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HAZMONIC MINOR SCALE
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PHRYGIAN DOMINANT SCALE
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MATOR BEBOP SCALE
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Ascending

= -1-JOI-1- N

KEX-I-1H
SI-ANK-I®

sl el
O

O 11
HEEEK3

1991
sl 1 190

sl 190 |

KEX-I-1N
SI-ANK-I®
-AK-I-1I-1

Descending

O 1 1
HEEEK3

1991




MIXOLYDIAN BEB0P SCALE

APPLICATION
7 7
? 2 3 4 5 b b7 7 ? G «
4 o he | 4
:@*—'_'_’—o—l W

WHOLE WHOLE HALF  WHOLE WHOLE HALF HALF  HALF

16




Mixolvdian Bebop
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MELODIC MINOR BEB0P SCALE
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AUGMENTED MATOR TTH
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Tela0s

IN CLOSE AND OPEN POSITION

- TRIADS AZE 3-NOTE CHOROS BUILT IN THIEOS
- THERE ACE FOUR OIFFERENT TYPES OF TRIADS:
- Matog (MATOR 360 + MINOZ 3¢0)
- MiNog (MINog 3g0 + MaAToR 3¢0)
- DIMINISHED (MINO® 320 + MINO® 320)
- AUGMENTED (MATOR 300 + MATOR 320)

- THE NOTES OF EACH OF THESE TRIADS CAN 8E ORGANIZED IN THREE DIFFEGENT WAYS:
- 00T POSITION (R0OT ON B0TTOM)
- 15T INVERSION (300 ON 80TTOM)
- 2ND INVERSION (5TH ON 80TTOM)
- THESE TRIADS (ANO INVERSIONS) CAN 8E STRUCTED IN TWO DIFFEGENT WAYS (‘POSITIONS):
OPEN & CLOSED

- CLOSE-POSITION TRIADS AE BUILT WITHIN AN OCTAVE
- OPEN-POSITION TRIADS ARE SPREAD BEYOND THE OCTAVE

N

v v o)
Q0 R

CLOSE-POSITION MATO? TeIAD OPEN-POSITION MATO? TRIAD
(200T PoSITION) (2ND INVESION)
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OPEN PosITION TelADs
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SEVENTH CHogDS

IN Basic "SHELL VoICINGS', Deop-2s, & Deor-3s

- “ITH CHOROS ARE 4-NOTE CHOROS BUILT IN THIEOS
- THERE AZE 7 BASIC TYPES OF TTH CHOROS:
- Mazog 7 (MATOR TRIAD + MATOR TTH)
- DOMINANT 7 (MATOR TRIAD + MINOR TTH)
- MiNog (MINO® TEIAD + MINOZ TTH)
- HALF-DIMINISHED (DIMINISHED TRIAD + MINO® TTH)
- DIMINISHED (OIMINISHED T2IAD + OIMINISHED TTH)
- MiN0g-MAT0g 7 (MINO® TEIAD + MATOR TTH)
- AUGMENTED MATOR 7 (AUGMENTED TEIAD + MATOR 7)

- THE NOTES OF EACH OF THESE TH CHOZDS CAN 8E 0RGANIZED IN FOUR DIFFEZENT WAYS:
- 00T POSITION (00T ON 80TTOM)
- 15T INVERSION (320 ON 80TTOM)
- 2ND INVEZSION (5TH ON 80TTOM)
- 370 INVERSION (TTH ON 80TTOM)

- THESE 7TH CHogOS (AND INVEQSIONS) CAN BE STRUCTED IN SEVEQAL OIFFEQENT WAYS:
CLOSE, O20P-2, & DROP-3
- CLOSE-POSITION TTHS ACE BUILT WITHIN AN OCTAVE. DUE TO THE WAY THE GUITAR IS TUNED,
THESE CHORODS AND INVELSIONS ARE NEAGLY IMPOSSIBLE TO PLAY ON THE INSTRUMENT, AND THEREFORE

IMPRACTICAL TO INVESTIGATE.

- DroP-2 TH CHOROS ARE SPEAD SLIGHTLY BEYOND THE OCTAVE. THEY CAN 8E PLAYED ON 3 OIFFERENT
STRING-SETS. THEIR CONTRUCTION IS EXPLAINED ON THE FOLLOWING PAGES.

- D20P-3 TTH CHORODS ARE SPREAD FURTHER SEYOND THE OCTAVE. THEY CAN 8E PLAYED ON 2 OIFFEZENT
STRING-SETS. THEIR CONSTRUCTION IS EXPLAINED ON THE FOLLOWING PAGES.

- SHELL VOICINGS AZE NOT AS SPECIFIC AN 02GANIZATION OF NOTES AS AE DgoP-25 AND Dgop-3s.
THEIR CONSTRUCTION IS EXPLAINED ON THE FOLLOWING PAGES.

B o o 8 T —
@—ﬂf bk‘?f’ © o
CLOSE-POSITION - © S
MATOZ TTH CHOZD Orop-2 Ogop-3 DOMINANT 9TH CHoLD
(2ND INVERSION) MiNog TTH CHogo MaTo? ITH CHo%O SHELL VOICING
*NOT IDIOMATIC TO THE GUITAR (48T INVEZSION) (RooT PosITION)
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SHELL VOICINGS

- 2-4 NOTE VOICINGS WHOSE 8ASIS AE 320S/°ITHS ON THE MIDOLE STRING-SET
- Q00TS MAY 8E ADDED ON THE FIFTH & SIXTH STRINGS

- 5THs, 9THs, 11THS, AND 13THS MAY 8E ADODED ON THE 2ND STRING
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SHELL VoicINgs 101

The Shell Voicing approach to chord construction involves specific chord tones "living" on certain strings: Roots on

the two low strings, 3rds and 7ths on the two middle strings, and extensions on the two high strings.

E & A STeINGgs - RooTs

Just like with E- and A-shaped bar chord triads, the roots of our Shell Voicings will live on the two lowest strings.
Shell Voicings with roots on the sixth string and fifth string will be referred to as “6R” and “5R”, respectively.

G CHOROS C CHOROS
——

® K

D & G STRINGS - 2205 AND TTHS

These are the most important notes of our 7th chords, and they will always live on the middle two strings.
® 6R: ITH IS ON THE D STRING AND 300 IS ON THE G STRING
® 50: 320 1S ON THE O STRING AND 7TH IS ON THE G STRING

For 6R, the fifth string is not used and should be muted with the pad of the overhanging index or
middle finger.

G~ G* G- o 677 ‘K G-° o G°7
Q] Q] oI I ) Q] Q]

ma i

! ) ) 1 !

For these chord qualities, the 3/7 are either in the same For these chord qualities, the 3/7

fret or two frets apart with the bottom string closer to the are one fret apart with the bottom
string closer to the headstock

headstock
\ ! l v V

ca7 ct C-7 or €27 ¢7 C-b o €7

Lt sLst

Ole (O]

4
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B STRING - 5THS, 13THS, & 9THS

® 6f: 5TH (FOR ALL EXCEPT DOMINANT) ANO 13TH (FO” DOMINANT) AZE ON THE B STRING

67 66 6-7 6-° 627 6°7 67

|1 | | @]
For these chord qualities in the 6R shape, the perfect 5th These qulities have a For dominant
should be the default addition to the B string. The perfect diminished 5th rather than

chords, add

the 13th rather
5th will always be one fret  than the 5th.

lower than the root.

