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Foreword

There are great advantages to knowing what you’re doing with
your instrument on a technical level. Being educated in music
theory can help to expand creativity and awareness in expressing
yourself on your ax. Improvising Jazz Guitar provides a great
opportunity for a musician to learn the skills of modern jazz
theory.

In my most formative stage of musical development, I found
Joe Bell to be a fine private teacher. I feel that studying his book
is equally beneficial.

Steve Vai



Preface

The way to discover a new area of music-making is to make music.
Although that may seem to be rather obvious, you would never
know it from the way most books on jazz guitar are written. This
one is different. In this book you will explore ideas and ways to
play that yield immediate results. The method is to apply the
concepts as you learn them. This has two important advantages:
You will ultimately understand each idea better and more fully
and you will be developing elements of your own personal style
within the jazz idiom right from the beginning.

Improvising Jazz Guitar 1s set up in such a way as to allow you to
work at your own pace. Each chapter presents one main idea
along with plenty of examples, sample progressions or solos, full
explanation of the theoretical concepts involved, and suggestions
to help you begin to apply the technique to your playing right
away. There is no doubt that a lot, if not all, of the information
presented will be new to you. Be patient and keep in mind that
the book is designed to get you playing and understanding jazz as
quickly as possible. Although it may sound trite it is nonetheless
true to say that nothing worthwhile is easy. In other words, there’s
no such thing as a free lunch. To really play any kind of music
well you have to work pretty hard and jazz is no exception.

If you do get bogged down at any point, try to seek out a player
or group of players more advanced than you. Observing how a
more advanced player utilizes improvisational tools can clear up
many vagaries that we cannot via the printed page. Plus, you can’t
go swimming without getting your feet wet so jump in and jam.

Another word of advice to you as you go through this book:
Don’t get bogged down in the theory. Music theory is great in that
it allows you to understand why things work and so enables you to
make the most of your playing skills. For instance, a working
knowledge of major scales makes understanding modal scales a
snap. On the other hand, you will get a lot more mileage out of
learning a one-octave pattern for a modal scale and creating a few
simple solos than you will from being able to write one down on
paper. This is the spirit in which this book is offered: The theory
behind the techniques is here, the scale patterns and “rules” for
using them are here, but the accent is on playing, creating, and
enjoying your own music.



If You Can Play the Blues,
You Can Start Playing Jazz

One of the first things any jazz improviser learns to have fun with
is the blues, the ice-breaker at jam sessions since the beginning of
improvised music. One thing that makes the blues such a common
denominator is the deceptive simplicity of the chord progressions.
You may already know that most blues progressions are made up
of what are known as I, IV, and V chords. These numbers refer
to degrees of the major scale.

In C:
I II III IV V VI VII 1
C D E F G A B C

By substituting different chords for the ones usually used we can
increase the tonal color and excitement of a standard blues pro-
gression to make it sound more like jazz.

Chords

Let’s start out with this standard I IV V blues progression:
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* Throughout this book vou will find suggestions for chord voicings to use in playing each
progression presented. If vou know other ways to play the chords, feel free to experiment.




Each chord in this progression has its own distinct musical effect
on the listener. Let’s examine each chord a little closer. First of
all, this progression begins and ends with a C chord. This is the
I chord; think of it as home base. From the I we depart from a
musical area that sounds “at rest” and enter musical areas that
add tension and color to the sound. Finally we return to home
base.

The I chord sounds so solid because it is made up of tones
which we call inactive tones. The IV and V chords add tension to
the progression because they introduce active tones. To get the
idea of how active and inactive tones interact, try this simple
example.

First play this open-position C chord on the middle four
strings:

Now put your fourth finger down on the fourth string, third
fret to play a C Suspended Fourth chord.

X O X
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Notice how the F note you have added has caused tension in the
sound. F is an active tone in the key of C. It is the fourth degree
of the C major scale.

I II III IV
C b E F

Therefore, the complete F chord, F A C, because it has the F
note in it, adds tension to the C blues progression.

Now let’s look at the G7 chord. This chord moves even farther
away from the home-base chord of C because it adds two addi-
tional active tones to the sound. These active tones are B and D
(G7 = G B D F).



We are going to be making a lot of use of this concept of
active and inactive tones and chords. As an example, let’s try
introducing a simple ‘substitution’ into our classic blues progres-
sion. Instead of F, the IV chord, play D Minor Seventh, the

11-7 chord.
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It sounds great, but why? The reason lies in the similarities
between the F and the D—7. Let’s take a closer look at the F, or
IV, chord. This chord contains the notes F A C.
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In the key of C, D Minor Seventh is the II chord and is made up
of the notes D F A C; the same notes as the F chord with an
additional D note at the bottom.
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Because these two chords have three notes in common—espe-
cially the F, an active tone—the D Minor Seventh may replace

the F chord in the C blues progression. We may now say that C

FG7=CD-7G70or 11V V7 =111-7 V7.

Play the progression again and notice how the sequence 11-7

V7 I sounds just as complete as IV V7 I only jazzier. This
sequence (referred to as “two-five-one” or simply “two-five”) is

the most popular progression in jazz. The tunes “Giant Steps” by

John Coltrane and “Tune-Up” by Miles Davis are examples of

tunes which make extensive use of this chord sequence. When

the I11—7 goes to the V7 there is a real need for resolution to L.
(This is usually what happens, although sometimes this I is

minor and acts as the II-7 of another II V I sequence. More on

this later.)

Here are a few more simple blues progressions utilizing 11 V 1
sequences to get you used to the sound. Play them with an ear to

learning to recognize this all-important chord progression. Try
to relate these simple examples to songs you know.

A CW D-7(I1-7) G7(V7) C()

—

T — — — —— —— — i i A —" i A— — —
J

A D-7(11-7) (1)

oF

———FF —F— 7 i —" — — A— —

J

a G7(VT) F(IV)  D-7(I1-7) ) G7(V7)

D A

5L—1—17 77— 717 e e M d—"  A— A— — f—
J

2 ) D-7(11-7) () Cc7(17)

it ——1—F V iy’ — e e " — " A— i— —

)

a FOV) D-7(II-7)  G7(V7) )

'I\':‘ l’ y 4 y 4 y 4 y 4 y A y 4 y A y A y 4 y A y A y 4 y 4 y 4 y A

i ¥ 4 y 4 y A y 4 y 4 y A y 4 y A y 4 y A y 4 y A y A y 4 y 4

J

5 D7) G7(V7) () D-7(II-7)  G7(V7)

)’ 4

f\.“?f,’,’/ y i d— — 1—F——F——fF ——tFf—F—~F—4F—

10




L, cO C7(17) F(IV)  D-7(II-7) cl)  GHVT) C@ D7) GI(V7)
H y 4 y A y 4 y 4 y A ¥ 4 v 4 y 4 y A y 4 y A ¥ 4 y A y A y A
@_4 y 4 y 4 y 4 y 4 y A ¥ 4 y A y 4 y 4 y A y 4 y A y A y A y 4
J
N (1) C7(17) D-7(I1-7) G7(V7) C(D) G7(V7) )
?":\ —F—F—F 1————F 11— ——F 17— 77—
NIV
o
A G(V) F(IV) CcI G(V) D-7(11-7) G7(V7)
i y A ¥ 4 y 4 y A y A y 4 y A y A y 4 y 4 y 4 ¥ 4 y 4 y A y A y 4
@ y A y 4 y 4 y 4 y 4 y A y A y A y A y A y A ¥ 4 y 4 y 4 y A y 4
Y
(I1-7) (V7)

A (I C7(17) D-7(I1-7y G7(V7) C() G7(V7) ) D-7 G7
7177 7 7 7 7 F 7 F 77 tr 77 7
ANIY.A
o
For more practice, try transposing these progressions to the keys
indicated using the following sets of I, II-7, IV, and V7 chords.
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Key of F
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Key of G
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If you play with a pick, use four downstrokes per measure. If
you play fingerstyle, use thumb and three fingers to pinch the
four strings of each chord four times per measure.

Melody

Now that you have an idea of how easy it is to jazz up a simple
blues progression harmonically, let’s try adding some melody.
We will start by working with a major scale. The more you get
into jazz, the more you realize the importance of scales. To start,
here is a simple exercise.

First, play a C chord. Then slowly play the C major scale
below.
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Take the time to listen to the chord, then slowly play the scale
noticing how each note is affected by the sound first created by
the C chord. If you can retain the sound of the C chord in your
head, you should be able to hear that certain notes sound active,
or tense, and add color to the C chord while others sound
inactive and seem to blend into the sound. Here is the C scale
again showing the active and inactive tones.
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While you are thinking about this, try this eight-bar progres-
sion which makes use of the II V I sequence.

P C D-7 G7 C D-7 G7 C F D-7 G7
i "i‘ y g J 7 y A & & A y A AW AW 4 y AV A & 4 y A & A i y AW 4 y A y A A A i y F F J e
_@_4 r F & fF y A A A 4 r F F F g 7 F F g2 F F F y AW 4 y A AW 4 y 4 y F F F o
J
Now let’s add a head (melody) to these changes. If you cannot get
someone to play rhythm for you, just lay down the chord pro-
gression on tape and then play along with the recording. As you
play the melody listen to how the active tones sound against the
inactive chords. Also listen to the inactive tones against the active
chords.
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We can embellish this simple melody by adding a few extra notes

and syncopating the rhythm.
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The careful and deliberate use of active and inactive tones is
what gives jazz its various tonal colors. Try making up your own
melodies using the C major scale against the following progres-
sions. Use rhythmic variation and the active/inactive concepts
discussed here to create your own style of improvisation. Re-
member: Always listen and try to be musical.
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I hope that you were able to move right through this first
chapter and are making good use of the ideas about chords and
melody. It is important that you fully understand the concepts
introduced as we are going to be developing and working with
them throughout the rest of the book.

Something that you may want to consider at this point is
starting your own “Riff Diary.” As you experiment with the ideas
in each chapter you are going to come up with certain riffs—
both melodic and chordal—that you will want to remember.
Actually writing these licks down in a notebook will give you
valuable practice in transferring your ideas to paper but you may
find it easier to record them on cassette. Either way, by taking a
moment to make a note of each riff and the concept or situation
to which it applies you will be creating a personal thesaurus of
ideas to practice and work with.



Modal Jazz Is as Simple as
Playing a Major Scale

There comes a time when all musicians, as their interest in jazz
increases, hear about modes. Simply speaking, the modes are scales
created through the displacement of the major scale. In other
words, the major scale has a set arrangement of whole and half
steps which may be conveniently altered by starting the scale on a
degree other than I.

Below is a chart based on the key of C that will introduce you to
the seven modes.

