass)




Arpeggios-l)iatonic Sevenths

(ALL 4 PART CHORDS - ALL INVERSIONS - KEY OF C MAJ.)

(Fingering type 4)

" (Root Pos.) Am?7 Bm7(b5) Cmaj. 7
—+ T —-
A v
Dm7 Em?7 ~ Fmaj.7 G7
0 b .t T
; d———{}{p— ] ==
Am7 Bm7(b5) Cmayj.7 -
- 4 #4
T ﬂ —
:_—1;_‘ } = I T {
(1st Inv.) Fmaj.7 G7 Am?7
—
e j - .‘I. _‘ P 3
Bm7(b5) Cmaj.7 Dm?7 Em?7
1 *— ( o
v 2 ‘ E= ===
= SR FEEASS
Fmaj.7 G7 Am7 —
- ]'- o - »
> ] Ifll L? ] T ! - 1 ﬁﬂ
(2nd Inv.) Dm?7 Em?7 Fmaj.7
= e e retes
’7L_‘..JI 4 .‘]. - 2 g
G7 Am7 Bm'z(b;;,1 Cmaj.7
£ e =z
-
=
Dm7 Em7 Fmaj.7 . -
P T - -
:[l; == ‘hﬁ:::g
3rd Inv. Dm?7 Cmaj.7
(3rd Inv.) m . !l" maj . Bn7(b5)
;o " T ® ] 1
v , -
Am7 GT - Fmaj. 7 Em7
— Py
S=TEEsdT=seiiasd feFie—=:
Dm?7 Cmaj.7 Bm7(b 5) Cmaj.7
o ;’-P # i — - - j
)| P~ M- ) | r L }
- - F ™~ T
(See bottom of pg. 55) 73



G REAL MELODIC MINOR - 5 POSITIONS

FINGERING DERIVED

FROM TYPE 2
24 92 4184 1242

H%?CD G @ 0o 0 o MLE ==

‘124

® ©
Ay —p—— e e p]
T T 1 T }Ltj;: 1
Ve 4T GE hI e —
E‘ 23(?2"l 2 1y 2(':‘)32
—— 5o : F}:—%‘_‘b — =
“eEd ¥ ST 0 & Chs
® ®
FROM TYPE 1A " v
(s) (s) 1 2 (8) 412 3
12 31 24 4 124 2 - pr.-
Iy L ~ % [ 1 — |
FiT g = o O
76 © 5 ©0 ® G ®
— T Z
rEEist iad
be o | 12 2 1 42y
=== % == i
. bod 3 $b#F *7 @ vi -
FROM TYPE 3 . - |
A 1312 Jhawf £o, 4 1429
et = T~
e 0 © @ @ @ ©® 0o
— o pra, alre. oberfre,
J - ~t 1 1 31
« (s)
4—4 3, 42 14
'; T 1 : a T T 1 1
i _i e 1
D( o
FROM TYPE 1 (
(s) 2 4
24f24xi_;;b;:‘: 7 £ » . 2143 $241
sXESS==s = SES
® @ €] ®@ 0 ® O @ 3 ® ®



(G Mel. Min.)

=== spfp ot .
- a. T
-'-F— 3
= s ot e
o - ' =
FROM TYPE 4 s 4
41 24 3 3, 42 j o
— ! .bf.g: —E Ffebe
Q® ® ® @ ® @
I B Esse=s s =sss=soc=—o o=t
1 | IJ &
Ffzbe _—
= = =" i x —
—
Azpi' obp P F— = £b, o) 2!
&j’b‘ = T
¥ ® X
P L. sbapf Tfee -1
@ ) 4)VI1
— obo?f 2o, ! ~
@ | S 1 ; =!
Q2 b
T : opnlt fPo .
= > T
[ — 18
@ .
2 ._F-'-
:Hj

@44

Y



Chord Forms
13(sus 4) 9(sus4)7th¢x;) 7th(b9) 7t 9) 13(b9)

9th(b5)
(ALL ROOT 5) >
III?,E 1 111 J Ullle 1X234X%
N11114%¥11111X2 1311!(218142218145(21814 393
23334 23333 /
i \ D9suslk 6
13(sus. 4)D9(sus. 4) D l> D7(b9)D 13(b9) Gmaj7 (Am?7) DI(b5) Gmaj.7

e

v 2 Tyb

1110 (V)

+5
7tH+ 9

Il o,
bs\/11+
13th(b5) 7th\+9J\+9

5 [J
5, i (7007 5 ROOL S
1%2334 { xzx:uA 1%2334 X210341
(Am9) | (+5) (Am7) (+5) } /(b5 9
D13(sus. 4) D9 (b5) Gmaj7 D9(sus 4)D7(+ 9 Gmaj7 D13(b5) D7(+9) G6
4 4
(B¢ o
i 2 ;7 ;1 :g: 4 T
(V) v I III v v 111
7th 7th(b9) 9th 7th(+9) Maj7
(ALL ROOT 6) - (ROOT 5)
] HII
1 & B
: TETELIN Y i 7
241X 3241XX% 3242 33 2314XX
Cc7 C7(b9) C9 C7(+9) Fmaj 7
| Ll o | - o =
— & — & E S $ o
v VI VI
| Sequence +9 to b9 | lSequence of 9th's |
«—ROOT 6 —
1 » A.R
gy ™ g
21 34XX 3241XX X1324% 3142%X%
3244
C7(+9) Cc7(b9) F
|
—3 =3 =
VII VI v




Two Octave Arpeggios

C MAJOR TRIAD FROM THE ROOT

(Fingering derived from scales and chords...Across and up the fingerboard. )

4 4 1 44 4 1 33
a2 224 F : mal“ ] w’ ‘;35
‘ 1 i ]
1] =
& 30— * B%00 go— O ®3 @@
1 3
4 51 4322 ‘fal 321 3211‘3] 214322
1
- ‘ ma m‘
0 S50 "00 0 LeBO" 600 50 ¥ v =00 &
1 2 1 4
2 1 3zl£ , 1 4 4832 183 g2t 1 2 218‘5
‘l 1
o D
* 0@ — ® @ 6] o
@@ ® ® @@ @@/@ @@"‘
l 421 118‘2!

(PRACTICE ALL FORMS IN ALL POSSIBLE KEYS...)

>

Chord Etude No. 9 -

Rubato
d J 42 d 44 g1y |, l
E ===
y o 1 1 A
D) ] ] ' | f%::’;,
VII \'’4 VII VIII 'V VII VIII

— J {I‘J[. %AJL 4:‘21;174

(Vi) Vv v \

hd 4,24 4 | ) a3 : o

— g ; S =]
r — T o= ,

\Y% VII VI IX VII V 11 T fine



Moderately Slow

The Wanderer (duet)

<

N o Ao J‘-J-I—ﬁ
1 3 " 4 .3
e R B
) 3 8 1 T
A\ (V1I) v v v Vi1 mI ‘
2y
ﬂ
~n. + :F :F f “,F- = 1 ] \F@}a l‘ : T
S L - i I T T i
\'/ I
- - 2 1 —
2 b 5 = 82
e N r’ 4
\ v | v 1
1 i 1 1 } ﬁ
1 1 1 1 1
. 3 e e =
™
To coda
D, 44 -
P,l I o 1 J % ? T
R ‘_"tﬂ ] R S & i
M- — T T
IV v
To coda
l 11.].1L i l l } [ 4
— & Er= : :
' —— []
I I ¢ Fo I F
M
4 .D_i 2 |) & ] o _ |
SRS D TR =
1 1 .4
I i 3 [ I~
(%) VII \ 111 (V) IV VI
4
4
[ i N e
77| e T
Vv et =
D.C.
] al coda
- ! 2 Rt s _;rw-' rAn]
~ el -y 41
i ! S i
] r I [ :
I Vi) vi_|
— Rtv | )VP' o
o al coda
¥ } 1 —r 1 —F :



(The Wanderer)

4 G ef £r., . p—t=
i ¥ = 1
ACCEL-
coda .
(increase speed)
| | | Lo
E@J e B H8 2
I T; Vo
~
1 b'-bﬁ; he f/ f o
—F— ! S
T T | =
Rit- ~ fine
3 ~
‘ﬂ’; g r ©-
= o 3 8
Il v 2 II T
Rhythm Guitar - The Right Hand
[waLTZ| 00 1 p, Cmaj7C#  Dm9 GI3  Cmaj.7
BASIC :'A ‘1——4:%—— A i A A A B A Al B A it £
STROKE T ) >, i
v .
ORCHESTRAL (,J) M M , Cmaj.7C#  Dm9 GI3 Cmaj.7
x E:’ f; ’ 3? e e B e AR #a;i
¥ T &) l
AEAM AMR ARM
"ROCK STYLE" My M mym mym A Cmaj. 7 C& Dm9 GI3 Cmaj7
= = I { e - . . -
Frrrrrror e e St
"j_,-' h\'!_ﬁ‘/"l ":Q:" ¢ T similie-
mVAY = .
VARIATION . AAyAR AVA AVA p Cmaj. 7 G13 Cmaj.7
A A A - ‘If‘ - ‘Jr‘ i‘Tl ‘16 r‘o ‘. | I hd L' : 1‘7
' e =T |
S 3 3 3 38 3 3 33



Arpeggios-Diatonic Seventh’s

(ALL 4 PART CHORDS - ALL INVERSIONS - KEY OF F MAJ.)