5th will always be in the same fret as the Root. perfect 5th. The diminished

® 50: 9TH IS ON THE B STRING (FOR ALL EXCEPT HALF AND FULLY OIMINISHED)

0a7 ee e-7 C-b ¢7 027 co7
[ X (X [ X 9 9
| | F | F

) ! 1 ) ) ) 1

For these chord qualities in the 5R shape, the natural 9th should be the default
addition to the B string. The natural 9th will always be in the same fret as the
Root.

These voicings are technically
not Shell Voicings, as they do
not contain 3/7 on the middle
two strings. These voicings
contain the b3 on the B
string.
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E STRING - 5THS, 13THS, & 9THS

o 60: MovING THE 200T FeoM Low-E To HIGH-E

Now that we've reached the top string, we will remove the roots of these voicings to make them more playable. The

black diamond in the following 6R diagrams indicates where the root was moved from. The black diamond should
be visualized but not played; its new home is now the high E string in the same fret!!

G>7 G¢ G-7 G-¢ 627 Go7 67

EEEEE Tl TT I
3 [ X ® ¢ [ X3 [ X [ X3 [ X3 ®
| | |
0

This voicing is a bit
dissonant due to the
minor 9th interval
between the D and
high E strings.

® 50: PUTTING A 5TH IN PLACE oF A RooT

When using the 5R shape, the note on the E string that used to be the Root is now the 5th. As before, the black
diamond should be visualized, not played!

ca7 (o ¢-7 -6 ¢7 ¢27 co7
¢ ( MK [ MK [ BK [ JK [ JK ¢

]
1 ) ) 1 ) ) 1
For these chord qualities in the 5R shape, the perfect 5th should be the These voicings contain
default addition to the E string. The perfect 5th will always be in the same  diminished rather than perfect
fret as the Root. Sths. The diminished 5th will
always be one fret below
the Root.
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MogILIZING NOTES ON THE B AND E STRINGS

As stated, the default additions to the B and E strings should be 5ths and 9ths. The only exception is a dominant 7
chord, when the 5th is to be substituted with the 13th. Although these notes are the defaults, other extentions
can be accessed by mobilizing these notes. Before we investigate this process, let us review which extensions are
appropriate for each quality of 7th chord. Keep this list handy, as you will reference it often!

® Major 7 - 9, %11, 13

®* Minor7-9, 11,13

e Dominant (unaltered) - 9, 811, 13

e Dominant (altered) - b9, £9, b5, 85, 411, b13

¢ Half-diminished - 9, 11, b13

¢ Diminished - 9, b13 (the 11 isn't used on diminished 7 chords)
® Major 6 - 9, #11 (the 13 isn't used on 6 chords)

e Minor 6 - 9, 11 (the 13 isn't used on 6 chords)

THE B STRING

The default note on the B string will always be in the same fret as the root.* This note can be mobilized and
moved TWO frets up or TWO frets down.

; 11 bs 7 411 b3 7 45 13
T e D O

4 4

o 'y

bg #9 /b3 :
Y O D O

T '

*The two exceptions to this are the @7 and o7 chords. For 6R, the note on the B string will be a fret below the root,
and for 5R, the note on the B string will be the fret above the root.
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THE E STRING

The default note on the E string will always be in the same fret as the root.* This note can be mobilized and
moved TWO frets up or ONE fret down.

? b9 9 49

f >

5 1 b3 7 4 13

— 5

3 @ $ $ )

| b

*The two exceptions to this are the @7 and o7 chords. For 5R, the note on the E string will be a fret below the root.

SHELL VOICING To-D0 LiST: THE 5 STRUCTURES

WITH %00TS

* 3-Note Voicing #1 - 3/7 + Roots on E & A strings
* 4-Note Voicing #1 - 3/7 + Roots + note on B string

fooTLESS

® 2-Note Voicing - 3/7 on the D & G strings

* 3-Note Voicing #2 - 3/7 + note on B string

e 4-Note Voicing #2 - 3/7 + B string + note on E string
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EXAMPLES OF 3- AND 4-NOTE R00TLESS VOICINGS
UsiNg THE 8 & E STRINGS

qm#n GAL3 G-t G-13
L 4 L 4 L 4 L 4

~ AL s
YL 674 GoTHs3

A9 -9 07 e7H

SESENE

TF: HH B B
qas&u GAL3 6-it 6-12

o] —

¢ ¢ ¢ ¢

FF ﬁ'ﬁ ® [ X
G7t193 Sf q?ii; 0‘71;2
S

Q%L e-i c7ll:193 673193

51



Deor-2 VOICINGS

- OPEN-POSITION 7TH CHOROS CREATED 8Y OROPPING THE 2ND-HIGHEST NOTE OF A CLOSE-POSITION
ITH CHORD OOWN AN OCTAVE
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52



icings

-2 7th Chord Vo
on the top string set

Drop

& )
010 —
. m
Mu_uH dooe || .19 gwwm
<HH TR il
& 5
T 6/¢00
Boitfoen RS
X
2 e,
o BB
1010 ¢
NN Eomumu m__: |muw
. [
i s Rt
o EEEE| KL LS
NG N
5 =
= =~
= I
QS ]
= =
= =

fr

[ {am]
ANV

: _
1 d%g %H 0
CPEHE R
¢lop || @ déon
fom ks L
fe]
B o &
m_u_%ugo 0 -
| \mul < ||ﬁnmu|m|
H ____m H#m ol
vﬁ....%mooﬂ ____00
N NE
+—
g 2
k= 3
£ =
o
A

)12fr

i

o
g

XX

fr

XX

S
©

Hols

A8 )

XX

=Y

XX

O©

0
Y 4%

[{am]
VYV

Minor 6th

b131fT

XX

ofr

XX

6fr

XX

0
i

|
o
8

O

b

XX
ho

8
O

(6]
O
)

Minor-Major 7th

O

)12fr

O
&
O

XX#

XX

XX

%o e
=yl
ofecte
NP
=]

(]

<

2] ~
£
£
/3
= .8
T 2

XX

XX

b12fr

XX
Il

p

n b

)" A
Y 4%

XX

i
i
s

s o

I

Py
O

-

Q
O

ird

XX

[(am]

Diminished 7th

13fr

1o0fr

o6fr

||
lQI
E:2

CRERER

-
Py
TO>
O

sfr

X

KU

9
L

[t

(@)
1O
O

Aug. Maj. 7th

™
AV
D)

53



icings

Drop-2 Vo

12fr

ngr

X

on the middle string set
5fr

i

ok

(o]

O
P=N
O
©

0
)" A
y 4V
Y
ANAV4

Major 7th

12fr

™

-

-~
() O |
Y 17O T I/Le) Iie] i
‘; Y E Q Il t = O t =
SV =~ 117 P=y = 1 1
D)
X

Minor 7th

12fr

X X
o
— o ho =
)’ 4 O TT S ] T 1|
e o | < S |
SV ~F I Py | I a
¢ o N N « «
* |l | | 1 1
|l | |

Dominant 7th

ok

O
O

o)
p=Ce)

ANavj

0
) A
y A
[ fam]

Major 6th

12fr

8fr

5fr

X X
|
2o
p=Ce)

0
A

-

e
7O
O

Minor 6th

(™
ANV
D)

X nqxs
ekt

-©O-
O

O
ox’

0
i

S
b4
S
J o

e

[ {am)
VYV

Minor-Major 7th

11fr

8fr

><3fr

b iy
17O

o
7

X

|
)" A1 ¢ )

0

Half-Diminshed
(Minor 7b5)

11fr

8fr

X X
1111
©-
e

e

o

5fr

A3V
D)

©-
X X
ﬁzfr
1111
)" AN {70

AV
D)