The Modes

Ionian the “normal” major scale

7
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Dorian the minor scale built on the second degree of the major
scale. Its characteristic tone, which distinguishes it from
the ‘natural minor’ or ‘Aeolian’ scale (see below), is the
raised VL.
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Phrygian the minor scale built on the third degree of the
major scale. Its Spanish flavor is due to its char-
acteristic tone, the flat II.
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Lydian a brighter major scale (with a raised IV) built on the
fourth degree of the major scale
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Mixolydian the major scale containing the dominant (flat) VII
built on the fifth degree of the major scale
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Aeolian the “normal” minor scale. Also known as the relative or
natural minor, it is built on the sixth degree of the
major scale.
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Locrian the minor scale containing a flat V and dominant (flat)
VII built on the seventh degree of the major scale
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Here is a chart that demonstrates the interrelationships of the
seven modes.

Locrian

Mixolydian

Phrygian

Ionian
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Dorian

Lydian
Aeolian

The Dorian Mode

Probably the most commonly used of these modes in jazz (with
the exception of the Ionian, or major, scale) is the Dorian mode.
The classic jazz example of Dorian-mode playing is “So What” by
Miles Davis which moves back and forth between D Dorian and
Eb Dorian. Another good example is the guitar solo from the
Beatles’ “Taxman.”

Here is a chance for you to play a few Dorian-mode scales.
Have someone play this chord progression while you play the
melody which is based on the scales that correspond to each
chord. Start out slowly and try to be accurate with the rhythms
as notated. Using a metronome or rhythm box to set the tempo
might help.

chord scale

D-7 D Dorian (C major scale from D to D)
c-7 C Dorian (Bb major scale from C to C)
Bb—7 Bb Dorian (Ab major scale from Bb to Bb)
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Notice that the fingerings for all three scales in the example
above are identical even though the D Dorian scale starts on the
fifth string while the other two begin on the sixth. Here is a
diagram summarizing these scale patterns to help you learn
them.

Root on @ and @
|
o
2]

Root on @ and @

il 200
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As you get familiar with the sound and feel of these scales,
make sure that you are trying to play musically. In fact, you
should always try to bring something from your own personality
to every musical situation.

Let’s play through another example of modal jazz. Here is a
progression that is slightly more complex than the one you have

just played.
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Now here is the same progression with a modal melody added.
Take note of which scales are used in this head and then use the
same scales for blowing (soloing).
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The Ionian, Mixolydian, and Lydian Modes

Time now to make some use of a few other modes. Consider this

progression:
X X X
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These are the modal scales that you would use for each chord.

G7 = G Mixolydian
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Cmaj7 = C Ionian
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Db maj7 = DbLydian

Abmaj7 = AbLydian
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And here is the example complete with melody added.
D-7 G7 Cmaj7 Fmaj7
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As you begin to catch on to the modal-scale concept you have
probably noticed that although the modal scale for each chord is
different, it is very often the case that a sequence of several of
them will be derived from the same major scale. For instance; in
the example above, the first four scales—D Dorian, G Mixolyd-
ian, C Ionian, and F Lydian—are all derived from C major. It is
important not to get caught in the trap of thinking in C
throughout these changes. When you use these scales to im-
provise, be sure that you observe the shifting tonal centers even
though the fingering patterns of some of the scales are identical
to others.

Before we examine when to use each type of modal scale, let’s
go over this method which should make it clear how to find each
scale in any key.
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How to Find a Modal Scale

D
2)

3)

1)
2)

3)

Y
2)

3)

You want to play in F Lydian.

First ask yourself, “Which major-scale degree corresponds
with the Lydian mode?” Ionian is I, Dorian is II, Phrygian is
III, and Lydian is IV.

Knowing that the Lydian mode is built on the fourth degree
of some major scale, you must now ask yourself, “In which
major scale is F the fourth degree?” Counting down four
degrees from F (F E D C) we arrive at the note C. There-
fore, F is the fourth degree of the C major scale: F Lydian
scale = C major scale from F to F.

Here is another example:

You want to play in B Dorian.

Ask yourself, “Which major-scale degree corresponds with
the Dorian mode?” Ionian is I, Dorian is II.

Now ask yourself, “In which major scale is B the second
degree?” Counting down two degrees from B (B A) we
arrive at the note A. Therefore, B is the second degree of

the A major scale: B Dorian scale = A major scale from B to
B.

Here is one more example:

You want to play in C Aeolian.

Ask yourself, “Which major-scale degree corresponds with
the Aeolian mode?” Ionian is I, Dorian is II, Phrygian is III,
Lydian is IV, Mixolydian is V, Aeolian is VI.

“In which major scale is C the sixth degree?” Counting down
six degrees from C (C B A G F E) we arrive at the note E.
However, looking at the E major scale, we see that the note
C'is sharped. So an E major scale will give us a C-sharp
Aeolian scale. To play a C-natural Aeolian scale you must
use an E-flat major scale from C to C. (You can see how
important it is to have a working knowledge of major scales.
You will get some help in the chapter, “How to Practice
Scales.”)
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Summary

I am sure that you still have questions about how to use the
modal scales you have been playing. The following chart will
answer some of them. (The rest will be answered—I hope—by
the time you finish this book.) The chart is a summary of which
scales go with which chords. These are the basic relationships
between the most common chords in any given major key and
the modes that they imply. There are no fingerings given with
the scales because it is easy to derive a practical way to play any
one of them by using any of these three C-major scale patterns.
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Each one of the modal-scale patterns that you have used to
play the examples in this chapter came from one of these three
major-scale patterns. Go back and see if you can identify where

each modal pattern came from.

I, 16, Imaj7 (C, C6, Cmaj7)
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. . * (@) © & ]
Mixolydian {fs— @) ©
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J
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Harmonizing the Major Scale

In the last chapter you got some practice in major-scale patterns.
In this chapter we are going to look at major scales in a different
light. This way of looking at scales will help to make clear a lot of
things about chord progressions and harmony in general. This
will in turn help you with your comping (rhythm playing).

Diatonic Seventh Chords

Each note within a scale may be harmonized to create a four-
note chord made up of notes only from that scale. I guess that
that is an earful but it is really not too difficult to understand.
The major scale contains seven different notes and, therefore,
we may derive from it seven different chords. (Out of these
seven, we have already seen four of them on a pretty regular
basis.)

In the first chapter we learned to refer to each scale degree
with a Roman numeral.

4
 fan Ty O © —;
ANV £ [® ] <7
¢ © O ©
I 1 111 v A\ VI Vil I
Using only the notes from the scale, we can harmonize each scale
degree by adding thirds above it to create these chords.
/) ¥ 3
P A
{os—¢ : 5
NV - -
¢ © C
II 11 v \' V1 Vi I

Each of these chords contains only notes from the C major scale.
Because of this they are said to be diatonic to the key of C. This
sequence of chords is often known as the diatonic seventh chords
of a particular key.

Up to this point we have discussed four different types of
diatonic chords: I(maj7), II-7, IV(maj7), and V7. Here they are
in the key of C:

. i Fmaj7 G7

Cmaj7 P7 _(_)J_ e

. Ty S, 38
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Imaj7 I1-7 IVmaj7 \'4

26




You know from the first chapter that D—7 and F(maj7) are very
similar because the F note is an active tone. So we can group
these four diatonic seventh chords in this way:

Active “More” Active

I1-7 and IVmaj7 V7

Inactive
Imaj7
Now let’s look at the remaining three scale degrees and the
chords that they produce. First of all, the three remaining
chords (I1I, VI, and VII) are all minor. The III and VI are both
Minor Seventh chords. Let’s look at how these chords are con-
structed.

The III-7 and VI-7 Chords

In the key of C, the III-7 chord is E~7 and is spelled E G B D.
The VI-7 is A—~7 and is spelled A C E G. Notice the overall
abundance of inactive tones; no F or B note in either chord, only
a mildly active D note in the E~7. These chords are therefore
inactive minor chords when they are used as part of a diatonic
chord progression. In other words, if the chord progression uses
I, II—-, IV, and V chords the II1-7 and VI—7 may be sub-
stituted for the I chord in order to create an inactive, or “tonic-
like,” sound. Imaj7 = I1I-7 = VI-7 because of their inactive
tones.

To illustrate just how well this works, let’s revive one of our
simple tunes from the first chapter.

Cmaj7 D-7 G7 Cmaj7 D-7 G7
e = ! N— > ==
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, Fmaj )
Cmaj7 maj7 Cmaj7 D-7 G7
> [ ] — T —
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 \— L —— D 3 —3 A —— 3 3
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By selectively replacing some of the C Major Seventh chords
with E—7 and A—7 chords—plus, don’t forget that D—7 may
stand in for Fmaj7—we get a variation on the original that
begins to sound like something.

X X X X

1 THF lxI rx 0 X
. B
! T
,  Cmaj? D-7 G7 E-7 D-7 G7
<t 7 1 1 [ ‘tr s+ 4 AF o f 7 77
o Imaj7 1I-7 V7 I-7 11-7 V7
inactive active more active inactive active more active
X P X X x x b S
1 (3
] [TT
P Cmaj7 Fmaj7 D-7 E-7 A-7 D-7 G7
)” A
@ ——1—1—F 1—41—1—F 7——F—F 17— 11—
Y
Imaj7 IVmaj7 II-7 17 VI-7 11-7 V7
inactive — active I L inactive —e—————ud  active more active

Although the harmonic structure of the chord progression has
been changed, the tune sounds pretty much the same as our
simpler version of it.

Take some time to play around with this concept applying it to
songs or tunes you know. Keep in mind, though, that these are
not ironclad rules; sometimes substituting a III-7 or VI-7 for I
will sound contrived or, worse, just plain awful. Have fun but let
your ear (and your good taste) be your guide.

The VII-7b5

Let's now look at the remaining diatonic seventh chord, the
VII-7b5 (B D F A in the key of C). (The VII-7b5 is some-
times called a ‘Half-Diminished Seventh’ chord and represented
by the symbol, #7.) Here we have three active tones, B D F, and
one inactive tone, A. Clearly this is an active chord considering
all of the active tones it contains. In fact, since the active tones of
the VII—7b5 are the same as those of the V7, it often makes a
good substitution for the V7. Here are two ways to play B-7b5;
one with the root on the fifth string and the other with the root
on the sixth. Try slipping it into some of the progressions above
in place of a V7 chord.

W X X

o
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Here is a chart that summarizes the relative amounts of activ-
ity and 1nactivity of all of the diatonic seventh chords:

Inactive

Imaj7
1117
VI-7

Active

I1-7

IVmaj7

Building on I IV V

With this information, we may expand our original understand-
ing of I IV V progressions into an understanding of other
progressions; for instance, I II-7 III-7 II-7 V7. This progres-
sion is often used as the introduction to a song. It may be
repeated over and over until the song actually begins. Progres-
sions used in this way are sometimes referred to as vamps. Many
times you will see written above an intro like this, “vamp until
cue” or “vamp until ready.” This means to repeat the progres-
sion until the vocalist or soloist is ready to start the song.

