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The purpose of this book is to give all guitar players a quick overview of all related topics 

in music theory such as intervals, scales, modes, arpeggios and many more. A good  

prerequisite for playing and arranging songs plus helping you becoming a better musician. 

 

All samples are graphically edited. This form of presentation makes practicing and trans-

posing into different keys more memorable creating a good understanding. 
 

Good Luck! 

About the Author 

The Singer and Songwriter Alexander Harnisch alias John Scrivo, born in São Paulo, Brazil,  

enjoyed the feeling of Bossa Nova and the soccer euphoria at the beach of the Copacaba-

na as a child.  

 

For family reasons he grew up with two mother languages, Portuguese and English. After 

he had been given an electric guitar, he doggedly practiced  the solos of his favourite 

Band  "The Fab Four" - The Beatles. An interesting musical mixture was born now.  

 

As his Austrian stepfather was a connoisseur of the Jazz Music, he heard the jazz tunes 

constantly at home. He was fascinated by the Big Bands, the Vocal Groups and last not 

least by Gypsy Jazz.   

 

His guitar heroes like Django Reinhardt, Baden Powell, Yamandu Costa, Tommy Emmanu-

el, Frank Vignola, Martin Taylor, Joe Pass and many others became a part of his instru-

mental life as a guitar player. 

 

Other products by Alexander Harnisch can also be purchased online from my website 

www.john-scrivo.de/books. 
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The Circle of Fifths  

C 

G (#) 

D (##) 

A (###) 

E (####) 

B (#####) 

						F# ( ######) or Gb ( bbbbbb ) 

F (b) 

Bb (bb) 

Eb (bbb) 

Ab (bbbb) 

Db  (bbbbb) 

F#m 

	Em 

	Bm 

	C#m 

	Dm 

	Gm 

Cm 

Fm 	

	D#m 
 Bbm 

	Am 

 

 

	Ebm 

In music theory, the circle of perfect fifths is a graphical illustration of the relationships 

between the keys. The outer circle shows the major keys, the inner circle the parallel mi-

nor keys (minor relatives), which have the same signs as the major keys. The perfect 

fifth is one spot clockwise starting from the root "C" that has no signs.  

Major 

Minor 

	G#m 
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The intervals 1, 7, b7, 6, b6  are played chromatically backwards with the D-
string. 

Chords Intervals    

G  1 (R) 3 5  

Gmaj7 1 3 5 7 

G7 1 3 5 b7 

G6 1 3 5 6 

Gaddb6 1 3 5 b6 

Chord Intervals    

Gm 1 (R) b3 5  

GmMaj7 1 b3 5 7 

Gm7 1 b3 5 b7 

Gm6 1 b3 5 6 

Gmaddb6 1 b3 5 b6 
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G — G# b2 / b9 Minor second 

G — A 2 / 9 Major second 

G — A# b3 Minor third 

G — B 3 Major third 

G — C 4 Perfect fourth 

G — C# #4/ #11/ b5 Augmented fourth or diminished fifth 

G — D 5 Perfect fifth 

G — D# #5 / b13 Augmented fith or minor sixth 

G — E 6 / 13 Major sixth 

G — F b7 Minor seventh 

G — F# 7 Major seventh 

G — G" 8 = 1 Perfect octave 

The Intervals  

How to determine an interval sequence! 

G-Aeolian (Mode VI) origin = Bb-Major 

G-Major G A B C D E F# 

Intervals 1 2 3 4 5 6 7 

G-Aeolian G A Bb C D Eb F 

Formula 1 2 b3 4 5 b6 b7 

G-Dorian (Mode II) origin = F-Major 

G-Major G A B C D E F# 

Intervals 1 2 3 4 5 6 7 

G-Dorian  G A Bb C D E F 

Formula 1 2 b3 4 5 6 b7 
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Four-Voice Chords stacked in 3rds 

Four-Voice chords after stacking 

G,B,D,F# A,C,E,G B,D,F#,A C,E,G,B D,F#,A,C E,G,B,D F#,A,C,E 

G A B C D E F# 

G-Major Scale 

1 2 3 4 5 6 7 

Chords and Modes 

Ionian Dorian Phrygian  Lydian Mixolydian Aeolian Locrian 

I II III IV V VI VII 

Gmaj7 Am7 Bm7 Cmaj7 D7 Em7 F#m7b5 
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The Major Modes  
…ÊtheÊsevenÊmodesÊandÊchordsÊ 
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Scale G A B C D E F# 

Intervals R(oot) 2 (9) 3 4 (11) 5 6 (13) 7 

G-Ionian (Mode I) 

G-Ionian harmonized  

G,B,D,F# A,C,E,G B,D,F#,A C,E,G,B D,F#,A,C E,G,B,D F#,A,C, E 

Gmaj7 Am7 Bm7 Cmaj7 D7 Em7 F#m7(b5) 
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Scale A B C D E F# G 

Intervals R(oot) 2  b3 4  5 6  b7 

A-Dorian (Mode II) 

A-Dorian harmonized  

A,C,E,G B,D,F#,A C,E,G,B D,F#,A,C E,G,B,D F#,A,C,E G,B,D,F# 

Am7 Bm7 Cmaj7 D7 Em7 F#m7(b5) Gmaj7 
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Scale B C D E F# G A 

Intervals R(oot) b2 b3 4 5 b6 b7 

B-Phrygian (Mode III) 

B-Phrygian harmonized  

B,D,F#,A C,E,G,B D,F#,A,C E,G,B,D F#,A,C,E G,B,D,F# A,C,E,G 

Bm7 Cmaj7 D7 Em7 F#m7(b5) Gmaj7 Am7 
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Scale C D E F# G A B 

Intervals R(oot) 2 3 #4 5 6 7 

C-Lydian (Mode IV) 

C-Lydian harmonized  

C,E,G,B D,F#,A,C E,G,B,D F#,A,C,E G,B,D,F# A,C,E,G B,D,F#,A 

Cmaj7 D7 Em7 F#m7(b5) Gmaj7 Am7 Bm7 
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Scale D E F# G A B C 

Intervals R(oot) 2 3 4 5 6 b7 

D-Mixolydian (Mode V)  

D-Mixolydian harmonized  

D,F#,A,C E,G,B,D F#,A,C,E G,B,D,F# A,C,E,G B,D,F#,A C,E,G,B 

D7 Em7 F#m7(b5) Gmaj7 Am7 Bm7 Cmaj7 
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Scale E F# G A B C D 

Intervals R(oot) 2 b3 4 5 b6 b7 

E-Aeolian (Mode VI) 

E-Aeolian harmonized  

E,G,B,D F#,A,C,E G,B,D,F# A,C,E,G B,D,F#,A C,E,G,B D,F#,A,C 

Em7 F#m7(b5) Gmaj7 Am7 Bm7 Cmaj7 D7 
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Scale F# G A B C D E 

Intervals R(oot) b2 b3 4 b5 b6 b7 

F#-Locrian (Mode VII) 

F#-Locrian harmonized  

F#,A,C,E G,B,D,F# A,C,E,G B,D,F#,A C,E,G,B D,F#,A,C E,G,B,D 

F#m7(b5) Gmaj7 Am7 Bm7 Cmaj7 D7 Em7 
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Diatonic Scales Part 1 

 aÊwarmÊupÊ…. 
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6th String 
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5th String 
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4th String 
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3rd String 
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Diatonic Scales Part 2 

 aÊwarmÊupÊ…. 
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6th String 

5th String 
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4th String 

3rd String 
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A short analysis of the Lydian scale 

If you stack C (as a root note) along the C-Lydian scale (C-D-E-F#-G-A-B) in 3rds you get 

a variety of major chords with the root note C. 

The Lydian mode or scale is built on the 4th degree (see chapter "The Major Modes"). The 

4th interval of the Lydian scale is raised by a half step. This interval is a tritone (6 half 

steps) above the tonic. All Lydian scales have a raised 4th interval. 

Lydian Scale (Mode IV) R(1) 2/9 3 #4/#11 5 6/13 7 

 C D E F# G A B 

C C   E  G   

Cmaj7 C  E  G  B 

     

     

Cmaj9 C  E  G  B  D    

Cmaj9(#11) C  E  G  B  D  F#  

Cmaj13 C  E  G  B  D  A  

Cmaj13(#11) C  E  G  B  D  A  

 

 

 

 

 

F# 
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A short analysis of the Locrian scale 

When stacking the Locrian scale in 3rds you create a Half-Diminished chord. The intervals 

are 1, b3, b5 and b7. The Half-Diminished chord symbols are either Ø7, -7b5 or m7b5.  

 Intervals    

F#m7(b5) 1 b3 b5 b7 

 F# A C E 

 A-Dorian 1 b3 5 6 

 A C E F# 

 

- 

- 

b7 

G  

      

 Intervals    

Bbm7(b5) 1 b3 b5 b7 

 Bb Db E Ab 

 Db-Dorian 1 b3 5 6 

 Db E Ab Bb 

 

- 

- 

b7 

B  

      

Two examples: 

1) The intervals "G" and B" (b7) of the Dorian scale represent the minor 2nd (b2) interval 
of the locrian scale. 