(Fingering type 3)

Am7

- Bbmaj. 7
(Rt. Pos.) maJ €T
L T )
@%’ ﬁ——c
v = = L — <+
Dm7 1~:m7(b5),1 Fmaj? Gm?7 ‘
IJ' [ 1 t '_
‘ s b
- BbmaJ;_’ _IF_I" Cc7 y y
{
)i
- i ]
Bbmaj7 I~ c? Dm?7 Em7(b5)
S - - m —
‘ n 1 1 vl 5" T T—1
_j:i'— )
-
Fmaj7 . * Gm7 o f_H Am7 o 2 o
=T SSS=SSE=SSsts SS=SSSSsc
T ..~ - = — 1
(2nd_Inv. ) Dm7 Em7(b5) Fmaj7
1 ] l 1 I‘I dI f l
Ty ¥ - :
Gm7 ~ Am7 Bbmaj7 C7
==Sr=== =Fo= =E ? —
, -
Dm?7 o Em7(b5) Fmaj?l o # -
== *r:i%
442 l ‘ ‘
(3rd Inv.) Dm?7 s o C7 . £ Bbmaj7 o
1 ] 1 i #_%4 -
- ! S
 aa —451 ~
7 7 i Em7(b5
Am Gm j . Fmaﬂ‘lﬂ (»5)
1T i
E g & “ﬁ’z < ‘J & L 4 &
Dm7 C7 Bbmaj7 F
T ﬂ 1
- s— ] + ﬂ
80



Theory... Chord - Scale Relationships

(FOR THE PURPOSE OF IMPROVISATION:

WITH DIATONIC CHORD STRUCTURES

ALL THE NOTES OF A MAJOR SCALE MAY BE USED MELODICALLY OVER
THE SEVEN CHORD STRUCTURES CONTAINED IN THAT KEY...HOWEVER,ANY
SCALE TONE ONE HALF STEP ABOVE A CHORD TONE (1, 3,5, 7 IN DIATONIC
HARMONY) MUST BE OF SHORT DURATION AND USED ONLY IN "PASSING'" TO
A CHORD TONE NEXT TO IT.

EXAMPLE:
CHORD Cmaj. 7 Dm7 Em7 Fma?l G7 Am7 Bm7b5
{PASSING ] | I T }
TONEONLY__F_ _ _ __|_.__F_C__|___C F
HANDLE WITH CARE____ (B) (B)

(..MELODIC IDEAS MAY BE CREATED FROM SCALE TONES IN ANY ORDER
PROVIDING YOU DO NOT START WITH, OR "LEAN ON" THE PASSING TONES
DISCUSSED ABOVE.

Cmaj. 7 ' Am7 | Fmaj.7 Dm7
n . — . _o 4 1
Z T )} 1 —< -
S == 1 =
Bm7(b5) G7 Em7 Am7 Dm7 ~ G7 Cmaj. 7(or C6)
. ;- ) . -
E:#I [] o= T;T Jﬁ j’ q% i—ﬁ e =

*IMPROVIZATION= THE SPONTANEOUS CREATION OF MUSIC WHILE PLAYING_ _
USUALLY WITHIN THE CONFINES OF THE HARMONIC CONTENT OF A SONG.
(WITH ALL AVAILABLE NOTES DRAWN FROM CHORD TONES AND RELATED

SCALES. )

BEFORE "ALL OUT" (NO HOLDS BARRED) IMPROVIZATION IS ATTEMPTED ON

THE CHORDS TO A SONG,

AND "FILL IN" ONLY DURING NOTES OF LONG DURATION.

IT IS BEST IF YOU'"STAY CLOSE TO THE MELODY"

Example:
(STRAIGHT MELODY)

C Am7 Dm?7 G7 C Am7
[9 {i-. + ﬁ*. Tglﬁ [
—t : A —— T

o 1 — = ]

(WITH "FILLS" AND SLIGHT RHYTHMIC VARIATIONS ON THE MELODY)

- A
et T
7 141 a
¥y i LT 1 i A
) S



D REAL MELODIC MINOR -5 POSITIONS

FINGERING DERIVED

FROM TYPE 3 ) (
41 24 3312 4!‘21 43 142'1”
’ é* ® Vo, d3e2®
11 2 @ @ S g E. 5
. ®d® ® ‘ E
: !! >
i T 1 T - ] »——
) 1 1 —— i
B i
(s}
(
S P———
ﬂ EE: LA v~
'ﬁ'# @ v
FROM TYPE 1 (s)
(S) 4
24 12 4134 23‘2' 2142('?
i
® O ® 6~ 0 @ “*rdFevs
®© @ "o ® ®
— —_‘j—l HJE{- 1 = " —11 1—
13 1O 14 29
E5 %’5 " E:g:t——f oy )
1 - ! T—
g gagve ¥ @ vm ~
FROM TYPE 4
4
( 1 3
41 2413'2)1 34';"‘4 fo o 431
Rl @ =
® O ® 0 @ @ ®
1 1
sfte
e i £
== e et ALt sirrrrmrts
T . - ——
£ T4 5y ;2 (8‘)4
- } o
| M ,‘_LI.J.L __‘ @jI;( t

FROM TYPE 2

(s) 2 412
s 2
24 12 4134 4 242 ool f£9,
®

= A=

© ©® 2 @ @ € © o




(D Melodic Minor)

a2t

g - #ﬁ
qy | N 1 { ] 1 is — ] 1 ) + } —- L
1
(s) (s)
{ — 1 23124_; 2 44 21 32
SESEEeSS SRS o
- = T
X1 ®© 0O ®
FROM TYPE 1A (s) 2
) 3P 242 4 (§)2 4 ;_1-4! :-25 hi‘-‘I!#- .
1 2 li o ] ] -
B e e ====s
] s '
@ ®~0 ® @@ o o
-
» AP
P — T—T ] — ] > pi:q_'—_:ﬂ:#l
) ) I 1.1 1 |
L ] .-
h:E:'A
) S ] -
hE
===z =oresE e ==
o

(s) 1 Zeoe 1
12 3 » :ﬁ# -2 -1
é%gﬁé Zias=== i
' ®
- IX
2 -f-:ﬁ-.-:! _-.-"P_ 1\1
SrEoasEa=— Lires
A h _I
®vi
. pheer £EEE feo., 1o
J | I )* 1
4M 1 i—— ——— == a-3=
@ v
2 s 1-1
: T '_ '— 1 1 1 1 1 )| 1 T
i b]i ‘ _J, | —T - J-‘I‘
S OB < F4T
®
4 -
S S
' T —F F—F | i . T T ﬂ
——— K + i;.#ﬁ. gd¥ O
® : fine




Chord Forms

* ANY NOTE FROM APPROXIMATELY C,

6th STG.

(SOUNDING) RANGE.

- 3rd in the Bass"

5th STRING (3rd FRET) OR C

.(8th FRET)ON DOWN IN PITCH I DEFINE AS THE REAL BASS

.ANY CHORD VOICED WITH THE 3rd DEGREE IN THE BASS HAS A
WEAK CHORDAL SOUND, AND SHOULD BE USED ONLY WHEN LEAPING
TO A NEW INVERSION OF THE SAME CHORD..OR AS A '""PASSING CHORD"

TO PRODUCE SCALEWISE OR CHROMATIC BASS MOTION.

6th

7th

Major Maj. 7 Min. 7 Min. 6
(ALL ROOT 4) >
BERpm e OT AR 4
] 'y C
3X141x3X142X% | 2X134X 2X143X 2X141X
\ f‘/ 2X134X {_/
F F6 F7 Bbmaj.7 Bbmé S Fmaj7 Fm7 Fmé Gm7(b5)C7 F
@ | | . | 1 |
X 4 (ba. g } ©
o
1 111 Vi v II1 T I
“. . (maj. 7)
Augmented Minor Min.
(ROOT ANY STG) (ROOT 4) (ROOT 4)
+3 i %ux
2X\144X 2’“3‘"(ma7J 9
F \F+ Bbma7? Bbmé F  F+ BbBbmBbm’F6 F°  Gm7 C7b9 Fma?
Y
% | 4 4‘1‘ 4‘ : 3
o o2
I III VI VIII VII VII VIII Vi VI III (II1) 11 1
Chord Etude No. 10
Rubato
e’ ; E !.. | 2 #3 44 Ja
. ‘
1 } } T }?‘r - 1 “ T
K | B J |
v (IX) VII VI VI V v
) l 4 l ] 1 N 1 l J l
—— —@ } ; F
£E-a

(111)

11 111

[~X = L g




Two Octave Arpeggios
G MAJOR TRIAD FROM THE 3rd

(Fingering derived from scales and chords... Across and up the fingerboard. )