Let’s try playing this I IT III II V vamp in F. As you are
vamping, notice how the active G—7 chord bridges the inactive
chords Fmaj7 and A—7 on the way up to give a pleasing, scalar
type of sound to the progression. On the way down it sets up the

V7 chord (I1 V I).

T
1 2
L§TTTE s

ars ool

“More” Active

V7
VII-7b5

5 Fmaj7 A7 G-7 C7
) A1
fﬂ‘; > ———F—1 v 17— 1—F—41—F —F—4—+41—
Y, Imaj7 -7 1-7 11-7 V7
To finish up, let’s examine a few progressions that build on
our original I IV V blues progression by incorporating diatonic
seventh chords. As you practice these examples, try to get used
to what the diatonic seventh chords are for each of these three
commonly used keys. As an exercise, try playing each one in the
key of C by reading the Roman numerals instead of the chord
names.
P " X
1 1 11 11 i
Key of T x i v 3
G: TTT F ‘ RA T
Gmaj7 A7 F#-7b5 E-7 B-7
#& y 4 y A y A y A y 4 y A y 4 y 4 y 4 y A y 4 y 4 y 4 y 4
’\Q ‘,i y 4 y 4 y 4 y A ¥ 4 y 4 W 4 y A y A Y A y A y 4 y A
Y Imaj7 -7 VII-7b5 VI-7 17
X X x X
i } |
1 ]
3 H
Cmaj7 A-7 D7 Gmaj7
# y 4 y A y 4 y 4 y A y 4 y 4 y 4 y A y 4 y 4 y 4 y A V 4 y 4 . =
'\’l\u y A y A y A y 4 y A y A y A y 4 y 4 y A y 4 y 4 y 4 y 4 y A ) =
Y IVmaj7 117 V7 Imaj7
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X x ™
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X | X X X
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x l)( x x Fxl T X /‘\Xi
{ ‘ 113
Vg v v T VII
Key of % T Al ' ﬁ
_pBbl: Bbmaj7 D-7 G-7 Ebmaj7 F7
W .. L" y A y 4 y 4 y 4 ¥ 4 y A y A y 4 y 4 y 4 y i ¥ 4 y 4 ¥ 4 y 4
’QTI 174 2 y 4 y 4 y A y 4 ¥ 4 ¥ 4 y 4 y 4 y A y A y A y A y 4 r 4 y 4
) Imaj7 I1-7 VI-7 TVmaj7 V7
X X X l" x X X X XX
flt 111 1
IX 1X,
’_?-’—?__ Tl . o ﬁ Y “#‘
. G7 D-7 c-7 F7 Bbmaj7
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J V1-7 II1-7 II-7 V7 Imaj7
This next is an exarﬁple of aI VI II V progression; a very
popular jazz/pop sequence. This sequence, and others like it, is
often referred to as rhythm changes (named for the Gershwin
tune, “I Got Rhythm”).
X x X l lx [’xT . X p-S
Key of : i ! l
F: Emaj7 D7 G-7 C7
gj’rb;z:/ 7 F—77Fr77r t7r 7 F T F T F F—
J Tmaj? VI-7 -7 V7
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Here are some variations of I VI I1 V that you are sure to
come across. Notice the substitution of III—7 for I in the last two
examples. (We will get into the substitutions used for VI and V

in the very next chapter.)

)I(I | x IX i x X A { lr | x
|
D: 1 T 1
* Dmaj7 B7 E-7 A7
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@_n_é y 4 y A y 4 y A y 4 y 4 y 4 y 4 y A y 4 y 4 y A y 4 y 4 y A y 4 0 =
Y Imaj7 V17 117 V7
X X x x x X X X
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Y] Imaj7 vi7 7 V7 ]
X x le l" x X X X
HH i HH
Key of = VHF Vﬂﬁ v
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A G-7 Cc7 F-7 Bb7
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Y -7 vI7 n-7 V7
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oS —7—7—7 7 —7 77 —7——7—7 7777
N |
J -7 mIb7 11-7 b7
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The II-7 V7 Progression

You may well ask, “Why an entire chapter on just two chords?”
On the other hand, the fact that the II V sequence crops up so
often may have caused you to realize that there is probably
something kind of special about it. Let’s take a look at what this
special quality is.

From what we have learned about inactive and active tones
and chords we may say that a diatonic II V I sequence moves
from active (II1—7) to more active (V7) to inactive (Imaj7). This
tension and release produces a kind of climax known as a resolu-
tion or cadence. A typical jazz chord-progression may include
several “mini-climaxes” made up of II V sequences causing the
tune to wander through as many keys. As an example, play this
short progression in the key of C:

X X X X X X XX X X X X XX X
i l |

‘$ - ’I H v [ H I H

2 ] ] 2 o [T® 1]

T G R AR

A Cmaj7 D-7 G7 E-7 A7 D-7 G7 Cmaj7

#‘ b y 4 y 4 y 4 Y 4 y 4 y 4 y 4 Y 4 Y 4 7 y 4 y A y 4 y 4 y 4 y 4 0 77
y /R 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 7 y 4 y 4 y 4 y 4 y 4 y 4 y 4 . Y4

I am sure that all of you immediately realized that D—7 to G7 is
I1-7 to V7 in C. I hope that you also recognized the following
E—7 as the II11—-7 standing in for the I chord. But what about
E—7 to A7 that brings us to the repeat of the C-major I1 V
sequence? These are the I1-7 and V7 chords in the key of D.
They tell you that the tonality has temporarily shifted from C
major to D major. Although this II V sequence in D seems to set
vou up to go to a D Major chord, the resolution is actually to
D—7. This along with the G7 immediately following signals that
vou are firmly back in the key of C major.

You will want to learn to recognize the II-7 V7 progression
whenever it appears. Start analyzing tunes you know and looking
through songbooks and fakebooks with an eye to identifying the
[1-7 V7 sequence. You will find it everywhere! When you rec-
ognize a II V, take note if it is diatonic or if it is in a different
key. A few perfect examples to get you started:*

“I Got Rhythm” (George Gershwin)

“All the Things You Are” (Jerome Kern)
“Giant Steps” (John Coltrane)

“Tune Up” (Miles Davis)

* You will find progressions similar to these and other jazz standards in the section “Solos” in the
last chapter.
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II VI in Minor

When the II V sequence resolves to a tonic minor (‘tonic’ is
another name for ‘root’ or ‘I’ so tonic minor = I-), it is common
practice to alter the II-7 and V7 to make them II-7b5 and
V7b9. This variation sets up the minor tonality in a strong and
definite manner as you can hear from this II-7b5 V7b9 I- in

A minor.

X b 3 X
| X1 Ll
11 [
Vv ! v - Vi bl
24 34 2 L) 3
)
B-7b5 E759 A-
%2 7 F 7 77 7 7 77 7 7 y A A S 4 7 7 7 7 y 4
Y A A A 4 277 41— 7 447 y AN A A 4 y A A A— y 4

A Common II V Variation

Let’s take a look at the properties of the two most active tones of
the major scale, the fourth degree and the seventh degree.
Together they form what is known as a tritone. (The name
‘tritone’ comes from the fact that this interval consists of three
whole-steps.) From the third to the seventh degree of a Domi-
nant Seventh chord is a tritone and it is this dissonant interval
that is responsible for the highly active sound of the chord. Here
are the tones that make up a G7 chord:

GBDF
I III V VII

From B to F is the tritone interval in this G7. Now let’s pull this
tritone out of the G7 chord and reverse the functions of the two
notes. We can do this because a tritone covers exactly half of an
octave: Three whole-steps = six half-steps = one-half of a
twelve-tone, chromatic scale (‘chromatic’ means moving by half
steps).

| octave
Ja)

7 S

[ £ n Y

ANAV 4 (@ ]

J o

L——tritone —d b= tritone —
B F B

This new tritone, F to B, must belong to a new Dominant
Seventh chord. In this new chord F will be the third and B will
be the seventh.

? F? B
IIII V VII
Counting down from F (III) to find I, we arrive at the note D.

DEF
I II III
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However, a D7 chord has F# as its third so D cannot be the root
of the new chord we are trying to find. The Dominant Seventh
chord that calls Ff its third is Db 7. Here is the Db major scale:

i pb Eb F Gb Ab Bb C Db
A0, Py (8 ©
L 4 Y [} © 2 —
J o o
I 11 I v \'% A% | VI I
If we pull out the I III V VII from this scale and flat the
seventh to make it a Dominant Seventh chord we get Db F Ab
Cb. Cb being the enharmonic equivalent of (sounding the same as) BE,
we are sure that our new Dominant Seventh chord is Db7.
A Db7
)’ 4 I
f"f(ﬂ b or [9.34
ANEY.J 1 (@ ]
.) V<( [
Because these two chords, G7 and Db7, share the same tri-
tone, B to F and F to B, one can substitute for the other in
almost any jazz context.
Here is an example for you to play; you will recognize imme-
diately the familiar sound produced by this common substitution.
X x
— 1] 1
v‘% :
5 Cmaj7 D-7 G7 Cmaj7
fo—T1—F y F y i y y it y s y i y
AN A 3
)
substitution
for G7
¢
" Cmaj7 D-7 Db7 Cmaj7
s y i y 7 y i 7 i y y y 7 7
ANEV 4

e
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Here is the same progression in Gb.

X X X X x X

T ILRBA IR

A Gbmaj7 Ab-7 b7 Gbmaj7
2 P s
(s v y it / y i y y y y y y y 7 4 -
o

substitution
for Db7

" Gbmaj7 Ab-7 G7 Gbmaj7
B
(2o ) y it y 4 y y y y & y i y y & y 7 y
Y] X X

T
Tt
This simple substitution, called SubV (“sub-five”) produces a
characteristic chromatic resolution in the bass voice of the chord
progression. It is even more obvious in this next example:
x X _ X X X x XX % X e xx X
| 1__4: H 1 1L lL
11 -
2 Vil :&2 \ARBK Amp: n HK 1N
I :EF HH :?: 4 ai E & .

A Cmaj7 E-7 A7 D-7 G7 Cmaj7
kb7 7 I I 77 F 7 777 F [ F 7 7
J

SuPV Su})V

,  Cmaj7 E-7 Eb7 D-7 D57 Cmaj7
I{ "’i Y 4 y A y A y 4 y 4 y 4 y A y A y A y 4 y A y 4 y 4 y 4
M y 4 Y 4 y 4 y 4 y A y A y 4 y 4 y 4 y A y A y 4 y A y A y A
.J Xlxl x x X x

1

=
e

TTrT®14

The smooth chromatic motion of E to Eb to D to Db to C sounds
really neat.

There are two easy ways to find the SubV without going
through the entire process outlined above. One is to remember
that its root is a tritone away from the V chord for which you
are substituting it. The tritone relationship is an easy pattern to
remember on the bass strings of the guitar.

M
S

o

tritones
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The other way is to notice that the root of the SubV is always
one half-step above the chord to which it resolves.

G7 Db7 Cmaj7
10 ] &1'!' 2¢)
4__—— hZd /% @]
&gﬁ — Fo
¢ 70 o
L tritone —J L half step —
\ 4 SubV Imaj7
B L S >
A7 Eb7 Dmaj7
+1 € ©
+—H D€} (@)
& —o m B
— vy O
=
L tritone ———i L——half step ——d
v7 SubV Imaj7
+
— : %
B ey
&
A C7 Gb7 Fmaj7
Ty P €3 (@)
D © i 8
J - — O
bor =
L tritone il half step ——-
v7 SubV , Imaj7
: = =
= & 3

A Further Variation

We can apply the same process we went through with the V7
chord to the I1-7 of any II V I progression to produce a Subll.
In other words, we may substitute a Minor Seventh chord whose
root is a tritone away—or one half-step above the root of the
chord of resolution—for the I11-7.

Where once we had two chords to bring us to I (D7 to G7),
we now have four (D—7 to Ab—7 to G7 to Db7). This relation-
ship is neatly expressed in this box diagram:

D-7 G7

Db7

Ab-7
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Starting on any of the chords in the box and following the
arrows produces an acceptable jazz resolution, or cadence. Thus
the diagram above translates into the following progressions.

D-7 G7 C
D-7 Db7 C
D-7 G7 D7 C
D-7 Ab-7  Db7 C
D-7 Db7 G7 C
D-7 Ab-7  Db7 G7 C
D-7 Ab-7  GT Db7 C
Ab-7 Db7 C
Ab-7 G7 C
Ab-7 Db-7 G7 C
Ab-7 D7 G7 C
Ab-7 G7 Db7 C
Ab-7 D.7 G7 D7 C
Ab-7 D7  Db7 G7 C

G7 Db7 C

Db7 G7 C

Here are two more box diagrams for you to play with. Figure
out all of the possibilities contained in each one.

G-7 C7

——~F
b2

B-7 —E7

| ><]

F-7 Bb7

A




Now, find and write in the SubV chords in the following exam-

We will look into Il V progressions some more (including
which scales to use for improvising over them) when we get to
the chapter, “Playing Through II V Changes and Other Sur-

prises.”
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Here are four major-scale patterns that you should know. We
have already used parts of Types 1, 2, and 4 to find modal

patterns in C major.

How to Practice Scales

Type 1
| £ an WA

|4

4
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Type 2
Type 3
Type 4
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These four in-position scale patterns are all moveable because
they do not use any open strings. Begin practicing each one slowly
until you have learned the pattern. Next try moving each pattern
up the fingerboard keeping track of what key you are in. (Type 1
in second position, as shown above, is a C major scale; so in third
position—up one fret—it becomes C# or Db; in fourth position it
is D; and so on.) Then try playing each pattern starting on the
second, third, fourth, fifth, sixth, and seventh degrees. This way
you can easily create all of the modal scales from any one of these
patterns.

As an example, look what happens when we begin each one of
these scale patterns on E.

Type 1: E Phrygian

3 ., 2 4 (———
ol 1 1 1
e—p T e — {
1 1 p———— 1 i
L \—— 1 I 1 }
I | 1 2 a £ .3 .5 .3 I3 A 2 { { } H
e - e
-B—4—  — ] | ~—— " i)
Type 2: E Aeolian
_g Q 2 2 4 [e———
1 i - H o i T i
| i » F I F & j @ I
| . - rn t [ 1 ! &
T 77— } 1 1 3 = 3 f Y |
* % 1 i Fy y = 5 ; = y 2 I I 1
X 2 a = 2 4 5 } t t 5 Pad - = a P\
oy 7 5 t f 1 ] T t t t 5 2 1]
B 1 1 | —e— 1 I 1]
Type 3: E Dorian
Q N 2 4 [e—— ———
<¥ T il 1 1 — |
e— 2 e e
1 ! 1 T &
T f I 1
ool 4 : } { q! a 2 3 5 .3 12 a " l } 1
A 2' -" 5 - ‘-' I { { ! J] .‘ .i,‘ 5l _‘" 2'
—B———4 — 1 !
Type 4: E Mixolydian
%
= 2 ——
1 - P = e - 1 = w _— = 1
%:":{l_d . - . ! ] — o
i ) _
i f 1 1 1
* 4—1 1 T - y 2 ol el 3 2 a > ——1 1
e —_——
—B— 3 N — \ '
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Because these four major-scale patterns are each moveable, the
modes contained within them are also moveable. Let’s start on Bb
(a note that is not found in any of the scales as presented above)
and play a Lydian scale using each pattern.

Type 1: Bb Lydian

{
2 4
. 1 3 A -
27 L)
g 'E 2 Y - ot = © 1 o
i i —1 ' 1
ry) — |
T | & T — - !
- y /- 16 1 1 f !  — I I i 8-
L | 1 B—— I
Type 2: Bb Lydian
4
- 2 L 4 o4 e £ >
n ¥
N : I [F :1‘ _—}F l" —
—
T 2 I I ] )| |
; = { Il O\I IA! ‘zL "2' 4 15 14 .’2 ~ n4 I
B—4 13— S —— % ] I J
Type 3: Bb Lydian
{
o e e e o I
o ¥ < 3 4 1 : >
2 1
T A ] 1 1 ! 1 1
- x ] 1 1 1 1 I | | 1| 1 E—— n
77— ] Pm—— — 7—= 7 5 T 1 j
_B l*‘ 6 a‘ - L a Ld 4 8! él
Type 4: Bb Lydian
T e — = — =
D4 [ . ’ T
Y,  m——— I
M F 3 6 y -3
—4— 3 7 5 6 8—r— = 8
o —— t l i ! : —

Try this trick with a variety of keys and modes; just follow these
steps for each pattern.

Example: To find G Phrygian using Type 3 major-scale pat-
tern.

1) Determine on which degree of the major scale the mode
begins.




Ionian (major) starts on I

Dorian starts on 11

Phrygian starts on 111

Lydian starts on IV

Mixolydian starts on V

Aeolian (natural minor) starts on VI
Locrian starts on VII

2) Count up or down to that degree in the scale pattern you

are using.
3%
(B = i =
Y] O © O o p— — p— — —
Di o -
I II I or I VII VI v IV III
¥
A
B & ® % H ® o & &= 3 5 Eﬂ
3) Move that note to the tonic of the desired key.
g LIDI PEY (@) © — 2 = H
| £ oo WA PEY [@ ] ~7
AN2 Y ©
J
; ; ®
% = 5 3 5 = @ © a
& =74
D
or
£ |
1 2
12N
&V O
.‘jv — e P O © L) -« H
o © < 1 3 4 ! !
1 2
T
A P}
& 7 ) &

Major-Scale Workouts

After you have begun to get the in-position major-scale patterns
under your fingertips, you will need some method for practicing
them. The preceding section provides some starting points for
developing such an order. Many other ideas and patterns may be
found in the method books by Arban, Klose, Hanon, Czerny,
and Simandl listed in the Bibliography. Although these are not
guitar methods, they are excellent and intriguing sources for
scale and chord exercises (plus being good sight-reading prac-
tice).
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For now, here are some purely guitaristic patterns to use in
practicing scales. Use a metronome to keep the beat steady but
vary the tempo from time to time. Also try varying dynamics and
adding accents so that, although these are purely mechanical
patterns, your practicing sounds more musical.

Order for Scale Practice

1) Practice scales moving up and down chromatically.

Type 1: C C# D D4 etc.
Type 2: G Gi A Af etc.
Type 3: D D§ E F etc.
Type4: A A% B C etc.

2) Practice scales going up by whole steps. Use two separate
starting points to cover every key.

Typel: C D E F# etc.

CiDEF G
Type2: G A B Ct
G A C D
Type 3: D E Fi G#
Dt F G A
Type4: A B C# D4
A C D E

3) Practice scales moving around the circle of fifths clockwise.

Bb
Eb

Ab

CH B
| 3
(Db) Gh) (Ch)

4) Practice scales moving around the circle of fifths coun-
terclockwise (i.e., the circle of fourths).

Circle

of
Fourths

Gh’
(B) (F3) (CH)
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Patterns for Scale Practice

1) Practice scale patterns in diatonic broken seconds, thirds,
fourths, fifths, etc.

Py seconds: o . , [ .
XD I ‘l { J ! l l dl » [ — etc.
-
A thlrds:‘ . ____!
= 1 { & etc

A fourths: o — pu—
ﬂ_f:i = i r ! = etc.
J - —
Hgg ) " » & » ~ - etc.
o - L__. | E—
2) In groups of four notes:
/) gt ————
m— 1 1 f T 1 tc.
1 1 1 ‘l H etc.

3) In groups of three notes using triplets (V= down-
stroke,M= upstroke):

T 1 T J _‘I___i J_H—F— etc,

4) In groups of five notes using eighth notes and triplets:

HVRVHHVHVH

= v vy mv Ry
n 3 ) -
I J— 1
' ' ! oo
-3

) o {—
- tc.
EEES e ="

Y
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6) A third up and three scale steps down:

o)
7 — —— = — erc.
J * ¢ - ¢
7) Two more triplet patterns:
myRyvmA
™ x e Y r‘\‘ 3
# 3 ) 3 3 f 2 — — T
&y 2% } —— o W —g—w— °IC.
Y, & e s
myvEYAY
mvmHmR VA 3 3
A <) | 1 Il { ]
% " 1 ] l etc.
+ ¥4

Notes on Technique
I) Try to practice your scales with a full, rich tone.
2) Remember to use alternate picking (down-up, down-up).

3) If you aren’t already using a medium or stiff (heavy) pick,
now is the time to start.

4) Try to break up your practice time. There is no reason to
practice for an hour straight if your concentration level
begins to drop after twenty or thirty minutes. Take a
break and read a book, exercise, or work on your riff
diary for a while. Then come back to your scale practice
with renewed mental energy.