4

Py
?—

EE:I

[ 5fr

Aug. Maj. 7th

54



XX

i

XX

1

L3
T

icings

on the bottom string set

Drop-2 Vo

12fr

12fr

XX

<

ofr

<

&S

[]3fr

XX

111

ho
| (an Bldhrd

I

Y 4"

Minor 7th

Major 7th

12fr

12fr

XX

XX

HH

ofr

XX

5fr

XX

[ @ 2
©

@

| fan]
Y 4%
[ {am]

Dominant 7th
Major 6th

12fr

12fr
11fr

XX

xx

XX

©

o

hbo
b 7S

©

=
P >=4

8fr

e
1124
i

8fr

XX

XX

Py

7o

‘o

&S
TP A

L

55

fr

XX

P=y

P=Y

HHE

sLank

P
P
o

-

O

3fr
ofr

Xx
XX

Q

11

o

hbo
ho

O

ho

10}

0

Y 4"

V4%
| (an BLA4
L
[{am]
e) 1T O
VYV
VAW
| (o ELASS
SV

) A

V4%

Minor 6th
Minor-Major 7th
Half-Diminshed

Diminished 7th
Aug. Maj. 7th

(Minor 7b5)



56
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ScALE PeacTtice 101

PRELIMINARY: THE 6 SCALE FINGERINGS

The goal of these studies is to provide you with a comprehensive understanding of major scales on
the guitar neck. Our first step in this process is aquainting ourselves with the 6 fingers we will be
mapping out across the neck. These fingering can be found on page 7 of the Jazz Guitar Technique
Handbook and will be referred to in the following way:

Pinky 6 (P6)
Pinky 5 (P5)
Middle 6 (M6)
Middle 5 (M5)
Index 6 (16)
Index 5 (I5)

1. 2-0CTAVE POSITIONS - AROUND THE CYCLE

If the 6 fingerings are played in the order listed above, each fingering will take you to the next key
in the Cycle of 4ths, all while staying in the same position on the neck. Thus, think of this cycle of
fingerings and the Cycle of 4ths as two interlocking gears, one twice the size of the other.

CYCLE OF 4THS CYCLE OF FINGERINGS
¢
6
d P6
0 B 15 ps
A e
b 16 Méb
A

E » Ve

8 £ 0

EASY: Choose a key and begin with the P6 fingering. Proceed through the rest of the Cycle of 4ths.
Each time you move one notch clockwise in 4ths, move one notch clockwise in Fingerings.

INTERMEDIATE: Explore the entirety of each fingering shape by playing all the notes below the root
(notes in parentheses).

ADVANCED #: Navigate the scale fingerings in invervals other than seconds (thirds, fourths, fifths,
etc.).

ADVANCED #2: Isolate a specific pattern or note grouping to play through the scale fingering (e.q.
1231 2342 3453 etc.)
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2. DESCENDING 2-0CTAVE POSITIONS - AROUND THE CYCLE

If the only way we practice our scales is to start from a 5th/6th string root and ascend, that’s how
we’ll eventually use them when we apply them to improvising! Thus, it is important to practice
descending through each fingering. Not only will this help us understand the fingerings better, but
it will also train us to aim for the higher strings rather than the lower strings.

EASY: Choose a key and begin with the P6 fingering by starting on the root on the first string,

and descending to the root on the sixth string. Descend through scales around the Cycle of 4ths,
continuing to start on the same note. That same note will change function based on the the new
keys. As you travel through all 6 fingerings it will act as: Root, 5th, 2nd, 6th, 3rd, 7th.

INTERMEDIATE: Rather than using corresponding fingerings, use the Cycle of Fingerings from #1. Play
through the full range of the scale fingering

ADVANCED #1: Navigate the scale fingerings in invervals other than seconds (thirds, fourths, fifths,
etc.).

ADVANCED #2: Isolate a specific pattern or note grouping to play through the scale fingering (e.g.
1231 2342 3453 etc.)

2. Up ONE POSITION, DOWN THE NEXT

The 6 fingerings not only arrange themselves into a cylce when played in 4ths, but they also
arrange themselves into a cycle when played from the bottom of the neck to the top of the neck.
In the below diagram, fingerings moving up and to the right are all one position higher on the
neck than fingerings moving to the down and left. Thus, if the guitar neck were infinitely long, this
same cycle of fingerings would repeat over and over again as you climb higher or lower.

(P6)
15
M5

P5

M6

(15)

EASY: Choose a key and begin with the lowest fingering possible. Start at the root of that fingering
and play to the highest note of the fingering. Once you’ve reached the highest note, continue
playing in scalar motion until you reach the top of the next highest fingering, then play down
through that position. Continue zig-zagging between fingerings until you run our of guitar neck.

INTERMEDIATE: Explore the entirety of each fingering shape by playing all the notes below the root
before continuing to the next.

ADVANCED #: Navigate the scale fingerings in invervals other than seconds (thirds, fourths, fifths,
etc.).

ADVANCED #2: Isolate a specific pattern or note grouping to play through the scale fingering (e.g.
1231 2342 3453 etc.) 2



4. 2-0CTAVE POSITIONS - BEGINNING ON EACH SCALE OEGEEE

EASY: Choose a key and start with the lowest 16 fingering on the neck. Play through that scale
fingering (which begins on the root), and then play a scale fingering beginning on each of the
other 7 notes of the scale. As you do this, be sure you are visualizing which of the 6 Fingerings
these new “modal fingerings” are based in. Once you run out of neck, continue down an octave
until you reach your starting place.

INTERMEDIATE: Rather than starting with 16 on the root of the key, begin with the lowest fingering
available on the neck in that given key. Additionally, practice descending through the scales.
ADVANCED #: Navigate the scale fingerings in invervals other than seconds (thirds, fourths, fifths,
etc.).

ADVANCED #2: Isolate a specific pattern or note grouping to play through the scale fingering (e.g.
1231 2342 3453 etc)

5. 1-0CTAVE POSITIONS

EASY: Play through your scales in the same manner as #1, but ONLY playing through the second
octave (or partial-octave) of each shape. Thus, you will begin each scale on the 4th or 3rd string,
rather than the 6th or 5th string.

EASY #2: Do this same thing, but using the approach explained in #2. If you’ve already worked on
#2 with 2-octave fingerings, this should be easy.

INTEEMEDIATE #: Do this same thing, but using the approach explained in #3.
INTEEMEOIATE #: Do this same thing, but using the approach explained in #4.

ADVANCED #: Navigate the scale fingerings in invervals other than seconds (thirds, fourths, fifths,
etc.). Since these are the second octaves of fingerings you already know, this should be easy!

ADVANCED #2: Isolate a specific pattern or note grouping to play through the scale fingering (e.q.
1231 2342 3453 etc.) Since these are the second octaves of fingerings you already know, this
should be easy!

6. HORIZONTAL SCALES ON A SINGLE STEING

Up to this point, everything we’ve been doing has been along the neck’s vertical axis (in position).
If we want to gain a full understanding of the guitar neck, we have to practice all this material
along the horizontal axis as well.

EASY: Choose a scale, and find the lowest note in that scale on the 1st string. Play up and down
that scale (up to the 12-15 fret) entirely on the first string. Continue in that same manner on
strings 2-6. Make sure you are using logical fingerings! WWhen shifting along a single string, you
should always be opening more space above your index finger (when shifting up) or more space
below your pinky or ring finger (when shifting down).

INTEEMEDIATE/ADVANCED: Playing intervals and patterns along a single string is very difficult in
that it involves lots of large shifts and jumps. However, it is a good way of ensuring that your
knowledge of both the scale and string is rock-solid.
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7. HORIZONTAL INTERVALS ACROSS TWO STRINGS

This is essentially the same thing as #5, but now we are playing the same scale on two strings
simultaneously.