! 3
183 514 - 422 a4 4 Lt g2l
- ] {11 - i
S ===r=3 = =
1 2 1 1 1
ig15% 1! 429 - 1.4 a1 3 A 44 a1 5 #
! S = E e 1 =t ’
i ‘ f Jr l& g Y }'L‘ P — —
[ Y 5 . 7 F%a Zo0 O  4 > O
0" %o ©C . H S @26 ©° . o ® @ 2%
4
3 2 3 4 4 2 3
9 - A - 1 2 1’ 1 1 .
e o L e
- @ b
(Practice all forms in all possible keys..)
F MAJOR TRIAD FROM THE 5“1 (Across and up the fingerboard. )
4 2)
2 4 4 1 - 1 ¢
P e e T Pt
@L@/ X - @"‘@@ @@ ®* 3
4 2 4 2 3 1 3 1
2 4 » 1 i . 2 1 3 » 1 4 3
N3 3‘1 4 = 2 24_4‘" 2 i — 3 e
) S o~ ~
8027 ©'-®@/®3 - e%6%—0% " o0
4
(1) 4 4 4 3 4 3 2
: =1A41 2213'# 118 ll-l&! 113 15 g Qs :‘ :—n
'4 — ™ e ~— 4%@ *+a0® =
43 32 @
1 1 ‘JP' —
& (Practice all forms in all possible keys..)




Rhythm Guitar - The Right Hand

9
alaBREI(Y Dm9 Db7(+9) Cé
JAZZ WALTZ + s I  e—
BASIC STROKE - ¥4 y B — e ) e e
— () ! T )/
s (bassmore or © (@1 V1 (gl ¥
v muffled bass stgs) 9 -
mﬁ ! p_ Dm?9 Db7(49) cé
ORCHESTRAL ' s — " —
#l Y_T.—/ ) — {. { R : =
Tap the foot in '"one''..i.e. on the first beat of each measure. )
\ 9
i:l’n v om A Dm9 Db7(+9) Cé
VARIATION — [dear e e e e S >
) | } 3 1 1] | T I 0 |
VvV ) v 1 1 |
9
Em9 Eb7(+9) Dm9 Db7(+9) C6
COMBINATION S — P —— D ——— P —|
% - P
v : 9
: (xh)n Dm?9 Db7(+9) Cé
N a— 1
ORCHESTRAL Y i —* S ¥ - -
#2 VAR i 1 1 TV
™) 1 1 T
(Tap the foot in '"one') 9
. ny._ Ny A DY Db7(+9) Ccé
VARIATION T e Y 25—
1l — 1 1% o d 1
[ )
A Em9 Eb7(+9) Dm9 Db7+9) Cé
COMBINATION v_!!;_yAA L ’lf ."1" CE—— - — '17{‘ s
(Y] T | |
Inverted MORDENT Double
.‘y  — 961 - — —
i = — ]
. 3 ) 5
(written) ~ (played) (written) (plEyed)
MORDENT Double
N _Av n.. v n V. e M v
g igieat e
- —
3 5




Arpeggios-Diatonic Seventh’s

(ALL ¢ PART CHORDS - ALL INVERSIONS - KEY OF Bb MAJOR)
iﬁ [n] ge;@‘ (Rt. Pos.) Am7(b5) Bbmaj. 7 Cm7
H

Py

=

(3

D g & =
Dm7 Ebmaj. 7 F7 Gm7
th |
i ] 1 —
Am7(b5) Bb maj. Z fe Cm?7 _ o P, -
| — ﬁF -
> SN
(1st Inv.) F7 Gm7 Am7(b5)
| I 1
1 f [ .
Bbmaj. Z ™ Cm7 Dm7 . Ebmaj. 7
j_i-o{ L —
 — S
F7 Gm?7 ] Am7(b5 . -
—r =" : s
b R
(2nd Inv.) Dm?7 Ebmaj. 7 F7
o T
& _.‘_t s J v -‘ﬁ‘
Gm7 Am7(b5) Bbmaj. Cm7
P ) ]
] ! # F- -
"
b 7 . -
Dm?7 o Ebmaj. 7, & F R
| — ! —o—'ib
__.F_' 1 —] o 1
b —— 4
(3rd Inv.) Dm?7 . P o Cm7 ) Bbmaj. 7
e —
1= L t
e == = — === —
Am7(b5) Gm7 -~ F7 - Ebmaj. 7 ~
— R i T
' o - o —@
Dm7 Cm?7 Bbmaj. 7 Py
- ' —F j
i +
¢ - '

87




FINGERING DERIVED

A REAL MELODIC MINOR - 5 POSITIONS

FROM TYPE 4
(‘:)l 4 3‘
41 24 138 _!_a 42 o _ . 431
j“ 1 1 | i } )6
—— —7
1T 06 o OB ®© Firveids
HV prp—— -q—ﬂ @
4 ) S n_' > T -'[
jl;qj_—d—i—‘ >3 2 ‘ W__J_
i— 4 3 42 (':)4
=== = =1
— ] I T e o
kg JF & iis ® w
FROM TYPE 2
24(6;)2 4134 2 42 4129
1_ - > o 1
s T S s S i
® ©) N ® ® 0O N ® ® @ ® 6##
i ﬁ_ 1 1 {1. o . 21
? 1 T T y S— 1'— T +—3
Frer v e =SS
- . b —1 2 3 Daay ? 14 2":)32
—— + o '—F_ ‘l !' S — " — 1 F‘l s - +——4
~ TvIg & ¥ ® @ &+
FROM TYPE 1A VI
)
(.:')2 a('? L1z, (.;:)2 . 14‘;_2 h-‘-‘: .
i ter e
27 0 ® © ® 0o~ © o '
L ! ﬁ =SS —Lﬂ ' ﬁ J 1 ._]E-l!‘-
JStd Y 249 e
h!p.-' - 1 21 244 421
= : == e 1
Li‘ j -‘-q-‘. @ X
FROM TYPE 3 Y
t Aq 24 13‘.; plee? e, ~~ 14z 7
@ ® ® @ 06 08 "%

e®



(A Mel. Min.)

o
18

B
i’.f\ — ._.91191'-1' P}'-P—hf—'— fap h:ﬁ#"‘: . »
S T o I
l 1 T
-
(s)
— N 47— 5 31 4 D
- I ] ==sEEesT e Sismmamn s e
(i ® x1
FROM TYPE 1 ) s
2 12 o
2 4 ('i) 2 4 3.; f.hf_#E “::': A e P 2 142 1
l i : 1 e i_‘ 1 1 :
- ,_iiﬂ
=% 0 © 0 @ 0 =% O ®
o - oal o
S 1.?1%-'— Faly .p-h' = ££.5-£
St T T L !
-
] _’ __P i Y :L'- 1
e e e e e T E==1 =
- ’4'—'-
42 o f-hlﬁ: = FEFE® _T'. 1-1 r
g f 11 —IL o ] —‘j
4) IX
5
- 2
4 o ph#f_'_!_ 2o Mlﬁz ! 4@ ~ D s
1 11 | _ij___‘t‘ T _Jj T
.‘..
. " ® vi 5
(8 .
12 3 = Tee 1— 1
T t L 1 e 5 A 4 |
¥ ® 1V Rd.ES
2 - oo Pl » 1-1
‘ o — o y . I q 2 1 : ‘
ik T
C Of
4 -
pr—r—_— i ~y
= o i e J —
T -~ vy © fine




Chord Forms

*Minor ,

'—“ [9th ; Chord : 9th | 7th(b9)|
9th(sus’+)‘(OPT.13)v “ss | 7h(>9) 1 (INCOMPLETE STRUCTURES)

Note (OPT.13b9) NO 3rd PRESENT
(ALL ROOT 6)

drb GEY B ERE

3X421% 1 3X411% T ﬁ

v

3X421 X 3X421X 2X314% 2X314X%
(1) (1)
(sus4) {)(Opt) (13) ' 9
Bb : 9 (bo)
C9 C F13 Fma? }C/ c7b9 Fma7 C c7 Fmé
) (o) , 4
- Z -'»%:iﬁg,@%ﬂ
2 4 L g T
g e & 4  # e & T
TVI v vI V | TVJI VI VI

*fy%;

*This is a relatively new way of notating symbols for chord structures that
might be difficult to name ‘any other way. The basic chord sound is repre-
sented above the diagonal line, the bass note it is to be placed over is
indicated below it. a ’

+ (SUS4) (SUS4)
Gy Bbc C9 C9 C79 Fma? C7C75C9 C7b9 Fma7
4 21 !N’ ‘ I ia&il le I
.) T 1 1 1 I I‘ I H T )|
2 32 42 4 @ ¥2 2 43 &
vif 4 VI v | (VII) VI VI V

also: C9' CY(b5)(or 11+)
(INCOMPLETE STRUCTURES)