Up-and-Across Major Scales in C, G, F,
and Bb

Ultimately, no matter what pattern you use to practice your
scales, you should practice each one starting on the lowest note
on your instrument that is part of the scale. For instance, in
practicing a C major scale you would start on the open E on the
sixth string and end up on the high C on the first string,
twentieth fret. For an Ab major scale you would begin on low F
on the sixth string, first fret and continue through to the high
Db on the first string, twenty-first fret. Of course, deriving the
necessary patterns to practice your scales in this way takes some
time to work out. Here are four examples and a set of basic
rules for good fingering patterns to get you started toward this
goal. We call these scale patterns “up-and-across” scales. After
you build up some speed practicing them, I think you will see
why.
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i T 1 | | 1
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| £ ... WA 1 | ——
AN2 Y 4
o
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Working Out Fingering Patterns for Up-and-Across

Scales

1) Locate the lowest note of the scale that is on the low E
string. Sometimes this will be the open E, sometimes the F
on the first fret. For instance, the C scale we played above
started on the open E; but when you go to work out an Eb
scale, you will want to start on F (the second degree).

2)

the scale as you can in first position on the low E string.
You will use one of these three fingering patterns:

3)

Starting from either the low E or F play as many notes in

o1

1]

(3]

(2

scale with your first finger.

4)

4]

Moving over to the fifth string, find the next note in the

After playing this note move your first finger along the

fifth string one or two frets until you come to the next
note in the scale. You are now in your next position: Use

one of the fingering patterns above to play the next three

or four notes in the scale.

5)

first strings.
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Repeat steps 3 and 4 on the fourth, third, second, and




In general, the fingering patterns become fairly automatic as
long as you keep in mind that you are always sliding up into
position each time you move across one string. Coming down you
apply the opposite rule: Always locate the next note in the scale
with your fourth finger as you move across to the next lower
string and then slide down to establish your next position.

Note that the above rules help you to establish the general
fingering pattern for an up-and-across scale. As you play them
you will probably find ways to “break the rules” and smooth out
the rough spots. (Keep this in mind as you practice the up-and-
across scales that are written out in this book: How do the
indicated fingerings break the rules? Why? Can you come up
with a better variation?)

For more examples of up-and-across scale patterns, including
some scales other than major, see the last chapter.
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Playing Through II V Changes
and Other Surprises

We have already talked about the ubiquitous 11 V I progression.
We also touched on what happens when the V7 resolves to a -7
instead of a Imaj7: The I-7 becomes the I1-7 of anew I1 V
progression:

-7 v7 1-7 II|—7 v7 1-7

etc.

V7 I-7

Here is how a sequence of II Vs like this would sound:

I1-7

X X
iy k| o ae mus T fuunnn
FTITTT T
a F 87 B7 E-7 A7 D-7 G7 Cmaj7
H y 4 y A v 4 y 4 ¥ A Y A ¥ 4 ¥ 4 y A y A ¥ A ¥ 4 y 4 y 4 r & )
_@_4 y A V4 y 4 y 4 y A y A y 4 V4 ¥ 4 y A y 4 y A y A y 4 y A o
J
Notice how each II V defines a new key. These temporary
‘modulations’ (key changes) are strongly felt due to the action of
the active tones contained in each II V. A good place to start
improvising over this kind of chord progression, is to use the
Dorian scale of each II and the Mixolydian scale of each V. Below
are some sample solos that will help give you an idea of how you
might approach these types of progressions using Dorian and
Mixolydian modes.*
A Cmaj7 F#-7 B7 E-7 A7 D-7 G7
2 4 I
7z . 3 — 4 | 8
GE= e — {2 e | e
= f % * 3 l 1 ; T T 1 1
2
X 4 _f E.I 2 _E 4 4 .i 2 5 2 4 £
49 — — — ——
Cmaj7 F#-7 B7 E-7 A7 D-7 G7
f | i 3 f i i
bt
e+ pr—a— 4 . r .
4 4 -
’ 1
X ] { 2 ! } f 4 2- = 2 I ]
B 2 2 { 5 4 _'_! t ; 5 5 3 s' 3

*If some of the major-scale patterns used to derive the modal scales in this and subsequent

examples are unfamiliar to you, refer to the section “Scale Patterns” in the last chapter for in-
position major scales, types 5, 6, and 7.

50




pee——

®

3

Db Lydian
(Ab, Type 2)

EEEERE

—

000 ¢
o 00

1

D Dorian
(C, Type 1)

——
®

®
s

e

o

L]

G Mixolydian
(C, Type 1)

Cmaj7 D-7 G7 E-7 A7 D-7 G7
I 4 ! [F— :
4 i ) I s_)j_' ] il .rL i r f
4 l 2 o—] & | : & 4 —g 4 ﬂl
1 “ z 5 — . T I
: — re—
T ; 5 = ]
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— T
Now here is a bonus: This progression is a little more complex
than the ones above plus it calls for an additional modal scale
(besides Ionian, Dorian, and Mixolydian). The reason for using
Db Lydian in the fifth measure is explained in a few pages but we
thought that you might like to try it out now. Here are diagrams
for each of the modal scales indicating from which type and
position major scale they were derived.
F Dorian Bb Dorian Eb Mixolydian Ab Tonian
(Eb, Type 3) (Ab, Type 2) (Ab, Type 2) (Type 2)




| F-7 Bﬁ” Eb7 . , Abmaj7
# bz f } 3 % ] 1 1 - 8 4
v ===t
ry, 1 3 % 1 y 1 % 3 T ' t ]
X 4 3} —— s — ———— C—
4 - —— I - - ! 5 I T
Dbmaj7 D-7 G7 Cmaj7
el i —
r. - & ] o & — ] = 1
B, 1 —3 —— 7% Fe 7§
T e e e —— —] =
A e — . — E— 2 — 2
B ¥ T T !
II VI in Minor
| (1
v 1 Inm v 1
et Reate %
’ B-7b5 E7b9 A-
' y A y 4 ¥ 4 y 4 ¥ 4 y 4 v 4 y 4 y 4 y 4 ¥ 4
y 4 r 4 y A y A y A y A y A y 4 y 4 y A ¥ 4
(Y
Remember the II-7b5 V7b9 I—? Sort of like an old friend,
right? Let’s get into playing some lead over these rather hip
sounding changes.
First of all, the general rule for all Minor Seventh Flat Five
chords is to use the Locrian mode (major-scale pattern starting
on the seventh degree). For example, against a B—7b5 you
would use a C major scale from B to B.
o} e pm— [ ———
A ; e = i )
S = —F— ¢ = i
i' - 4 1 2 4 . ° i
1 2 ‘
VA | ot ¥ 1 { | 1
- — T i P \ F— 4 —2 5 3 3 E ] T
S e ———————— ! e 0
——




Try these melodies against the II-7b5 chord. Then try creat-
ing your own lines with the Locrian scale.

B-7b5
I/ I } 3 % ; 3
: — ! v 2 £ | e
o - 2 1 . ' T ' I
1
T 4 i ! - . - 3 .
2 3" 3 2 £ - £ i r
B—4—2 1 1 T t !
A B-7b5
4 p ]
: B S
.) 3 3 -’ g
: p—
T4 — 5 - 2 = = T
A 1 1 \ Y L P 4 v I 1= Y 4
B—4—2 2 2 = 2 L i { ¢
Now we need a scale for the V7b9. For this chord we need
the harmonic minor scale of the tonic minor (I chord). The har-
monic minor scale is the same as the Aeolian mode with the
seventh degree sharped.
P A Aeolian
\% £3
ANRY 4 - PTY (@) ©
v T < % 1 2 % !
4 1
T —=
A
— ) L 3 ® o S
A A harmonic minor
A
e < © 1 2 4 !
.(/:) 1 2 4 $ (stretch)
T
X e 7 2>
B = @ 3 & & S ©
N\’
If we compare the A harmonic minor scale to our E7b9 chord
you will see why this is the scale of choice:
b
) [ E7b9 1
é = to o
Y,
R 20
© ——1

£2

S5 S
h
y

g O [ @ ]
(94 ~

[ ¢
d
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A harmonic minor




In fact, since the Locrian scale of the II is so similar to the
harmonic minor of the I, it is often easier to use the harmonic
minor for both the I1-7b5 and the V7b9. Here are two solos to
practice. The first uses the Locrian scale for the II chord and
the harmonic minor for the V. The second one features har-
monic minor through both II and V. Due to the minor tonality
set up by the I1-7b5 to V7b9 change, yo(should continue to
use the A harmonic minor scale for improvising over the A—
chord.

B-755 E7b9 A -
/) ! 1 .
] 1 ] 1 1 1 | N |
1 i 1 1 1 T | { lr = = } +
J * i -—F— R R —
b Blocrian— | L ©-
L— A harmonic minor
1 1 1 i 1 } 1 " 1 1 "
a Y 1 T | 1 T 1| 1 1 1] i I
o : ; F—5—2 6 2—3 2 ——a—2 2 }
B T 1 5 3 rea
4
B-7b5 EH9  §
 m—— i ! T 4
5 p w—
—— —* "o - ; ; £
o ——— R 2 — !
L A harmonic minor ->
3 >
= —————— f N —3 5—3 5—5 -
| R A S— ———6—2 : £ — —— t 1=
B 1 I { I € N 1 I
A-
»
1 1
! i 5 e P —=
N 1 ri. g 1
L < >
el . ns -5 5 .3 a 2 a 3 a 3 3— 5 .% ~ 2
| 1 1 1 nd & ! P e M Td 1 f 4
n 1 | 1 M 1 | 1 1 i ] F
D T 1 ] ! I 1 M

—

This is beginning to get'kind of technical sounding but I hope
that you are playing some good lines and are enjoying the new
sounds coming from your guitar. If you are having a lot of
trouble with this (or any other) section, try to understand as
much as you can, practice the scale patterns and chord progres-
sions in the positions shown, learn the practice solos, and move
on to the next section. We are starting to cover a lot of ground
very quickly but I expect you to really work on this material.
Explore each idea as far as you can on your own and you will
develop your own personal understanding of it. To this end,
don’t forget to make note in your “Riff Diary” of any outstand-
ing ideas you may come up with.
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Nondiatonic Major Seventh Chords

When we talked about diatonic seventh chords, we said that
chords within the key conform to the following arrangement:

Imaj7 II-7 III-7 IVmaj7 V7 VI-7 VII-7b5

Well, life just isn’t quite that simple. In the real world you are
liable to see IImaj7s, IV—6s, I1I7s, and more. Right now we are
going to talk about what happens when Major Seventh chords
other than I and IV show up. Here is a sample:

x x X % X X X X X X
| F T

L HE T e

y 4

—7?—4 Bﬁf Eba7 Aba7 Dba7

¥ 4 V4 y A y A ¥ 4 y A

"N

N
—

| £ a0 WA
\ b 3

ANV 4
J
This type of progression makes a good vamp or turnaround (a
series of chords tacked onto the end of a tune that “turns you
around” to the beginning) in C even though it does not contain
any diatonic seventh chords except Cmaj7.