EASY: Choose a key and start with the lowest 3rd interval (major or minor) on strings 1 and 2.
Proceed up the neck playing through all the diatonic 3rds in that key. Continue with strings 2/3,
3/4, 4/5, and 5/6.

INTERMEDIATE: Play through all other diatonic intervals in the key. 3rds, 4ths, and 5ths can be
played on adjacent strings. 6ths, 7ths, octaves, and compound intervals (9ths, 10ths) must be
split between non-adjacent strings. As you play larger intervals (6ths, 7ths, etc.), see how those
intervals relate to triads and 7th chords. Try to visualize those intervals as “skeletons” of a chord
shape.

ADVANCED #: Do all the above, but rather than playing the invervals harmonically, play them
melodically.

ADVANCED #2: Play different patterns and note groupings across adjacent strings by “filling in” the
intervals.

8. FULL 2ANGE SCALES

Now it’s time to combine the vertical and horizontal approaches into a fall-range understanding
of our major scales. Due to all the shifting involved with getting all the way up the guitar neck,
there are a variety of ways to approach playing full range scales. The fingering system devised by
classical guitar legend Andrés Segovia is a good introduction to playing 3-octave scales across the
neck.

EASY: Play through the original 7 Segovia scale fingerings. Be sure to play through fingerings #1
and #2 in all the keys they are used for. Be sure you are using the correct fingerings! This is the
same concept of shifting that you used in #6. You never want to spread your fingers outside a
4-fret span, and you always want to be opening up more real estate above or below your hand.
Practicing the Segovia scales is a great way to internalize the muscle memory of logical
shifting.

INTEEMEDIATE: As you play through these scales, visualize which of the 6 Fingerings you are
traveling through as you move up the neck. Doing this will help you figure out your own route up
the neck (see below in Advanced #2).

ADVANCED #: The original Segovia fingerings 1) are limited by the smaller range of the classical
guitar, and 2) use open strings. Play through all 12 keys by only using fingering #2 and #5. Each of
those fingerings is a moveable 3-octave pattern off the 6th and 5th string.

ADVANCED #2: Think of yourself as a rock climber, and you are using Segovia’s route up a mountain.
Once you’ve thoroughly internalized his route up the mountain (guitar neck), figure out your own
path! If you have spent time using logical shifts and visualizing which of the 6 Fingerings you pass
through as you ascend the neck, you should have a good idea of how to do those same things but
using different shifting points. Maybe you will stumble upon a route that makes more sense to
you.
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SCALE PRACTICE

1. 2-0CTAVE POSITIONS - AROUND THE CYCLE
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2. DESCENDING 2-0CTAVE POSITIONS - AROUND THE CYCLE
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3. ALL 2-0CTAVE POSITIONS IN ONE KEY - UP ONE POSITION, DOWN THE NEXT
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4. 2-0CTAVE POSITIONS - BEGINNING ON EACH SCALE DEGREE (ON THE 6TH STEING)
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6. HORIZONTAL SCALES ON A SINGLE STRING
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7. HORIZONTAL INTERVALS ACROSS TWO STRINGS
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ACPEGGIO PRACTICE

AS WITH SCALES, CARE MUST 8E TAKEN TO ACHIEVE MASTERY OF 1- AND 2-0CTAVE ARPEGGIOS ACROSS ALL KEYS, HAZMONIC
QUALITIES, STRING SETS, AND FINGERINGS. THE FOLLOWING OUTLINES THEEE APPROACHES TO PRACTICING 1- AND 2-0CTAVE
ARPEGGI0S. EACH APPROACH REINFORCES A OIFFERENT WAY OF UNDEZSTANOING AZPEGGIOS ON THE NECK, AND THEREFORE ALL
THREE APPROACHES SHOULD 8E GIVEN EQUAL ATTENTION IN THE PRACTICE 200M.

THE PARALLEL SHAPES APPROACH

MOVING PARALLEL SHAPES AOUND THE NECK IS THE MOST 0BVIOUS AND APPAZENT WAY TO PRACTICE AZPEGGIOS. THIS APPROACH INVOLVES CETAINING
THE SAME SHAPE AND HAZMONIC QUALITY (E.G. INOEX FINGE? 7). AND MOVING THAT ENTITY AROUND THE NECK. THIS SHOULD 8E DONE TWO WAYS.
FIgST, 8Y STAYING IN ONE KEY AND ONE HAZMONY AND PLAYING ALL THOSE ARPEGGIOS AGOUND THE NECK (EX. 1). AND SECOND, 8Y STAYING WITHIN
THE SAME HAZMONIC FAMILY, 8UT MOVING THEOUGH THE KEYS (EX. 2).
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THE HoRIZONTAL DIATONIC APPROACH

THE TWO OIATONIC APPROACHES AE IMPORTANT IN THAT THEY TEACH US THE WAYS THE HAZMONIC FAMILIES EXIST WITHIN
TONALITIES. 8Y PRACTICING ARPEGGIOS WITHIN MATOR AND MINOZ KEYS ANO THEIR RELATED MODES, WE COME TO A GREATER
UNDERSTANDING OF HOW INDIVIOUAL ARPEGGIOS FIT INTO LARGER TONAL SCHEMES, THEREBY ALSO COMING TO A GREATER
UNOERSTANDING OF HOW WE CAN USE THEM IN IMPROVISING IN TONAL ENVIONMENTS.

THE HoRIZONTAL DIATONIC APPROACH (HDA) INVOLVES:
1. ISOLATING A TONALITY (IN EX. 3, F MaTOR)
2. ISOLATING A SET OF AQPEGGIO FINGERINGS (IN EX. 3, 2ING FINGER ON 4TH STEING)

3, PLAYING ALL THE OIATONIC ARPEGGIOS TO THE CHOSEN KEY USING THE SET OF ARPEGGIO FINGERINGS.
Ex. 3
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THE HOA APPROACH CAN BE APPLIED TO ALL 1- AND 2-0CTAVE ARPEGGIO FINGERINGS. HOWEVER, KEEP IN MINO THAT EASE

OF PLAYABILITY IS VERY IMPORTANT, AND NOT ALL ARPEGGIO FINGERINGS CAN 8E EXECUTED FO® ALL HAZMONIC QUALITIES.
Fo EXAMPLE, IF YOU WERE TAKING THE HOA WITH THE MATOZ TTH MIDOLE FINGE? 30 STRING FINGERING, IT WOULD MAKE
MOZE SENSE TO PLAY THE MINOZ 7TH AND HALF-OIMINISHED TTH ARPEGGIOS IN THAT KEY WITH THE 2ING FINGE? 30D STRING
FINGERING. S0 IN SHORT, OON'T 8E OVERLY DOGMATIC WITH STICKING TO THE SAME AZPEGGIO FINGEZING THROUGHOUT THE

ENTIRE KEY.
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THE VERTICAL DIATONIC APPROACH

THE VEQTICAL DIATONIC APPROACH (VDA INVOLVES:

1. ISOLATING A TONALITY (IN EX. 4, 8% MaTog)

2. ISOLATING A SCALE FINGERING (IN EX. 4, FINGEEING #3)

3. PLAYING ALL THE DIATONIC AZPEGGIOS TO THE CHOSEN KEY AND BASING YOUR ARPEGGIO FINGERING CHOICES ON PROXIMITY TO
THE SCALE FINGEZING.

Ex. 4
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As WITH THE HOA, OON'T 8E TOO DOGMATIC ABOUT YOUR FINGERING CHOICES FOR THE VOA. AT FIRST, YOU WILL 8E TEMPTED
TO STAY STRICTLY IN POSITION WHILE PRACTICING THIS APPROACH. HOWEVER, REMAINING IN STRICT POSITION IS NOT ALWAYS

CONOUCIVE TO THE BEST FINGERING OPTIONS. THUS, WHILE PRACTICING THE VOA, FEEL FREE TO MAKE OCCASIONAL FINGERING
CHOICES THAT LIE OUTSIOE THE GIVEN SCALE PATTE®RN.
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CHogD VOICING PRACTICE

THE STUDY OF TAZZ HAZMONY ON THE GUITA? SHOULD PROGPESS IN A WAY THAT HELPS REINFORCE THE STRUCTURE OF TAZZ
HAZMONY AND HOW IT BEST LAYS ON THE GUITAR NECK. IN OTHE®R W0ROS, CHORO VOICING PRACTICE SHOULO NEVER 8E ABOUT
"MEMORIZING GRIPS', BUT SHOULD INSTEAD 8E ABOUT THE STUDY OF CHOROD CONSTRUCTION. VOICE LEADING, AND HAZMONIC
FUNCTION.

THE "CHORD VOICINGS' CHAPTER OF THIS 800K PRESENTS SEVERAL CONCEPTS IN CONSTRUCTING TAZZ HAZMONY ON THE GUITAL:
SHELL VOICINGS, D20P-2 VOICINGS, AND D20P-3 VOICINGS. ADDITIONALLY, THIS B0OK PRESENTS BASIC CONCEPTS IN VOICING
OPEN AND CLOSE POSITION TRIADS. IT IT SUGGESTED THAT THESE CONCEPTS 8E EXPLORED IN THE FOLLOWING OROE.

1. CLose PosiTIoN Telaos

2. TWo-NOTE SHELL VOICINGS: ROOTLESS 3/

3. THREE-NOTE SHELL VOICINGS: WITH 200TS

4. FOUR-NOTE SHELL VOICINGS: WITH NOTE ADDED TO 2ND STRING
5. THREE-NOTE SHELL VOICINGS: R00TLESS VOICINGS WITH ADDED 2NO STRING
6. D2oP-2 VOICINGS ON TOP STRING SET

7. OR0P-2 VOICINGS ON MIDOLE STRING SET

8. OPEN PosITION Teia0s

9. Dror-3 VOICINGS ON BOTTOM STRING SET

10. Dror-3 VOICINGS ON TOP STRING SET

11. DeoP-2 VOICINGS ON THE BOTTOM STRING SET

CoNCEPT #1 CONCEPTS #2-3 SHOULD 8E EXPLOZED WITHIN THE CONTEXT OF II-V PROGRESSIONS AND OTHER COMMON TAZZ
PROGRESSIONS. FO? CONCEPTS #4-5, EXTRA TIME SHOULD 8E SPENT EXPLORING OIFFERENT VOICE LEADING OPTIONS INVOLVING
NOTES ON THE 2NO STRING.

CONCEPTS #6-7 AND #9-11 ALL INVOLVE FOUR INVERSIONS FOR EACH CHORD. THEREFORE, TIME MUST 8E SPENT BECOMING
FAMILIAR WITH ALL THE INVERSIONS OF EACH CHO®D. THIS SHOULD 8E OONE BEFORE APPLYING THE CHOROS TO PROGRESSIONS.
ONCE THE CHOROS ARE APPLIED TO PROGRESSIONS, BE SURE THAT CARE IS BEING TAKEN TO RESOLVE TO THE PROPER INVELSION.
IN OTHER WOLOS, DON'T TUST TUMP AROUND TO THE 200T POSITION VOICINGS. CONCEPT #3 HELPS BUILO A FOUNDATION FOR
BUILOING D20P-3 VOICINGS.

ON THE FOLLOWING PAGE, EX. 5 ILLUSTRATES HOW TO PRACTICE CONCEPTS #2-3 USING SHELL VOICINGS WITH 200TS ADDED. EX.
b ILLUSTRATES HOW TO PRACTICE CONCEPTS #4-5 USING R00TLESS THREE-NOTE VOICINGS.

EX. 7 ILLUSTRATES HOW TO PRACTICE CONCEPTS 4b 8Y FIZST SHOWING ALL THE INVERSIONS OF THE CHOROS BEING USED, AND
THEN SHOWS THEM ZEING VOICE LED THROUGH A PROGRESSION.
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Ex. 5
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ExpLOZING TrIADS

WITHIN THE STUDY OF COMPLEX TAZZ HAZMONY, SIMPLE TRIADS SEEM TO 8E THE 00D ONES OUT. THEY'SE NOT FOUND IN MANY
TAZZ TUNES, AND THEREFORE OON'T SEEM VERY APPLICABLE. HOWEVER, THERE IS NO ESCAPING THE FACT THAT TRIADS ACE THE
BUILDING BLOCKS OF WESTEZN HAZMONY ANO MUST £E GIVEN OILIGENT ATTENTION 8Y THE OEVELOPING GUITARIST IF A FIRM
GRASP OF HAZMONY AND VOICE LEADING IS TO 8E 0BTAINED. ADDITIONALLY, TRIAD VOICINGS ARE AN INCREDIBLY NECESSARY PART
OF THE ELECTRIC QUITARIST'S TOOLKIT IF THEIR GOAL IS TO 8E COMPETENT PLAYING A VARIETY OF CONTEMPORARY STYLES.

BEING AS IT MAKES THE MOST SENSE TO INTRODUCE TRIADS AT THE BEGINNING OF A GUITARIST'S STUDY OF HAZMONY, THEY
AZE VERY WELL-SEQVED IN REINFORCING THE STUDY OF MATOR SCALES AND MATOR KEYS. THUS, THE FOLLOWING METHOD OF
TRIAD EXPLORATION IS SUGGESTED TO ACCOMPANY THE STUDY OF 8ASIC TTH CHORD HAZMONY, SHELL VOICINGS, AND MATOR
SCALE PATTE®NS:

1. CHOOSE A KEY, AND ISOLATE A CLOSE POSITION STEING SET (FOUND ON PGS. 40-41)

2. WITHIN THE CHOSEN KEY, FIND THE LOWEST NOTE AVAILABLE TO YOU ON THE HIGHEST NOTE OF THE STRING SET. Fog
EXAMPLE, IF YOUR CHOSEN KEY IS F MATOR AND YOUR STRING SET IS 2-3-4, THE LOWEST NOTE OF F MATOR AVAILABLE TO YOU
ON THAT STQING SET IS THE NOTE C IN THE FIRST FRET OF THE 2ND STRING.

3. CHOOSE A DIATONIC CHORD FROM THE CHOSEN KEY TO HARMONIZE THAT NOTE. FOR EXAMPLE, IN THE KEY OF F, THE NOTE C
CAN 8E HARMONIZED AS THE R00T OF C, THE THIZD OF AM, AND THE 5TH OF F.

4. USING WHICHEVER DIATONIC CHOZD YOU CHOOSE, MOVE UP THE NECK THROUGH THE REST OF THE OIATONIC CHOROS OF THE
KEY (EX. 8, SEGINNING WITH C). AS YOU D0 THIS, 8E SURE TO THINK OF HOW ALL THE NOTES/CHOROS CELATE TO THE KEY.

Ex. 8
C Ov E° F 6« A 8 ¢
b= F
| | i i ; :
—4 3 3 g § A 13 13
\% vi vii® I i iii v A\

81



HogizONTAL HAgMONIC KEY STUDIES

THE PREVIOUS EXERCISE SHOULD ALSO 8E APPLIED TO TTH CHORDS AS A WAY TO NOT ONLY REINFORCE KNOWLEOGE OF
KEYS, BUT ALSO INTESNALIZE D0P-2 AND D0P-3 QUALITIES AND INVERSIONS. THE FOLLOWING EXAMPLES ILLUSTRATE THIS
"HoRiZONTAL HAZMONIC KEY STUDY" CONCEPT APPLIED To B’ MATOR AND B’ HAZMONIC MINOZ USING 1ST INVERSION Ogop-2
CHOROS ON THE TOP STRING SET.

0-7 Ep2A7 F7 G'7 A%7  gho7 -7 -7

%'fff;fﬁ;’j;é
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G NBD
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NN
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0hA7d9 Ep-7 FT  GpAT  A°T 8p-27 (27 phaTds
r’ !

<
:1
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e

blll+maj7 iv-7 V7 bVImaj7  vii®7 i-maj7 iie7 blll+maj7

AS YOU PROGRESS IN YOUR STUDY OF THE VOICING CONCEPTS IN THIS 800K, IT IS IMPORTANT TO ALWAYS BALANCE YOUR UNDEZSTANOING OF THE
VOICINGS 8Y RELATING THEM TO MOOES/KEYS AND PRACTICING THEM IN A HORIZONTAL MANNE®.
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RHYTHMIC CONSIDERATIONS - SWING

ALONGSIOE THE STUDY OF THESE VOICINGS SHOULD 8E THE STUDY OF HOW TO APPLY THEM USING APPROPRIATE ZHYTHMIC
LANGUAGE IN B0TH SWING AND STRAIGHT-EIGHTH SETTINGS.

Fog MUSIC WITH A SWUNG EIGHTH-NOTE FEEL, THROUGH THE OILIGENT PRACTICE OF ONE SIMPLE RHYTHM--THE CHARLESTON
RHYTHM--A VEQY ADVANCEO-SOUNDING RHYTHMIC CONCEPT CAN 8E ATTAINED. EX. 9 ILLUSTRATES THE CHARLESTON HYTHM IN
ITS PRIME FOEM, AND EX. 10-11 ILLUSTRATE THE QHYTHM SEING DELAYED AND ANTICIPATED (RESPECTIVELY). ADDITIONALLY,

IF WE THINK OF THE PRIME FORM AS SOUNDING 'LONG - SHORT", WE CAN THEREFORE IMPROVISE WITH WHICH SIOE IS LONG AND
WHICH SIOE IS SHORT. 0%, WE CAN MAKE B0TH SIDES LONG 02 B0TH SIDES SHORT. IN TOTAL, WE HAVE LONG-SHORT VARIATIONS
AVAILABLE TO US: LONG-LONG, LONG-SHORT, SHORT-SHORT, SHORT-LONG. IF YOU COMBINE THESE VARIATIONS WITH THE
VARIATIONS IN EX. 9-11, WE'RE LEFT WITH A LOT OF OPTIONS FOR USING THE CHARLESTON QHYTHM!

Ex. 9
L 7 e

Ex. 10
u- / A A \

RHYTHMIC CONSIOERATIONS - STRAIGHT

THEZE ARE A MYRIAD OF OIFFERENT MUSICS THAT USE STRAIGHT-EIGHTH SUBOIVISIONS. FO? THE SAKE OF BREVITY, WELL TUST
OIVE INTO ONE HERE: THE BossA NovA. BossA NOvA IS A STYLE OF BRAZILIAN MUSIC THAT EMEQGED IN THE 1960s 4s A HYsgID
OF AMEQICAN TAZZ AND BRAZILIAN SAMBA. A MUSICIAN WHO HAS 2HYTHMIC FREEOOM WITHIN THE MUSICAL TEQRITORY OF
TAzz/B05SA/SAMBA WILL BE ABLE TO FUNCTION COMFORTABLY WITHIN MANY ODIFFEQENT STRAIGHT-EIGHTH STYLES OF MUSIC.
EX. 12 ILLUSTRATES A 8ASIC ONE-8AR B0SSA NOVA COMPING PATTEZN. BEAT ONE CAN EITHE? 8E PLAYED LONG @S IN THE
FIRST HALF OF THE EXAMPLE), 02 SHORT @S IN THE SECOND HALF). THESE EXAMPLES ARE SEST PLAYED EITHER FINGERSTYLE 0%
USING A HYBRIO-PICKING APPROACH.

Ex. 12
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Two FURTHER BossA NovA HYTHM CONCEPTS CAN 8E SEEN IN EX. 13-14 EX. 13 ILLUSTRATES HOW YOU CAN SEPARATE THE
BASS NOTES FROM THE REST OF THE CHORD @G‘AIN, WITH LONG/SHORT VARIATIONS). ADDITIONALLY, THE 8ASS CAN 8E MOVED
BETWEEN THE 200T AND FIFTH OF THE CHORD. AS A GENERAL QULE OF THUMS, WHEN THE Q00T OF THE CHORD IS ON THE FIFTH
STRING, YOU CAN MOVE TO THE 5TH OF THE CHO%D (ON THE SIXTH ST?ING) ON BEAT THREE. WHEN THE Q00T OF THE CHORO IS
ON THE SIXTH STRING, EMAIN ON THE 00T ON BEAT THREE.

Ex. 13

EX. 14 ILLUSTRATES A TWO-8A2 BOSSA NOVA COMPING PATTEZN WITH ALTEENATING 8ASS NOTES CAGAIN, WITH LONG/SHoRT

VAZIATIONS).
Ex. 14
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MAToR (I-V-l PROGRESSIONS DESCENOING IN WHOLE STEPS
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MINOZ 1I-V-| PROGRESSIONS DESCENDING IN WHOLE STEPS
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MaToR [-vI-lI-V PROGRESSIONS AROUND THE CYCLE
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TONAL PROGRESSIONS AROUND THE CYCLE
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STANDARD PROGRESSIONS
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BLUES PROGRESSIONS IN B° AND F
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QHYTHM CHANGES IN 8
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MaToR & MINOZ LicKk TOURNALS
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LONG 1I-V IoEAS

Roor

| gﬁ 07 6o
f@ :

N #A'7 07 GA7
jj AT 07 6o7
@ i

| gﬁ 07 6o7
%0

| gﬁ 07 6o
\ érlA-7 07 GA7
fé ?

\ érlA-7 07 647
f"? ?

| gﬁ 07 6o7
fé :

99




o
9 g
_ -
v
6 '
_ -
24 "
9 g
_ -
94 "
9 g
ITH GA7
W
g g
_ -
94 "
g g
_ -
I
6 '
_ -
94 "
g g
627

100




07

% #A-7 GA7
07

% #A-7 GA7
07

% #A-7 G'A7
07

1th A-

*‘2 | 647
07

% #A-7 GA7
07

%‘5 #A-7 GA7
07

A-7 G'A7
07

627

101




12TH
07
v
@ " 07 GA7
v
j? " 07 GA7
v
j? " 07 GA7
627

102




MINOZ Lick TOUENAL

SHoRT II-V IDEAS

oot
27T 07 A°7 0769 G-
A7 079 G- 427 0769 6
yoo -
0 az1 g9 G- U L ONS
& ﬂ
A7 0769 6 A7 0769 6
& ﬂ
5T A2 0769 6 427 0769 6-
A7 079 G- As7 079 G-
™ AT 079 G- A27 079 G-
A7 07t% G- Ac7 079 G-