' +5 (sus 4)bs) (+5)
C9 C9(sus4) Bb G C7b aj
/{ % 9 Fmaj?7 C9 C7 C7C7 Fma7
g li i 1 4 4 -
i 1 i 1 43
) 4 3 > &2 o2 &2 2
\Y, V1 VII Vi VIII VI VII (VIII) VIII

(na |rA)



Two Octave Arpeggios = C MINOR TRIAD FROM THE ROOT

(Fingering derived from scales and chords...Across and up the fingerboard. )

4 4 g 3
32 214 # (:"21,44;5 ;}2113 1
L 1 T in > i - | i
o= o b ¢ R YE o ©
2 1 2 1
4,1 422 @ i,1 311 #® 314 422 # 3 31 1l®
1) ) 1) 2 ——)
- Thg ® 6 } T he a f
, o) “Thet D ] ,g' D =
8<50—0 g5 0—00 ' —a0C - 0% a0
1 1 4 4
:4331112 L 32 211 2 ‘-82243 %21143!_
T — f | . 1\‘ i i
ygj QD ® . %) il )
e~ @ @=—0 g =0 g— e—° a
8 2
1
32 @ : 2 e
t 2%'?' ; 2 (Practice all forms
= =
L I # T < in all possible keys)
APPOGGIATURA (Grace Notes)
The unaccented 0 ml H’_ M H,,_\
appoggiatura | (— ;VJ:* - { - o
e ! ' | ’ = =
takes its duration (written) (o1 g
en '
from the wrl p ay; ) (written) (played) .
preceding beat. 0 e QY
— H ot i #——%‘—‘FH'——P—W
| Bt | | 1 R | I
oA = =
The Accented Appoggiatura (usually shown with A N m n
no slash thru-the hook) falls directly on the beat. 7 -

It is also(and best) written out in full.

The TURN (Grupeto)
mnJ

INVERTED|TURN

b
n_no W —W 2 ey RS (V)
== 1 el —— = e
OV T —"1__ 3 + it
(written) Eplayed) (written) (played)
n oy (" 2
e : : i
O 1 === S
~V

NP n g 4

s e




Melodic Rhythm Study No. 6 duet

I'"\/_\ VHV
) y

: rs /‘E_ P—‘F———-ﬁ-—‘ﬁ—:ﬁ—f' I P %
1__’2\_’8 & 4 &
VIiI
ne || G(6)  Am7 Bm7 Am?7 G(6) Am7Bm7|C(6) E7 E7(b5)
B P —— ¢ —
e (LATIN BEAT OPTIONAL)
—— To coda
I —~,epft T £ o .o
=4 - T T ! —»
1 - I 1”4 11 N
} 5 :
To coda
| ‘ (sus4)bs n bo
Am7 D7 Am?7 D7 D7 GélAb‘j Arjn? 11)7
2. 4 4 4 . 4 h y
= BESEL £ sff 8, ar
7
G C(maj. 7) Bm?7 Bb7 Am?7 Ab7
o ! - £ £ £ £ £ £ o p P
/ " } ——— 7 s —
=" .
G C(maj. 7) F#m7(b5) B7 Em?7 A7
coda
D.C. alcoda P
= ——F
—+ 1
| 4
(sus4) b9 d ébS)
coda 3 7 7B 7 bg
D9 D7 D.C. alcoda C#m7 F#7Bm EX59)
> P Lt v
I ! jr { )|
.._‘
e e L
Am7 D9 Bm7  E9 Eb7(+9) D7(b5)
. |
q
* & =




Rhythm Guitar - The Right Hand

CHA-CHA| G EGE n, Gm D7 Gm
BASIC AND ] A — 1 —————— I ——
—— i 5 S 1 | S A S S G S S S f— —" ——ous | P
ORCHESTRAL Ty Ty T3 b 0y I B e e N s = 1
AN n AN J [ AQllﬁ Grfl 3 'I)'?\ A Gm
ORCHESTRAL [t —n :£ﬂ
R B = g — =
(Tap the foot in "two') '
VARIATIONS L Ayvpy nvav * nyvny ﬁ_\@v 5 mymy _
g o . iy e F ol F gl gl F 4 P " -~ " > " > "
BASIC AND 4 1 ] 1 11 lr || 1 ) R A | ge [r 1 I | | I A 1
ORCHESTRAL W = | ——-—— S S N R - -
MY vV mRYmYy N Am7(b5) D7 Gm
BEGUmE H'— P } . ] . L Y > . o o g . ™ - - § g g H
BASIC STROKE {ll 1 ]r 1 Z] Y lr i Y I H
1 = ® / I tet— / / ——— !
m VA
L myrmmyny 2 B AT YD nyny® Aymy nvAy
VARIATIONS e e = T =
‘ j(, — i (,) i ' ——A e '
( H — ( D (:mn This stroke is difficult to master
BEGUINE L — i — but it is very important in right
ORCHESTRAL ; / i____i hand development. When learning,
- > tap the foot on beats 1..34 or 1,2, 3, 4/
(sus. 4)
i Gm
Exercise mm7(bs) E7 Am7(b5) D7 D7 m
10 Y - 7 7 S a—" o o i -
© /=l simile — /o —




- Arpeggios-Diatonic Seventh’s

(ALL 4 PART CHORDS - ALL INVERSIONS - KEY OF Eb MAJ.)
(Fingering type 1) '

AL (Rt. Pos,) Abmaj. 7 Bb7 Cm7 ~
4 p—
v v o jl > >
Dm7(b5) Ebmaj. 7 Fm7 Gm?7
= P
1 t 1
— _a—
Abmaj 7 o Bb7 . Cm?7 o -
S== == £
N -~ T I - x
(1st Inv.) Fm7 Gm?7 Abmaj. 7
T S==_pem o=
*v +* b5) <
Bb7 Cm7 Dm 7l Ebmayj. 7
> ;5 = —]
i E I \ .. N
- Fm7 Gm7 Abma7, o #® -
s * Se ===
[ ¥ I S
[ -
(2nd Inv.) Dm7(p5) Ebmaj. 7 Fm7
4 1 255
g e —-— -
Gm?7 Abma7 Bb7 Cm7
A ‘______7 1
K *
Dm7(b5) o Ebmaj. 7, Fm7 o 2 Bl
S=SSa== —Fr ==
— ==
(3rd Inv.) Dm7(b5) o # Cm7 Bb7 -
1
i ; Fﬁ‘ ?’:F
T&[‘- L Wi‘
Abmaj. 7 Gm7 Fm7 Ebma? N
‘ I ;:ﬁrf ! &
- 1 -
Dm7(b5) Cm7 Bb7 Eb
= i
| 1 ._‘___.__J ;
-« > & g :




Theory... Chord - Scale Relationships
(FOR THE PURPOSE OF IMPROVIZATION)

...It is very rare when a song remains completely diatonic harmonically, from
beginning to end.

... Any chord that does not conform to the diatonic structures actually is a
modulation to another key (or scale) for its' duration.

...Sometimes a series of non-diatonic chords completely changes the key for a
period of time. (This is why there will be references to ''the key of the moment"
in some of the following discussions on chord-scale relationships. )

... Because the melody usually remains reasonably diatonic thru-out a song, the
ear, almost always, wishes to return to the original tonality.

...Also, and remember this, ''the ear has memory but no eyes'...therefore the
sound of what has gone on before has a definite influence on which scales belong
to certain chords in particular situations..(but what is yet to sound has no
bearing whatsoever.)

NON - DIATONIC MINOR 7 AND MAJOR CHORDS

1.) Any minor 7th chord not in the key (of the moment) usually wants to sound
like a IIm7...0of whatever key it is the 2nd diatonic structure.(..a non-diatonic
min. 7th chord actually performs the function of *modulation more thoroughly
than dom 7th chords. ) Use major scale from one whole step below chord name
for non-diat. min 7th.

EXAMPLE: |
CHORD- C {Cm7 | Dm7 G7 | Ebm?7 Ab7 | Abm7 Db7|C .
SCALE - Cmaj.|Bbmaj | Cmaj - 1 Dbmajd+————3 Gbmaj ——|Cmaj

P

(* Modulation - the change of key within a composition or arrangement)

2.) Any major chord not in the key (of the moment)..not preceded by modula.tlo'n,
with a non-diatonic root wants to sound like a IV chord...of what ever key it is
the 4th diatonic structure.-Use major scale from 5th chorc%al degree of maj.
chord with non-diat. root.

EXAMPLE:
CHORD - C | Eb(ma7) | Dm7 | G7 | Ab(ma7) | Db(ma?7) | C
SCALE — Cmajl Bbmaj | Cmaj- | Ebmaj | Abmaj | Cmaj

3) Any major chord not in the key (of the moment)..not preceded by modulation,
with a scale tone root usually wants to sound like a one (tonic) chord. Use major
scale from chord name of non-diatonic major chord with scale tone Root.