The way to treat nondiatonic Major Seventh chords when
improvising is as if they were IVmaj7 chords; that is, use the
Lydian mode (major-scale pattern starting on the fourth degree).
Here is an extended version of our vamp or turnaround plus
two more short progressions with the modal scales identified for
you:

Bba7

Eba7
2
h 2 1 L 4

4 2

EbLydian
(Bb, Type 2)

BbLydian
(F, Type 3)
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F&7 A Bba7 Abs7 2 G-7 C7 Fa&7
e b —
e === e =" = o
. — ———] s
F Ionian Bb Lydian AbLydian G Dorian  C Mixolydian F Ionian
L (F, Type3)——— 1 (Eb, Type 1) L (F, Type 3)
e  — 6
H 7 ~ i e - -y 8 ) = 3 £
A i i  S— 7 -7 ~ 7 - 7 ry 5 @
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Nondiatonic Dominant Seventh Chords
Dominant Seventh chords from outside the key may also crop up
to add color and variety to standard jazz progressions. If they
are unaltered (no b5s or §9s or anything like that), they call for a
Lydian b7 scale. As you may well guess, the Lydian b7 scale is a
variation on the normal Lydian-mode scale in which the seventh
is flatted to agree with the flatted seventh of the Dominant
Seventh chord.
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Another way to think of the Lydian b7 scale is as the Lydian
mode of the jazz melodic minor scale. The jazz melodic minor scale
1s simply a major scale with a flatted third:
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If we derive a Lydian-mode scale from this melodic-minor
scale—that is, start on the fourth degree—the resulting scale is a

Lydian b7.
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Other ways to arrive at the Lydian b7 scale would be sharping
the fourth degree of a Mixolydian scale, or sharping the fourth
degree and flatting the seventh degree of a major scale. (As you
can see, the more knowledge you have the more routes you have
to arrive at the same destination. This is one of the truly won-
derful aspects of the cyclical nature of music.)

Here are a few Lydian b7 riffs over a C7 chord. The first
three come from the G jazz melodic minor scale that is like G

major, Type 2 (also similar to C, Type 1):
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The last two feature the G melodic minor scale that is like G
major, Type 4 (also similar to C, Type 2):
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And here are two typical progressions containing a couple of
SubV chords that call for Lydian b7 scales:
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The Other Minor Chords

For improvising over any isolated minor chords that you come
across in an otherwise major chord progression the easiest and
most natural scale to use is the Dorian mode, same as you would
if the minor chord were part of a IT V sequence. If the progres-
sion is minor, however, you will need to know a bit more about
the types of tonic minor chords you are liable to come up against.

Tonic Minor Chords

The two basic tonic-minor sounds are the Minor Sixth (—6)
chord and Minor(Major Seventh) [—(maj7)] chord. Here is how
they sound in G minor:
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The Minor Sixth chord is simply a minor triad (the same as
the one that you would find in a Minor Seventh Chord) with a
sixth added. In other words, I III V VI of a jazz melodic minor
scale or I bIII V VI of a major scale.

Minor(Major Seventh) chords are just like Minor Seventh
chords with raised sevenths. This is because they are derived
from the harmonic minor scale.

Minor Sixth chords call for the jazz melodic minor scale when
they are used as tonic minors:
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Minor(Major Seventh) chords generally sound best comple-
mented by a harmonic minor scale:
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In fact, within the harmonic minor scale lies the origin of the
I1-7b5 V7b9 progression. If we use the harmonic minor scale
to derive diatonic II-7 and V9 chords, we find that they both
contain the sixth degree of the scale. This note, Ab in the key of
C minor, becomes the flatted fifth of our I1—-7 chord (D-7b5)
and the flatted ninth of our V9 chord (G7b9).
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This is why the harmonic minor scale of the tonic minor chord is
the one to use for playing through these changes. If you think
about it for a moment you will see that it is a direct parallel to
using the Dorian and Mixolydian modes when the II V is major.

If you have been keeping up with this cascade of information,
take a few moments to catch your breath and maybe give your-
self a short round of applause. You may also want to skip ahead
now to the last chapter and try learning a few of the standard
progressions you will find in the section “Solos.” Armed with the
“rules” governing which scales to use against each type of chord,
try accepting the challenge of soloing over a chorus or two.
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Advanced Soloing:

The Diminished Scale, the
Whole-Tone Scale, and
the Altered Scale

Some New Sounds

Ca7

One of the most interesting sounds available to a jazz musician is

created by the Diminished Seventh chord and its accompanying
scale. Let’s first take a look at a C Diminished 7 chord (C°7).
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The chord is made up of successive minor thirds making it
different from the types of chords that we have looked at so far.

The Diminished Seventh chord has a “keyless” sound that makes

it difficult for the listener to anticipate the next chord. Because
of this vague tonality, a Diminished Seventh chord may resolve
to almost any other chord. In fact, due to its distinctive symme-

try, any of the four notes it contains may be considered the root.

So, C°7 is identical with Eb°7 (D4 °7), Gb°7 (F# °7), and Bbb°7
(A°7). Play this short sequence and you will see and hear how
this is so.

co7 Ebo7 F407 A7 Ce7

F#c7
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All of the chords in the above progression could be considered
to be C°7s; or they could all be Eb°7s or F# °7s, and so on. The
way that the Diminished Seventh chord is made up of superim-
posed minor thirds causes it to “repeat” every three frets (three
half-steps = minor third).
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Here are three more progressions to give you a chance to
familiarize yourself with Diminished Seventh chords.
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The first two examples above use Diminished Seventh chords as
passing or bridge chords. Passing chords produce intriguing chro-
matic resolutions in the bass line and in the inner voices. In the
third example the Ab°7 functions a bit differently. If you look at
the last four measures you will see a II-7 (D—7) moving to a
chord with a highly active sound (Ab°7) resolving to a I (C §).
Could this mystery chord actually be some type of V in disguise?
The answer, of course, is yes: The Ab°7 is substituting for the
V7, G7. The reason that this substitution works is the same
reason that the SubV substitution works: The Ab°7 contains the
tritone that defines the G7 chord, B to F. Let’s spell the Ab°7 as
a G#°7 to compare it to the G7.
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The only difference is the G# (Ab) note in the G#°7. This note,
when added to the G7 chord, becomes a tension and makes the
G7 into a G7b9 chord. (You have already played Dominant
Seventh Flat Nine chords when we went over II V in minor.)
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This substitution is extremely handy and easy to remember:

For any Dominant Seventh chord just play the Diminished Sev-
enth chord whose root is one half-step higher to produce a
Dominant Seventh Flat Nine without the root. (The strong
sound of the tritone [B and F] and the flat nine [Ab ] resolving

chromatically to the tones of the I chord make the root of the

V7b9 unnecessary.)

Here is an example of a typical II V progression presented
first straight and then with V7b9 substitutions.

X X x X x X X X
H VI v »
A Ca7 E-7 A7 D-7 G7 Ca7
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And here is a bonus: Since you know that any note in a Dimin-
ished Seventh chord may be considered its root, each Diminished
Seventh chord may stand in for any one of four Dominant
Seventh chords. Looking back to the structure of the G#°7 above
and applying the half-step-higher rule we can say that the G#°7
(or Ap°7) equals G7b9, Bb7b9, Db7b9, and E7b9. Add to this
the fact that °7 chords repeat every three frets and you have a
powerful way to get around the neck on a V7 chord. Try these
two progressions in which we use the various forms of the °7
substitution for 7b9; first ascending,
X X XX XX X X X X x X X x
11 b P [ Lt 1
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1 H ] b [ 1194
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then descending.
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X H X MV v - 1 L
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Try going back over some of the progressions in the chapter
“The 1I—7 V7 Progression” that use Dominant Seventh Flat
Nine chords using this Diminished Seventh substitution. Then
trv it out as a substitution for any V7 chord in other progres-
sions you know.

Diminished Scales
The tonal ambiguity of the Diminished Seventh chord carries
over into the diminished scale—just listen:

Diminished scale pattern
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As you can see, the diminished scale is made up of alternating
whole steps and half steps. (It is important to remember to start
the scale with a whole step; otherwise a diminished scale one
half-step away from the one you want will result.)

There are only three distinct diminished scales.

C, Eb, Gb, or A diminished
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The reason for this should become clear as you start to use
them. For now, let’s try a practical example of a progression
employing a typical II V I sequence with the addition of a
Diminished Seventh chord. As you get the hang of it, try making
up your own lines for the example using the same scales.
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This next example uses a new pattern for the diminished
scale. We will call this one Type 2 and the pattern presented
above Type 1.

Diminished scale pattern
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The example above uses the Diminished Seventh as a passing chord.

This one uses a Diminished Seventh chord—and its diminished
scale—as a 7b9 substitution for the Dominant Seventh
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Finally, here is another short progression using a °7 as a
bridge chord. Notice that we use the diminished scale (Type 1
again) a bit more musically here, rather than strictly stepwise.

ca7 Dbe7 D-7 p— G7
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The Whys and Wherefores of Diminished
Chords and Scales

Now that you have been playing diminished chords and scales
for a little while you have probably begun to catch on to some of
their unusual properties. Let’s review and examine some of these
properties a bit more closely.

Because each of the four notes in a Diminished Seventh chord
may function as its root (giving the chord four possible names),
there are only three distinct Diminished Seventh chords (and
hence only three distinct diminished scales). This is because we
have only twelve different notes in our chromatic scale. Think
about this as you try playing this example:

| 11 { !
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CHe7 D°e7 Eb°7 E°7 F°7 7 G°7 Ab°P7
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You can hear that the Eb°7 and Gb°7 are extensions of the C°7,
the E°7 and G°7 extensions of the C#°7, and the F°7 and Ab°7

extensions of the D°7.

Now try the scales:

C diminished, Type 1
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Db diminished, Type 1
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You can see how the pattern is the same for scales whose roots
are a minor third (one and one-half steps) apart.

Here is another way to think of the ways in which the three
Diminished Seventh chords and scales relate to one another:

C°7 = Eb°7 = Gb°7 = A7
CH#°7 = E°7 = G°7 = Af#°7
D°7 = F°7 = Ab°7 = B°7
Eb°7 = Gb°7 = A°7 = C°7
etc.

Each line above shows the four different names that each Dimin-
ished Seventh chord may have. Each set is one half-step higher
than the one before. Notice that the last line is a repeat of the
first. If you were to continue the sequence starting the next line
with E°7, you would get a repeat of the second line.