(1) 

(1) 

Scale F#  A  C  E 

Intervals R(oot) b2 b3 4 b5 b6 b7 

F#-Locrian (Mode VII) 

You can improvise over  the Half-Diminished chord using the Locrian scale, the chord ar-

peggio or using a Dorian scale. The root of the Dorian scale is the minor 3rd (b3) of the 

Half-Diminished chord you are playing. 
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Melodic Minor Modes  
…ÊtheÊsevenÊmodesÊandÊchordsÊ 
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Scale G A Bb C D E Gb 

Intervals R(oot) 2 b3 4 5 6 7 

G-Melodic Minor (Mode I)  

G-Melodic Minor harmonized  

G,Bb,D,Gb A,C,E,G Bb,D,Gb,A C,E,G,Bb D,Gb,A,C E,G,Bb,D Gb,A,C,E 

GmMaj7 Am7 Bbmaj7(#5) C7 D7 Em7(b5) F#m7(b5) 
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Scale A Bb C D E Gb G 

Intervals R(oot) b2 b3 4 5 6 b7 

A-Dorian b2 (Mode II) origin = G-Melodic-Minor  

A-Dorian b2 harmonized  

A,C,E,G Bb,D,Gb,A C,E,G,Bb D,Gb,A,C E,G,Bb,D Gb,A,C,E G,Bb,D,Gb 

Am7 Bbmaj7(#5) C7 D7 Em7(b5) F#m7(b5) GmMaj7 
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Scale Bb C D E Gb G A 

Intervals R(oot) 2 3 #4 #5 6 7 

Bb-Lydian #5 (Mode III) origin = G-Melodic-Minor  

Bb-Lydian #5 harmonized  

Bb,D,Gb,A C,E,G,Bb D,Gb,A,C E,G,Bb,D Gb,A,C,E G,Bb,D,Gb A,C,E,G 

Bbmaj7(#5) C7 D7 Em7(b5) F#m7(b5) GmMaj7 Am7 
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Scale C D E Gb G A Bb 

Intervals R(oot) 2 3 #4 5 6 b7 

C-Lydian Dominant (Mode IV) origin = G-Melodic-Minor  

C-Lydian Dominant harmonized  

C,E,G,Bb D,Gb,A,C E,G,Bb,D Gb,A,C,E G,Bb,D,Gb A,C,E,G Bb,D,Gb,A 

C7 D7 Em7(b5) F#m7(b5) GmMaj7 Am7 Bbmaj7(#5) 



38 

 

Scale D E Gb G A Bb C 

Intervals R(oot) 2 3 4 5 b6 b7 

D-Mixolydian b6 (Mode V) origin = G-Melodic-Minor  

D-Mixolydian b6 harmonized  

D,Gb,A,C E,G,Bb,D Gb,A,C,E G,Bb,D,Gb A,C,E,G Bb,D,Gb,A C,E,G,Bb 

D7 Em7(b5) F#m7(b5) GmMaj7 Am7 Bbmaj7(#5) C7 
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Scale E Gb G A Bb C D 

Intervals R(oot) 2 b3 4 b5 b6 b7 

E-Locrian #2 (Mode VI) origin = G-Melodic-Minor  

E-Locrian #2 harmonized  

E,G,Bb,D Gb,A,C,E G,Bb,D,Gb A,C,E,G Bb,D,Gb,A C,E,G,Bb D,Gb,A,C 

Em7(b5) F#m7(b5) GmMaj7 Am7 Bbmaj7(#5) C7 D7 
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Scale Gb G A Bb C D E 

Intervals R(oot) b2 b3 b4 b5 b6 b7 

Gb-Superlocrian "altered" (Mode VII) origin = G-Melodic-Minor  

Gb-Superlocrian "altered" harmonized  

Gb,A,C,E G,Bb,D,Gb A,C,E,G Bb,D,Gb,A C,E,G,Bb D,Gb,A,C E,G,Bb,D 

F#m7(b5) GmMaj7 Am7 Bbmaj7(#5) C7 D7 Em7(b5) 
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The Altered Scale or Superlocrian Scale, is a dominant scale, where all the intervals 

except the root (1) and the flat seventh (b7) have been altered: 

1, b2, b3, b4 (=3), b5, b6, b7 

Scale G A B C D E F 

Intervals R(oot) 2=9 3 4=11 5 6=13 b7 

G-Mixolydian (Mode VII) origin = G-Ionian Scale  

Scale G Ab Bb B Db Eb F 

Intervals R(oot) b9 #9 3 b5 b13 b7 

G-Superlocrian (Mode VII) origin = G-Melodic-Minor  

G7(b5)  1, 3, b5, b7 

G7(#5) 1, 3, #5, b7 

G7(b5,b9)  1, 3, b5, b7, b9 

G7(#5,b9) 1, 3, #5, b7, b9 

G7(b5,#9)  1, 3, b5, b7, #9 

G7(#5,#9) 1, 3, #5, b7, #9 

Related Altered Dominant Chords: 
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Melodic Minor Applications Concept 
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Melodic Minor Applications Concept  

In addition to other scales the Melodic Minor Scale, also called the Jazz minor, is a very 

useful and versatile scale for soloing over Dominant 7th chords especially for altered 

chords.  

This scale is simply a major scale with a lowered 3rd degree.  It gives us a combined ma-

jor and minor effect.  

Each  altered Dominant 7th chord  has a suitable Melodic Minor Scale which supports the 

sound of the altered chord you’re playing.  

There are 5 Intervals that are derived from the Mixolydian Mode (5, 4, b7, b3 and b2) as 

a starting point to your Melodic Minor Scale. 

minor 

major 

C-Melodic Minor Scale 

 Tensions Intervals  

less altered tension 5th degree  D 

 4th degree  C 

 lowered 7th degree  F 

 lowered 3rd degree  Bb 

more tension lowered 2nd degree  Ab 

Scale 

D-Melodic Minor 

C-Melodic Minor 

F-Melodic Minor 

Bb-Melodic Minor 

Ab-Melodic Minor 
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G-Dominant 7th   D-Melodic-Minor  

Intervals   Intervals  

1 2/9 3 4/11 5 6/13 b7  1 2 b3 4 5 6 7 

G A B C D E F  D E F G A B C# 

Matching Intervals (ConsonantÊIntervals) between both scales 

1 2/9 3 5 6/13 b7 

G A B D E F 

Non-Matching Intervals (DissonantÊIntervals) 

b5 (#11)  

            Applicable Chords: G7(#11), G7(b5), G9(#11), G13(b5) 

D-Melodic Minor (5th degree with the lowest tension) 
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D-Melodic Minor 
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G-Dominant 7th   C-Melodic-Minor  

Intervals   Intervals  

1 2/9 3 4/11 5 6/13 b7  1 2 b3 4 5 6 7 

G A B C D E F  C D Eb F G A B 

Matching Intervals (ConsonantÊIntervals) between both scales 

1 2/9 3 4 5 b7 

G A B C D F 

Non-Matching Intervals (DissonantÊIntervals) 

#5 (b13)  

            Applicable Chords: G7(b13), G7(#5), G9(b13), G9(#5) 

C-Melodic Minor (4th degree) 
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 C-Melodic Minor 
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G-Dominant 7th   F-Melodic-Minor  

Intervals   Intervals  

1 2/9 3 4/11 5 6/13 b7  1 2 b3 4 5 6 7 

G A B C D E F  F G Ab Bb C D E 

Matching Intervals (ConsonantÊIntervals) between both scales 

1 4 5 6/13 b7  

G C D E F  

Non-Matching Intervals (DissonantÊIntervals) 

b9  -  #9 

            Applicable Chords:  G7(b9), G7(#9), G13(b9), G13(#9) 

F-Melodic Minor (lowered 7th degree) 
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 F-Melodic Minor 
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G-Dominant 7th   Bb-Melodic-Minor  

Intervals   Intervals  

1 2/9 3 4/11 5 6/13 b7  1 2 b3 4 5 6 7 

G A B C D E F  Bb C Db Eb F G A 

Matching Intervals (ConsonantÊIntervals) between both scales 

1 2/9 4/11 b7   

G A C F   

Non-Matching Intervals (DissonantÊIntervals) 

#9  -  b5 (#11)   -   #5 (b13)  

            Applicable Chords:   G7(#9), G13(#9), G9(#11), G13(#11), G9(b13) 

Bb-Melodic Minor (lowered 3rd degree) 
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Bb-Melodic Minor 
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G-Dominant 7th   Ab-Melodic-Minor  

Intervals   Intervals  

1 2/9 3 4/11 5 6/13 b7  1 2 b3 4 5 6 7 

G A B C D E F  Ab Bb B Db Eb F G 

Matching Intervals (ConsonantÊIntervals) between both scales 

1 3 b7    

G B F    

Non-Matching Intervals (DissonantÊIntervals) 

b9  -  #9  -  b5 (#11)  - #5 (b13)  

            Applicable Chords:  G7(b9), G7(#9), G7(b13), G7(#11) 

Ab-Melodic Minor (lowered 2nd degree) 
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Ab-Melodic Minor 
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Harmonic Minor Modes  
…ÊtheÊsevenÊmodesÊandÊchordsÊ 
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Scale G A Bb C D Eb Gb 