103




L VN %7 079 G-
A7 0769 6 A7 0769 G-

i g7 979 G- 27T 07 G-
Ac7 07t% G- A27 07t% G-

13r4 A27 0769 6 A7 0769 6"
Ac7 0769 6 Ac7 0769 G-

&

v

104



LONG 1I-V IoEAS

Roor

ﬁ a27 0769 6"
ﬁ AZ7 079 6"
y a27 0769 6"
1y Ac7 0769 6"
&

; A7 0769 6
;W oo
yw 0769 G-
yw 0769 G-

105




5TH Aﬁ7
709
" =
Az7 709
™. - d
v
#27 769
p =
47 769
" =
ITH
27 769
" .
47 769
" .
A@7 709
1 ” d
v
A7 0769 G-

r

106




b
0769
b G-
079
b q-
0769
b G_
0769
i q-
:
0769
B G-
079
b G-
0769
b G-
079
X

107




1314 Az7 07@97 G-
A7 0769 G-
o
Ae7 0769 6"
A7 0769 G-

108




ALL THE THINGS You AgE

TEQOME KEEN

EI F-7 Eb7 Aba7
0ha7 097  §7¢n (o7
! fo =
e 87 EpaT
9 A7 A7 0769 GM
SSSSEE == e
3 /
8| 47 07 6o7
o S — &'—
17
péo7 8769 EAT C7dS)
C| g-7 Ep7 Apa7
25 |
0h27 C-7 807
5 || ——3—
g7 Ep7 Py Go7 0769

109



AU PeIvAvE

CHARLIE PARKER

F7 c-7 f7
': ) 4 = ¥ hu h j = | i A—; '; 1
) = i?i ' - = :
b7 2 A7 07
o , i I 7 P — ‘h y 4 -
y I
G- 07 F7 o Fg 7 7 ]
# ITI I 72 - :" - \ 4 ] —1 ) I -‘

13

110




AUTUMN LEAVES

TosEPH Kosma

W] e g o7 EpeT
5 I ': h —
[t 12
A7 79 G- 67 079 G-
fﬁ#&l | >
8 b
Ac7 0769 6-
13 h
¢-7 F7 gh27 12
b T = is —
17 |
€| pe7 0769 6-7 ¢ .7 g7
21
Epa7 A°7 07t% G-

0

25

111



BEATRICE

SaM RIvees

GpoTd FA7 EpATdD
%ﬁﬂ' —r —
EpATdLY 0-7 gp_7
== ,’\ ) |—3—|Ar —)
ghoT E27 AT -7
. & -
GpoTdtD F-7 GpoTdD

112



BLUE Bossa

KENNY DogHaM

¢-7 F-7
': : 2 = .E 2 =

027 qw&e) e-7

.
6 Se——

Eb-7 Ab7 oba7

— y o

10 -

027 37&97 -7
ﬁ'. I o m— __;'_ > H > :‘
14 ‘

113



HONEYSUCKLE R0SE

FaTs WALLER

EI G'7 ¢7 q_7 ¢7 3_7 ¢7 G'7 ¢7
':_J—J LT LT | = =
[T I2.
FAaT  F7 gho7 @7 FAT8p7A-7 07 FA7
5 i o
4 Q-7 F7 gha?
%& 3 H re
T —=
1
0-7 0,7 ¢7
%5 ! v oefeErs ==
5
¢ Q_7 ¢7 q_7 ¢7 G'7 ¢7 G'7 ¢7
T T T T
s & &
Fa7 F7 gha? @7 FAT g7 A-7 07
%“ == o = |

114



Laoy 8ig0

Ta0D DAMEQON

Y F-7 . gh7
" _ N b : l\l -
) — -‘I- N—" L
ca7 gh-7 Eb7
o= ) == T
4 = = T
5
Ap27 A-7 07
9
| 0-7 Q7 C27 EbT  AAT Ob7
Pl \i - | = z
? ; S| ‘e lo g

115



Me. PC.

TOHN COLTRANE

N—
——1

+ o & 5 %+

o &

v o o

C-7

F.7

& o #+ &

e-7

G7d797

116



SoMEDAY MY PeINCE WiLL CoME

FRANK CHURCHILL

|E| ghaT 07 EpaT 67
# C-7 67 C-7 £7
5
% to-7 choT ¢

= =

9

0-7 o407 -7 £7 |
%&: . o r P :
13 ‘
¢|"p.7 g o go7
b s
17

3bA7 G7 C-7 F7

117



Tace THE 'A" TeAIN

BILLY STRAYHOSN

|z| AT 071D
'5 o s = ——g — o
L 12,
67 E-7 A7 0-7G7 (27 6-7¢7

T=

0-7
2 .
i@j:.-. o —" =" — g St —

C S 07d 1D
9
4 < P S
19
0-7 67 Y 0-7 §7
9 . wl
? o =0 ; e |

118



TENO? MADNESS

SONNY ROLLINS

b7 Eb7 gp7 F-7 87
# 'Z—‘/—'—‘|5—9 7b' ¥ k'—ly-ﬁ' " g W
Ep7 gh7 67¢9
'—#p—‘rb' ¥ k'—'rj(', 7 — | —
6
e-7 F7 gh7 q7¢b97 e-7 F7
b e s TRy vple e 258 Mg e -

119



ON GREEN DOLPHIN STeEET (C)

BrONISLAV KAPER

EI Y C-7
%g_% = e ro— o
07/¢C ob27/¢C ca7 79
9 R —
i@ ~— y t C\ JO
0-7 67 Y
9
7 ’ —
F-7 8h7 EpAT 6’
& e — s
13
Bl a7 e-7
F - 3 o _
ki
\ 07/¢ ohe7/e co7 ATen
j'? = y o —o
2
0-7 /¢ 827 g AT /G F#27 879
9
9 ' 4
25
E-7 AT 0-7 67 07

0-7 q7

[ o]




ON GREEN DOLPHIN

Sreeet (E)

BrONISLAV KAPER

EI EbAT7 Eb-7
hi—r—17 ——p>
3
F7/Eb EAT/ED . Epa7 769
;ﬁ@
F-7 gh7 Epa7
f‘—’; . ) —
g | |
Av-7 Ob7 Gh27 8h7
ﬁ #, o Er ' b o € E
13
8| gpa Eb-7
% b6~ to
17 ——
F7/Eb EAT/ED ., Epo7 C769
F-7  /Eb 097 7 ¢-7 /g8 AT Q19
G-7 7 FT g7 BT FT g

i

L

~N
V-]

121



CONCERT

ST2ASB0URG/ST. DENIS

2oy Haeorove

gh-7 -7 Ob2T  F69  gh-7 (-7 b7 E769
‘ﬁﬁﬁﬁ_)é y J py J Y ) )4‘
T 17
0RIGINAL BASS' |N120 o
o ) = : ;I__, i 'qi',l" I_UFIH?‘§
y / [— | 2_
gh-7 0-7 Opo7 Ep7  AbL7 6276p27 E709
e Ly
PSS E=RE S - ) be
5
EI 8h-7 C-7  DhATETEY gp-7 c-7  DhaT FI69
%’ (pppp ddlo ¥ ETTSErEr i
9
8h-7 c-7 0ba7T  EBT ApAT F7¢%
Post o pifEhe o -
%‘ '—?"— |4 | E——— - | : y) ; Y
13
gh-7 C-7  QhATETEN g7 c-7  phAT 9
%ﬁ '.;_F_;_.¥ v ";—?—;——J‘—J‘: 'V‘r“l’ 3
17 ' '
Y. 3 O B S R TR 7Y F10)
Poso o piEIEL o st rs T
%ﬁ daciessSiEe—— st SR :
2