From the brief examples you have played, you have heard that
the diminished scale sounds right for improvising over dimin-
ished chords. In case you are wondering how such a strange
scale came to be, here is a quick explanation of why the dimin-
ished scale and chord go together so well. Look back at one of
the C°7 scales above. If you pick out every other note from this
scale, they spell out a C°7 chord. Since a C°7 chord is identical to
an Eb°7, Gb°7, or an A°7, it makes sense that a C°7 scale is



identical to an Eb°7 scale, Gb°7 scale, or an Ab°7 scale. The
symmetry is such that any of these four notes may be the root of
the scale. Try this with the other two diminished scales.

Well that’s enough theoretical musing for a while; let’s do a
little more playing.

Other Applications of the Diminished Scale

The most interesting application of the diminished scale is the 7b9
substitution we touched on earlier. Remember the rule: Use a
diminished chord, and scale, whose root is one half-step above

the root of the Dominant Seventh chord. Play the example below
and listen to what the Ab°7 scale does to the simple G7 to C

sequence:
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Here are two short II V I progressions featuring diminished
scales over Dominant Seventh chords.
E-7b5 . A7P9 D-7b5 G7b9 cs7
7 2 ,0p Pae y bo g 0@ b
T —1 T—1 o - el 1 &
1 | ] | 1 1 1
. i . 1 1 . { 1—[l 1 I
E Locrian Bb°, Type 2 D Locrian Ab°, Type 2
(F, Type 3) (Eb, Type 3)
56 5—& 65 3 434643
e e N o T e L e
e e O e
g A7 D7b9 B-7 E7b9 AL7
ﬁ‘f I et 1 - 1
I | 1 < J—— 1 I
ey } ‘l:gd_ ’ & T,j, i._t. ot i 7 f'ug %
¢ g 3 3 ; v ' s
(]
A Dorian EbC Type 1 B Dorian FO, Type 1
(G, Type 2) (A, Type 2)
o )
Al J— 1 i 1 1 1 1 1 I 1 1 1 l l 1 ! T
3 ‘P ) r} n! zF ! : .! ! :' ‘I 7 )| r} .I 1‘ L‘ :I L! n* =4 L! (] “". ol

T

68



Tensions, or Those Funny, Little Numbers with
Sharps and Flats

If you have ever tried to figure out a song or tune from a
takebook or piece of sheet music, you have probably come across
at least a couple of chord names that were a bit of a mystery;

they have weird, exotic names like Db7b9 or F9b5 or even

ABISTQI . If you have a good ear you have probably figured out

that for most of the these chords with the “funny, little numbers
with sharps and flats” you can get away with playing normal
Dominant Seventh chords (like Db7, F#7, and Ab7). If you know
how a Dominant Seventh chord is constructed, it is easy to see
where the additional numbers come from and what they signify.

Let’s begin our exploration of tensions by taking apart a good old
G7 chord:

p G7
"4
V 48
[ £ an
= 3 =
7
3 5
1

As we all know (or, if we don’t, can see by the example above) a
Dominant Seventh chord is made up of 1 3 5 7 but the notes come
from the major scale whose root is a fifth below (remember,
dominant = fifth degree of the scale). If we continue this pattern of
superimposed thirds, we come next to 9% 11* 13. Notice that these
are an octave above the 2, 4, and 6, respectively:

Lo}
D’ 4 11 P [ @ ]
W .6 £> 0Oy ~7
[ £ anY &> [ @ ] ~7 J1
ANIY O PEY [© ] hXd
Q) J— PR -5 -©-
1 2 3 q 5 6 7 8 9 10 in 12 13
A A A A A A A

When you see a chord name followed by one of these numbers, it
implies that the chord contains the numbers below as well. This is
very often impractical on guitar since we have only six strings and
five fingers. For instance, a complete G13 chord would sound like
this (in arpeggio):

G13 4
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D4
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*Sin#ce the natural 11 conflicts with the third of the chord (11 = sus4) it is almost always replaced with
the §11.
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If you wanted to play the complete chord all at once, you would
have to leave something out (the chord has seven notes). Here is a
tortured position for G13 omitting the fifth:

O

EENEE

0 0

Yecch! So what do you play when you see the chord symbol G13?
Maybe you already know one or two of these positions. Figure out
what is missing from each one, and then check your answers
against those given below.

G13 D13 C13

Ab13 Bb13 Al3 F13

G13: 5, 9, 811: DI13: 5, 9, §11: C13: 5 §11: Ab13: 1, 5,
$11: Bb13: 9, $11. A13: 9, 11; F13: 1, 5, §11.
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Now, what does all this have to do with using the diminished
scale to improvise over Dominant Sevenths? And what about the
sharps and flats that go with the “funny, little numbers”? Here is
the answer to both questions. When we were considering the
diminished scale for improvising over Diminished Seventh
chords, we found that all of the notes of the chord were con-
tained within the scale. Now let’s compare our Ab°7 scale to a G7
chord and see how the two compare:

| G7
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' Abdiminished

So far, so good; but what about 9 #11 13? Glad you asked . . .
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I Abdiminished

Now we are beginning to get into some weird terrain. Before
going any farther, let’s take a moment to listen to some of the
sounds described by these tensions. First, a chord not derived
from the diminished scale (because the scale skips over the natu-
ral 9), the Dominant Ninth:

X
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Now the Dominant Flat Nine;

X X

fr—

2]

The Dominant Sharp Nine:

X X

EREEE

Dominant Sharp Eleven:

X

(The Natural 11 is used almost exclusively with minor chords.)

We will be talking more about these upper tensions and using
the diminished scale for improvising right after we discuss an-
other symmetrical scale called . ..

The Whole-Tone Scale

The way that this scale is usually used is over an Augmented (or
Augmented Seventh) chord. An Augmented chord is a major
chord with a sharped fifth and is indicated by the symbol +:

G+
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“G+7” would indicate the addition of the dominant seventh:

A G+7
v 548
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A 73\
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As its name implies, the whole-tone scale is made up of succes-
sive whole tones:

Whole-tone scale pattern
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Let’s compare the G whole-tone scale to the G+7 chord:
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G whole-tone

As you can see, the scale contains all of the notes in the chord
plus the second (or ninth, if you take it up an octave) and the
flatted fifth (sharp eleven). This is definitely the scale of choice
for any Dominant Seventh (or Ninth) chord with a sharped fifth!

An example of the whole-tone scale in action may be heard in
the intro to Stevie Wonder’s “You Are the Sunshine of My Life.”
The ascending melody and harmony is created by whole-tone
scales in parallel thirds. (A less musical, but decidedly more
peculiar example of the whole-tone scale is the old radio jingle
for a nasal spray called Sine-Off.)

There are even fewer distinct whole-tone scales than there are
diminished scales: two. If you transpose a whole-tone scale up
one whole-step you are right back where you started. In other
words, two whole-tone scales one half-step apart contain all
twelve tones found in Western music (which includes most jazz).

From this line of reasoning it is a small leap to the realization
that any note in a given whole-tone scale may be considered the
root of the scale.



Here are a Type-2 pattern and two progressions with sample
melodies employing the whole-tone scale concept. Again, once
you see how it all fits together, try using the same scales to create
your own lines over these changes.

Whole-tone scale pattern Ky
Type 2 4 1 L3 4
o] prmmmemm 2 4 b.'. .IF. =
@_‘2 f l 1 dl L‘ ' { J—
| ! 7Y ‘ 0] Vv 1 -
» = 3 % e}
g g b S 4 1 s
3 % 2
1 s
T % e ! 2 5 > 4 & 8
. { ] 1 } { 41 6! B! 5 7 1= - L |1 i
FR—% _"! 6! B'T 5 F 1 7 s
E-7 D-7
: 2 ATy $ G+7 C
ﬁ_[f 1{. F2 l‘ _P . n;ﬂ'; T T I [2 .tl
£ ” 1 | i | 1’1I 1 1 ] l=] ] } :
E Dorian A whole-tone, D Dorian G whole-tone,
(D, Type 1) Type 1 (C, Type 1) Type 1
T 3—3 5 ——— ” A — —r 3 ” s t
A T———T— 1T — S S, A — P m——— = ——4 z
B Y L ] | | z | I I | ol
G&7 D+7 G247 D+7
" ! a i, 2
| 1 | 1 3
¢ o e e e |  — | # - R —
v T~——r 5 1 3 1 5 1 3 g I ke —— 3
G Major, Type 2 D whole-tone, G Major, Type 2 D whole-tone,
Type 2 Type 2
T f  — f ™ 1 3 = 3 fr—t
i — — ! P e S 4 5— —5—3 P —
- s A ] 4 = L3 d z = 2 nd G i 1 1 { i hn.d £ &
Cd Cd ! # 1 1

The Altered Scale

When we looked at the tensions contained in the diminished
scale, you may have remarked that there were two common ones
missing: the natural 9 and the sharp 5. Then we looked at the
whole-tone scale against a Dominant Seventh chord and found
that it added these two missing tensions. Now comes the altered
scale in which all tensions live together in resplendent harmony
(or at least in amiable dissonance). To explore this hybrid scale,
let’s stick to our benchmark, G Dominant Seventh (key of C).

First, the Ab diminished scale (starting on G),
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Next, the G whole-tone scale,
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Now, combine the first tetrachord (tetra = four, chord = note;
Greek, you know) of the diminished scale and the second
tetrachord of the whole-tone scale:
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Voia, the altered scale. If we extend the altered scale to two
octaves and apply the (by now) old trick of comparing the al-
tered scale to the G7 chord we can see that the scale contains all
of the upper tensions inherent in both the diminished and
whole-tone scales.

G7(ALT)
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G altered scale

The only chord tones that are not altered are the 1, 3, and 7.
Both the 5 and the 9 have been first flatted then sharped. These
alterations are indicated when you see a chord symbol like
“G7(ALT).” For chord voicings, the rule is to play b5 or #5, and
b9 or #9 but never b5 and #5, or b9 and $9. In simpler terms:

= g7b5 b5 85 85
G7(ALT) G7|,9 or G7ﬁ90r G7bg or G7ﬁ9

b5 b9 b
Never play a chord like G7ﬁ5 or G7ﬁ9 or G749 (unless it’s a

request). 85
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There are a lot of different fingerings for altered scales but
here are four in-position patterns that you will find useful.
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To finish off, we leave you with some more examples to play
through. As before, utilize the indicated scales to make up leads

of your own. The sky’s the limit . . .
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Bonus Chapter: Scales, Solos, and
Other Fun Stuff

In this chapter we hope to give you a summary of some of the
information that has been presented. This also seemed like the
place to present a few techniques and touches that didn’t really fit
in with any of the other chapters or that look at some of the
previously presented ideas in a slightly different light.

Keep in mind that there is no one set way of presenting the
theory of jazz improvisation. All you have to do to see the truth in
this is to listen to a few of the many players whose styles may be
different as night and day but all of whom play jazz. The concepts
presented in this book are all solid, tried and true information
organized in a way that we hope you have found easy and fun to
understand and use. However, if you now have a good command
of this information, it would be a good idea to start checking out
other jazz method books. This will go a long way toward reinforc-
ing, and hence helping you to apply, your understanding of these
ideas.

As you begin to delve into other jazz instruction books (several
are recommended in the Bibliography) try to be patient. Remem-
ber that up until the last decade or so there were no real methods
available to musicians wishing to learn the theory and practice of
jazz improvisation. Even now, with many excellent books easily
available, it takes most players years of playing and experimenting
to develop a true working knowledge of the many musical tools of
the jazz improviser. It takes much more playing and practice to
use these tools with style.

Chord Scales for Diatonic and Nondiatonic

Chords
Scales for Major Chords

I Ionian (major)
IV Lydian
II Lydian
VI Lydian
VII Lydian

Scales for Minor Seventh Chords

II-7 Dorian
I11-7 Phrygian
IV—-7 Dorian
VI-7 Aeolian

VII-7b5 Locrian
I1-7b5 Locrian
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Scales for Dominant Seventh Chords
V7 (to major chord)

V7 (to minor chord) harmonic minor a fifth below or
altered

117

117
IvV7
17

Scale Patterns

In-Position Patterns

Here are three in-position major-scale patterns that were not

Lydian b7 (jazz melodic minor a

fifth above)
Lydian b7
Lydian b7
Lydian b7

Mixolydian or altered

introduced in the body of the book (although parts of them were

used in a few of the examples).

Type 5: Bb Major

2 1 2
1 ) 22 H'—P.
v r}ll IIIll | N | I ‘{
R a=Esl SESES ==
e 4 1 [IJeg T
L 245 . ;_ —
s s
e 13 53 —
=T+ -8 41+ 43— ——— —]
A lr!L%_a_sl I":l = | | .i H I lI i 1 1 ;H
B—4 135 L o p— ] s 3! , g' = @ 1
Type 6: F Major
3 4
2 4 o froe —
I T .;._.EI_ T ————— ﬂ
[ oo V2N N T | N | | T A e, |
N S —— d__id_,‘_.L_.L‘u. i
ST ;1 [ = ¢
P v =
s p—
- +3 153 ——
J— pr— | T | 11 B |
- — } —35 53— p——
A e {-_{alal —3— 51 = 532+ 1 Y
I — ] — = = 5—3—1 ! 2
5 — — A
Type 7: Eb Major
3
423 23!‘! —
o 1 - t i j i i}
‘,: u’ honstll I | l‘ PEY
U gzls ,.‘g'-li' ';_ ;.j "‘
s 2 4
o S
fr— 3431 o
T4 -3 R i i i B P S W S —
W 'l b ~ 1 L] | —-— | E K 'l:'s'_\' I! r1|1|g |- FZRY
%q‘i_a_} | S R - — S — — I — L 37 S N S R B L\
b ) — 43334

79



Up-and-Across Patterns

b major. Here are the
rest of the major scales as well as patterns for the other types of

scales that we have been using.

ou were introduced to

b4l

In the chapter “How to Practice Scales” y
up-and-across patterns for C, G, F, and B
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Harmonic Minor Scales
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F Harmonic Minor
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Jazz Melodic Minor Scales

C Jazz Melodic Minor
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Diminished Scale
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Fun with Triads

Here are three chords that you have probably been using since
about the second week that you were playing guitar.

A

M

2]

N

D

EEEEE

All three are basic, first-position triads—nio sixths, sevenths,

ninths, etc. You can use these simple positions to produce some
pretty powerful tensions simply by playing them above different
bass notes. Let’s take the F position shown'above and put a G in

the bass.

(2]

(4]
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This is quite a different chord from the basic F triad. In fact it is
not an F chord at all. By putting the G in the bass we have
changed it to some sort of G chord. The notes of the F triad (F
A C), which are inactive tones relative to F, are all active tones
against the G tonic. By considering them in this light, we can see
that what we have created 1s a G9sus4.

A F triad A G9sus 4

ﬁmzﬁaz

If we think of G9sus4 as a Dominant Seventh in the key of C,
we have a form of V7 that is not as active as a straight G7 chord
but rather closer to IVmaj7 or 1I-7.

G(V)9sus4 F(IV)maj7 D (II)-7

A

P 40 [® ] (@)
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ANR V.4 [@ ] PR
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There are lots of ways to produce unusual chord voicings by
placing triads over seemingly unrelated bass notes. These chord
forms are often referred to as slash chords due to the practice of
naming them with a chord symbol like this: F/G (“F over G”).

The G9sus4 chord above was produced by superimposing a
triad whose root is one whole-step below the bass note. Now let’s
do the same thing with a triad whose root is one whole-step
higher that the bass note; in other words, A/G:

X X

EEENE

00
(2)

6
Congratulations. You have just played a G9 chord. (With names
#11
6
like G9sus4 and G9 you can see why some musicians refer to
811
these chords by their slash-chord names.) Now try this II V I
progression. By simply playing A—7 to C/D to
6

A/G you are actually playing II-7 to V9sus4 to 19 in G.
#11
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Another slash chord to try is the one produced by the triad
whose root is a sixth above the bass note. This results in a
Dominant Thirteen Flat Nine. In other words,

A/C = C13b9or FA/A = AlI3 b9:

A/C F /A

| I
A%
g
or

Q /

Here is an easy way to get good voicings for ALT. chords.
(Remember that an ALT. chord is a Dominant Seventh with an
altered fifth and ninth.) Use the triad whose root b5

is a tritone above (or below) the bass note: Db/G = G7 b9

(2]

and F#/C = c7tg.
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Changing triads over a common bass note can produce in-
triguing examples of voice leading like the following.

X X
_x :( X - . 2‘#’"5@»% X |
«:ﬁ masalap mmw SREIT
} ! D/C (C 6) ;
F/G (G9sus4) Db/G[G7 (ALT)] 8191 G/C (Cmaj9)
t2—71 77 —F——F
o l

Here is an example using C and D triads over an A to produce
minor tonalities.

X0 X Xo X X0 X X0 X X0 X X0 X X0 x
1 | VII |
VI 1 +
Feee] vn—:ﬁ?: HH H u xviiH
A C/A DA C/A D/A C/A D/A C/A
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i 4 gy S F J ] y M g g { y AL A )  J
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ANBVAR 3 1) i { b 1}
J r r

Your Inner Ear: That Part of the Mind That

Hears and Creates Music

A jazz musician singing along with his or her instrument while
improvising is a perfect example of the inner ear at work. The
melodies created by improvising are first heard by the inner ear
(mind) and expressed through the voice and/or instrument.

Understanding and using this concept is of vital importance.
Singing along with recorded solos is a good way to begin pro-
gramming your inner ear to hear jazz lines. Playing chords on
the guitar or piano and singing the corresponding scale is also a
useful thing to do. For example, play a C chord then sing a C
major scale. Do this until your voice feels comfortable and then
pick and choose notes from the scale to make up melodies. This
is how the creative process of improvising begins to take shape.
Some of the most famous jazz musicians, including Dizzy and
Miles, have used this concept to help unlock their inner ears.

Below are a few more “exercises” for your ear. ..

1) Try to copy another player’s melodic lines. You can do this by
playing along with records or by getting together with
other players (not necessarily guitarists) and taking turns
mimicking each other.

2) Hum familiar melodies and try finding them on your instrument.
Any melody will do; “The Star-Spangled Banner,” “The
Farmer in the Dell”—I'm talkin’ any melody! Also, sing
along with your guitar as you practice scales. Learn to use
your voice. It will become the vital link between your ear
and your instrument.

3) Over a stationary chord, sing melodies that are composed of either
all active or all inactive tones.

92



C(a7)

1 ]
—F—e SE==aa2
) | * N I
b active tones '
e — 3 o R - — 23—
gt ———— =
! | " 1
| —
G
H4 7. t )
"i 1 -~
==
— ——inactive tones J
T s
A ! QL P i 1 1 g
b4 —_— e
Then try mixing active and inactive tones.
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4) Sing modal scales against a stationary chord.
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5) Play on one string. On the guitar, unlike most instruments,
there is usually more than one way to play any given note.
For instance, the note C on the second string, first fret
may also be played on the third string, fifth fret; the
fourth string, tenth fret; the fifth string, fifteenth fret;
and the sixth string, twentieth fret. If you think about it,
you will realize that the only pitches that cannot be played
in at least two positions are the ones found on the first
four frets of the sixth string (including open E). Ob-
viously, these duplications of notes sometimes make it
difficult to find the best position for a particular melodic
line. In addition, this difficulty can lock you into a style of
pattern playing where your ear takes a back seat and the
musicality of your lines goes right out the window. Riffs
and scale patterns are good to fall back on when you don’t
know what else to play but they should not dictate to the
higher aspect of your improvisational sense.

One surefire way to combat this problem is to begin to practice
creating and mimicking melodic lines by playing on just one
string. All of a sudden you are a horn player with only one
fingering for that C. Furthermore, the physical difficulties im-
posed by playing lines on just one string force you to think more
about what you are playing. No longer are you able to run with
the patterns that can make your playing mechanical and unmusi-
cal.

Try getting together with another guitarist and take turns
copying each other’s one-string melodies. It’s a challenge worth
pursuing. Plus when you do go back to playing on all six strings,
everything you used to do before your one-string practice expe-
rience will seem a lot easier!

Solos

On the following pages are several well-known jazz standards.
The arrangements have been created to reflect the ideas covered
in this book. We hope that learning and practicing these tunes
will enrich your practical understanding of both the guitar and
jazz.
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Anthropology

Dizzy Gillespie and Charlie Parker
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Chords for ‘“Anthropology”
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Here’s That Rainy Day

Johnny Burke and James Van Heusen
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Le Bossa qui a le cafard
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Sunshine
Joe Bell
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Learn the ins and outs of jazz soloing and comping
through practical applications of melodic and harmonic
concepts. If you have been frustrated by jazz methods
that assume you are already a master player or that are
inaccesssible due to overuse of jazz theory jargon, then
this book will open the door for you. Simple, progressive
exercises —explained in easy-to-understand
language —get you playing jazz right away. From simple
chord substitutions in a twelve-bar blues progression
straight through advanced soloing over complex jazz
changes Improvising Jazz Guitar gives you the concepts,
understanding, and m:fﬂmds of application every step

the way.

A special Bonus Chapter sets out useful fingerings for all
of the commonly used jazz scales, an easy way to come
up with complex and unusual chord forms, plus five
complete jazz guitar solos. Also included are a select
Bibliography and Discography.
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