EXAMPLE:

CHORD — C | E(ma7) | G9susC G7 | C

SCALE — Cmaj | Emaj I Cmaj N >

(Note: The major scale constructed from the 5th chordal degree may be used

with any major chord at any time.. but the chord-scale relationship on those
with diatonic roots will be less perfect.. and sound ''farther ont"

(Also note: Minor 7th chords are ocassionally tonic chords in disguise...so don't
overlook the possibility of a non-diat. min 7th chord actually being a IIIm7 or
VIim7 for I...see page 71.) 95



7th Position Study (duet )

Bb G7 Cm7 F9 Dm?7
Db } z
@ - 2 I ] T 11
T 1 + i
Y 37 T Y T
Gm7 C9 F13 Bb G7
1 4
- .-
N B == NEFTUDUL N N 3 itee
1 + o + 1T y 1
C7 F7 Dm?7 Gm?7 Cm7 / F17(b9)
‘ 7 } T }
:ti > P
EE=Sc e 1
Bb Em?7 A7 D9 D
- 7
P === F
oy
G7 (sus4) G7 - cr 44 F7 Bb
!F"'q_.' - ( .'#_ L X
1 IL I +
—+ 1 1 1 7T —
L] !
G7 Cm7 F13 Dm?7 G7
it =] r 5 ¢
. - v
Cm7 F7 Bb ¢+ B C7 F
/0 N
—_—— I = = i
L 1T T 1 1 v
1 | 1 4
D7 - Gm7 Cc9 Am?7 Dm9
T I ¥ N I 1
L'T I
* ~ i | = :L
Gl13 C9 F D7' G7
.
s===r===se= EEomssmnrrEento s
T i 'r ‘
C7 Am?7 Dm?7 Gm7 o/, C7 FJ4
PN E n ~4- 1T S S = P_g I i
:_____i‘ _} & —F ! + J;T—TTC



Slowly (Rubato)

IX VII Vv

Q7

III

- 5= Cmaj. 7
G | L 3 l r > ~
111? v P vmr TVB
lcm 1. Bm?7 Bbl7 Am70)  D7bs) 1
73 — — =
vir T rvU - Fr “P" f (hF r ’T_' 1_'
D7(b9) F9 F&7(b9)
2.G 2 LEm; )ty 4 e 3\(4 1 |
== = = [ ol PT b § I
T 5. ’ i
¢J J J J em - C9 | CUb9) F 114Ffj bd
Vi vim T A ! B A
| Am? D9 Db9)
Gm7 ‘b 1 C9(sus4)C9 Fl g 1 2 r:l
= 1 L p—— :
A% . 'F"’ * X o;‘ ‘\’/ VIIID .
G Abe Am7 D9(sus.4) C° Bm7(+5)Bb7(b5) A7+ D7(b9)
4 g 4
S S = | 4
Eg ﬁ]_ll élljlﬂ ! L3
| n W Fr ¥ boe pa, V7
G Dm7 G7 Cmaj. 7 Cmé
3 mj "
I . T atg— =
 ==s = - |
L F [ r rvv Ig ]'VU
. C Ab7 9 9 9 6
Bm7  Bb Am7 % ™ Gma7Fma7Ebma7abé G’r_\naj. 7
3 J ‘J' 'J %i 354 3 .Il
b b 5, rﬂ,%’: 2 =3 fine



Bb REAL MELODIC MINOR - 5 POSITIONS
FINGERING DERIVED

FROM TYPE 4 -
34!

4 + 184
E ‘z‘gag‘zgcffr —— 431
1 ® 6 © 0 @ ® @ @w

e

MV | ‘
o Y
S e i SSs5===C ,
d— 4 3, 42 (1)4
s — ponreet
L Jj’.b.‘ 11_I ! y ['
EEr &V @ v
FROM TYPE 2
(s) 4134 2 412 4
24 1.2 1 24 f'f.g Lo .
: — P — 1 :
e S
® O ® © ® o ®© %
T 1 T ! *—| !
'J’JIHI‘. ‘.‘— —1 T"— 4+ I +
f£Pe 1 —1 23@2‘l 14 z(i)az
== = ] — e e
* TS @ 1 e g
FROM TYPE 1A . Vil
2 1 2 3
(@ 3 24 Y24 2400 b, 2o X
jj—i—i—# - 2
2
® ® ® ® Q) @ 06 @®@ © ®
. . e
R e a g At LA SR
b f—f-? L a1 24 1,
-‘l- D G—%
FROM TYPE 3 ), 4
f 312 ‘b’zp-t . -
st ® - = = #1’—16 43 142
llll rl .
r# —1=
®® @ ® d ® d @ a ® ®



(Bb Mel. Min. )
Ly
— . on . e paln shagf s
o e P * 2ot 2022f Poo,
(===
» () _ 4
4 31 (s)
— il N - " o 4 2
o e = g 1 * oy 1
— 'bi—‘ } . — -
FROM TYPE 1 ® Xl
(s) 4
1 2
2 4 P2 4134 2haptt
- 2 1 » 2 1 (s)
E - i "~If 4 2
O T
S ® ® O® ' : =
@ ®
' . py b 5 - 002 aef
et cere ore’t eoeff pEES
—_-ﬂI - —
f—#_
T Il
i -1 - ]
j_‘ % } + T
2 bee %:5:2
op £ #““'t‘ —rf feo 1-1
. s ] ———
e T —‘—d
=
@ b ol o 4 X
4 2=l e
> l o] ) .l'--}F- :F 1T 1" 4'_—"—Ff -'f— , 2 121 4h (i) 3 2
1 - B'?__ t‘ T %_
s S T
(s @ = ® ‘
—] e e —
| T 1
—ob —— i g
® v -
2 -
}F —— —4 > - -
— e == — !
a B —— — e
® [
4 @III
—p——_ e i
—1 1 - - T ——+ *
1 ! 1
14 S = e |
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Chord Forms - 7th in the Bass

(* BASS (SOUNDING) RANGE.. FROM APPX. C (5th OR 6th STG'S) ON DOWN IN 'PITC;

..CHORD VOICINGS WITH THE 7"TH DEGREE IN THE BASS HAVE VERY WEAK
CHORDAL SOUNDS. THESE FORMS (LIKE THOSE WITH THE 3RD IN THE BASS)
MAY BE USED FOR INVERSION LEAPS OR AS "PASSING CHORDS'"...BUT THEIR
USE MUST BE WELL JUSTIFIED (SUCH AS A STRONG DESCENDING BASS LINE)
OR THEY WILL SOUND WRONG.

F6 C9 Fmaj.7 C9 F6 C7(b9)Fé6 C7(b9)F6 C7 Fé6 C7
| , s |, |
VIT v¥ 113 VIT v'fz 11i®2 11 VIT v¥2 e 13
‘ C9 I Cc7(b9) e I
(Bb BASS) (Bb BASS) (Bb BASS)
Ebmé
| Bbm Bbmé C7b5) Fm7
Eom Eb%bbass(cm—i(bsn F7(b5) Bbm /%/bbass (Gm7(b5))
N Lha? 1 1 . a3 | L
@ T I b § —
. o & be ?: bo-
VI VII 2 toobé T‘% s,
v T I

'
]
] '
P % ECm? F7 b
#
¢« be (VI)br'2 11 2 i T-% -

Chord Etude No. 11

lys]
~
3
-~
>
v
>\53
s

OR:

- . ——

W
P

Mod. Slow ' .
! | L, [ ﬁ: E% E;z 127 o 4‘?
% : — 3 ; E 1 T 1 3 1
v 1 2 i I
2 2
g;ar 2 £, ' ] |
) 1 i
! : 51 v ﬁ-’ -
I (VII)
1. L | | 123 - R. RIT fine
H 1 1_,_‘_4_ —+ 1




Two Octave Arpeggios — G MINOR TRIAD FROM THE 3rd

(Fingering derived from scales and chords-Across and up the fingerboard. )

3
4 4 4
4 2 b L1 ib 1h
A '—2 . _} 1(;;]:9 ;Ei 2 1
> . o D= TEm
2 a‘b-;- 911 84b-I;- zll ang; ‘l‘ 12E”
£ - f g 't® o 1g #l i ]' I qr - =
3 3 2
2 4 1 ‘b.! 3 3 4 ‘b.’- 38 3 1 3 abq
ol e e = be
@
b§g© ©®) B@-/@ @/ @)© @"
(Practice all forms in all possible keys)
F MINOR TRIAD FROM THE th (Across and up the fingerboard. )
1 4
1323};45' M, 44212[,;1-3_ 442‘432
—] 1F - Ve N —
4@@_,v ® * 6@ O e €0 ] 6@@ @
3 2 2 1 @ 2 @ 2 1
g ! Abe- sl 3 3he - 2"4172 21 53y #
- : 2 ﬁ}‘ = L @ { @@ J g @__‘ Bd
@@@_—v @@ 5 &@ ®® ()
4 2 1 4 1 s 4
1 Sbe 13 ,2pe 2 A5 1
% =L = S= =t
‘ ¥ V)’A T % @/‘ 1¢4] i Y
®®’ @ @% @ @g ®
6@

(practice all forms in all possible keys)

| KEY SIGNATURES the order of appearance of flats and sharps.

o) ] N Fa) #
= & — b %—& M—l‘:&r\qz&%
z —& 2 —aly i - +
| 9 2
FLAT KEYS EVOLVE THRU-CYCLE 5 SHARP KEYS EVOLVE THRU-NEGATIVE

(DOWNWARD IN PERFECT FIFTHS) CYCLE 5 (UPWARD IN PERF. FIFTHS)




that indicate the chords and their structures in the key of the moment.

Theory... Chord To Chord Motion

(A BRIEF DISCUSSION)
1.) Chord sequences (cadences) are represented by numerical terms or numbers

DESCRIPTIONS AND TERMS

. If only

a single number is used to represent a chord, the structure is assumed to be dia-

tonic (in the indicated key).

one in F=Gm7 C7 F) _
2.) Non-diatonic structures are represented by two numbers, and (if necessary)

a descriptive term or symbol...

(i. e.

two, five,

one in C=Dm"7 G7 C.

., two, five

EXAMPLES: one, six-seven, two-seven, five, one
I VI7 II7 v7 I

(KEY OF C) C A7 D7 G7 C
one, one sharp dim., two, flat two-seven,one
I % IIm7  bII7 I

(KEY OF C) c (o} - Dm7  Db7 C

3.) Chord sequences are also described in another way. The word "cycle' followed
by a number indicateés the interval (distance) from chord root to chord root. In the
most common chord progressions (cycle 5, cycle 3, cycle 7) the interval is figured
downward. . Notice in the following examples that, in use, the direction of bass
notes is optional . . but the chords have been (in fact) constructed from the notes
4 5th, 3rd, or 7th below.

»

[ CYCLE 5 —— (DIATONIC) -—  ~(ALL DOM.7 CHORDS)—
i Em7 Am7 Dm9 Gl3 Cmaj. 7 E7 AT D9 G13l Cmaj. 7
o) D o x
4 8 e 38—
f— X . CY N T ! -
¢ — L hd r = %
) (=)
rCYCLE 3 ICYCLE 5"-| l—-CYCLE 7 ”—CYCLE 5—'
Cma7Am7 Fma7Dm9Bm7 G7Cma? Cma7Dm9Em7Fma7 G13 Cma’
0N
: =
11}
— < e 4 ; -
= F :

4. ) When chord root motion goes up A 3rd, 5th, or 7th, it is called negative cycle 3,
negative cycle 5, and negative cycle 7. (One sequence of 2 chords is common .
further extension of negative cycles is less common. )

Both of the above methods of indicating chord motion are extremely valuable .
especially in memorizing and transposing the chords to songs.

Example: (15t 16 bars)
o' vim7Im7v? HIm7 VI7 [Im?7V7 1 VIm7 17 V7 I bIN7 IIm7bII7
$C—AmM7F Dm7G7FEM7A7E¥Dm7G7 FC=Am7FED7— G7FC—Eb74Dm7 Db 7¥
Bridge (or release)
[ 1117 CYCLE 5 (CONSTANT STRUCTURES)
4 v - : =7——J Repeat lst
bk E7 A7 - D7 = G7 Z——§ 8 measures




Chromatic Scale

The Chromatic Scale consists of 12 notes....one half step apart.

FINGERING PATTERN 1
(ACROSS FINGERBOARD
NO POSITION CHANGE)

(8 3 (s) 2 4 *)

1—1 2 , 4 1-1 2 3 4 1 4o atad
T ai_ = |

® = e @

(s) (s

3, 2 4 4- P2t isas 2 Pas
1
. E‘jiﬁ-— }1 _b_i ! 0
-

Examples of application show use of Chromatic Scales over augmented
and diminished (optional dom 7([)9)) chords. Observe use of sixteenth
notes and triplets so that the first attack of each beat is a chord tone.

(s) 3 G7
A C A7+ 4 1-12 &) 3 41 Dm7 Gll' +
- ] - oo+
&
1)
Vv F#° ’
$) Gm?7 c?
F (D7(b9)® 3,4,.12,3 448" » (m*(b).p.-
. 1 -1 2 AN -'-
0 %““‘_'_ﬁr_'!#:’_ T 1 1 T
) 1
v = - 7
Bb Bb7+ ) (s Eb Ebmé
Ala a™™ 3,21 ?‘4321 4433 1 4-4 3 T
3 C 1 4 . . > -
— X +—+ - —_j—" :
Vv E°
(CYb9) ® Fm7 Abmé
Eb y _l _4- 4.3 2 1,4 3 —_
9111 - h'b'# 2 4 1N 0 !L
| "\l A A PYi 1 1 A 0 T
ﬁll L L 4 1 1
v v = = ~ 3 |

FINGERING PATTERN 2 Less practical than the fingering shown above, as the use
of this pattern must be pre-set in order to come out in the proper positior

(ACROSS-WITH POSITION CHANGES)
N 23 4 1 2 3 4 1 2 3. 4 . 5 3 4 4 , 3 4

®
—a4 VI v v 111 II
belh2 1,43 A3 2 , s
f'i 2,1 4,80 1 3 2 1 4 8 a2 4 g
1 } I 1 T.
I 5 ® ST T bo



Eb REAL MELODIC MINOR - 5 POSITIONS

FINGERING DERIVED

FROM TYPE 3 (s) ‘ (
4124 g12 412 43 142':)
=i @ == :{":{-Fj
III : &
Mo v of o,
o ! : ‘
()
N ' Dy, 2
= . e e
4 ""#b#d‘i"‘i A H—h‘@ . =
FROM'I(‘Y;PEI
£y L€ 4
24 1.2 4184 2 3i-2:p.1. ~ 2142(.;)
I SBAETETD
® ® ® © 0 @ -0 0 g z
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=TS = == 1
; (s) 1
. " 1 1 4 4 2
S e
=== == SEIS e
‘v gve @ ViU
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41 24 13(?1 3 ‘;‘-l-a:é: Lol 431
s S=ss2asE =
- £
@ g 0 ©0 e & & o
- ohe?
T { 1 \_i—' } I +—1—
—®
42(6‘)
2ool — 4A— 4 31 14
IL i:bi‘l —t d{ } _b_‘l_rrI' 1 E
- =5 x
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(s) 242 4129
24 124104 1 es PEEL Ffee , 1

e =
® © & @ @ o e



(Eb Mel. Min. )

o
h ' Jhap e PELT
s T I == ST
(s)
) 2
{ — 1 2 8 V241 2 14 1 3,
— 1  r— o i L‘ =
1 i ——— -tg j Rt
X1 @ ® ®
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D, a1 412 4,12, ¥ TL o,
— —t 1T 17 1
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6" © OO T 0 0
&
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e T e e
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be
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1 oo 2T ] ~-# el
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o —7 1 T
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® R ® x
2 e 2Tt Ffre | 1—
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i A — =
© | _ ~ Oun
A ff‘f:# 2. -lfbl.___s,’al
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Diminished 7th
(with added
high degrees)

G°(also Eb7(alt. 9))

EX131X
4

Chord Forms

Dim. 7th chords may be named from any chnora tone.
High degrees (2 frets above any dim. chord tone) give
you the names of the four dom. 7 b9 chords with the

same sound. (G°=A7b9 BbzC7b9=Db°®Eb7>9zE°xF#7b9)

9
6 A°(also D7(alt. 9))

b o GO

;

1?'

ASCENDING:

- Dim,chord tone to high degree,

Diminished 7th
(with added high
degrees)

G°(also Eb7(alt.9))

B3

3241 X
2

"

VIII

r

vil v

G6
X I X I
DESCENDING:

L> uigh degree to dim, chord tone.

High degrees on dim. 7th chords may also be thought
of as the note one fret below any dim. chord tone (they
will be the same four notes as those found 2 frets

above.)

Abmé(Ab )A°(a1so D7(alt . 9»
Dbmé (Db)

i |

¥

ki

1

ASCENDING:

VI

1
3

b

11

1]

T(X ) (VII) (v)

DESCEND ING ¢

I IX

LhbHigh degree to Dim.chord tone. LsDim,chord tone to high degree.

Chord Etude No. 12

yupato d d 1 ) l P L 1 |
2T 1 rj i i I3 N
III T Fpad ;frz z
To coda -

>

8

coda

D. C.
¢ .J.‘ al coda @'

=




Speed Study

TEMPO MUST BE CONSTANT THRU-OUT

EEeSSEe—eEe— e
O J I3 A o e
nm -~
g = - %_7" . !ltni — y 5 =
g = Eﬁn
™ Vv -
L T i - i -9
ng—r—fq T P — — = - —d—
g oY 4_* H—j =
—rs - a - - ymy A
e — ==
4 3 ! s I_9°*
~

%a' J;l';t';': —vi]

(... FOR PRACTICE WITH OTHER FINGERING,CHANGE THE SIGNATURE TO
C,F,D, AND A...ALSO USE SPEED STUDIES FOR REAL MELODIC MINOR
SCALES...PRACTICE ALL SUGGESTED KEYS WITH b3.)




Two Octave Arpeggios-cC DIMINISHED TRIAD FROM THE ROOT

(Across and up the fingerboard. )

312134 4’31 2431‘ 1st 32;—

4 ‘ 1 T 722}
@/'@ ) 8@ @ @G @
2534!2%‘2 42 a2 1hs a1 42;‘2 . ,als
36— @ &0 @ 0 & P

G DIMINISHED TRIAD FROM THE 3rd
4 12b.;. - 2 3 4b_2 2 2‘b2
#I
20 ge hes 0 0
2 313bl 4 121’-;- 2 3 1.3;_1’-;- 2 3 2 3ba
8®  © o @® - % > @2@ o
F DIMINISHED TRIAD FROM THE 5th
4 4%*" ., 3 3 " 2 21 -

(2 g\l 3 Abab#l 2 4 3 2b(“ 2 8 1 2 ‘bé

b&@ - i’d@__J@ s ®

(Practice all preceding dim. forms in all possible keys.. )



Melodic Rhythm Study No. 7 (duet)

M
m Vv m nV vV 4
A T—e————— £ T
T [ )| x 1 1"
\ 1] Ir _ i
VII r 1 24 3% 4
D Em?7 A7 F#m7 B7(b9) Em7 A7
| 4}
> > > vt > P Ll
D))
Y » —_ To coda "ea' 1.
-+ 1 i »- T \ - <
! g M L Ll 7
M | 4 1 }
(sus. 4) F#m7 F7 Em7 Eb7
Em7 A7 F8m7  B7(b9) Em?7 AT AT
i —— > Ce—— -
4t & v
‘2' * £ 9 g e £ & Y ~
(> 1 18 ‘}RIL;{ 1 % '_ .}
D Am7D7(b9)]] Gmaj.7 Gé D Bm?7 Em7 A7
» b, > 2 0o I P —_
} ! = = —] =
- | Jf
D Em7F° D7 Gmb D(maj. 7) Bm7 E7 E7(b5)
D. C. al coda ‘$ \
F— B
- b 17 A
IR bl T
‘JUUA ]
A7 A7+ Al3 F8m7(b5) B7
D.C. al coda
-
10
1
=== e
s 3 ﬁ‘t ,
. ) 3
IL‘ | ~ 1———1———;——%— -] ! o :ﬁ T N %
Jl d' 1} oi e " ) 1 = }
9 IX fine
Ein7 A7 F#m7 B7 F9 E9 Eb9 D¢ Dmaj. 7
. _ f .
¢ 109




W hole TonQAJScales -In Position

The Whole Tone Scale consists of 6 notes, a whole step apart. Each scale
tone can be considered the tonic - therefore only 2 scales exist.

Fingering , Pattern 2 | *
& $) ’
( : 1, 8 1 (g

Pattern 1 4 3b
2 4 3 @ » N 1 W13 4) 4
] ! .
> ._t‘“ ) 1‘1. L 1 {
I ol
W.T.Scales ¥, G, A, B, C#, D# W.T.S5cales Gb, Ab, Bb, C,D,E
(ob3(EL) (F# ) (G# ) (ap)

Practice as follows: Ascending and descending from each finger. (First finger
stretches are the most practical, but even eventually include all possibilities. )

(Pattern 1) (s) (f,) 4 1 1
1 g 4 2 g 2 )3 , 1 4 ,
] 1 -
' Ei ;% ¥ &
(-:‘)
& 3 (8)
(Pattern 2 )8 3 @ 2 4 1 3 1 4, M3 4 4 ,
— —r T 1
, ;
i L ik
® *
(Pattern 1) (f 1, 1 4 ¢
o 2 3 3 @ ) 3 2 4) 8
—1 S — .. 4 -
- A e <
(Pattern 2) (g 1 (s (8
1 4 l (\f) 2 4 2 4 o> 4 2 ‘ 1 3 l 4 2 . .
o>
1 1 | | | |
] : i{;‘ﬁ 18
_‘: _ —J' ©
(Pattern 1) () a (.:) . , (8
(s) g 1 1 3 1 1, 8 4 8

u

(Memorize the fingering patterns. . .practice both W. T. Scales, in al positions)



Principal use of W.T. Scales in improvization is over augmented triads, and
(aug. ) Dom 7th's, (where the ninth is un-altered...or can be assumed to be
un-altered. )

®
ExampleSC'(maj_ 7) : Am?7 D9 G+ @y 4! 3 3(}) Cmaj. 7
1
® [] > *;[ I
ncee . ~ * vJ s T T3
Cm7 F7+ . 34 - Bb
— f -+ T N S
I R~ B A s & B L = g
G7+ ~
' (B7+)
G(maj. 7) (Db7+) (‘:) 2 3 C Cmé
CHY . Jﬁ  E— = :{:34—
D] v ts 3 Uﬂj —=
S’
F F+ 4 g , F6 F+ @ F
. ———
4 T i 3 f ) Y

The following example employs both Whole Tone Scales..(same position).

Gt @ @ Bb
G7‘(‘) ‘13(3)242‘18 2181314218, F %F

T v (e |

ADDITIONAL WHOLE TONE SCALE FINGERINGS..WITH FOSITION CHANGES

l.) Across and down the fingerboard as scale ascends(two octaves)

2 4 1
2 4 1 3 g 1 3! 2 1, 3 3 1 3 . 4 2
' q—fﬁ' T }'_‘ ] T ——
|
: ® €)
c o @ T o ® ® ® ¢
2.) constant fingering- position change every string (three octaves)
res
(s) 9 2 4 $ $ .
== .
@ (%)
4 2 @ @

4
£ e 4 — - (These additional
— E — :g,—ﬁﬁzh fingerings are less
® @ v o practical for general
§*% 3

use. )



Rhythm Guitar - The Right Hand

[BOssA NOvA 41 nvap _vAy o 0 A Y
BASIC STROKE P o e —
4 1 1 1 J 1 1 1 + U A
[ S - R S S — \ 7y
’ R X
n " M n_m
ORCHESTRAL H——=——— e
¥, N o j! &
&

Exercise .
! (OBSERVE NOTATION...PRACTICE WITH BASIC AND ORCESTRAL STROKES)

Bass note or
fmuffled bass sigs.

Tap the foot
in "two."

A Bb6 Cm7 F9 Bb6
b7 e T e e e
1 A | 1 1 § | Y 1
T f“ ¥ 1 R B 1 13
A ™ mymAA Mmooy My =iy
[BOSSA NOVA #2] T o
7 N 7. N
BASIC STROKE ] ; F ,T] 11 i,lﬁ, P -
AN M A Ay~ (:ﬂ)
ORCHESTRAL S S— S— 1 < o a————— ‘i, Tap the foot
—1—1 " A A - r in "two, "
Ty Y )P
Exercise (Practice with each B.N. #2 Stroke)
Bbmaj. 7 Cm?7 Dm7 Cm?7 Bbmaj. 7
JnLL{!L 'Lo ra - ¥ — ~— — — "%
LI A A AR I —pr B S R N |
——— 7R F—— )
VARIATION I I M myY AV Y
B.N. #2 e e = 35 Tap the foot
ORCHESTRAL — 1 —1 in "two."
y Iy ‘ne ) -
Exercise
Dm7 G7 Cm7 F7 Bbmaj.
%ﬂuunn e ——
® ”» 1 » l' Ji
/Y / ¥ / | / / )

i



" V
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ORCHESTRAL S —— * Tap the foot in "two.
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BASIC STROKE — = — Tap the foot
A= 7t o
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(Bass note or muffled bass stgs)
lExercisel(Practice with each B.N. #3 stroke) -
Bb maj. 7 Gm?7 Cm7 F7 - Bbmaj.7
[a W
e Z 7 — =
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Two Octave Arpeggios— Bb, F# AND D AUGMENTED TRIADS

(...from the root, third and aug. 5th. .. Across and up the fingerboard.)

4 3 2
32 2 :(bl » @32 1 - ‘(b)f 2 L 43
2 "o 5o e 7 S = e 5o—0
1 1 ® 1 4 1 4
I_Bzz(b) ‘1‘322 113 21‘ 143214]’-
Yo ® D Iuétg—-@ o >
“7©@@ 0@ (@@.J @® @@__J@ o @@@
2£453(H:- ) 332-2 21432421
& ILm : o o —-~ :
*‘e a-@ bmle ;- 727620

(...using the preceding forms practice and learn aug. triad arp's from all
notes possible. . )



Chord - Scale R elationships
(FOR THE PURPOSE OF IMPROVISATION)
NON-DIATONIC MINOR 6 AND (UNALTERED®) DOMINANT Jth CHORDS

(*Unaltered in this instance means...No b9 +9 b5 or +5)

1) THE TONIC AND SUBDOMINANT (I and IV) CHORDS IN A MAJOR KEY ARE
OFTEN FOUND TEMPORARILY ALTERED TO MINOR 6th STRUCTURES.. (Imbé
and IVmé). USE REAL MELODIC MIN SCALE BUILT FROM CHORD NAME FOR
Imé and IVmé IN MAJ. KEY.

(..BE CAREFUL OF MIN 6th CHORDS.. BE SURE THEY ARE ACTUALLY FUNC-
TIONING AS Imé OR IVmé BEFORE EMPLOYING THE ABOVE. THEY ARE OF-
TEN MISNAMED MIN7b5 CHORDS (THE DIATONIC VIIm7b5 OF A MAJOR KEY)
OR NINTH CHORDS (V7) RENAMED TO INDICATE BASS MOTION. )

2.) THESE SAME Imé and IVmé6 CHORDS WILL ALSO APPEAR (HARMONICALLY
EXTENDED) AS DOMINANT 7th CHORDS ON THE FOURTH AND LOWERED
SEVENTH SCALE DEGREES..(IV7 and bVII7). (NOTE: THESE DOM 7th STRUC-
TURES INCLUDE CHORD DEGREES 9,114+, 13) USE REAL MEL. MINOR SCALE
FROM 5th CHORDAL DEGREE OF IV7 AND bVII7.

EXAMIPLES:
CHORD - C___ |Cmé fc |C7 |F | Fm6 [C G7 C
SCALE - Cmaj lc Real CmﬂFmaj Cmaj |F Real ICmaj —
Mel. Min. or Fmaj{ Mel. Min,
CHORD - C IF9 ic lc1 F | Bb9 jc g7 | C
SCALE - (same as above)
6
A C ‘ F9(or Cmb6) C _, - C7
%:“i——dt—j# { .‘, d‘;ﬁ)—i—‘}ilj e
1) l 1
F Fmé6(or Bb9) C G7 C
1 xIT . | 1 N
o .ﬁ 1 ¥ A
| V _——i o° I >

3.) ANY UNALTERED DOMINANT 7th CHORD WITH A NON-DIATONIC ROOT
(NOT PRECEDED BY A MODULATING IIm7) WANTS TO SOUND LIKE bVII7..
OF WHATEVER KEY IT IS THE LOWERED SEVENTH DEGREE. (NOTE: ALL
DOM 7 CHORDS WITH NON-DIAT. ROOTS INCLUDE CHORD DEGREES 9, 11413)
USE REAL MEL.MIN. SCALE FROM 5th CHORDAL DEGREE OF DOM7 WITH

NON-DIAT. RT.

EXAMPLE:

CHORD - C IEb9 {Am7 |AbI3 fDm9 |Db9 |C__ Bb9 IC

SCALE - Cmaj [Bb Real ICmaj Eb Real [Cmaj|AbReal [Cmaj|F Real ‘Cmaj
Mel. Min. Mel. Min. Mel. Min. Mel. Min.

C Eb9 Am7 Abl3
5 x— =2y

; —ra—w P be g i :

P oo [



Dm9 Db9 c Bb9

C
' — e —
= 1 =g

bt
&

4.) We do not (as yet) have the necessary ''scale tools' to properly handle all
dom Tth chords with diatonic roots. Therefore I suggest that (for now) you use
the major or real mel. min. scale derived from the *intended tonic chord for
all dom 7ths with scale tone roots..(except IV7 ..see preceding no. 2)

[* Intended tonic = where the chord would normally resolve.. B7 to [E], E7 to [A],
A7 to [D], ete...]

C B7 / OR- C ‘ B7
A ey
5 Ve i ’ T
[E MAJ. SCALE] [E REAL MEL. MIN. ]

(Note: Real melodic min. constructed from the 5th chordal degree may be used
on any (unaltered) dom 7h at any time..But, because most dom 7ths with scale
tone roots have 9ths and/or 13ths altered by the surrounding key sound, this
chord-scale relationship is imperfect. I recommend that you avoid this for now.)

-

|You must hear the sound of related scales with chords. Have someone play the
changes for you (or use a tape recorder) and experiment with them., Much de-

pends upon your command of the scales..mentally and physically..and upon cor-
rect chord names.

* * L * * * * * *

It is a very long process to learn (well enuff' to use) the chord-scale relation-
ships covering all harmonic situations. Only diligence, perseverance and con-
siderable experimentation (including thinking, playing and listening) will eventually
do it. . v

I have only 'scratched the surface' in this book on chord and scale
relationships....We will pursue this considerably further in Vol. III.



Slowly (Rubato)
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ARPEGGIOS
Diatonic TriadsS ¢ .eeeeeeerecscecsoaosorocoassan 55, 56
One Octave Triads - In Position ......... ... 59, 65, 69
Diatonic 7ths - 4 Part Chords -
INn POSItioN. coeernsenerneennnen, 72, 73, 80, 87, 94
Two Ocatve Triads (Across and up
the fingerboard)............. 77, 85, 91, 101, 108, 113

CHORD ETUDES (Solos)
46, #7, #8, #9, #10, #11, #12..8, 17, 33, 77, 84, 100, 106

CHORD FORMS (also see Triads)

Minor, Min, (ma7), Min 6 and Minor, Min (+5),

Min 6 sequences ..... et eecaiet st et et 14

First presentation of forms with Assumed Roots.... 22
General ......c00... et re et 34, 35, 49, 63, 70, 76

3rd in the bass..... et Gt rterecstecnaeanas 84

7th in the bassS . .viiie ittt i innteessonensees 100
Presentation of notation with Chord over Bass Note.. 90

Dim. 7 with high degrees (also Dom7b9) ........... 106
FINGER STRETCHING EXERCISES ......... Ceeees e 23, 42

FUNDAMENTALS (also see Theory)

Triad Chord Construction andInversions ............. 9
Time Signatures ¢ , Two Four, Three Eight,

SiX Eight vvvvenenernnnennnnnn. e 8, 17, 42
INtervals & .o ettt ittt et enneerenaerennaneananesas 28
Tremolo Study ..o v vivin it it teteerensensenoeansnas 45
GliSSaANdO v v v v v v it et s s censerconeeneeneaosonoeenns 59
12 8 5 o 70
0 T 71
Mordent...... f et e e ittt 86
Appoggiatura, Turn or Grupeto .......veeeevononen.. 91

Key Signatures ...... Ch et ettt 101



MELODIC RHYTHM STUDIES (DUETS WITH SYNCOPATION)

#3, #5, #6, #7T it i et 27, 64 92, 109

RHYTHM GUITAR - THE RIGHT HAND

Four, Fourand Two Beat . .....vvrevenereecacnns 16, 17
Rock Style Ballad ......ccvviiirinininecnncnnernnss 33
Shuffle Rhythm .......00iittiiitiiiiiienrtnrsnnenenns 62
WaltzZ oottt iiiiiiiertseeseseonossaasoassscssnasnsne 79
Jazz Waltz ... iiiiiiineenerneronsessessasennnens 86
Cha Chaand Beguine......o.eoveieevseesssnssosnnns 93
BOSSA NOVA et erreeeoeononsosssnosesssssnssss 112, 113
SCALES
Four Basic Major Scale Fingering Patterns........... 3

Major Scale Studies thru - 5 Positions

C, F, G, D, A, Bb, Eb.... 4, 10, 18, 24, 30, 38, 46
Pentatonic ... .. ... . i ittt ticeri it 44
Major Scale Review (Pos. II, III, V) 50, 51, 52
Real Melodic (or Jazz) Minor thru - 5 Positions

C, F, G, D, A, Bb, Eb...60, 66, 74, 82, 88, 98, 104
ChromatiC cviiiiii it iiieeenennnenoneenannnnenes 103

SOLOS AND DUETS (ALSO SEE CHORD ETUDES AND
MELODIC RHYTHM STUDIES)

"Getting Up There" .. ...ttt iininiireenenennnnnn 7
"Another Waltz for Two' ... viuvirirneneerenenennns 13
Sea-5ee-S1 ittt ittt i it it et et 21
T ranqQuUility ! ittt i i ittt et 36
"Waltz in Bb' ... e 41
"Bth Position Study' ....uiiiiiiiiiiiiiiie et 57
"5th Position Study No. 2" .ot iiviieneeneenrenennnns 68
"The Wanderer' .........cietitriernennennsnnennns 78
"Tth Position Study'......cvitiiiiininrnnrnnnnnnnss 96
BT Lo T < T L 97

G010 TN D'ttt ittt ettt eseonnnennneonnansnns 116



SPEED STUDIES ..... 0 . i, A 14, 62, 107 .

THEORY
Major Scale Construction .......ccvveiiierenennesns 52
Real Melodic (or Jazz) Minor Scale Construction.... 60
Diatonic Triads - Major Keys ...oevviernnesnnans 54
Diatonic 7th Chords - Major KeysS.....voveeeenrenes 71
Chord Scale Relationships »
With Diatonic Structures.........ovviuveeunnns 81
With Non-Diatonic Min. 7 and Maj. Chords..... 95
With Non-Diatonic Min. 6 and Dom. 7ths....... 114
Chord To Chord Motion....evvevieeneenns....102
TRIADS

Maj. Min, Dim. and Aug. -
Across the fingerboard
Maj. Min. Dim. and Aug. -
Across and up the fingerboard ....... 29, 37 43, 53
Major and Minor Exercises -

Up and down fingerboard