122




Bl gp.7 7 opaT  EN9 g7 (-7 OhAT  ETD
et T r el T Efr
2 |
gh-7_ ¢-7 Oba7 Eb7 Apa7 E709
_ F - Ze .I'. __.__I'_ - ;
29 |
«
gh-7 -7 pbAT B g7 Q-7 phaT EIED
S A 7 A - T 7 F769
7 ‘
o B c-7 o7 ENT AT F7(9)
e b5
Poar . = | *‘hfr'be-'-r o
B Tz UL T TN oS
I '

123



4

129




125




3.5

120




127




j PA)




00

3

125




1360




131




2.0

3

152




133




doiel-h

dhiel-h

doiel—h

dhiel-h

dhoiel-h

doiel-h

dhiel-h

doiel-h

134



doiel-h

dhiel-h

doiel—h

dhiel-h

dhoiel-h

doiel-h

dhiel-h

doiel-h

135



doiel-h

dhiel-h

doiel—h

dhiel-h

dhoiel-h

doiel-h

dhiel-h

doiel-h

136



doiel-h

dhiel-h

doiel—h

dhiel-h

dhoiel-h

doiel-h

dhiel-h

doiel-h

137



doiel-h

dhiel-h

doiel—h

dhiel-h

dhoiel-h

doiel-h

dhiel-h

doiel-h

138



doiel-h

dhiel-h

doiel—h

dhiel-h

dhoiel-h

doiel-h

dhiel-h

doiel-h

139



doiel-h

dhiel-h

doiel—h

dhiel-h

dhoiel-h

doiel-h

dhiel-h

doiel-h

140



doiel-h

dhiel-h

doiel—h

dhiel-h

dhoiel-h

doiel-h

dhiel-h

doiel-h

141



doiel-h

dhiel-h

doiel—h

dhiel-h

dhoiel-h

doiel-h

dhiel-h

doiel-h

142



doiel-h

dhiel-h

doiel—h

dhiel-h

dhoiel-h

doiel-h

dhiel-h

doiel-h

143



1)

1)

144



1)

1)

145



1)

1)

146



1)

1)

147



1)

1)

148



1)

1)

149



1)

1)

150



1)

1)

151



1)

1)

152



1)

1)

153



154




155




156




157




158




159




160




161




162




163




FIST YEAR

SCALES

MATO? SCALES IN 2 POSITIONS (EACH FROM BOTH THE 6TH AND STH STRINGS)
DORIAN SCALES IN 2 POSITIONS (EACH FROM BOTH THE 6TH AND STH STEINGS)
MIXOLYDIAN SCALES IN 2 POSITIONS (EACH F2OM B0TH THE 6TH AND STH STRINGS)

PHRYGIAN DOMINANT SCALES IN ALL 4 POSITIONS

OoO00Oa0

ARPEGGIOS

[ HOA 2-OCTAVE ARPEGGIOS IN MATOR FROM INDEX FINGER (R00TS ON BOTH 6TH AND 5TH
STRINGS)

[ VDA APEGGIOS IN MATOR (AT LEAST TWO SCALE PATTERNS ON 6TH AND 5TH)

VOICINGS

CLOSE POSITION TRIADS ON STRINGS 1-2-3 AND 2-3-4

SHELL VOICINGS WITH ANO WITHOUT 200TS

SHELL VOICINGS WITH 2NO STRING ADDED (WITH AND WITHOUT 200TS)

DEMONSTRATE HORIZONTAL HAZMONIC KEY UNOERSTANOING THROUGH MATOR TONALITIES

O0O00
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SECOND YEAR

SCALES

[ HARMONIC MINOR SCALES IN 2 POSITIONS (EACH F2OM B0TH THE 6TH AND STH STRINGS)
[0 MATOR BEBOP SCALES IN 2 POSITIONS (EACH FROM BOTH THE 6TH AND STH STRINGS)
1 MIXOLYOIAN BEBOP SCALES IN 2 POSITIONS (EACH FROM BOTH THE 6TH AND STH STRINGS)

ARPEGGIOS

[0 HOA 1-OCTAVE ARPEGGIOS IN MATOR FROM ANY FINGERING OF YOUR CHOICE (R00TS ON 4TH AND
300 STEINGS)

[ HOA 2-OCTAVE ARPEGGIOS IN HAZMONIC MINOR F2OM INDEX FINGER (200TS ON BOTH 6TH AND
5TH STRINGS)

1 VOA ARPEGGIOS IN MATOR (ALL SIX SCALE PATTERNS)

[1  VOA ARPEGGIOS IN HAZMONIC MINOR (AT LEAST TWO SCALE PATTEENS ON 6TH AND 5TH)

VOICINGS

CLOSE POSITION TRIADS ON STRINGS 3-4-5 AND 4-5-6

DR0P-2 VOICINGS ON TOP STRING SET

DR0P-2 VOICINGS ON MIOOLE STRING SET

DEMONSTRATE HORIZONTAL HAZMONIC KEY UNOERSTANOING THROUGH MATOR AND HAZMONIC
MINOR TONALITIES

O0O00
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THIRD YEAR

SCALES

1 MATOR, DORIAN, MIXOLYDIAN, ANO HARMONIC MINOR SCALES IN ALL & POSITIONS
[0 MELODIC MINOZ SCALES IN 2 POSITIONS (EACH FROM 80TH THE 6TH AND STH STRINGS)

L1 PHRYGIAN OOMINANT BEBOP SCALES IN ALL 4 POSITIONS

ARPEGGIOS

[0 HOA 2-OCTAVE APEGGIOS IN MELODIC MINOR FROM INDEX FINGER (R00TS ON BOTH 6TH AND 5TH
STEINGS)

[1  HOA 1-0CTAVE ARPEGGIOS IN HAZMONIC MINOR (R00TS ON 5TH AND 4TH STRINGS - ANY
FINGEZING)

[ VOA ARPEGGIOS IN HAZMONIC MINOR (ALL SIX SCALE PATTERNS)

[ VDA APEGGIOS IN MELODIC MINOZ (AT LEAST TWO SCALE PATTEENS ON 6TH AND 5TH)

VOICINGS

OPEN POSITION TRIADS MIOOLE AND 80TTOM STRING SETS

DR0P-3 VOICINGS ON LOWER STRING SET

D20P-2 VOICINGS ON B0TTOM STRING SET

DEMONSTRATE HORIZONTAL HAZMONIC KEY UNOERSTANOING THROUGH MATOR, HASMONIC MINOZ,
D MELODIC MINOR TONALITIES

O0O00
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z
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FOURTH YEAR

SCALES

MELOOIC MINOR SCALES IN ALL 6 POSITIONS
MATOR BEBOP SCALES IN ALL 6 POSITIONS
MIXOLYOIAN BEBOP SCALES IN ALL 6 POSITIONS
MELOOIC MINOR BEBOP SCALES IN ALL 6 POSITIONS

HALF-WHOLE OIMINISHED SCALE

OOOoOoao

ARPEGGIOS

[ HOA 1-0CTAVE ARPEGGIOS IN HARMONIC MINOR (R00TS ON 6TH, STH, 4TH, & 300 STRINGS - AT
LEAST TWO FINGEZINGS)

[ HOA 1-0CTAVE ARPEGGIOS IN MELODIC MINOR (R00TS ON STH AND 4TH STRINGS - ANY
FINGEZING)

1 VOA ARPEGGIOS IN MELODIC MINOR (ALL SIX SCALE PATTEENS)

VOICINGS

[1 0%0P-3 VOICINGS ON UPPER STRING SET
[0 OEMONSTRATE HORIZONTAL HARMONIC KEY UNDERSTANDING THROUGH MATOR, HAZMONIC MINOR,
AND MELODIC MINOR TONALITIES
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