Intervals R(oot) 2 b3 4 5 b6 7 

G-Harmonic-Minor (Mode I)  

G-Harmonic Minor harmonized  

G,Bb,D,Gb A,C,Eb,G Bb,D,Gb,A C,Eb,G,Bb D,Gb,A,C Eb,G,Bb,D Gb,A,C,Eb 

GmMaj7 Am7(b5) Bbmaj7(#5) Cm7 D7 Ebmaj7 F#dim7 
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Scale A Bb C D Eb Gb G 

Intervals R(oot) b2 b3 4 b5 6 b7 

A-Locrian #6 (Mode II) origin = G-Harmonic-Minor   

A-Locrian #6 harmonized  

A,C,Eb,G Bb,D,Gb,A C,Eb,G,Bb D,Gb,A,C Eb,G,Bb,D Gb,A,C,Eb G,Bb,D,Gb 

Am7(b5) Bbmaj7(#5) Cm7 D7 Ebmaj7 F#dim7 GmMaj7 
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Scale Bb C D Eb Gb G A 

Intervals R(oot) 2 3 4 #5 6 7 

Bb-Ionian #5 (Mode III) origin = G-Harmonic-Minor    

Bb-Ionian #5 harmonized  

Bb,D,Gb,A C,Eb,G,Bb D,Gb,A,C Eb,G,Bb,D Gb,A,C,Eb G,Bb,D,Gb A,C,Eb,G 

Bbmaj7(#5) Cm7 D7 Ebmaj7 F#dim7 GmMaj7 Am7(b5) 
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Scale C D Eb Gb G A Bb 

Intervals R(oot) 2 b3 #4 5 6 b7 

C-Dorian #4 (Mode IV) origin = G-Harmonic-Minor   

C-Dorian #4 (#11) harmonized  

C,Eb,G,Bb D,Gb,A,C Eb,G,Bb,D Gb,A,C,Eb G,Bb,D,Gb A,C,Eb,G Bb,D,Gb,A 

Cm7 D7 Ebmaj7 F#dim7 GmMaj7 Am7(b5) Bbmaj7(#5) 
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Scale D Eb Gb G A Bb C 

Intervals R(oot) b2 3 4 5 b6 b7 

D-Mixolydian b2/b6  (Mode V) origin = G-Harmonic-Minor    

D-Mixolydian b2 / b6  harmonized  

D,Gb,A,C Eb,G,Bb,D Gb,A,C,Eb G,Bb,D,Gb A,C,Eb,G Bb,D,Gb,A C,Eb,G,Bb 

D7 Ebmaj7 F#dim7 GmMaj7 Am7(b5) Bbmaj7(#5) Cm7 
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Scale Eb Gb G A Bb C D 

Intervals R(oot) #2 3 #4 5 6 7 

Eb-Lydian #2 (Mode VI) origin = G-Harmonic-Minor   

Eb-Lydian #2 harmonized  

Eb,G,Bb,D Gb,A,C,Eb G,Bb,D,GbF A,C,Eb,G Bb,D,Gb,A C,Eb,G,Bb D,Gb,A,C 

Ebmaj7 F#dim7 GmMaj7 Am7(b5) Bbmaj7(#5) Cm7 D7 
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Scale Gb G A Bb C D Eb 

Intervals R(oot)  b2  b3 b4 b5 b6 6 

Gb - altered 6 = bb7 (Mode VII) origin = G-Harmonic-Minor   

Gb - altered bb7 harmonized  

Gb,A,C,Eb G,Bb,D,Gb A,C,Eb,G Bb,D,Gb,A C,Eb,G,Bb D,Gb,A,C Eb,G,Bb,D 

F#dim7 GmMaj7 Am7(b5) Bbmaj7(#5) Cm7 D7 Ebmaj7 
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Wholetone  

 

 Wholetone-Halftone 

  

Halftone-Wholetone  
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Wholetone scales are considered symmetrical. The are only two unique versions of the 

wholetone scale, that cover all our 12 notes. The C– and Db-wholetone scale. 

C- / Db-Wholetone (scale) 

Scale (1) C D E F#/Gb G#/Ab A#/Bb 

Scale (2) Db/C# Eb/D# F G A B 

Intervals R(oot) 2 3 #4 #5 b7 

G-Halftone-Wholetone (scale) 

Scale G Ab Bb B Db D E F 

Intervals R(oot) b2/b9 #2/#9 3 #4/#11 5 6/13 b7 

Scale (1)                                                                                  Scale (2) 
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G-Wholetone-Halftone (scale) "diminished scale" 

Scale G A Bb C Db Eb E F# 

Intervals R(oot) 2 b3 4 b5 b6 6 7 
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Diminished Scales 
TheÊdiminishedÊscale,ÊalsoÊknownÊasÊtheÊwholetone-halftone scale,ÊisÊanÊoctatonicalÊsymmetricalÊscaleÊ 

formedÊbyÊtheÊsequenceÊofÊminorÊ3rdsÊorÊthreeÊhalfÊsteps 
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Four-Voice Chords stacked in Minor 3rds 

Four-Voice chords after stacking 

E,G,Bb,Db G,Db,E,Bb Bb,E,G,Db Db,G,Bb,E 

E Gb G A Bb C Db 

E-Diminished Scale 

1 2 b3 4 b5 b6 7 8 

Eb 

1=9 

E 

Chords  

Edim7 / Em6(b5) Gdim7 / Gm6(b5) Bbdim7 / Bbm6(b5) Dbdim7 / Dbm6(b5) 
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You can improvise over a V7(b9) chord using 4 diminished scales.  

The V7(b9) intervals 3, 5, b7 and b2/b9 act as the starting point for the diminished sca-
le.  

Improvising over a V7(b9) chord 

V7(b9) 3 5 b7 b2/b9 

C7(b9) E G Bb Db 

V7(b9) 3 5 b7 b2/b9 

C7(b9) Edim7 Gdim7 Bbdim7 Dbdim7 

Db7(b9) Fdim7 Abdim7 Bdim7 Ddim7 

D7(b9) Gbdim7 Adim7 Cdim7 Ebdim7 

Eb7(b9) Gdim7 Bbdim7 Dbdim7 Edim7 

E7(b9) Abdim7 Bdim7 Ddim7 Fdim7 

F7(b9) Adim7 Cdim7 Ebdim7 Gbdim7 

F#7(b9) Bbdim7 Dbdim7 Edim7 Gdim7 

G7(b9) Bdim7 Ddim7 Fdim7 Abdim7 

Ab7(b9) Cdim7 Ebdim7 Gbdim7 Adim7 

A7(b9) Dbdim7 Edim7 Gdim7 Bbdim7 

Bb7(b9) Ddim7 Fdim7 Abdim7 Bdim7 

B7(b9) Ebdim7 Gbdim7 Adim7 Cdim7 
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Diminished Scales over C7(b9) 
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70 

 



71 

 

A concept that was created by Barry Harris states that all dominants come from a diminis-

hed chord. If you take an D-Diminished chord (Ddim7) and lower the first chord note one 

half step below leaving the other notes unchanged and proceed to the next note, you cre-

ate four Dominant chords. 

Family of 4 Dominants 

D F Ab B 

Db7 

Db,F,Ab,B 

E7 

E,D,Ab,B 

G7 

G,D,F,B 

Bb7 

Bb,D,F,Ab 

The Db7 and G7 chords are 3 whole steps away and are defined as tritone substitutions 

as well as the chords Bb7 and E7.  

The four created dominant chords can be used in a II-V7-I progression or used for impro-

visation with an appropriate dominant scale. 

Db E G Bb 

Ddim7: 
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Blues 
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G-Blues (scale) 

Scale G A#/Bb C C#/Db D F 

Intervals R(oot) b3 4 b5 5 b7 

Blues Scale 

The blues scale a.k.a minor blues scale is built by adding a b5 interval to the minor penta-

tonic scale, forming the pattern 1-b3-4-b5-5-b7.  

C-Blues (scale) 

Scale C D#/Eb F F#/Gb G A#/Bb 

Intervals R(oot) b3 4 b5 5 b7 
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Scales and their interval structures 

Heptatonical Scales Interval Patterns 

Ionian 1 2  3 4 5 6  7  

Dorian 1 2  b3 4 5 6  b7  

Phrygian 1 b2  b3 4 5 b6  b7  

Lydian 1 2  3 #4 5 6 7  

Mixolydian 1 2 3 4 5 6 b7  

Aeolian 1 2 b3 4 5 b6 b7  

Locrian 1 b2 b3 4 b5 b6 b7  

         

Melodic Minor 1 2 b3 4 5 6 7  

Dorian (b2) 1 b2 b3 4 5 6 b7  

Lydian (#5) 1 2 3 #4 #5 6 7  

Mixolydian (#4) 1 2 3 #4 5 6 b7  

Mixolydian (b6) 1 2 3 4 5 b6 b7  

Locrian (#2) 1 #2 b3 4 b5 b6 b7  

Superlocrian 1 b2 #2 3 b5 b6 b7  

         

Harmonic Minor 1 2 b3 4 5 b6 7  

Locrian (6) 1 b2 b3 4 b5 6 b7  

Ionian (#5) 1 2 3 4 #5 6 7  

Dorian (#4) 1 2 b3 #4 5 6 b7  

Mixolydian (b2/b6) 1 b2 3 4 5 b6 b7  

Lydian (#2) 1 #2 3 #4 5 6 7  

Altered  bb7  1 b2 b3 4 b5 b6 bb7  

Octatonical Scales Interval Patterns 

Wholetone-Halftone WTWT 1 2 b3 4 b5 #5 6 7 

Halftone-Wholetone HTWT 1 b2 #2 3 #4 5 6 b7 

Wholetone WT 1 2 3 #4 #5 - b7 - 
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Pentatonics 
A pentatonicÊscale isÊaÊmusicalÊscaleÊwithÊfiveÊnotesÊperÊoctave,ÊinÊcontrastÊtoÊtheÊ 

heptatonicÊscale,ÊwhichÊhasÊsevenÊnotesÊperÊoctaveÊ(suchÊasÊtheÊmajorÊscaleÊandÊminorÊscale)Ê 
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G-Major Pentatonic  

Scale G A B D E 

Intervals R(oot) 2 3 5 6 

G-Minor Pentatonic  

Scale G Bb C D F 

Intervals R(oot) b3 4 5 b7 
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Dorian (1) Pentatonic 

Scale G Bb D E F 

Intervals R(oot) b3 5 6 b7 

Dorian (2) Pentatonic 

Scale G Bb C E F 

Intervals R(oot) b3 4 6 b7 
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G-Lydian Pentatonic 

Scale G B Db E F# 

Intervals R(oot) 3 b5 6 7 

G-Mixolydian Pentatonic 

Scale G B C D F  

Intervals R(oot) 3 4 5 b7 
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G-Melodic Minor Pentatonic 

Scale G Bb D E F# 

Intervals R(oot) b3 5 6 7 

G-Locrian Pentatonic 

Scale G Ab Bb Db F 

Intervals R(oot) b2 b3 b5 b7 
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G-Lydian-Dominant Pentatonic 

Scale G B Db D F 

Intervals R(oot) 3 #4 5 b7 

G-Mixolydian(b6) Pentatonic 

Scale G B D Eb F 

Intervals R(oot) 3 5 b6 b7 



82 

 

G-Harmonic Minor Pentatonic 

Scale G Bb D Eb F# 

Intervals R(oot) b3 5 b6 7 
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Improvising over Major 7th chords (Imaj7) 

In addition to the Lydian pentatonic, the Aeolian minor pentatonic is also very suitable for 

improvising over Major 7 chords (Imaj7). The major third (3rd) or the major seventh 

(7th) interval serve as the starting interval for your minor pentatonic scale. 

1 2=9 3 4=11 5 6=13 7 

G A B C D E F# 

1 b3 4 5 b7 

F# A B C# E 

1 2=9 3 4=11 5 6=13 7 

G A B C D E F# 

Appropriate scale is B-minor-pentatonic. 

1 b3 4 5 b7 

B D E F# A 

Example 1: Gmaj7, Gmaj9, Gmaj13 using 3rd.  

Example 2: Gmaj7, Gmaj9, Gmaj7(#11), Gmaj13 using 7th.  

Appropriate scale is F#-minor-pentatonic. 



84 

 

Bebop Scales   
BebopÊscalesÊareÊcommonÊheptatonicÊscalesÊ(seven-noteÊscales), 

ÊthatÊhaveÊanÊaddedÊchromaticÊpassingÊnote 
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Scale G A B C D Eb E 

Intervals R(oot) 2  3 4  5 b6 6 

G-Bebop-Major   

F# 

7 

Scale G A Bb C D Eb F 

Intervals R(oot) 2 b3 4 5 b6 b7 

G-Bebop-Natural Minor   

Gb 

7 
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Scale G A B C D E F 

Intervals R(oot) 2 3 4 5 6 b7 

G-Bebop-Dominant   

F# 

7 

Scale G A Bb C D Eb E 

Intervals R(oot) 2 b3 4 5 b6 6 

G-Bebop-Melodic Minor   

F# 

7 
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Scale G A Bb C D Eb F 

Intervals R(oot) 2 b3 4 5 b6 b7 

G-Bebop-Harmonic Minor   

F# 

7 

Scale G  A Bb B C D E 

Intervals R(oot) 2 b3 3 4 5 6 

G-Bebop Dorian(1)  

F 

b7 
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Scale G A Bb C D E F 

Intervals R(oot) 2 b3 4 5 6 b7 

G-Bebop Dorian (2) 

F# 

7 
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The harmonized C-Bebop Major Scale  

Scale C D E F G G# A B C 

Chords C6 Ddim7 C6/E Fdim7 C6/G G#dim7 C6/A Bdim7 C6 

For the optimal tonal representation of the cadences listed below, the tones D, F, G# and 

B are represented as diminished chords. The remaining tones create C6 inversions.  
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The harmonized C-Bebop Natural Minor Scale  

For the optimal tonal representation of the cadences listed below, the tones D, F, Ab and 

B are represented as diminished chords. The remaining tones create Cm7 inversions.  

Scale C D Eb F G Ab Bb B C 

Chords Cm7 Ddim7 Cm7/Eb Fdim7 Cm7/G Abdim7 Cm7/Bb Bdim7 Cm7 
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Scale C D E F G A Bb B C 

Chords C7/Bb Bdim7 C7 Ddim7 C7/E F#dim7 C7/G G#dim7 C7/Bb 

For the optimal tonal representation of the cadences listed below, the tones D, F, A and B 

are represented as diminished chords. The remaining tones create C7 inversions.  

The harmonized C-Bebop Dominant Scale  
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Scale C D Eb F G Ab A B C 

Chords Cm6 Ddim7 Cm6/Eb Fdim7 Cm6/G Abdim7 Cm6/A Bdim7 Cm6 

The harmonized C-Bebop Melodic Minor Scale  

For the optimal tonal representation of the cadences listed below, the tones D, F, Ab and 

B are represented as diminished chords. The remaining tones create Cm6 inversions.  
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Scales for improvising over Dominant 7th Chords 
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Major and Minor 6th Diminished 
Scale 

 
conceptÊbyÊBarryÊHarrisÊ….Ê 
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Major 6th Diminished Scale 

The major 6th diminished scale a.k.a Bebop Major has an added b6 or #5 intervall making 

an eighth note (octatonic) scale. After harmonizing the scale you get inversions of a major 

6th chord and symmetrical diminished chords. 

Scale G A B C D D# E F# 

 G, B, D, E  B, D, E, G  D, E, G, B  E, G, B, D  

Chords G6 Adim7 G6/B Cdim7 G6/D D#dim7 G6/E F#dim7 
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The displayed fingerboard notes on the diagram below represent the major part of the G-

Major 6th diminished scale. The dot with the "E" is the 6th interval. 

The displayed fingerboard notes on the diagram below represent the diminished part of 

the G-Major 6th diminished scale.   
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Minor 6th Diminished Scale 

The minor 6th diminished a.k.a Bebop Minor scale has a minor 3rd and an added b6 or #5 

intervall making an eighth note (octatonic) scale. After harmonizing the scale you get in-

versions of a minor 6th chord and symmetrical diminished chords. 

Scale G A Bb C D Eb E Gb 

 G, Bb, D, E  Bb, D, E, G  
D, E, G, 

Bb 
 E, G, Bb, D  

Chords Gm6 Adim7 Gm6/Bb Cdim7 Gm6/D Ebdim7 Gm6/E Gbdim7 
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The displayed fingerboard notes on the diagram below represent the minor part of the G-

Minor 6th diminished scale. The dot with the "E" is the 6th interval. 

The displayed fingerboard notes on the diagram below represent the diminished part of 

the G-Minor 6th diminished scale.   
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Chromatic ScalesÊ 
fromÊtheÊGreekÊwordÊ"chroma"ÊthatÊmeansÊ"color". 
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Chromatic Scale Applications 

The chromatic scale is a twelve-tone scale starting on a root and moving either in ascen-

ding or descending order by semi-tones (half-steps).  

Example 1: 

Example 2: 
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Example 4: 

Example 3: 
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Arpeggios 

 TheÊnotesÊofÊaÊchordÊareÊplayedÊindividually, 

oneÊafterÊtheÊother.Ê 
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G 1, 3, 5  G, B, D 

G6 1, 3, 5, 6 G, B, D, E 

G6add9 1, 3, 5, 6, 9 G, B, D, E, A 
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G#5 1, 3, #5 G, B, D# 

Gm6 1, b3, 5, 6  G, Bb, D, E 

Gm 1, b3, 5  G, Bb, D 
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Gm7 1, b3, 5, b7  G, Bb, D, F 

Gm6add9 1, b3, 5, 6, 9 G, Bb, D, E, A 

Gm7b5 1, b3, b5, b7  G, Bb, Db, F 
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Gm9 1, b3, 5, b7, 9  G, Bb, D, F, A 

G7 1, 3, 5, b7 G, B, D, F 

Gm11 1, b3, 5, b7, 9, 11  G, Bb, D, F, A, C 
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G9  1, 3, 5, b7, 9 G, B, D, F, A 

G13 1, 3, 5, b7, 9, 13 G, B, D, F, A, E 

G7(b5) 1, 3, b5, b7 G, B, C#, F 
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G7(#5) 1, 3, #5, b7 G, B, D#, F 

G7(b9) 1, 3, 5, b7, b9 G, B, D, F, G# 

G7(#9) 1, 3, 5, b7, #9 G, B, D, F, A# 
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G9(b5) 1, 3, b5, b7, 9 G, B, C#, F, A 

G9(#5) 1, 3, #5, b7, 9 G, B, D#, F, A 

G13(b9) 1, 3, 5, b7, b9, 13 G, B, D, F, G#, E 
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G13(#9) 1, 3, 5, b7, #9, 13 G, B, D, F, A#, E 

Gmaj7 1, 3, 5, 7 G, B, D, F# 

Gmaj7(#11) 1, 3, 7, #11 G, B, F#, C# 
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Gmaj13 1, 3, 5, 7, 9, 13 G, B, D, F#, A, E 

Gmaj9 1, 3, 5, 7, 9 G, B, D, F#, A 

Gmaj11 1, 3, 5, 7, 11 G, B, D, F#, C 
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GmMaj7 1, b3, 5, 7 G, Bb, D, F# 

GmMaj9 1, b3, 5, 7, 9 G, Bb, D, F#, A 

GmMaj11 1, b3, 5, 7, 11 G, Bb, D, F#, C 
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GmMaj13 1, b3, 5, 7, 13 G, Bb, D, F#, E 

Gsus2 1, 2, 5 G, A, D 

G7sus2 1, 2, 5, b7 G, A, D, F 
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G13sus2 1, 2, 5, b7, 13 G, A, D, F, E 

Gsus4 1, 4, 5 G, C, D 

G7sus4 1, 4, 5, b7 G, C, D, F 
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G13sus4 1, 4, 5, b7, 13 G, C, D, F, E 



121 

 

Scale:  A - B - C# - D - E - F# - G# 

Diatonic Arpeggios in A-Major               
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Scale:  G - A - B - C - D - E - F# - G 

Diatonic Arpeggios in G-Major               
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Superimposing Arpeggios 

There are a number of ways for approaching improvisation. The two most common ways 

are using scales or arpeggios. Superimposing arpeggios is a very usefull technique to en-

rich your improvisation.  

You superimpose a chord, by layering an arpeggio on top of the chord.    

Superimposing Arpeggios over a G-Dominant 7 chord: 

 R 3 5 b7 9 11 13 

G7 G B D F - - - 

Bdim  B D F - - - 

 R 3 5 b7 9 11 13 

G9 G B D F A - - 

Bdim  B D F - - - 

Bm7(b5)   B D F A - - 

 R 3 5 b7 9 11 13 

G11 G B D F A C - 

Bdim  B D F - - - 

Bm7(b5)   B D F A - - 

Dm7   D F A C - 

 R 3 5 b7 9 (11) 13 

G13 G B D F A C E 

Bdim  B D F - - - 

Bm11(b5)  B D F A - E 

Dm7   D F A C - 

Bm7(b5)   B D F A - - 

Fmaj7    F A C E 
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Superimposing Arpeggios over a Gmaj7 chord: 

 R 3 5 7 9 11 13 

Gmaj7 G B D F# - - - 

Bm  B D F# - - - 

 R 3 5 7 9 11 13 

Gmaj9 G B D F# A - - 

Bm7  B D F# A - - 

D   D F# A - - 

 R 3 5 7 9 11 13 

Gmaj11 G B D F# A C - 

Bm  B D F# - - - 

Bm7  B D F# A - - 

D7   D F# A C - 

 R 3 5 7 9 (11) 13 

Gmaj13 G B D F# A C E 

Bm  B D F# - - - 

Bm7   B D F# A - - 

Bm11  B D F# A - E 

D7   D F# A C - 

Superimposing Arpeggios over a Gmaj9 chord: 

Superimposing Arpeggios over a Gmaj13 chord: 

Superimposing Arpeggios over a Gmaj11 chord: 
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Arpeggios over Dominant chords: 
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Inversions 
 an inversion is whenÊyouÊchangeÊtheÊorderÊofÊnotesÊ 
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Inversions 

Inverting the notes of a chord by moving the lowest note up an octave is known as the 

basic type of inversion. The lowest note, called the bass note, determines the name of the 

inversion. Inversions are represented as slash-chords ( i.e. G/B). 

The notes after the root can be sorted differently!  

Chords with four notes have three inversions, instead of just two.  

A-Minor:  

Intervals Root (1) b3  5  

Root Position  A C E 

1st Inversion C E A 

2nd Inversion E A C 

F-Major:  

Intervals Root (1) 3  5  

Root Position  F A C 

1st Inversion A C F 

2nd Inversion C F A 

G7(b5):  

Root Position G B Db F  

1st Inversion B Db F G 

2nd Inversion Db F G B 

Intervals Root (1) 3  b5  b7  

3rd Inversion F G B Db 



129 

 

Drop2 

Drop-2 is a technique commonly used in jazz to harmonize chords. Drop-2 is formed by 

dropping the second highest note of a chord an octave lower and making that note the 

bass note of the chord.  Drop-2 voicings can be applied to any type of chord, such as ma-

jor, minor, dominant. 

Voicings Intervals Notes for Gmaj7 Drop-2 Intervals 

Root Position 1-3-5-7 G-B-D-F# 5-1-3-7 

1st Inversion 3-5-7-1 B-D-F#-G 7-3-5-1 

2nd Inversion 5-7-1-3 D-F#-G-B 1-5-7-3 

3rd Inversion 7-1-3-5 F#-G-B-D 3-7-1-5 

Dropped Notes 

D-G-B-F# 

F#-B-D-G 

G-D-F#-B 

B-F#-G-D 

Gmaj7:  

Voicings Intervals Notes for Dmaj7 Drop-2 Intervals 

Root Position 1-3-5-7 D-F#-A-C# 5-1-3-7 

1st Inversion 3-5-7-1 F#-A-C#-D 7-3-5-1 

2nd Inversion 5-7-1-3 A-C#-D-F# 1-5-7-3 

3rd Inversion 7-1-3-5 C#-D-F#-A 3-7-1-5 

Dropped Notes 

A-D-F#-C# 

C#-F#-A-D 

D-A-C#-F# 

F#-C#-D-A 

Dmaj7:  
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Drop3  

The term Drop-3 similar to Drop-2 indicates the lowering of the highest third note of a 

chord to the bass (i.e an octave lower).  

Voicings Intervals Notes for Amaj7 Drop-3 Intervals 

Root Position 1-3-5-7 A-C#-E-G# 3-1-5-7 

1st Inversion 3-5-7-1 C#-E-G#-A 5-3-7-1 

2nd Inversion 5-7-1-3 E-G#-A-C# 7-5-1-3 

3rd Inversion 7-1-3-5 G#-A-C#-E 1-7-3-5 

Dropped Notes 

C#-A-E-G# 

E-C#-G#-A 

G#-E-A-C# 

A-G#-C#-E 

Amaj7:  

Voicings Intervals Notes for Amaj7 Drop-3 Intervals 

Root Position 1-3-5-7 F-A-C-E 3-1-5-7 

1st Inversion 3-5-7-1 A-C-E-F 5-3-7-1 

2nd Inversion 5-7-1-3 C-E-F-A 7-5-1-3 

3rd Inversion 7-1-3-5 E-F-A-C 1-7-3-5 

Dropped Notes 

A-F-C-E 

C-A-E-F 

E-C-F-A 

F-E-A-C 

Fmaj7:  
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The Secondary Dominants 
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The Secondary Dominants 

Each of the 12 major scales have only one Primary Dominant chord (V7). After harmoni-

zing the major scale (via stacking in 3rds) you create the dominant chord on the 5th posi-

tion (interval). The scale associated with the Primary Dominant chord is also known as the 

mixolydian scale (see Mixolydian Mode). 

 

The Secondary Dominant chord is always one fifth to the right of your diatonic chord. The 

Secondary Dominant of "Dm7" for example is "A7" which is one fifth to the right of 

"D" (see Circle of Fiths). 

F-Major 

Imaj7 IIm7 IIIm7 IVmaj7 V7 VIm7 VIIm7(b5) 

Fmaj7 Gm7 Am7 Bbmaj7 C7 Dm7 Em7b5 

V7 V7/II V7/III V7/IV V7/V V7/VI V7/VII 

C7 D7 E7 F7 G7 A7 B7 

The Secondary Dominants  

D-Major 

Imaj7 IIm7 IIIm7 IVmaj7 V7 VIm7 VIIm7(b5) 

Dmaj7 Em7 F#m7 Gmaj7 A7 Bm7 C#m7(b5) 

V7 V7/II V7/III V7/IV V7/V V7/VI V7/VII 

A7 B7 C#7 D7 E7 F#7 G#7 

The Secondary Dominants  
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A short improvisation without secondary dominants in G major: 

Imaj7  

Gmaj7/B 

A short improvisation with a secondary dominant: 

Imaj7  

   Gmaj7/B 

The dominant chord E9(#5,b9) is one fifth to the right of "Am9".  

IIm7 

Am9 

V7 

D9(b9) 

Imaj7  

Gmaj7 

       V7/II           IIm7 

    E9(#5,b9)      Am9 

 V7/I          Imaj7 

D9(b9)        Gmaj7 
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V7/II 

G7(#5) => V7 is the secondary dominant chord of Cm7. The second mode of B-Flat is 

Cm7 a.k.a (Dorian) => II. 
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The Tritone Substitution 
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The Tritone Substitution (substitute dominant) is usually the replacement of a dominant 

seventh chord (V7) with another dominant seventh chord (Sub/V7) whose root is one 

tritone away, i.e.  6 semitones or 3 whole tones. 

 Dominant (V7) Tritone Substitution (Sub/V7) 

  Root b7 3  Root b7 3 

G7 G F B Db7 Db B F 

A7 A G C# Eb7 Eb Db G 

II-V-I Turnaround in D-Major without and with the tritone substitution. 

Dominant (V7) Tritone (Sub/V7) 

C7 F#7 

G7 Db7 

C7 
G7 

D7 

A7 

E7 

B7 
F#7 

F7 

Bb7 

Eb7 

Ab7 

Db7 

The dominant seventh chords and the substitutes 

are exactly opposite to each other in the circle of 

fifths. 

The Tritone Substitution 
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Improvising over a tritone substitution 

The mixolydian(#11) scale derived from the melodic minor scale is a good option for im-

provisation over a tritone substitution. The special thing about this scale is the augmented 

fourth interval. 

II Sub/V7 I 

Dm7 Db9(#11) Cmaj7 

Scale Db Eb F G Ab Bb B 

Intervals R(oot) 2 3 #4/#11 5 6 b7 

The example below shows a short II-V-I improvisation in C major.   

Die Db-Mixolydian(#11) - Scale 

A7add13 has been replaced by the tritone chord Eb9.  The intervals A und Eb are 6 semi-

tones or 3 whole tones away from each other. 
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Turnaround 
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Turnaround 

One of the most important progressions in jazz is the turnaround or turnback. A circular 

movement (loop) of which there are several variants. The turnaround often uses a cirle of 

fifths sequence of chords supported by secondary dominants or tritone substitutions that 

lead to the beginning of the melody (tonic). 

I  VI II V7 

Ionian Aeolian Dorian Mixolydian 

Cmaj9 Am9 Dm9 G13 

Bbmaj7 Gm7 Cm7 F7 

Turnaround: 
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II V7 I 

Am7 D7(b9) G6 

Cm7 F9 Bbmaj7 

Am7 D13(b9) Gmaj7 

Dorian Mixolydian Ionian 

II-V7-I Turnaround: 
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II Sub/V7 I 

Cm9 B9 Bbmaj9 

Cm7 B13 Bbmaj7 

Am11 Ab7(b5) Gmaj7 

Dorian Mixolydian Ionian 

II-V7-I Turnaround with Tritone Substitutions: 
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The minor II-V7-I progressions are based on the Harmonic-Minor-Modes I, II and V.  

Minor II-V7-I: 

II V7 I 

Locrian #13 Mixolydian b9/b13 Harmonic Minor 

Bm7(b5) E7 AmMaj7 

Bm7(b5) E7(b9) AmMaj7 

Bm7(b5) E7(b9,#5) AmMaj7 
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Modal Interchange 
BorrowedÊChordsÊ….Ê 
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Modal Interchange is a method of borrowing non-diatonic chords, that belong to modes of 

the same basic tone (tonic) for example C-Major, C-Dorian, C-Phrygian, etc..  

Modal Interchange 

The parallel functions of all 7 modes. The scale degrees are represented in Roman nume-

rals. 

Ionian Imaj7 II-7 III-7 IVmaj7 V7 VI-7 VII-7(b5) 

Dorian I-7 II-7 bIIImaj7 IV7 V-7 VI-7(b5) bVIImaj7 

Phygian I-7 bIImaj7 bIII7 IV-7 V-7(b5) bVImaj7 bVII-7 

Lydian Imaj7 II7 III-7 #IV-7(b5) Vmaj7 VI-7 VII-7 

Mixolydian I7 II-7 III-7(b5) IVmaj7 V-7 VI-7 bVIImaj7 

Aeolian I-7 II-7(b5) bIIImaj7 IV-7 V-7 bVImaj7 bVII7 

Locrian I-7(b5) bIImaj7 bIII-7 IV-7 bVmaj7 bVI7 bVII-7 

Scale 1 (Root) 2 3 4 5 6 7 
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C-Ionian (= C-Major) 

Imaj7 IIm7 IIIm7 IVmaj7 V7 VIm7 VIIm7(b5) 

Cmaj7 Dm7 Em7 Fmaj7 G7 Am7 Bm7(b5) 

C-Dorian (= Bb-Major)   

Im7 IIm7 bIIImaj7 IV7 Vm7 VIm7(b5) bVIImaj7 

Cm7 Dm7 Ebmaj7 F7 Gm7 Am7(b5) Bbmaj7 

C-Phrygian (= Ab-Major)  

Im7 bIImaj7 bIII7 IVm7 Vm7(b5) bVImaj7 bVIIm7 

Cm7 Dbmaj7 Eb7 Fm7 Gm7b5 Abmaj7 Bbm7 

C-Lydian (= G-Major) 

Imaj7 II7 IIIm7 IVm7(b5) Vmaj7 VIm7 VIIm7 

Cmaj7 D7 Em7 F#m7(b5) Gmaj7 Am7 Bm7 

C-Mixolydian (= F-Major) 

I7 IIm7 IIIm7(b5) IVmaj7 Vm7 VIm7 bVIImaj7 

C7 Dm7 Em7(b5) Fmaj7 Gm7 Am7 Bbmaj7 

C-Aeolian (= Eb-Major) 

Im7 IIm7(b5) bIIImaj7 IVm7 Vm7 bVImaj7 bVII7 

Cm7 Dm7(b5) Ebmaj7 Fm7 Gm7 Abmaj7 Bb7 

C-Locrian (= Db-Major) 

Im7(b5) bIImaj7 bIIIm7 IVm7 bVmaj7 bVI7 VIIm7 

Cm7(b5) Dbmaj7 Ebm7 Fm7 Gbmaj7 Ab7 Bm7 
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F-Ionian (= F-Major) 

Imaj7 IIm7 IIIm7 bIVmaj7 V7 VIm7 VIIm7(b5) 

Fmaj7 Gm7 Am7 Bbmaj7 C7 Dm7 Em7(b5) 

F-Dorian (= Eb-Major)   

Im7 IIm7 bIIImaj7 bIV7 Vm7 VIm7(b5) bVIImaj7 

Fm7 Gm7 Abmaj7 Bb7 Cm7 Dm7(b5) Ebmaj7 

F-Phrygian (= Db-Major)  

Im7 bIImaj7 III7 IVm7 Vm7(b5) bVImaj7 bVIIm7 

Fm7 Gbmaj7 Ab7 Bm7 Cm7(b5) Dbmaj7 Ebm7 

F-Lydian (= C-Major) 

Imaj7 II7 IIIm7 IVm7(b5) Vmaj7 VIm7 VIIm7 

Fmaj7 G7 Am7 Bm7(b5) Cmaj7 Dm7 Em7 

F-Mixolydian (= Bb-Major) 

I7 IIm7 IIIm7(b5) bIVmaj7 Vm7 VIm7 bVIImaj7 

F7 Gm7 Am7(b5) Bbmaj7 Cm7 Dm7 Ebmaj7 

F-Aeolian (= Ab-Major) 

Im7 IIm7(b5) bIIImaj7 IVm7 Vm7 bVImaj7 bVII7 

Fm7 Gm7(b5) Abmaj7 Bbm7 Cm7 Dbmaj7 Eb7 

F-Locrian (= Gb-Major) 

Im7(b5) bIImaj7 bIIIm7 bIVm7 Vmaj7 bVI7 bVIIm7 

Fm7(b5) Gbmaj7 Abm7 Bbm7 Bmaj7 Db7 Ebm7 
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G-Ionian (= G-Major) 

Imaj7 IIm7 IIIm7 IVmaj7 V7 VIm7 VIIm7(b5) 

Gmaj7 Am7 Bm7 Cmaj7 D7 Em7 F#m7(b5) 

G-Dorian (= F-Major)   

Im7 IIm7 bIIImaj7 IV7 Vm7 VIm7(b5) VIImaj7 

Gm7 Am7 Bbmaj7 C7 Dm7 Em7(b5) Fmaj7 

G-Phrygian (= Eb-Major)  

Im7 bIImaj7 III7 IVm7 Vm7(b5) bVImaj7 VIIm7 

Gm7 Abmaj7 Bb7 Cm7 Dm7(b5) Ebmaj7 Fm7 

G-Lydian (= D-Major) 

Imaj7 II7 IIIm7 IVm7(b5) Vmaj7 VIm7 VIIm7 

Gmaj7 A7 Bm7 C#m7(b5) Dmaj7 Em7 F#m7 

G-Mixolydian (= C-Major) 

I7 IIm7 IIIm7(b5) IVmaj7 Vm7 VIm7 VIImaj7 

G7 Am7 Bm7(b5) Cmaj7 Dm7 Em7 Fmaj7 

G-Aeolian (= Bb-Major) 

Im7 IIm7(b5) bIIImaj7 IVm7 Vm7 bVImaj7 bVII7 

Gm7 Am7(b5) Bbmaj7 Cm7 Dm7 Ebmaj7 F7 

G-Locrian (= A-Major) 

Im7(b5) bIImaj7 bIIIm7 IVm7 bVmaj7 bVI7 VIIm7 

Gm7(b5) Abmaj7 Bbm7 Cm7 Dbmaj7 Eb7 Fm7 
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G-Melodic Minor  

Immaj7 IIm7 bIIImaj7(#5) IV7 V7 VI-7(b5) VII-7(b5) 

GmMaj7 Am7 Bbmaj7(#5) C7 D7 Em7(b5) F#m7(b5) 

G-Dorian (b2) (= F-Melodic Minor) 

I-7 bIImaj7(#5) bIII7 IV7 V-7(b5) VI-7(b5) VIImmaj7 

Gm7 Abmaj7(#5) Bb7 C7 Dm7(b5) Em7(b5) FmMaj7 

G-Lydian (#5) (= E-Melodic Minor) 

Imaj7(#5) II7 III7 IV-7(b5) V-7(b5) VImmaj7 VII-7 

Gmaj7(#5) A7 B7 C#m7(b5) D#m7(b5) EmMaj7 F#m7 

G-Lydian Dominant (= D-Melodic Minor) 

I7 II7 III-7(b5) IV-7(b5) Vmmaj7 VI-7 VIImaj7(#5) 

G7 A7 Bm7(b5) C#m7(b5) DmMaj7 Em7 Fmaj7(#5) 

G-Mixolydian (b6) (= C-Melodic Minor) 

I7 II-7(b5) III-7(b5) IVmmaj7 V-7 bVImaj7(#5) VII7 

G7 Am7(b5) Bm7(b5) CmMaj7 Dm7 Ebmaj7(#5) F7 

G-Locrian (#2) (= Bb-Melodic Minor) 

I-7(b5) II-7(b5) bIIImmaj7 IV-7 bVmaj7(#5) VI7 VII7 

Gm7(b5) Am7(b5) BbmMaj7 Cm7 Dbmaj7(#5) Eb7 F7 

G-Superlocrian (= Ab-Melodic Minor) 

I-7(b5) IImmaj7 III-7 IVmaj7(#5) V7 VI7 VII-7(b5) 

Gm7(b5) AbmMaj7 Bbm7 Bmaj7(#5) Db7 Eb7 Fm7(b5) 
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G-Harmonic Minor  

Immaj7 II-7(b5) bIIImaj7(#5) IV-7 V7 bVImaj7 VII07 

GmMaj7 Am7(b5) Bbmaj7(#5) Cm7 D7 Ebmaj7 F#dim7 

G-Locrian (#6) (= F-Harmonic Minor) 

I-7(m5) bIImaj7(#5) bIII-7 IV7 bVmaj7 VI07 VIImmaj7 

Gm7(b5) Abmaj7(#5) Bbm7 C7 Dbmaj7 Edim7 FmMaj7 

G-Ionian (#5) (= E-Harmonic Minor) 

Imaj7(#5) II-7 III7 IVmaj7 bV07 VImmaj7 bVII-7(b5) 

Gmaj7(#5) Am7 B7 Cmaj7 Ebdim7 EmMaj7 Gbm7(b5) 

G-Dorian (#4) (= D-Harmonic Minor) 

I-7 II7 bIIImaj7 bIV07 Vmmaj7 VI-7(b5) bVIImaj7(#5) 

Gm7 A7 Bbmaj7 Dbdim7 DmMaj7 Em7(b5) Fmaj7(#5) 

G-Mixolydian (b2/b6) (= C-Harmonic Minor) 

I7 bIImaj7 III07 IVmmaj7 V-7(b5) bVImaj7(#5) bVII-7 

G7 Abmaj7 Bdim7 CmMaj7 Dm7(b5) Ebmaj7(#5) Fm7 

G-Lydian (#2) (= B-Harmonic Minor) 

Imaj7 bII07 IIImmaj7 IV-7(b5) Vmaj7(#5) VI-7 bVII7 

Gmaj7 Bbdim7 BmMaj7 Dbm7(b5) Dmaj7(#5) Em7 Gb7 

G-altered 6 = bb7 (= Ab-Harmonic Minor) 

I07 bIImmaj7 III-7(b5) IVmaj7(#5) bV-7 bVI7 VIImaj7 

Gdim7 AbmMaj7 Bbm7(b5) Bmaj7(#5) Dbm7 Eb7 Emaj7 
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Chord progression with Modal Interchange in C-Major (1) 

The origin of Abmaj7 ist C-Phrygian and C-Aeolian -> VImaj7 

Chord progression with Modal Interchange in C-Major (2) 

The origin of Dm7(b5) ist C-Aeolian -> IIm7(b5) 

Chord progression with Modal Interchange in C-Major (3) 

The origin of Bbmaj7 ist C-Mixolydian -> bVIImaj7 
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Backdoor Progression 
Ê 
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Probably the best-known II-V-I progressions come from the major scale, which are some-

times referred to as frontdoor progressions.  

Within the modal interchange chords there are six other existing II-V-I progressions that 

are called backdoor progressions.  

They can be heard very widely in compositions and arrangements. Almost every jazz com-

position (see Real Book) and many pop songs have backdoor elements. 

C-Dorian (= Bb-Major)    

Im7/II IV7/V bVIImaj7/I 

Cm7 F7 Bbmaj7 

C-Phrygian (= Ab-Major)   

bVIIm7/II bIII7/V bVImaj7/I 

Bbm7 Eb7 Abmaj7 

C-Lydian (= G-Major)  

VIm7/II II7/V Vmaj7/I 

Am7 D7 Gmaj7 

C-Mixolydian (= F-Major)  

Vm7/II I7/V IVmaj7/I 

Gm7 C7 Fmaj7 

C-Aeolian (= Eb-Major)  

IVm7/II bVII7/V bIIImaj7/I 

Fm7 Bb7 Ebmaj7 

bIIIm7/II bVI7/V bIImaj7/I 

Ebm7 Ab7 Dbmaj7 

C-Locrian (= Db-Major)  

 

 

 

 

 

Backdoor II-V-I Progression 
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Quartal Voicings 
ChordsÊbuiltÊbyÊstacking fourths areÊcalled quartalÊvoicings 
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Four-Voice Chords stacked in 4ths 

Four-Voice chords after stacking 

Bb,Eb,A,D C,F,Bb,Eb D,G,C,F Eb,A,D,G F,Bb,Eb,A G,C,F,Bb A,D,G,C 

Bb C D Eb F G A 

Bb-Major Scale 

1 2 3 4 5 6 7 

Chords and Modes 

Ionian Dorian Phrygian  Lydian Mixolydian Aeolian Locrian 

I II III IV V VI VII 

Bbmaj11 Cm11 Dm11 Ebmaj7(b5) F7add11 Gm11 Am11 

When harmonizing in 4ths you don't' always get a perfect fourth (4 or 11). Sometimes 
the 4th interval is augmented (#4 or #11). 
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Scale Bb C D Eb F G A 

Intervals R(oot) 2/9 3 4/11 5 6/13 7 

Bb-Ionian (Mode I) 

Scale C D Eb F G A Bb 

Intervals R(oot) 2/9 b3 4/11 5 6/13 b7 

C-Dorian (Mode II) 

Bb-Major Scale in 4ths 
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Scale D Eb F G A Bb C 

Intervals R(oot) b2/b9  b3  4/11 5 b6/b13 b7 

D-Phrygian (Mode III) 

Scale Eb F G A Bb C D 

Intervals R(oot) 2/9  3  #4/#11 5 6/13 7 

Eb-Lydian (Mode IV) 
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Scale F G A Bb C D Eb 

Intervals R(oot) 2/9  3  4/11 5 6/13 b7 

F-Mixolydian (Mode V) 

Scale G A Bb C D Eb F 

Intervals R(oot) 2/9 b3 4/11 5 b6/b13 b7 

G-Aeolian (Mode VI) 
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Scale A Bb C D Eb F G 

Intervals R(oot) b2/b9 b3 4/11 b5 b6/b13 b7 

A-Locrian (Mode VII) 
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Scale A Bb C D E F# G 

Intervals R(oot) b2/b9 b3 4/11 5 6/13 b7 

A-Dorian b2 (Mode II) 

Scale G  A Bb C D E F# 

Intervals R(oot) 2/9 b3 4/11 5 6/13 7 

G-Melodic Minor (Mode I) 

G-Melodic Minor in 4ths 
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Scale Bb C D E F# G A 

Intervals R(oot) 2/9 3 #4/#11 #5 6/13 7 

Bb-Lydian #5 (Mode III) 

Scale C D E F# G A Bb 

Intervals R(oot) 2/9 3 #4/#11 5 6/13 b7 

C-Lydian Dominant (Mode IV) 
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Scale D E F# G A Bb C 

Intervals R(oot) 2/9 3 4/11 5 b6/b13 b7 

D-Mixolydian b6 (Mode V) 

Scale E F# G A Bb C D 

Intervals R(oot) #2/#9 b3 4/11 b5 b6/b13 b7 

E-Locrian #2 (Mode VI) 
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Scale F# G A Bb C D E 

Intervals R(oot) b2/b9 b3 b4/b11 b5 b6/b13 b7 

F#-Superlocrian "altered" (Mode VII) 
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Scale G  A Bb C D Eb F# 

Intervals R(oot) 2/9 b3 4/11 5 b6/b13 7 

G-Harmonic Minor (Mode I) 

Scale A Bb C D Eb F# G 

Intervals R(oot) b2/b9 b3 4 b5 6 b7 

A-Locrian #6 (Mode II) 

G-Harmonic Minor in 4ths 
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Scale Bb C D Eb F# G A 

Intervals R(oot) 2/9 3 4 #5 6 7 

Bb-Ionian #5 (Mode III) 

Scale C D Eb F# G A Bb 

Intervals R(oot) 2/9 b3 #4 5 6 b7 

C-Dorian #4 (Mode IV) 
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Scale D Eb F# G A Bb C 

Intervals R(oot) b2/b9 3 4 5 b6/b13 b7 

D-Mixolydian b2/b6 (Mode V)  

Scale Eb F# G A Bb C D 

Intervals R(oot) #2/#9 3 #4/#11 5 6 7 

Eb-Lydian #2/#9 (Mode VI)  
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Scale F# G A Bb C D Eb 

Intervals R(oot) b2/b9 b3 b4/b11 b5 b6/b13 bb7 

F#-Mixolydian #1 (Altered dominant bb7)  (Mode VII)  
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Comping 
anÊabbreviationÊofÊaccompanimentÊ...Ê 
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Comping (an abbreviation of accompaniment) is a jazz term. The task of comping is to 

support the soloist in the background with syncopated rhythm, i.e. the accompaniment is 

rhythmically shifted. 

Comping 

Sample 1: 

Sample 2: 
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Sample 3: 

Sample 4: 
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Counterpoint Study 
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The F-Major Scale 

The Harmonized F-Major Scale 

Counterpoint Study in F-Major 

Counterpoint is a style of musical writing which involves musical lines that unfold at the 

same time in an organized fashion. The relationship between the voices are harmonical-

ly interdependent (polyphony or polyphonic) yet independent in rhythm and contour.  

 

Here is a small and brief attempt to get you closer to the counterpoint topic.  

I‘ve  chosen the examples in F-Major, since unfortunately most of today‘s examples are 

shown in C-Major.  

I hope you find my short approach helpful. Good Luck! 
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Sample 1:  

In the first example, the F-Major scale is played with the low strings plus the third (one 

octave higher a.k.a the 10th interval) simultaneously to each scale note. 

Sample 2:  

A small variation to Sample 1. 
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Sample 3: 

In the low range the counterpoint plays the F-Major scale accompanied by the intervals of 

the F-Major scale in thirds. 
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Sample 4:  

A counterpoint variation to sample 3.  
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The first attempt to set counterpoints to a melodic improvisation. Root and thirds on the 

bass and above the melody. 

Sample 5:  
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Sample 6:  

More counterpoints on the bass. Trying to create more motion. 
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Sample 7:  

By adding more intervals (counterpoints) and reorganizing the structure of the compositi-

on the character and playability of the melody changed.  

I hope I could shed some light on this individual approach. 
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Negative Harmony 
NegativeÊHarmonyÊisÊusedÊinÊmodernÊmusicÊasÊaÊtoolÊforÊcomposersÊorÊarrangers.ÊThisÊconceptÊwasÊinitiallyÊ 

describedÊbyÊtheÊSwissÊmusicianÊErnstÊLevyÊinÊhisÊbookÊ"AÊTheoryÊofÊHarmony".Ê 

ForÊdeeperÊexplanationsÊpleaseÊlookÊforÊfurtherÊdocumentations.Ê 
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Negative Harmony 

The basic approach of Negative Harmony is to invert harmonic structure.  

All the following examples refer to the C-tonality. 

How is Negative Harmony created?  

If we look at a major scale, the three intervals tonic (1), major third (3) or minor third 

(b3) and the fifth (5) form a triad. The perfect 5th is a very important interval for each of 

the 12 tonalities (see The Circle of Fifths). 

C Db D Eb E F Gb G Ab A Bb B C 

1    3   5     1=8 

From C to C chromatically: 

The interval (G=5) is one fifth above the tonic (C=1). The center between C and G is an 

axis between Eb and E. The axis is exactly half way between the tonic and the perfect 

5th. The intervals to the left of the axis are named negative. The Intervals to the right of 

the axis are named positive.  

1       5 

C Db D Eb E F Gb G 

negative  positive 

By adding chromatically the missing intervals to the left and to the right of the harmonic 

axis (the midpoint between the two notes) we create all 12 intervals (keys) in a new or-

der. 

Bb B C Db D Eb E F Gb G Ab A 

-6 -5 -4 -3 -2 -1 1 2 3 4 5 6 

negative  positive 
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To create a transformation table we place to each interval its corresponding mirroring in-

terval. 

The arrows point in both directions, i.e. each note has its mirror image. 

negative Bb B C Db D Eb 

       

       

positive A Ab G Gb F E 

The transformation table in the key of C: 

Eb  E 

D  F 

Db  Gb 

C  G 

B  Ab 

Bb  A 

C —> D —> E —> F —> G —> A —> B —> C 

 G —> F  —> Eb  —> D  —>  C —> Bb —> Ab  —>  G 

Conversion of a C-Major scale to negative. 

After conversion two new scales are created. With C as root you get the C-Aeolian scale. 
With G as root you get the G-Phrygian scale.  

C D Eb F G Ab Bb C C-Aeolian 

G Ab Bb C D Eb F G G-Phrygian 
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positive     

Am7 A C E G 

negative     

Eb6 or Cm7 Bb G Eb C 

Example 1: Conversion of Am7 into the negative: 

Example 2: Conversion of Dm7 into the negative: 

positive     

Dm7 D F A C 

negative     

Bb6 or Gm7 F D Bb G 

Example 3: Conversion of G7 into the negative: 

positive     

G7 G B D F 

negative     

Fm6/C C Ab F D 

Example 4: Conversion of Cmaj7 into the negative: 

positive     

Cmaj7 C E G B 

negative     

Abmaj7 G Eb C Ab 
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Eb E 

D F 

Db Gb 

C G 

B Ab 

Bb A 

Interval transformation mirroring tables (negative to positive) for all 12 keys: 

Bb B 

A C 

Ab Db 

G D 

Gb Eb 

F E 

F Gb 

E G 

Eb Ab 

D A 

Db Bb 

C B 

C Db 

B D 

Bb Eb 

A E 

Ab F 

G Gb 

G Ab 

Gb A 

F Bb 

E B 

Eb C 

D Db 

D Eb 

Db E 

C F 

B Gb 

Bb G 

A Ab 

 

 

A Bb 

Ab B 

G C 

Gb Db 

F D 

E Eb 

Ab A 

G Bb 

Gb B 

F C 

E Db 

Eb D 

Db D 

C Eb 

B E 

Bb F 

A Gb 

Ab G 

 

Gb G 

F Ab 

E A 

Eb Bb 

D B 

Db C 

B C 

Bb Db 

A D 

Ab Eb 

G E 

Gb F 

E F 

Eb Gb 

D G 

Db Ab 

C A 

B Bb 

 

             C-Major                G-Major                   D-Major 

             A-Major                  E-Major                     B-Major 

        F#/Gb-Major                  F-Major                   Bb-Major 

            Eb-Major                Ab-Major                   Db-Major 
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Example 5: Conversion of a E-Major scale to negative. 

positive E Gb Ab A B Db Eb E 

Axis G/Ab         

negative B A G Gb E D C B 

After conversion two new scales are created. With E as root you get the E-Aeolian scale. 

With B as root you get the B-Phrygian scale.  

E Gb G A B C D E E-Aeolian 

B C D E Gb G A B B-Phrygian 

Emaj7  Cmaj7  C#m7  Em7 

E  B  Db  D 

Ab  G  Ab  G 

B  E  B  E 

Eb  C  E  B 
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Pedal Point - Pedal Note 
a noteÊsustainedÊthroughÊharmonicÊchangesÊ 
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Pedal Point - Pedal Note 

The term Pedal Point or Pedal Note is originated from pipe organs which are equipped with 

a set of footpedals to play low, sustaining notes.  

The Pedal Point is a sustained note, most of the times a bass note, played for several bars 

creating melodic or harmonic tensions and sometimes dissonance.  

The Pedal Points are usually on either tonic (I) or on the dominant (V).  

Sample 1: Pedal Point on tonic (I) in A  

Sample 2: Pedal Point on dominant (V) in A  
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Extended Voicings 
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Extended Voicings 

R = Root! 
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