The Complete
Jazz Guitar Method

- Beginning

- Intermediate

- Mastering Chord/Melody
« Mastering Improvisation

JODY FISHER



The Complete Jazz Guitar Method

Beginning - Intermediate - Mastering Chord/Melody « Mastering Improvisation

-

JODY FISHER

s : -*,?. - = " b
\
‘.,_,i 1
-~ I Cm - <
- " - e 3
Ve
~ U5 U ST e

Alfred, the leader in educational publishing, and the
National Guitar Workshop, one of America’s finest guitar
schools, have joined forces to bring you the best, most
progressive educational tools possible. We hope you will
enjoy this book and encourage you to look for other fine

products from Alfred and the National Guitar Workshop.

— T\
’Qlj/’/,zf,g,wﬁm

CATON

. Copyright @ MCMXCV Alfred Publishing Co., Inc.
All rights reserved. Printed in USA.

Acquisition, editorial, music typesetting, interior design: Nathaniel Gunod, Workshop Arls
CD recorded and engineered by Steve Robertson at Standing Roorm Only Studios, Fontana, California
Photo acquisition: Michasl Allain, Workshop Arts
Cover photo: Jelf Oshiro = Cover design: Ted Engelbart/Martha Widmann
Consulling editor: Link Hamsberger, Alfred Publishing

HATIONAL "‘P 0] ‘I'er
i Ej]



e ne o e el Hf‘!‘r{'ﬂ - '\.e;vuw we=. -
'. y : -luﬁ
; ’ﬁﬁ' 4
e
ABOUT THE AUTHOR ..cciussscsssicsersssasssssassssssssssasossimssassnssassons ionaars Gbes st Y sipbe ke O

INTRODUCTION............

-— o A, S, A, S, P =

¢ ©3

Chapter |—Improvising Over Altered Dominant ChordsL v e 7«00 6
Lesson |: The Diminished Scale ..o <
Train ... S o 4 AR O TNt A R e 12
Lesson 2: The th!e Tone Sczle SRR S =S Y B
e el 5 17
Lesson 3: The Super Locnan Mode (Dlmtnnshed Whale Tone Scale) ... SRS S S
Moon 21
Lesson 4: Using the Altered Scale Over a ii-V7-1 Progression ... 22
Lesson 5: T’ ~geting the Altered Chords—The Altered Clusters 28
Lesson & Revamping Licks . e O e SR L L e
Chapter 2—The Minor Scales and Their Modes se 36
Lesson |: The Melodic Minor Scale S |
Lesson 2: The Modes of the Meledic Minor Scale 38
Lesson 3: Arpeggios in the Meledic Minor Scale...., il )
Lesson 4: The Harmonic Minor Scale ... s et v 3
Lesson 5: The Modes of the Harmonic Mmor Scule ........... srasamass 4
Lesson 6: Arpeggios in the Harmonic Minor SCale ... e sserermetsrmimsssmsssnssmassrssmssssssnissss 47
Lesson 7: The ii min7'S—V7'9—i min7 Progressron .......... 48

Chapter 3—Using Arpeggios & AR VS TR 49
Lesson |: Chord Superimposition ...... Y )
Lesson 2: Melodic Patterns Based Around Arpeg.gnos B S e S0
Lesson 3: Melodic Patterns Based Around Chord Shapes e

Chapter 4 —Eight-Tone Scales : 53
The Eight-Tone ii-V7 Scale....iincecsnansiiassas Py
The Eight-Tone [ Scale....cvirisresisessarseness .53

2 Table of Contents

P T N O o T e T i

P N O N R T o e T T T

~ o g e

—~~ oy o~

-

o)

e

.

Pl el




Chapter 5 ConnectingYour Ideas -~~~ [+.° OB EE e
Lessan 11The Chromaric COMMBETIGN v vaimisisamin s wiisss i mmm s s
Lesson 2: Accentuating the Difference Between Keys ... 57 2
Lesson 3: Repeating an [dea in Different OCaVES ... oottt messhsisisssmrssnsisissssisssssmes e smiss 59 =
Lesson 4: Rhythmic MOCIVES . i sissimaiasisssssississsssssssssssisassassraiss B S e e sl 50
Lesson 5: Plelotic G onMeCTION i e i i s st s asaraisbes s bs oot iontasadi i s samesi VoS s s e 60
Liesson B D atOnle E O TR ETION o i iommrseimimmmemiririrmssssissisrisstrsbrssisimsassmmmasssssrsiresassaspiisssoneirtirmepsasssnis B
CODA—A Medley of Suggestions and Musical Concepts 62
Playing on the Extensions Using Advanced PEATITONICS ... oinarnisimimmmsssrssissssrrmsmssssmssssssmsssssssasesss. O
Playing on the Extensions Using Tones From 13 Chorcs .. Oy Y
Flaying With ¥Vider Intervals ...t .63
Octave Displacerient . i e R g e e e AT Y e s Ferin 63
Symmetrical Motives..........cvnimmssmsimes .. 63
A compact disc is available for each book in this series. These discs can
make learning with these books easier and more enjoyable. This sym! 2l
will appear next to every examgple that is on the “D. Use the CD to he >
Track insure that you are capturing the feel of the examples, interpreting
%% the rhythms correctly, and so on. The Track num!ars below the symbols
correspond directly to the example you want to hear. Track | will help
you tune to the CD. Have fun!
Table of Contents 3



LA LY | &

ABOUT THE AUTHOR

Jody Fisher has worked professionally in virtually all styles of music during his career,
from straight-ahead and contemporary jazz, to rock ‘n’ roll, country, pop and show tunes.
He taught Guitar and Jazz Studies at the University of Redlands in Southern California and [
at the ldyllwild School of Music and the Arts (ISOMATA). An active performer in the

Southern California area, he still maintains a private teaching practice, serves on the fac-
ulty of the University of La Verne, and as an associate director of the National Guitar [._,
Summer Workshop's California and Nashville campuses. Jody Fisher is the author of the

Guitar Mode Encyclopedia, also published by the National Guitar Workshop and Alfred.

—
b

L

4 About the Author ==




INTRODUCTION

Guitar students typically spend a lot of time looking around for information that will take
them to a higher level. When | was growing up, it was very difficult to learn how to play
jazz. There were no instructional videos, and the books that were available were just not
very helpful. There were no guitar schools. Most students were self-taught and some
took lessons, but really good teachers were very hard to find. | was lucky—I've had some
great teachers.

Today, there are videos, books, guitar schools, tapes, CDs and very talented teachers all
over the place. But there is still something missing: books that give a complete overview
of what you need to know to become a proficient jazz guitarist. