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About the Book

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 Sdo 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

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.

c Major

F (b) G (#)

Am
Bb (bb) m £m D (##)
m B
Eb (bbb) Cm F#m A (###)
Fm Minor™~¢#m
Ab (bbbb) Bbm D#m G#m E (####)
EBm
B (#####)
Db (bbbbb)

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



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
G Gmaj7 G7 G6 Gaddbé6

3 (R ps
5
Chord Intervals
Gm 1 (R) b3 5
GmMaj7 1 b3 5 7
Gm7 1 b3 5 b7
Gmb6 1 b3 5 6
Gmaddb6 1 b3 5 b6
Gm GmMaj7 Gmaddb6
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The Intervals

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
How to determine an interval sequence!
G-Aeolian (Mode VI) origin = Bb-Major
G-Major A B C D E F#
Intervals 2 3 4 5 6 7
G-Aeolian A Bb C D Eb F
Formula 2 b3 4 5 b6 b7
G-Dorian (Mode II) origin = F-Major
G-Major A B C D E F#
Intervals 2 3 4 5 6 7
G-Dorian A Bb C D E F
Formula 2 b3 4 5 6 b7




Four-Voice Chords stacked in 3rds

G-Major Scale

1 2 3 4 5 6 7
G A B C D E F#
Four-Voice chords after stacking
G,B,D,F# A,CE,G B,D,F#,A C,EG,B D,F#,A,C E,G,B,D F#,A,C,E
Chords and Modes

Ionian Dorian Phrygian Lydian Mixolydian Aeolian Locrian
I II II1 v \' VI VII

Gmaj7 Am7 Bm7 Cmaj7 D7 Em7 F#m7b5




The Major Modes

... the seven modes and chords
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G-Ionian (Mode I)

m

Scale G A B C D F#

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

®
@

®

0660 6
06006

90 090

00000

00
X2 JOIR Y X:
0000006

®
©

G-Ionian harmonized

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

Gmaj7 Am7 Bm7 Cmaj7 D7 Em7 F#m7(b5)
Gmaj7 Am7 Bm7 Cmaj7 D7 Em7 F# m7(l’ 5)
X X X X X X X X X X X X X X
‘9 000 LY [ ] 5 0| @ 7 0@ RN 2K J
(1] [ ] [ 2K )
[ ] [ ] [ BK ] o
(1]
o 000
0 +o Q pIpy =4 Ke)
A4 —qg 8 fr— o —— 58—
[ (Y /A [ R | =y | (@) | -~ O o (1 il |
\‘.j} x %O | o | | | o | o \'_Ig[[o n

o>
bW
K
NNN
O
NN
~oNG
©505
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A-Dorian (Mode II)

Scale A B C D E F# G
Intervals R(oot) 2 b3 4 5 6 b7
OO0 & 00 O
® O O 00 ®
® 00 @ O 06
O 00 » 060 @
0 O O 060 ®
OO0 ¢ Q—®
O/ ’
3 5 7 9 12
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
Am7 Bm?7 Cmaj7 D7 Em7 F# m7(|’ 5) Gmaj7
X X X P X X X X X X X X
9 000 8@ o LBE 3K J K 3K J EAN 2K ) [ X )
(1] D [ 2K ]
[ 2K J [ ] o
[ ]
o 000
0 do Q 4o o © o
© & — O - b4 i |
\‘.j} x ; [ - | = | o | o \%O -~ n
mf
T 8 1
1o j : ]
B s 7 s 7 10
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B-Phrygian (Mode III)

Scale B C D E F# G A
Intervals R(oot) b2 b3 4 5 b6 b7
D0 O &0 O @
0O O 0 O ®
O G 6O O O
DO O OO
OO0 O OO0 ©
0 0 PO O O
3 5 7 9 12
B-Phrygian harmonized
B,D,F#,A C,E,G,B D,F#,A,C E,G,B,D F#,A,CE G,B,D,F# A,CE,G
Bm7 Cmaj7 D7 Em7 F#m7(b5) Gmaj7 Am7
Bm7 Cmaj7 D7 Em7 F# m7(l’ 5) Gmaj7 Am7
X X X X X X X DS X X X

° 0|0
[ ]

7 [ X ]
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C-Lydian (Mode 1V)

Scale C D E F# G A B
Intervals R(oot) 2 3 #4 5 6 7
Q0 O 06 0 ®
10— 0 O ©
o 0 O ® 0
® 00 O 0O ®
OO0 © 00 ©
oD 0 0 0 0
3 5 7 9 12
C-Lydian harmonized
C,E,G,B D,F#,A,C E,G,B,D F#,A,C,E G,B,D,F# A,CE,G B,D,F#,A
Cmaj7 D7 Em7 F#m7(b5) Gmaj7 Am7 Bm7
Cmaj7 D7 Em7 F# m7(|’ 5) Gmaj7 Am7 Bm7
X X X X X X X X XX X X X X
5 0| @ 7.0 @ 010 @ 5 [ ] [ ] ‘9 000
[ ] [ 2K ] [ ]
[ ] [ 2K ) [ ] (XX} ®
[ ]
[ 2K ] [ ]
0 o o © S Q to
;# I/ Q | o - [N [ P O | o Il |
\;\)} x ; [ o I o [%O [ B [ = i |
mf
FE o by by
8 P 4 )
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D-Mixolydian (Mode V)

Scale D E F# G A B C
Intervals R(oot) 2 3 4 6 b7
(=)
D O 00 & O
QO & 0 00 O O
(=)
d 060 ® O Od
OO O 00 ®
o0 &0 ®0 O
oD O 00 ® 0
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
D7 Em7 F# m7(|’ 5) Gmaj7 Am7 Bm7 Cmaj7
X X X X X X X X X X X X X
50| @ K J Ib' )’ .H.ID ‘9 000 8@ .".0
[ ] [ ] [ ] [ ]
7 o 000
0 ﬁo —S T = rQ \ﬁ'Q —S i |
© 48 — -8 S =3 == = 1
e
== g e
B 7 8
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E-Aeolian (Mode VI)

Scale E F# G A B C D
Intervals R(oot) 2 b3 4 5 b6 b7
O @ 0 O &
O O & 00 O
O/
QD OO O ® O®
00— D OO0 @
0 O & 060 @
O/
O O 00 O ©®
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
Em7 F# m7(l’ 5) Gmaj7 Am7 Bm7 Cmaj7 D7
@ @& X X X [e]e]e) XO O O X X X
o0 [ ) GNI“ [ ] o [ ] * E % ’
[ [ ) .. [ ] [ 2K )
0—, = i T ﬁo o) i itQ —8 i ﬁg i |
PY; S = e o ()

NENWN

(P9, 70, V8)
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F#-Locrian (Mode VII)

Scale F# G A B D E
Intervals R(oot) b2 b3 4 b5 b6 b7
®® ® D0 O ©
o O O ®0 0
® 606 O O 6
O 0 0 D0 O
Q0 O O 6 6
P O D0 O O
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
F# m7(l’ 5) Gmaj7 Am7 Bm7 Cmaj7 D7 Em7
X X X X X X X X X X X X
9 000 8@ [ ] 09 | @ | @ 29 000
[ AKX o0 [ ]
? o6
[ 2K ]
0, — o) T Ju-*Q —S \ﬁg i g
©4—8 S —o = = — —
* Yo = o o = °© -
mf
T 8
— 3 ] 3 i 7
B 7 12
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Diatonic Scales Part 1

awarmup ...
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6th String

Em7
o o O

o©
©
8

Y /1

3—2—0

3—2—0

0—2—o0

0—2—3

0—2—:3

X

F:m7(>5)
X

3

5—3—2

2—3—5

A
B

X

Gmaj7
X

5

9]

~—

A
B R —
s 5 2 3 5

5—3—2

245 42

o]ee)

00 =t
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Bm7

7—

10 4y

N °

* 9_9 o

A
B
(=

10—8—7

10—9—7

7—9—7

7—9—10

7—8—10

Cmaj7

X

X

Semm—

[ 1)

il

12—10—8

12—10—9

9—10—09

9—10—12

8—10—12

]

A
B— 9 10—
g9 —10—12

12—10

12—10—9

9—10—12—10—09

:

15—14—12

15—14—12

12—14—12

12—14—15

12—14—15

A
R
D
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5th String

Am7

X0 O O

)| o—oro

3—2—0

4—2—0

0—2—o0

0—2—+4

T
A
-B—0—2—3

Bm7
x%
Uo
S

P

~—

5—3—2

5 42

2—4—2

2—4—5

T
A
-B—2—3—-5

Cmaj7

|
‘A
-B—3—5

5 42

2—4—5 42

2—4—5

D7

S 48
Q
O

@

|
A
-B—5—7

7—5—4

4

45 75

5—7

4
4
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Em7

7 [ c—

10—9—7

10—9—7

7T—9—7

7—9—10

-B—7—9—10

Ftm7(+5)
X
o [
[ 1K)

12—10—9

12—10—9

9—11—39

9—10—12

T
A
-B—9—10—12

Gmaj7

X
10 [ C—

14—12—10

14—12—10

12—11

11

10—12—14

|
A
-B—10—12—14

Am7
X
12 [—
+ ®
8
(e}

15

O

|
A
-B—12—14—15

15—14—12

16—14—12

12—14—12

12—14-—16
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4th String

2—4—5 5—4—2
FA—2——4—5 5—4—2

Ftm7(15)
XX

- ———— (A S — - §
B
Gmaj7
XX
[}
[]
[
[ ]
7 8
| Rl | | | f | | &S |
J gm
T 5 7 8 7 5 g
4— 5 7 7— 5 4
A 5 7 —5
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Am7
XX

#

7

10

n°

O

Bm7
XX

Cmaj7
XX

10—9—7

1M1—o——7

8—10—38

7—9—11

7—9—10

T
LA
R

12—10—9

12—11—39

10—12—10

9—11—12

9—10—12

T
LA
o)

S N

te

13

:

12—10

12—11—39

10—12—13—12—10

9—11—12

10—12

-
|
R

D7
XX

12

12—11—09

13—12—10

10

10—12—13

9—11—12

=
|
A 12

24



3rd String

p- A ‘g =
L 3 |
—_— s
- ss 2% 5 32
A2 4 5 5 42
R

E__J
[
O
Q |
O I
o 1
T 5 78 e —" —————
A—5—7 Ci—
R
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Em7

XX

10—8—~7

7—8—10—8—7

—F————~—7—8—10

7 —

12—11—9

13—12—10

10—12—10

10—12—13

9—11—12

.

X

F&m7(+5)
9xﬁ_

XX

Gmaj7

12[]

14—12—11

15—13—12

12—14—12

12—13—15

1M1—12—14

s
B

to

16

—~~
o o

F e e

e £ F

HNe

o

14—15—14—12

12

15—13—12

12—13—15

12

14

A—12—14
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Diatonic Scales Part 2

awarmup ...
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6th String

Cmaj7

Am7

) Gmaj7

10

X

Gmaj7

X

X

10| @

F#m7(b5)

4
|
|

2

-
s

Em7
—
I |

D7

3

14

15

12

14

12

10—14

10
12

12

9

10

5th String

Fmaj7

Em7
e | ™

Dm7

Cmaj7

7—10

A
B—3

Bm7(b5)

Am7

G7

3

14

15

12

14

2

1

10—14

12

0

1

12

T
A
-B—10
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4th String

Bbmaj7

Am7

Gm7

Fmaj7

10

X

[]
LK)

7—10

Fmaj7

ke

X

be

Em7(b5)

(Y

ke

Dm7

15

15

12

14

13

10—14

1
12

12

10

3rd String

Cmaj7

Bm7

Am7

Gmaj7

He

|
|
L 4

Gmaj7

X

X

10| ®

L YN

F#m7(b5)

‘e
#®

:

Em7

(Y

”
}

D7

3

12

13

14

11

10

12

12

10

1

7
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A short analysis of the Lydian scale

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

C D E F# G A B

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.

C C E G

Cmaj7 C E G B

Cmajo C E G B D

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

Cmajl3 C E G B D A

Cmajl3(#11) | C E G B D A F#
5 Cé y (;majz meaj7(#x11) Emajg

[] 3@

ﬁb
% e
‘:!;r_ %
L TYK ¥ Y

T‘p—-l
CNO—
NPT
WARN
GNP

meaj9(f¢11) meaj13 Cmaj13(%11) Cmajl3(s11)
[e]e)

= i =

‘age
UL LL
YRR

it
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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 @7, -7b5 or m7b5.

F#-Locrian (Mode VII)

Scale

F#

A

Intervals

R(oot) b2

b3

b5

b6

b7

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.

Two examples:

Intervals
F#m7(b5) 1 b3 b5 b7 -
F# A C E -
A-Dorian 1 b3 5 6 b7
A C F# G (1)
Intervals
Bbm7(b5) 1 b3 b5 b7 -
Bb Db E Ab -
Db-Dorian 1 b3 5 6 b7
Db E Ab Bb B (1)

1) The intervals "G" and B" (b7) of the Dorian

of the locrian scale.

31
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Short and Uncomfortable

32

Gmaj7 Am7 Bm7
X X X X X X
% = |
o
Hg . ! | . > e i e e . F
P S r— —— . j: E—H—@héz@
D41 D / — U/ ! e r | | n |
Py, v g —_— =y
= 4 7 5 3, 8 7—5 4 10—
A g 7 5 4#% 9 7—5 % 11
R
= 3 5 7
Gmaj7 Cmaj7 D7
X X X X X
7 [ Tem» som— Joqmm ] T
0 []
“ll
N i
E 4E e e o - —0 é E & e ﬁ J ~
| . | \
@& | 2 S ¢ |{r /v )i |
QJ _d. r o
——8—10 ) 12 10 8 14
A9 11 é § 12 11 o413 14—
B 10 (10) =
8 10
Em7 Ftm7(+5) Gadd9
X X XX X
1 — 4__«# em——
o [ ]
" I T =
oyﬁ e+ |F E s — —
N | | 4 |
[ fan Y | = |
Dj ' =
1210 — 15 14—12 *g 12 10— g
|
12— g 16 1412 12 11
A 4 7
= 12 9 g



Melodic Minor Modes

... the seven modes and chords
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G-Melodic Minor (Mode I)

Scale G A Bb C D E Gb
Intervals R(oot) 2 b3 4 5 6 7
O 0960 O O O
D10 0 O OO0
@0 O O 0O Ok
O O 00 D O
DO 0 O ©
90060 o © 0
G-Melodic Minor harmonized
G,Bb,D,Gb | A,C,E,G Bb,D,Gb,A C,E,G,Bb | D,Gb,AC | EG,Bb,D | GbA,C,E
GmMaj7 Am?7 Bbmaj7(#5) C7 D7 Em7(b5) | F#m7(b5)
GmMaj7 Am7 Bl7 maj7(# 5) c7 D7 Em7(l’ 5) F# m7(l’ 5)

X
7@
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A-Dorian b2 (Mode II) origin = G-Melodic-Minor

Scale A Bb C D E Gb G
Intervals R(oot) b2 b3 4 5 6 b7
OO0 O O @ O
O O O 00 O
®0 0O @ O O
O 00 0 0 @
® O O O 00 ®
00 0 0 O O
3 5 7 9 12
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
Am?7 Bbmaj7(#5) c7 D7 Em7(b5) | F#m7(b5) | GmMaj7
Am7 Bl’ maj7(# 5) c7 D7 Em7(l7 5) F# m7(l’ 5) GmMaj7
X X X X X X X X X XX X X
s[(@] [ [] X IIK) I IK) AIK)
o[ ||| [ [ K
[ ) o (oo
[T ® D
o000 1] (XX
07—« ﬁﬁ —— fﬁg —t \Gg —= i |
©t ° #S: o — 23 o u&g 1
mf
= : B : ]
D 5 3
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Bb-Lydian #5 (Mode III) origin = G-Melodic-Minor

Scale Bb C D Gb G A
Intervals R(oot) 2 3 #4 #5 6
o0 O 6 6 O
® & O 00 O
O 0 6 0O 60
QO 00 OO0 6
10— ® 0 00 O
OO0 0OF ® O
3 5 7 9 12
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
Bl7 maj7(# 5) c7 D7 Em7(l’ 5) F# m7(l’ 5) GmMaj7 Am7
X X X X X XX XX XX O XX
[ ] AN BK
[ ] [ ] [ ] [ ]
[ ] [ BK ] [BK ] [ X X ] [ ] (1) [ ]
[ ] o
[ 2K ] [ XX} [ ]
05— S (o) ?ﬁo —Q ?g ?ﬁﬁ 7 i |
\‘.j} b § #%% Tf; | o \Tfo \_I'I%O [ g [ % 1}
mf
SRS E
B 3
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C-Lydian Dominant (Mode 1IV) origin = G-Melodic-Minor

Scale C D E Gb G A Bb
Intervals R(oot) 2 3 #4 5 6 b7
Q0 060 & 0 &
®—0— 10 0O 00
OO0 ® 0 O 0Od
® 0D 00 & ©
QOO0 ® 0D O
0% 00 © © ©
C-Lydian Dominant harmonized
C,E,G,Bb | D,Gb,A,C | EG,Bb,D Gb,A,C,E | G,Bb,D,Gb | AC,EG | Bb,D,Gb,A
c7 D7 Em7(b5) | F#m7(b5) GmMaj7 Am7  |Bbmaj7(#5)
c7 D7 Em7(l’ 5) F# m7(l7 5) GmMaj7 Am7 Bl7 Maj7(#5)
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D-Mixolydian b6 (Mode V) origin = G-Melodic-Minor

Scale D E Gb G A Bb C
Intervals R(oot) 2 3 4 5 b6 b7
D B0 O & &
Q0 00 06
D0 0 & 0 O
O 0D OO0 0 ®
OO0 O 0 0D O
60 00 0 © 0
D-Mixolydian b6 harmonized
D,Gb,A,C | E,G,Bb,D Gb,A,C,E | G,Bb,D,Gb | A,C,EG Bb,D,Gb,A C,E,G,Bb
D7 Em7(b5) | F#m7(b5) | GmMaj7 Am7 Bbmaj7(#5) c7
D7 Em7(l’ 5) F# m7(l’ 5) GmMaj7 Am7 sb Maj7(#5) c7
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E-Locrian #2 (Mode VI) origin = G-Melodic-Minor

Scale E Gb G A Bb C D
Intervals R(oot) 2 b3 4 b5 b6 b7
00 Q0 O O ®
QO O & 00 D0
20 O 6O ® 06
OO0 D010 1®
o 0 O & 060 @
©0 906 0 0 ©
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) Cc7 D7
Em7(> 5) Fmrbs)  emMa Am7 bmirds o b7
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Gb-Superlocrian "altered" (Mode VII) origin = G-Melodic-Minor

O
m

Scale Gb G A Bb C

Intervals R(oot) b2 b3 b4 b5 b6 b7

®

06

(=)
0060 06
Q000 ©

©

000®
o

L4

® 06
00 000

Gb-Superlocrian "altered" harmonized

Gb,A,C,E | G,Bb,D,Gb A,C,E,G Bb,D,Gb,A C,E,GBb | D,Gb,A,C | EG,Bb,D

F#m7(b5) GmMaj7 Am7 Bbmaj7(#5) Cc7 D7 Em7(b5)
F# m7(l7 5) GmMaj7 Am7 Bl7 maj7(# 5) c7 D7 Em7(l’ 5)
XX XX X X X X X X XXO0 XX

=4

o & ® O O o O
T FLLED— S N <> TN .S 7Y P LY <> T | .
-l-.__-':K:_II';._-Q_-l(._I
o

#'IT = o— o e

o
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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

G-Mixolydian (Mode VII) origin = G-Ionian Scale
Scale G A B C D E F
Intervals R(oot) 2=9 3 4=11 5 6=13 b7

G-Superlocrian (Mode VII) origin = G-Melodic-Minor
Scale G Ab Bb B Db Eb F
Intervals R(oot) b9 #9 3 b5 b13 b7

@

00 @
90 06060

®
0D000d

®

5

00

®

®
©

Related Altered Dominant Chords:

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

a1




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.

C-Melodic Minor Scale

Cm(mayj7)
X QOX
[]
[ ]
H
/) 1 2 .
/ '* @ o 2 o | |
D4 SO !
9] & - EOC
mf | major |
| minor |

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.

Tensions Intervals Scale

less altered tension 5th degree D D-Melodic Minor
4th degree C C-Melodic Minor
lowered 7th degree F F-Melodic Minor
lowered 3rd degree Bb Bb-Melodic Minor

more tension lowered 2nd degree Ab Ab-Melodic Minor
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D-Melodic Minor (5th degree with the lowest tension)

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 (Consonant Intervals) between both scales
1 2/9 3 5 6/13 b7
G A B D E F

Non-Matching Intervals (Dissonant Intervals)
b5 (#11)

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

a4




D-Melodic Minor

D-E-F-G-A-B-C# E-F-G-A-B-C#-D F-G-A-B-C#-D-E
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C-Melodic Minor (4th degree)

G-Dominant 7th C-Melodic-Minor

Intervals Intervals

1 2/9 3 4/11 5 6/13 b7 1 2 b3 4 5
G A B C D E F C D Eb F G

Matching Intervals (Consonant Intervals) between both scales
1 2/9 3 4 5

G A B C D

Non-Matching Intervals (Dissonant Intervals)
#5 (b13)

Applicable Chords: G7(b13), G7(#5), G9(b13), G9(#5)
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C-Melodic Minor

C-D-Eb-F-G-A-B D-Eb-F-G-A-B-C Eb-F-G-A-B-C-D
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F-Melodic Minor (lowered 7th degree)

G-Dominant 7th F-Melodic-Minor
Intervals Intervals
1 2/9 3 4/11 5 6/13 b7 1 2 b3 4 5

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

Matching Intervals (Consonant Intervals) between both scales
1 4 5 6/13 b7

G C D E F

Non-Matching Intervals (Dissonant Intervals)
b9 - #9

Applicable Chords: G7(b9), G7(#9), G13(b9), G13(#9)
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F-Melodic Minor

F-G-Ab-Bb-C-D-E G-Ab-Bb-C-D-E-F Ab-Bb-C-D-E-F-G
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Bb-Melodic Minor (lowered 3rd degree)

G-Dominant 7th Bb-Melodic-Minor
Intervals Intervals
1 2/9 3 4/11 5 6/13 b7 1 2 b3 4 5 6
G A B C D E F Bb C Db Eb F G

Matching Intervals (Consonant Intervals) between both scales
1 2/9 4/11 b7

G A C F

Non-Matching Intervals (Dissonant Intervals)

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

Applicable Chords: G7(#9), G13(#9), G9(#11), G13(#11), G9(b13)
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Bb-Melodic Minor

Bb-C-Db-Eb-F-G-A C-Db-Eb-F-G-A-Bb Db-Eb-F-G-A-Bb-C
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Ab-Melodic Minor (lowered 2nd degree)

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 (Consonant Intervals) between both scales
1 3 b7

G B F

Non-Matching Intervals (Dissonant Intervals)
b9 - #9 - b5 (#11) - #5 (b13)

Applicable Chords: G7(b9), G7(#9), G7(b13), G7(#11)
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Ab-Melodic Minor

Ab-Bb-B-Db-Eb-F-G Bb-B-Db-Eb-F-G-Ab B-Db-Eb-F-G-Ab-Bb
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Harmonic Minor Modes

... the seven modes and chords

54



G-Harmonic-Minor (Mode I)

Scale G A Bb C D Eb Gb
Intervals R(oot) 2 b3 4 5 b6 7
O 0 O 0

D OO0 OO0
OO0 O OO0 O®
06 O 00— O ®
(>3 /(o4 Je(ps 116 O ®
90 06 O 00
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
GmMaj7 Am7(|7 5) s> maj7(# 5) cm7 D7 & maj7 F# dim7
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A-Locrian #6 (Mode II) origin = G-Harmonic-Minor

Scale A Bb C D Eb Gb G
Intervals R(oot) b2 b3 4 b5 6 b7
0 &0 6 006

O DO 00 O
® O D0 o0
® 00 O 10 O
O O DO OO0 ®
— 0@ 0 0O D0
3 5 7 9 12
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
amibs)  mard s cm b7 e maj7 e dim7 GmMaj7
3T
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Bb-Ionian #5 (Mode III) origin = G-Harmonic-Minor

Scale Bb C D Eb Gb G A
Intervals R(oot) 2 3 4 #5 6 7
00 O O O

® 0D 00 O
O O O ¢5 1(6
(o4 00 O 10 ®
® e o0 O
®o 00
3 5 7 9 12
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)
gb maj7(# 5) Cm7 D7 i maj7 F# dim7 GmMaj7 Am7(|’ 5)
3K
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C-Dorian #4 (Mode 1IV) origin = G-Harmonic-Minor

Scale C D Eb Gb G A Bb
Intervals R(oot) 2 b3 #4 5 6 b7
QD 00 6 06

®— 196 QD 00
OO0 & 06 t4 (o5
® OO 00 & @
@0 & 00 Q0 O
DO OO0 A OO0
3 5 7 9 12
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)
Cm7 D7 EI’ majx7 I;# dimX7 G;nMajl AXm7(|7 5) B|7 majz(x# 5)
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D-Mixolydian b2/b6 (Mode V) origin = G-Harmonic-Minor

Scale D Eb Gb G A Bb C
Intervals R(oot) b2 3 4 5 b6 b7
O O O ®0
@ @0 O DO
OO0 O ®O 234
® OD OO0 0 ®
QO O &0 O O
OO0 00 O 0O
3 5 7 9 12
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
D7 EI? maj7 F# dim7 GmMaj7 Am7(|7 5) BI7 maj7(# 5) Cm7
X X X X X X X X X X XX X X
A IK) 3 [X) (3K 2 ®
o e
(3K [ o eeo [ (K
° ° ° ° °
3K ° 0
/ ﬁc  —— \ I = P = I " 7= il |

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

Scale Eb Gb G A Bb C D
Intervals R(oot) #2 3 #4 5 6 7
00 00 O 6O
OO 00 00
QD O 66 12103
® 00 00 0 0
D0 O 00 O
Q0 00 0 0
3 5 7 9 12
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
EI? maj7 F# dim7 GmMaj7 Am7(|7 5) B|7 maj7(# 5) Cm7 D7
X X X X X X X XX X X X X
3 (1] [ 2K ] 2 [ ] 5 0| @
[ ) [ ]
[ ] [ ] [ X ] o [ 2K ) [ 2K ]
[ ] [ ] [ ] [ ] [ ]
o 00 [ ] [ ]
/ o T T o ¥ o I TS {ﬁo il |

I -/_Iﬂ.—_._-"ll(.__-IKO_IIII"._-._I
-EEIL‘_-I._-IM(.__-I(._II_
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Gb - altered 6 = bb7 (Mode VII) origin = G-Harmonic-Minor

Scale Gb G A Bb C D Eb
Intervals R(oot) b2 b3 b4 b5 b6 6
OO 00 O 06

O 00 ®0 00
0 6 06 ®@
@ OO 00 6 ©
Q0O 00 OO —®
@0 00 © 00
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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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

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.

Scale (1)

Scal

e (2)

QO 0O O & @ ® O @ O O & @
e @ @ O @ 1@ @ O @ O
O 0 & 0 O @ ® 0 & @ 0O @

® O 6 O & @0 ©® O 6 O
o & @ ©® O © ®— @ QO

o o 0 0 o o o 6 @ @ @

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

o

5

00®

©

00006

o

®

2

12,
©
®

00

00 O

®
®

00 6 6

@
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G-Wholetone-Halftone (scale) "diminished scale"

Scale

G A

Bb C

Db

Eb

Intervals

R(oot) 2

b3 4

b5

b6

>

o4

® &

00

0

o
0
®

7

008

@

L5

5

L

®

5
00

00
wg@@@@@

A2 & b3
5

bS
9

0000
20 | ® O

b6 @A




Diminished Scales

The diminished scale, also known as the wholetone-halftone scale, is an octatonical symmetrical scale

formed by the sequence of minor 3rds or three half steps
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Four-Voice Chords stacked in Minor 3rds

E-Diminished Scale

1 2 b3 4 b5 b6 7 8 1=9
E Gb G A Bb C Db Eb E
Four-Voice chords after stacking
E,G,Bb,Db G,Db,E,Bb Bb,E,G,Db Db,G,Bb,E
Chords

Edim7 / Em6(b5)

Gdim7 / Gm6(b5)

Bbdim7 / Bbm6(b5)

Dbdim7 / Dbm6(b5)
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Improvising over a V7(b9) chord

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.

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) Fdim?7 Abdim7 Bdim?7 Ddim7
D7(b9) Gbdim7 Adim7 cdim7 Ebdim7
Eb7(b9) Gdim?7 Bbdim7 Dbdim7 Edim7
E7(b9) Abdim7 Bdim?7 Ddim7 Fdim7
F7(b9) Adim7 Cdim7 Ebdim7 Gbdim7
F#7(b9) Bbdim7 Dbdim7 Edim7 Gdim?7
G7(b9) Bdim?7 Ddim7 Fdim?7 Abdim7
Ab7(b9) Cdim7 Ebdim7 Gbdim7 Adim7
A7(b9) Dbdim? Edim7 Gdim?7 Bbdim7
Bb7(b9) Ddim7 Fdim7 Abdim7 Bdim?7
B7(b9) Ebdim7 Gbdim?7 Adim7 cdim7
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Diminished Scales over C7(b9)

o
@
@ ®
® o
@
@
e o
e | o©
e
® e
e o
© @
e
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e | o
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Diminished Chords

resolving to Minor

Gdim7 Bsdim7 Dydim7 Cc7 Fm7
X X X X X X X X X
5[] Jur__1J Sommp [ | | 6@
(1K) [ ] [] [ ) [] [ ]
o [] (1K)
[ ] ®
0 I|D Ib . 1 | b]# E E 2 “-g-
GbY % 8 p 9
SV X P | O
o i . ’ r
— : : 3 |
A
A 3
3 6 9 8
Fdim7 Ardim7 Bdim7 BL7 Ebm7
X0 OX X X X X X X X X
[ ] [] [ 1] 6 [ | cqmmp | || 4 []
] [ ] [ ®
.rﬁ il [ »“
AL, 3| N i 4 b po
h >
q # =
% j < 7 ©
T h
SR ;
B
1 4 7 6
Adim7 Cdim7 Exdim7 D7 Gm7
X X X X X X X X X
7 [Te] STT® LoammB ] 10 [@m]
o ® [] ® q
[ 2K ) [ ]

47 "

5 bj E s 19
ﬁ E 8
J 4 - | f
T 10 A
= i
B 9

5 8 10
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Lonesome George

W d=d o))

Gidim7 Fdim7 Ddim7 Fdim7 Gtdim7 E7(+9)
XX X X XX X X XX X X
6 [ ] cmm | 7 [] 9[T@® 7 ® EC__J 6 [ - |

(K ] [ ] [ JEK) [ ] o0 (K]

2
| ]
| T = |
D4 4 Fgp |
oJ
A
B f’a
Am7 Am7 Fédim?7 Dtdim7 Cdim7 D¢dim7
X X X0 XX X X XX X X
1] 5 ® 7[1® 5 ®
[ H “II ® “0 * “Il [
—— | [ | e é*:«
e £ e d T 4d) F 1
')'(“ | | 2 !gu 3 ﬂa g o a/\a
KV b | | " h Iy
o j = m re \_/a o o
S
i | ==
B
5
F¢dim7 D7(+9) Gm7 Gm7
XX X X X X X
T T
NN T
B! s % %
Hi, ¢ 6 o » da—_—_— "o
Y o I | | = — o 1 |
17 i = i ' ' o 1|
A3V b9 I O 1 |
J 7 —
V/U

[3)]
W | Wwww

w

A~ | e
~— | e
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Family of 4 Dominants

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.

Ddim7
X X
4 [ ]
[ ]
2K )
h e 2 . | o 3 p— ‘o £
s e e |
ANV ‘i P . | | P o | | [ J P - A ol 1 |
!) TO [ 4 @ '
' T 6 ; 6 ; 3 6 3 i
A ¢ 5 - 3 o &
-B—5 5 5
Ddim7:
D F Ab B
Db E G Bb
Db7 E7 G7 Bb7
Db,F,Ab,B E,D,Ab,B G,D,F,B 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-V7-1 progression or used for impro-
visation with an appropriate dominant scale.
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Blues
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The blues scale a.k.a minor blues scale is built by adding a b5 interval to the minor penta-

Blues Scale

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

G-Blues (scale)

Scale G A#/Bb C C#/Db D F
Intervals R(oot) b3 4 b5 5 b7
@ ® ® D00
DOD @ ® ®
®© D00 @ ®
O ® O D00
® D00 @ ®
@ ® @ p4 g b5 Zp5
3 5 7 9 12
C-Blues (scale)
Scale C D#/Eb F F#/Gb G A#/Bb
Intervals R(oot) b3 4 b5 5 b7

@0

©

o
b4

LS/

0@

006

X=Xz
-0 O

00

©
s JOX =)

@000

bS

~
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Blues Progression

—3
W 9=d M
G7add13/F (0L°)
X X X X
o] T [Sore]

Am7 D7(+9)
X X X X
§ [ [®

1]
[IK) [ 1]
®

Jaias o

G E7(:9) Am7 D7(:9) Gmaj9
X X o X X X X X X

@
I

5
(d |
d_l_ljtlxju_

o ¢ ene
il

wp=—
(AN
~or~0
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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
Halftone-Wholetone HTWT 1 b2 #2 3 #4 5 6

Wholetone WT 1 2 3 #4 #5 - b7

75




Pentatonics

A pentatonic scale is a musical scale with five notes per octave, in contrast to the

heptatonic scale, which has seven notes per octave (such as the major scale and minor scale)
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G-Major Pentatonic
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Dorian (1) Pentatonic
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G-Lydian Pentatonic
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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
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G-Harmonic Minor Pentatonic
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G

Bb

D

Eb

Intervals

R(oot)

b3

5

b6

®

®

®

L6,

®

@

90

000

00

000&

3 JO)

:JO)

006

90




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.

Example 1: Gmaj7, Gmaj9, Gmajl3 using 3rd.

1 2= 4=11 6=13 7
G A C E F#
Appropriate scale is B-minor-pentatonic.
1 b3 5 b7
B D E F# A
Example 2: Gmaj7, Gmaj9, Gmaj7(#11), Gmajl3 using 7th.
1 2= 4=11 6=13 7
G A C E F#
Appropriate scale is F#-minor-pentatonic.
1 b3 4 5 b7
F# A B C# E
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Bebop Scales

Bebop scales are common heptatonic scales (seven-note scales),

that have an added chromatic passing note
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G-Bebop-Major
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G-Bebop-Dominant
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G-Bebop-Harmonic Minor
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G-Bebop Dorian (2)
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The harmonized C-Bebop Major Scale

Scale C D E F G G# A B C
Chords Cé6 Ddim7 | C6/E Fdim7 | C6/G |G#dim7| C6/A Bdim7 Cé6

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.

(o) Ddim7 C6/E Fdim7
X X X X X X X X
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You can count on me
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The harmonized C-Bebop Natural Minor Scale

Scale C D Eb F G Ab Bb B C

Chords Cm7 | Ddim7 | Cm7/Eb | Fdim7 | Cm7/G |Abdim7|Cm7/Bb| Bdim7 Cm7

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.
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Romantic Love

T g 543g 4—3 6 g 6 9 8 g 8 T —
A
B
Cm7/G Avdim7 Cm7/Bb Bdim7
X X X X X X XX
8 [] 10 ® 12 [] 9 [ |
[ ] [TIK) [ 2K ]
[X) . 2K )
. st o
proe B £ Fhe e e £ e £ EE g £ £ £
1 | I — | H e — ,EP —— H
I |
KV | | |
J - l/ L— —
T 1 8710*11f1310f117 y 15*13*11*1&*13*11*107
A 8 ] 190
B 18 ‘
Cm7 Cm7
XX X X
10 @] [)
___l# 2K )
i ;
k=3
AL 58 6
YD (e ) n
&> ° = |
oJ S
-
|
= !
B

92



The harmonized C-Bebop Dominant Scale

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.
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We Stumble Backwards
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Scale
Chords

The harmonized C-Bebop Melodic Minor Scale

C

D

Eb

F

Cmb6

Ddim7

Cm6/Eb

Fdim7

G

Cm6/G

Ab
Abdim?7

A

Cm6/A

B
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C

Cm6

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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Cloudy Skies
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Scales for improvising over Dominant 7th Chords

Mixolydian (Major-Scale) Mixolydian #11 Bluss
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Major and Minor 6th Diminished
Scale

concept by Barry Harris ....
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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.
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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.
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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.
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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.
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The displayed fingerboard notes on the diagram below represent the diminished part of
the G-Minor 6th diminished scale.
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The smallest fraction
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Chromatic Scales

from the Greek word "chroma" that means "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:

, F-Chromatic
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Example 3
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Arpeggios

The notes of a chord are played individually,

one after the other.
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GmMaj13
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G, A D F E

1, 2,5,b7,13

G1l3sus2

G C D F

1,4,5, b7

G7su




G, C D FE

1,4,5,b7,13

G1l3sus4




Diatonic Arpeggios in A-Major

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

Amaj7 Ionian Bm7 Dorian C#m7 Phrygian

Dmaj7 Lydian E7 Mixolydian F#m7 Aeolian
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Diatonic Arpeggios in G-Major

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

Gmaj7 Tonian Am7 Dorian Bm7 Phrygian

Em7 Aeolian
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In the Beginning

Dm7 DmMaj7 Dm6
X X X X X X
NC__J8 5[0] 4 ®
[} * _1# ¢ [
Am 3 H 1
Dby - For oy y .
—— | | | | I |
D4 T | 4 ] I i i - I
J i v * —_ —5— ’
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— 5 5 7 85
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XX X0 X X0 X X0 X X0 X
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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 I B D F - - -
R 3 5 b7 9 11 13
G9 G B D F A - -
Bdim B D F - - -
Bm7(b5) B D A - -
R 3 5 b7 9 11 13
G11 G B D F A -
Bdim B D F - - -
Bm7(b5) B D F A - -
Dm?7 D F A C -
R 3 5 b7 9 (11) 13
G13 G B D F A C E
Bdim B D F - - -
Bm7(b5) B D F A - -
Bm11(b5) B D F A - E
Dm?7 D F A C -
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 D F# - - -
Superimposing Arpeggios over a Gmaj9 chord:

R 5 7 9 11 13
Gmaj9 G D F# A - -
Bm7 D F# A - -
D D F# A - -
Superimposing Arpeggios over a Gmajl1l chord:

R 3 5 7 9 11 13
Gmajl1l G B D F# A -
Bm B D F# - - -
Bm7 B D F# A - -
D7 D F# A C -
Superimposing Arpeggios over a Gmajl13 chord:

R 3 5 7 9 (11) 13
Gmaji3 G B D F# A C E
Bm B D F# - - -
Bm7 B D F# A - -
Bmi1l B D F# A - E
D7 D F# A C -
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Arpeggios over Dominant chords

Db7(b9,b5) Arpeggio
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E7(b9) Arpeggio
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Inversions

an inversion is when you change the order of notes
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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).

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
Chords with four notes have three inversions, instead of just two.
G7(b5):
Intervals Root (1) b5 b7
Root Position G B Db F
1st Inversion B Db F G
2nd Inversion Db F G B
3rd Inversion F G B Db
G7(b5) G7(+5)/B G7(+5)/Db G7(+5)/F
- “X 5 ““xx 9?—“}} 6X [] ¥
A 1 | o o .
} 3 JF {
_ e

T 2 -

A4 10 6

B ~ § 10 8

The notes after the root can be sorted differently!
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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.

Gmaj7:

Voicings Intervals Notes for Gmaj7 Drop-2 Intervals Dropped Notes

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

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

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

3rd Inversion 7-1-3-5 F#-G-B-D 3-7-1-5 B-F#-G-D
Gmaj7/D Gmaj7/F# Gmaj7 Gmaj7/B

4 ® ] I

[X) 1 T
1 [ N o e
[) (1) I
D [ ]
1 2 3 4
P % ﬂo — I o |
i S —= —© i |

3

T 7 3

T — 4 4 7

B3 : 4 :

3 T
Dmaj7:
Voicings Intervals Notes for Dmaj7 Drop-2 Intervals Dropped Notes
Root Position 1-3-5-7 D-F#-A-C# 5-1-3-7 A-D-F#-C#
1st Inversion 3-5-7-1 F#-A-C#-D 7-3-5-1 C#-F#-A-D
2nd Inversion 5-7-1-3 A-C#-D-F# 1-5-7-3 D-A-C#-F#
3rd Inversion 7-1-3-5 C#-D-F#-A 3-7-1-5 F#-C#-D-A
Dmaj7/A Dmaj7/C¢ Dmaj7/Cs Dmaj7 Dmaj7/F
7X_X_E_ ¥ ! ) wx_x_“_“_a sxu I X 7>< 4 7
[ ) s [ (1K) [ ] &
[]
©

7 545 I e s u

O4 © t# T — Mo H

.) FTI_G O m

’ = 10
I 7 3 i ; 7
é T i 1" g 191
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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).

Amaj7:
Voicings Intervals Notes for Amaj7 Drop-3 Intervals Dropped Notes
Root Position 1-3-5-7 A-C#-E-G# 3-1-5-7 C#-A-E-G#
1st Inversion 3-5-7-1 C#-E-G#-A 5-3-7-1 E-C#-G#-A
2nd Inversion 5-7-1-3 E-G#-A-C# 7-5-1-3 G#-E-A-C#
3rd Inversion 7-1-3-5 G#-A-C#-E 1-7-3-5 A-G#-C#-E
Amaj7/Cs Amaj7/E Amaj7/G# Amaj7
4 [ C— 10 ® M Sem—— |
[ ] b [] Irﬁ
0 %8 oo . - 0
61 o |Ho 8 475 {
J e © ﬁ§ =
' 4
— 8 : :
A
Z 1" 2 6
B 12 4 5
Fmaj7:
Voicings Intervals Notes for Amaj7 Drop-3 Intervals Dropped Notes
Root Position 1-3-5-7 F-A-C-E 3-1-5-7 A-F-C-E
1st Inversion 3-5-7-1 A-C-E-F 5-3-7-1 C-A-E-F
2nd Inversion 5-7-1-3 C-E-F-A 7-5-1-3 E-C-F-A
3rd Inversion 7-1-3-5 E-F-A-C 1-7-3-5 F-E-A-C
Fmaj7/A Fmaj7/C Fmaj7/E Fmaj7
sHET® 10 [Temm] s:?
o Tem] [ ]
02 - © 8 45 .
y s 3 | | O | 1|
 —" Fo o t
- o

o«

-
o

aaa
ocoo

o | ©

W~ e_f
] oRoe

o | woi;

o | NOoo»

-
N
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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 IIm?7 IIIm7 IVmaj7 v7 Vim?7 VIIm7(b5)
Fmaj7 Gm7 Am7 Bbmaj7 c7 Dm7 Em7b5
The Secondary Dominants
V7 V7/11 V7/II1 V7/IV v7/V V7 /VI V7 /VII
C7 D7 E7 F7 G7 A7 B7
D-Major
Imaj7 IIm?7 IIIm7?7 IVmaj7 v7 Vim?7 VIIm7(b5)
Dmaj7 Em7 F#m7 Gmaj7 A7 Bm7 C#m7(b5)
The Secondary Dominants
v7 V7/1I V7/II1 V7/IV vV7/V V7 /VI V7/VII

A7 B7 C#7 D7 E7 F#7 G#7
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A short improvisation without secondary dominants in G major:

Gmaj7/B

X

(]

_..._.

L

—

Am9
X0
5 [ ] cumd |

D9(+9)
X

s e
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g
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QA

NUOARWN

A
B

oI

unbhunbhun

Imaj7

Gmaj7/B

IIm7

Am9

v7

D9(b9)

A short improvisation with a secondary dominant:

Gmaj7/B
X

E9(#5)(b9)
X

L __)
[

Am9

w | AW

Imaj7

Gmaj7

D9(b9)
X

LICIK

N
P

q

X

o

(%]

NN

oI

ubhunbhun

w | bW

V7/11

E9(#5,b9)

IIm7

Am9

v7/1

D9(b9)

Imaj7

Gmaj7

The dominant chord E9(#5,b9) is one fifth to the right of "Am9".
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B-Flat in Love
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V7/ll = secondary dominant of C-Minor

Brmajl3 G7(%5)
X X X X
6O TTT]
[
1
o |'l) s “J 4 H
y ) b 1|
©” j "3 i
T A
=" ] i !
B
6 3
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Am7(5) F13 Bbadd9
X X X
11 [] 8 O
(3K L1 ]
(3K L|®
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A L7 F o ‘g s 4 g//:\g
o —_ o8 o8 i
&° — | —1 I
o ! s o

13
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NGO
— ch—
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s
<=0
= 22

v7/11

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

136



The Tritone Substitution

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.

Cc7

F7 G7
Bb7 D7
The dominant seventh chords and the substitutes A7
are exactly opposite to each other in the circle of
fifths. Ab7 E7
Db7 B7
F#7
Dominant (V7) Tritone (Sub/V7)
C7 F#7
G7 Db7
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.

Em9 A7add13 D6add9 Em9 El7 9 D6add9
X X X X X X X X X X X
5 ® SO @] 5 ® s[]@] ]
® o0
® 00 o [ AKX )
L1 ] oo
o o [ XK
/) 14 2 -I-I-J h J
o H
N N
s ¥ s £ 1#2

mf
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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.

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.

Die Db-Mixolydian(#11) - Scale

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.
II Sub/V7 I
Dm7 Db9(#11) Cmaj7
Dm7/A G7 Db9(#11) Cmaj7
X X X X X X
3Ei‘i—
(™) [T ) ®
| (2K Y) o
oo [ ] [T]1 ole
ot ” 2
Y ) o (o)
& — 8
) o
mf
8 7 4 3
T 3 6 3 4 6 5
A3 3 3 5
B a 3
5 3
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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).

Turnaround:

I V1 II v7
Ionian Aeolian Dorian Mixolydian
Cmaj9 Am9 Dm9 G13
Bbmaj7 Gm7 Cm7 F7

Cmaj9/G Am9 Dm9/A G13
T X ] X X ‘)|<‘ X
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w | woww | o
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II-V7-I Turnaround:

II v7 I
Dorian Mixolydian Ionian
Am7 D7(b9) G6
Cm7 FO Bbmaj7
Am7 D13(b9) Gmaj7

Am7 D7(+9) G6
X X X X X X
[ ]
] (3 ®
—— LT i
A # 1 . 2
AL Gep 8 fl
R — — o i
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. O
T ] s 2
A 5 4 2
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X X X X XX
SO— | 7 E i# 5“ ““GD
H
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o4 i i
Q) < o
T 8 8 g
8 8 7
Am7 D13(+9) Gmaj7
X X X X X
7 ® 7 [ e
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B . 12 10
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II-V7-I Turnaround with Tritone Substitutions:

Sub/V7
Mixolydian

11
Dorian

Ionian

Cm9 B9 Bbmajo

Cm7
Am11

Bbmaj7

B13
Ab7(b5)

Gmaj7
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X

X

O

X

X

“4

X
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Minor II-V7-I:

The minor II-V7-1 progressions are based on the Harmonic-Minor-Modes I, II and V.

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
Br>1<17(b5) oXE7 Amxgmaj7)
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°
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o) o 2 #o 3o
S IRUP=S [ ]
[y = |8 '8 |
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D) o — =
. O
1 4 4
T 3 3 1
A3 3 5
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Bm7(+5) E7(+9) Am(maj7)
X X o] X XX
6 [] 5 4 [ ]
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A4 S o 8 1
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Modal Interchange

Borrowed Chords ....
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Modal Interchange

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..

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

rals.

Scale 1 (Root) 2 3 4 5 6 7
Ionian Imaj7 I1-7 I11-7 IVmaj7 V7 VI-7 VII-7(b5)
Dorian I-7 II-7 | bIlImaj7 V7 V-7 | VI-7(b5) | bVIImaj7
Phygian I-7 blImaj7 | bIII7 V-7 V-7(b5) | bVImaj7 bVII-7
Lydian Imaj7 117 I1I-7 | #IV-7(b5) | Vmaj7 VI-7 VII-7
Mixolydian 17 II-7 | III-7(b5) | IVmMaj7 V-7 VI-7 bVIImaj7
Aeolian I-7 I1-7(b5) | bIlImaj7 Iv-7 V-7 bVIimaj7 bVII7
Locrian I-7(b5) | bIImaj7 bIII-7 Iv-7 bVmaj7 bVvi7 bVII-7
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C-Ionian (= C-Major)

Imaj7 IIm7 IIIm7 IVmaj7 V7 VIim7 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 Bbm?7
C-Lydian (= G-Major)

Imaj7 117 IIIm7 IVm7(b5) Vmaj7 VIim7 VIIm7
Cmaj7 D7 Em7 F#m7(b5) Gmaj7 Am7 Bm7
C-Mixolydian (= F-Major)

17 IIm7 IIIm7(b5) IVmaj7 vm7 VIim7 bVIImaj7
Cc7 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 bVvI7 VIIm7
Cm7(b5) Dbmaj7 Ebm7 Fm7 Gbmaj7 Ab7 Bm7
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F-Ionian (= F-Major)
Imaj7 IIm7 IIIm7 bIVmaj7 V7 VIim7 VIIm7(b5)
Fmaj7 Gm7 Am7 Bbmaj7 C7 Dm7 Em7(b5)

F-Dorian (= Eb-Major)
Im7 IIm7 bIIImaj7 bIVv7 vm7 VIm7(b5) bVIImaj7
Fm7 Gm7 Abmaj7 Bb7 Cm7 Dm7(b5) Ebmaj7

F-Phrygian (= Db-Major)
Im7 bIImaj7 I1I7 IVm7 Vm7(b5) bVImaj7 bVIIm7
Fm7 Gbmaj7 Ab7 Bm7 Cm7(b5) Dbmaj7 Ebm7

F-Lydian (= C-Major)
Imaj7 I17 IIIm7 IVm7(b5) Vmaj7 VIim7 VIIm7
Fmaj7 G7 Am7 Bm7(b5) Cmaj7 Dm7 Em7

F-Mixolydian (= Bb-Major)
17 IIm7 IIIm7(b5) bIVmaj7 vm7 VIim7 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 bIVmM7 Vmaj7 bVvI7 bVIIm7
Fm7(b5) Gbmaj7 Abm7 Bbm?7 Bmaj7 Db7 Ebm7
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G-Ionian (= G-Major)
Imaj7 IIm7 IIIm7 IVmaj7 V7 VIim7 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 I117 IVm7 Vvm7(b5) bVImaj7 VIIm7
Gm7 Abmaj7 Bb7 Cm7 Dm7(b5) Ebmaj7 Fm7

G-Lydian (= D-Major)
Imaj7 I17 IIIm7 IVm7(b5) Vmaj7 VIim7 VIIm7
Gmaj7 A7 Bm7 C#m7(b5) Dmaj7 Em7 F#m7

G-Mixolydian (= C-Major)
17 IIm7 IIIm7(b5) IVmaj7 vm7 VIim7 VIImaj7
G7 Am7 Bm7(b5) Cmaj7 Dm7 Em7 Fmaj7

G-Aeolian (= Bb-Major)
Im7 IIm7(b5) bIIImaj7 IVm7 vm7 bVImaj7 bVvI1I7
Gm7 Am7(b5) Bbmaj7 Cm7 Dm7 Ebmaj7 F7

G-Locrian (= A-Major)

Im7(b5) bIImaj7 bIIIm7 IVm7 bVmaj7 bVvI7 VIIm7
Gm7(b5) Abmaj7 Bbm7 Cm7 Dbmaj7 Eb7 Fm7
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G-Melodic Minor

Immaj7 IIm7  bIIImaj7(#5) IvV7 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 IvV7 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 II17 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)

17 II7 III-7(b5) 1IV-7(b5) Vmmaj7 VI-7 VIImaj7(#5)
G7 A7 Bm7(b5) C#m7(b5) DmMaj7 Em7 Fmaj7(#5)

G-Mixolydian (b6) (= C-Melodic Minor)
17 II-7(b5) III-7(b5) IVmmaj7 V-7
G7 Am7(b5) Bm7(b5) CmMaj7 Dm7

G-Locrian (#2) (= Bb-Melodic Minor)
I-7(b5) II-7(b5) bIIImmaj7 IV-7 bVmaj7(#5)
Gm7(b5) Am7(b5) BbmMaj7 Cm7 Dbmaj7(#5)

G-Superlocrian (= Ab-Melodic Minor)

I-7(b5)  IImmaj7 III-7  IVmaj7(#5) V7
Gm7(b5) AbmMaj7 Bbm7  Bmaj7(#5) Db7
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bVImaj7(#5) VIIZ

Ebmaj7(#5)

VI7
Eb7

V17
Eb7

F7

VII/
F7

VII-7(b5)
Fm7(b5)




G-Harmonic Minor

Immaj7 II-7(b5) bIIImaj7(#5) 1IV-7 V7 bVImaj7 VIIO7
GmMaj7 Am7(b5) Bbmaj7(#5) Cm7 D7 Ebmaj7 F#dim7
G-Locrian (#6) (= F-Harmonic Minor)

I-7(m5) bIImaj7(#5) bIII-7 IvV7 bVmaj7 VIO7 VIImmaj7
Gm7(b5) Abmaj7(#5) Bbm7 Cc7 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-7 117 bIIImaj7 bIVO07 Vmmaj7 VI-7(b5) bVIImaj7(#5)
Gm7 A7 Bbmaj7 Dbdim7 DmMaj7 Em7(b5) Fmaj7(#5)
G-Mixolydian (b2/b6) (= C-Harmonic Minor)

17 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 bIIO07 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) 1IVmaj7(#5) bV-7 bVvI7 VIImaj7
Gdim7 AbmMaj7 Bbm7(b5) Bmaj7(#5) Dbm7 Eb7 Emaj7
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Chord progression with Modal Interchange in C-Major (1)

|

|

Cmaj7 Dm7 Em7 Fmaj7 Cmaj7 Ab maj7 C/G
X X X X X X X X X X X X O X
s[ [ @ s 1@ s [ @ # HK)
° TIK) TIK) LIK) [ 'Y
] ] ] L J ® L
ole \ o0 0 |
2/ . < .
A4 C ) I#( (@)
D4 8
Y - - —— o
fo— (53
mf
The origin of Abmaj7 ist C-Phrygian and C-Aeolian -> VImaj7
Chord progression with Modal Interchange in C-Major (2)
Cmaj7 Dm7 Em7 Fmaj7 Em7 Dm7(|7 5) Cmaj7
X OO X XX O XX XX XX XX O X QO X
| e (XY
0 [ [ ® ®
o [ X ] ® [ X ] o
L [
l (XX ) I
/ <
7 d— S— 2 3
D4 =
Py L S

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

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

Cmaj7 G7 Fmaj7 B|7 maj7
X p X X X X X X
L EEEK) o |
[X) [)
® IKIK) (3K
®
(2K )
Fa)
lJ
A
[ (an ) [ [
Dt = = =
o = #‘9*
mf

The origin of Bbmaj7 ist C-Mixolydian -> bVIImaj7
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Backdoor Progression
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Backdoor II-V-I Progression

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)
Im7/11
Cm7

C-Phrygian (= Ab-Major)
bVIIm7/11
Bbm7

C-Lydian (= G-Major)
VIm7/11
Am7

C-Mixolydian (= F-Major)
Vm7/11
Gm7

C-Aeolian (= Eb-Major)
IVmM7/11
Fm7

C-Locrian (= Db-Major)
bIIIm7/II
Ebm7

IV7/V
F7

bIII7/V
Eb7

I17/V
D7

I7/V
c7

bVvI17/V
Bb7

bVvi7/Vv
Ab7
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bVIImaj7/1
Bbmaj7

bVImaj7/1
Abmaj7

Vmaj7/1
Gmaj7

IVmaj7/1
Fmaj7

bIIImaj7/1
Ebmaj7

bIImaj7/I1
Dbmaj7



Quartal Voicings

Chords built by stacking fourths are called quartal voicings
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Four-Voice Chords stacked in 4ths

Bb-Major Scale

1 2 3 4 5 6 7
Bb C D Eb F G A
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
Chords and Modes
Ionian Dorian Phrygian Lydian Mixolydian Aeolian Locrian

I II II1 v \' VI VII

Bbmajl1 Cmil1 Dm11 Ebmaj7(b5)| F7add11l Gmi11l Am11l

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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Bb-Major Scale in 4ths

Bb-Ionian (Mode I)

Scale Bb C D Eb G A
Intervals R(oot) 2/9 3 4/11 6/13 7
Bsmajll Cmill Dmill Esmaj7(+5) F7addll  Gmll Amill
X X X X X x X X X X X X X X
X 5[ 000 3000 E__JN XX)
[) > (1) ® [
[ NND' [ ] [ ]
A | 2 3 O 5 © %
R S 8 S o ©
A p 2 c 2 5
B «: é 0 13
C-Dorian (Mode II)
Scale C D Eb F A Bb
Intervals R(oot) 2/9 b3 4/11 6/13 b7
Cmll Dmill Ewmaj7(+5) F7addil Gmill Amill Bsmajll
X X X X X X X X X X X X X X
[ NE__1 6[4 3[900 C__JN 2[00 1)
ﬁ [ GND“ e > [] ID'
A | 2 3 o 4 © s O 6 % %
(@) ~ Py (@) ~ > O
© O i) P (@) - ©
ﬁz O © = O © —
o) =N (84 d
—
A 2 £ 2 5 2
B § 10 3 13
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D-Phrygian (Mode III)

Scale D Eb F G A Bb C
Intervals R(oot) b2/b9 b3 4/11 b6/b13 b7
Dm11 Ebmaj7(+5) F7add1l1l Gmill Aml1ll Brmajll Cmill
X X X X X X X X X X XX ><_><
5[ 90® 6 i 3000 10 mm“ 12 um‘ L_JN 10 _i_g
[] ® ﬁ
I
©
H | - 2 o 3 © s o . - ;
Ay S S < o S o o
D—4 o P o © © —
eJ < =
: 10 11
— i
A 2 N ‘ .
Eb-Lydian (Mode 1V)
Scale Eb F G A Bb C D
Intervals R(oot) 2/9 3 #4/#11 5 6/13 7
Etmaj7(+5) F7addll Gm1l1l Amll Brmajll Cmil1l Dm11
X X X X X X XX XX XX XX
616 000 10 000 7 [X) 8 [X) [X) 12 [ 1)
[X) [ 0 0 0
[ q X J
© O
AL 1o o 3 Q ‘T s o TS
¥ I[Z q P O :; P (@] :; ©
[ WL /NS ) © =3 O ©
ANV T O =
S) P
8 10 11 13
—
g 7 8 10 7 8 10 12
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F-Mixolydian (Mode V)

Scale F G A Bb C D Eb
Intervals R(oot) 2/9 3 4/11 5 6/13 b7
F7add1l1 Gml1 Aml1l Brmajll Cmill Dmill Evmaj7(h5)
XX XX XX XX XX XX XX
5 [X) T [X) 8 [X) 10 [X 12 [X) 13 [)
0 [XJ 0 0 [)
[X) [X ] [X ]
[]
[ ]
o o
A | o 2 O 3 % 4 % s O 6 g 7 g
AL § = = o © i
@d 4‘ O il |
~ 5 6 8 10 11 13 15
—
é 3 5 7 8 10 12 13
G-Aeolian (Mode VI)
Scale G A Bb C D Eb F
Intervals R(oot) 2/9 b3 4/11 5 b6/b13 b7
Gmll1l Am1l1l Bbmajll Cmil1l Dm11 Evmaj7(+5) F7addl
XX XX XX XX X X X X XX
LX) 8 5 9000 6@
[X) [) [X]
[ ] [X)
®
p
A 2 3 4 5 6 O 7 ©
A o) © S o © S
O—4 - o S o = S o
eJ g o o ©
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A-Locrian (Mode VII)

Scale A Bb C D Eb F G
Intervals R(oot) b2/b9 b3 4/11 b5 b6/b13 b7
Am1l1l Brmajll Cmll Dmll Ewmaj7(+5) F7addll Gm1l1l
X000 X X X X X X X XX XX XX
X 00 [] [X)
¢ XX] “00 (1] !
[ ]
®
H_| o o © 2
D e
T 1 3 4 6 3 4 6
A 2 = - 2 : - 2
B 0 1 3 5 ' - -
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G-Melodic Minor in 4ths

G-Melodic Minor (Mode I)

Scale G A Bb C E F#
Intervals R(oot) 2/9 b3 4/11 6/13 7
GmMajll Amll Btmaj7(+5) C7(+5) Dm11 Em1l1l F47(49)
XX X000 X X X X X X X XX XX
[ ] ® 59000
[X) [ 0
[TIK) [ ] 2K ) [X ] [)
[) [) [)
[ ] [X ]

A 1 2 3 4 5 6 O =

iy @) © T o © r—

M 8 © S 18 = S 8

g 2 2 4

A-Dorian b2 (Mode II)
Scale A Bb C D F# G
Intervals R(oot) b2/b9 b3 4/11 6/13 b7
Am1l1l Bemaj7(t5) C7(5) D7add1l1l Emi11l F47(49) GmMajl1l
XX XX X X X X X X X X X X
6® 5 000 79000 8 [ 10 @@
00 [ ] K ) [X)
1K) [ ) [ ]
[ )
[)

A 1 2 3 44 5 O 6 © 7“ﬂ-§-
= S ey o S e o
'ﬁ_& B_ E ﬂ‘_ﬁ.g_ 8 P=Y 'I'I%O ~

©
T . z 8 10 1
A 2 . 2 H '
B—s 7 7 10
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Bb-Lydian #5 (Mode III)

Scale Bb C D E F# G
Intervals R(oot) 2/9 3 #4/#11 #5 6/13
Bvmaj7(+5) C7(+5) D7addilil Em11 F47(49) GmMajll Amill
X X X X X X X X X X X X X X
® 1] 5[ 00® 7[00@® s[[® 10[0® IPAEX )
[X) || ® (1K) 0 []
® [] [ ]
(o]
[1Te

A 1 2 34 4 O 5 © égﬂ-ﬁ- 7 g
e) 2 ﬂ%_g_ O © ﬂ%O
3 7 8 10 1 12
A 2 2 3 ' 5
S — 7 10 15

C-Lydian Dominant (Mode 1IV)
Scale C D E F# G A Bb
Intervals R(oot) 2/9 3 #4/#11 5 6/13 b7
C7(+5) D7addil1 Emi1l1l F47(49) GmMajll Am1l1l Bvmaj7(h5)
X X X X X X XX XX XX XX
5 000 7900 5 [X] 7 [X] 8 []
® [ ] 0 [ ]
[ 1K) [] [] ® [1)
* ® * [X)

A 1 2 4 3 O 4 © 544.ﬂ-§- 6 g 7 3
7 S a— S © — S © "
418 © = 8 © — 7o

PY) TS O = M

. 5 6 8 10

| E— Z g z : 10

A ‘ i : ;
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D-Mixolydian b6 (Mode V)

Scale D E F# G A Bb C
Intervals R(oot) 2/9 4/11 b6/b13 b7
D7add11 Emil1 F¢7(49) GmMajll Amill Bomaj7(t5) C7(b5)
XX00 XX XX XX XX XX XX
[ 5 [X) i [X) 8 ® 10 [ ]
[ ] [X) [ ] [X ] [) [X)
[X ] [) [ ] [ X ] [ ]
¢ [X ]
©
A p 2 o 3 © ipfe 5 6 % =
o © O o S O #rO
O e vy . O T~ Y . 8]
0y, o < f
- 2 3 5 6 8 10 12
T 5 ; 2 L g 19 1
2 0 2 4 5 7 8 10
E-Locrian #2 (Mode VI)
Scale E F# A Bb C D
Intervals R(oot) #2/#9 b3 4/11 b5 b6/b13 b7
Emil1l F£7(#9) GmMajll Amil1l Bymaj7(+5) C7(+5) D7addilil
XX XX XX XX XX XX XX
Ll LI 5| 0®] | 7|00 ] | 8 |®] || 10 |®]] ]| 12| |00 ] |
[X) ® 0 [ 0 ®
[XJ ® [ ] [XJ ® [ ]
i (1]
o #—Q-

A 1o 2 © ufte i = s o e =
I —— 3 o o 3 o o
&g 8 S o zo =

: 3 5 6 8 10 12 14

T . 2 g < i i I

A 2 4 5 7 8 10 12
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F#-Superlocrian "altered" (Mode VII)

Scale

F#

G A Bb C D E
Intervals R(oot) b2/b9 b3 b4/b11 b5 b6/b13 b7

F£7(#9) Gmajlil Am1ll Bvmaj7(:5) C7(+5) D7add1l1 Emi1l

XX XX XX XX X X X X X X

[) p 5 000 [X1)
o 00 00
[TIK) [] D
[) [)
[

A I 2 3 5 6 oo o
A5 7 (e} o — S b=
A S—— 8 © S 8 © S

= L O — W O b
ST S S = ©
T 2 = 1~ 7 § Z g
A 5 5 2 7 :
B 3 3 5 ; 3 2 :
2 3 5 6
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G-Harmonic Minor in 4ths

G-Harmonic Minor (Mode I)

Scale G A Bb C D Eb F#
Intervals R(oot) 2/9 b3 4/11 5 b6/b13 7
Gmaj9sus4 Amll Bimajll C? D7add11 Ermaj7(+5) F46(49)
XX XX XX XX XX X X X X
6@%, Sm— | | W __JNN 6[® EC_JN
® ® [ ] [X) []
(X ) [] [)
® ]
A 1 2 3 4 54 6 O . ©
o / o 47 o S o 4o
r’g‘n y /BT e) g (@) AT g o AT
o T tS o fo 1S o fo L
| > ° e
A : —
A-Locrian #6 (Mode II)
Scale A Bb C D Eb F# G
Intervals R(oot) b2/b9 b3 4 b5 6 b7
Amll Bitmajll C° D7addl1 Ermaj7(+5) Bbmaj7sus4 Fi(+5)/G
X000 X X X X X X X X X X X X X
[ C_JEN 1] 5 [cmmb ] | 6 —"—H—— g [Temd ]| 10 [@®
»“ _H_“_ il L ® L [X)
1]
A 1 2 3 4 W 5 O 6  © 7“&&
A4 = o S = o o
D4 o o ++48 © T 48 ©
Y S e e © L i
= — 3 . : 19 1
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Bb-Ionian #5 (Mode III)

Scale

Bb

D

Eb

F#

Intervals

R(oot)

2/9

3

4

#5

Brmajlil C° D7add11 Ermaj7(+5) Brmaj7sus4 F#(+5)/G Am11

(] x| T = 5 [Gmm» ] | 6 _“‘H__ g [T ] 10 EE 12xi‘*x
“0 %—_ [] ® * [] *
aRn;
A 1 2 34 4 O 5 @ © éﬂ.ﬁ-ﬁ- 7 g
Y 7 O . EP=N - B O - EP=N o= Py
!) #Hg T'_e_ O HO bl
I — ! g 10 z 13
A - A 2 2 : 2
B i § 16 2
C-Dorian #4 (Mode 1IV)
Scale C D Eb F# G Bb
Intervals R(oot) 2/9 b3 #4 b7
Am1l1l Bwmaj7(5) C7(+5) D7addiil F£7(¢9) GmMajll
XX XX X X X X X X X X

6®

590086

[)

10| 0@

A ! 2 3 444 5 o 6 © e
¥ q > O P - e > (@) o~
(@] el 1L O - 1] T (@]
_@_4 > (@] L) > (@] LU >
e) 7 P T'%O 5 P T‘%O ~
<O — ©-
-
T 5 8 1
I - g T 8 10 1
A J 7 J J 7 pv ) 1I
5 7 4 5 7 8 10
'B—5 7 3 5 7 9 10
(~
J O
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D-Mixolydian b2/b6 (Mode V)

Scale D Eb F# G A Bb C
Intervals R(oot) b2/b9 3 4 5 b6/b13 b7
D7add11 Evmaj7(+5) Bbmaj7sus4 F#(b5)/G Amill Brmajll C?
XX00 XX XX XX XX XX XX
[] o[[] HEL_JN 70 EE_ 2N 10[]e
® QDH - “ll ig % %
| oo i
| ) ]
O O
N o 2 © 3 © 4“ﬂg 5 % 6 © 7“##8
P s o 4o ™o o j4o o
D4 o " 48 © = Li—
Q) O HO m
' 2 3 5 6 8 10 11
 — 3 ! : 19 1
A0 1 4 5 7 8 10
Eb-Lydian #2/#9 (Mode VI)

Scale Eb F# G A Bb C D
Intervals R(oot) #2/#9 3 #4/#11 5 6 7
Ebmaj7(+5) Bvmaj7sus4 F#(t5)/G Amll Brmajll C? D7add11
X X X X X X XX XX XX XX
6_1%_ EL_JN IOEE 7“6‘2 N _JN| 10 __0_% 12 __5_“_

[ ] * [ ] ﬁ [ ]
|
o ks
A | o 2 © 3“#8 4 g 5 © 6”#% 7 g
A4 o 44 o o o 4ho o ©
D4 ,© 48 () — i
PY) (o] M
, 8 10 11 14
T 8 10 11 8 10 1 13
At : i ; : B
B 6 9 10 -
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F#-Mixolydian #1 (Altered dominant bb7) (Mode VII)

Scale F# G A Bb C D Eb
Intervals R(oot) b2/b9 b3 b4/b11 b5 b6/b13 bb7
Brmaj7sus4 Fi(,5)/G  Am1ll Brmajlil C° D7add11 Ebmaj7(h5)
_X_X XX XX XX X_X _X_X XX
“'5'“ T a cm JuEN s?— loa—“ U]
H =
A 2 3 4 5 6 W 7T O
A4 m o <) 15 © P o
G4 40 H8 S o #48 S 5
48 S = fo
A i "
B 3 5 6 9 10 12
2 3 5 6 8 10 1
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The Bee Bob

Cmil1 Drmajll Av7addll  Gv/Ab
X X X X X X X X
1] 4 [@mp T ac__JN ar___J

i :

i}
I
)

ST
D

T 4 ]
B
Evmaj7(v5) Cmill Bvm11l Fm11
X X X X X XX

L

I

|

Abmaj9o Gmaddi11l Cmil1l
X X XX X X X
§ [Tamm»] (] T

’

H L T A 8
Y 1D 5 | . ]
A b o y 2 | . Il
(N "D i 1 PN | |
KV 3 | . 1]
d < =
L
T A A
|
A : 3
B 11
1
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Fm11

Armajll

Av7(%5)

Gvmaj9

Ar7addiil

X
qmim— |

[ ]

I'{b

(N"D
KV
J

X

Bv7(+9)
X

Ab/Bb
X X

X

Dvmaj7
X

AI;x9(w5)
4?%.

[ 3K )

|

(N"Y D

Etmaj9

1
b
P —

=4

13

b
!

lo}
)7 A
V4t
(N D
A3V
oJ

(6)
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Comping

an abbreviation of accompaniment ...

170



Comping

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.

Sample 1:

—3-

Jd=d M

1 s . 4 §F § F 8

e LT

IR

©)

Dm7 Dbv7(¥5) Bv/C Ev7(»13)
X X X XX XX
RC__Ji O GE— 10 [ ] ciw 1n[Je

[ (1] [] 2K J
+ ®
>

o=
o0
g0
o0
© | ©Og©

Sample 2:

—3=

Jd=d M

Em7 Ev7 Abmaj7 G7(%5)
X X X X XX X
5 [ ] 5 [ ] 3 [ ]
(2K [ ]
(2K ) []
[ ] [ ] [ ] %
o) 1 r')
PE
2
T g 2
A
B
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Sample 3:

—3=

Jo=d
D7sus4 D7sus2 Dm9 G13
X X X X X X X X
NC__ N 5 [ c— [

[ [] [] ]

[
LIr_1

~e
&&!7
~e
TN

Sample 4:
—3
Je=d
Fm7 Bbm7 Ev7 Abmaj7 Dm7(+5) G7 Cmaj7
X X XX X X XX X X X X X X
__JN 8 JL:ﬁ gr__JN 6[1oTT] S[emmb[]  emmb ]
(] N L] [IK ) []
[ [) (3K HE [
| ® [)
[ [T1 [IK)
N _L#e Eg 2 ; 5
bl |
bl Rl

oo 8 W N
Ay
X
a v
IR

o000
[$98)¢))

WO
WO 1
3

-
|
A 180 i
B e 3
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Counterpoint Study
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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!

The F-Major Scale

A F G A Bb ] C D E F
A L4 — | | i i |
@—4 I } I ‘I o o e 1l
: ’ = =
T
A
B 1 8 5 2 3
1 3 5
The Harmonized F-Major Scale
Fmaj7 Gm7 Am7 Btmaj7
X X X X X X X X

== % Com—
() [1)
—— |

wr=—
NN
[

o oo | 4
~~o

1 3 6
c7 Dm7 Em7(+5)
X X X x X X
S em—— | i ____J 11 ®
[ o 00
1
Z 1|
B |
oJ o
T
LA
B
8 10 12
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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.

I} | | 1 et
| . & | |
| — |; i
by, 5{ = 4 » o
=
A 2 3 5 7 9 10 12 14
R
= 1 3 5 6 8 10 12 13
= . = f 1
(GRE | | - |
by, 5{ = = - o
=
— 5 1 3 5 6 8 10
R
B 7 5 0 1 3 5 7 8
Sample 2:

A small variation to Sample 1.

onolif # #[ | i
| | 1

e = = < = < &

E 2 3 5 8 5 7

= 1 3 5 3 5 6

h 2

b ‘J 4 ‘
&) | { { |
J - - - "

T

fS 7 9 7 9 10

R

= 5 6 8 6 8 10
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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.

Fmaj7 Gm7
I p— w— — -
| | P F =l F = ]
@t - [ — |
< =
T 1 3 5 3 5 6
A 2 3
B
1 2
Am7 Bbmaj7
Pas— . g f c f f |
D i  E— e . — |
oJ 5 @
T 5 6 8 6 8 10
A 5 7
B
5 6
c7 Dm7
ﬁ——__j . . . . . r
| r ! — }
@ 1 I T R —— | I
=
T 5 8 10 1 10 10 1 13
B
8 10
Em7(b5) Fmaj7
p_ 3 . 2 £ ” e £ jE
A — ! : i |
[ .. W I |
\\Qj} 1 |
/
. 5 6 8 10 T 8 10 12
A
B 7 8
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Sample 4:

A counterpoint variation to sample 3.

18

10

12
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Sample 5:

The first attempt to set counterpoints to a melodic improvisation. Root and thirds on the
bass and above the melody.

Fmaj7 Am7/E F6/C Gm7/B> Am7 Gm7
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@
"
10
=
= : ==
B 10
5 0 6 7 6
Edim Em7(+5) C7/Bb Bbmaj7 Edim/Db Dm7
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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.

Fmaj7 Am7/E F6/C Gm7/Bb Am7 Gm7
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Negative Harmony

Negative Harmony is used in modern music as a tool for composers or arrangers. This concept was initially
described by the Swiss musician Ernst Levy in his book "A Theory of Harmony".

For deeper explanations please look for further documentations.
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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).

From C to C chromatically:

3 5 1

Il
(v}

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

@)

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.

C Db D Eb E F Gb G

negative positive

a

v

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

negative positive

A

A 4
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To create a transformation table we place to each interval its corresponding mirroring in-
terval.

The transformation table in the key of C:

negative Bb B C Db D Eb

I N

positive A Ab G Gb F E

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

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

Conversion of a C-Major scale to negative.

c|—>| D|—>| E |—>| F |—>| G |—2>| A |—>| B | —>

R T R D |

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

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-Aeolian C D Eb F G Ab Bb C

G-Phrygian G Ab Bb C D Eb F G
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Example 1: Conversion of Am7 into the negative:

positive
Am7 A C E
negative
Eb6 or Cm7 Bb G Eb

Example 2: Conversion of Dm7 into the negative:

positive

Dm7 D F A
negative

Bb6 or Gm7 F D Bb

Example 3: Conversion of G7 into the negative:

positive

G7 G B D
negative

Fm6/C C Ab F

Example 4: Conversion of Cmaj7 into the negative:

positive
Cmaj7 C E G
negative

Abmaj7 G Eb C
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Interval transformation mirroring tables (negative to positive) for all 12 keys:

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

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

F# /Gb-Major

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

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

188

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




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

positive E Gb Ab A B Db Eb E

wow |1 |||

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-Aeolian E Gb G A B C D E
B-Phrygian B C D E Gb G A B
Emaj7 Cmaj7 C#m7 Em7

Ab _ Ab _—

o m O O
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From Positive to Negative

in the key of G
POSITIVE: before converting
Gadd11/D Am7 D7 Gmaj7
X X X X X X X X

R __JN R __JN %
[IK
[
[ e

[

R
7—5 5
T 8— 8 7 )
B
5 3
NEGATIVE: after converting
Gmadd9 Dm7 Cm6/G Evmaj7
XX X X XX X X
11 5 [ c—— 3 [ Temd]
' i [
[) [
o[ fe LTI}
i« o te wlig s . =
HI‘ | I | q ﬂ|I= ﬁﬂ’
oJ \/ — g I L ~ ﬂﬁ —_—_
T e 3 g 3 3 ° 4
A S §
B 5
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Pedal Point - Pedal Note

a note sustained through harmonic changes
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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

Am7 B/A Bb/A A
X0 X X0 X X0 X X0 X
[]]
[___J
(]
- [ 1]
Q *ﬁ 1 = . p— ‘ﬁ | 2 — q | ——l3
©" 4 g i ah ;
o 4 d_4 | 4 o 4 4 4 d_d
S~—~" S~—"7 ~—~" SN~~—~"~
mf
T 5 4 3 2
A 5 4 3 2
5 4 3 2
B—00 00 00 00
Sample 2: Pedal Point on dominant (V) in A
A9/E B(+9)/E Bdim/E  A6add9/E F(9)/E F(b5)/E Amaj9
oX oX oX oX oX oX (e]e]
S[]ommp) 4 [ cm=m 3 [ | o 5 [[® 4[]0l T] 3[][e] SO []
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L. g| [
{ s
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Extended Voicings
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Amaj7
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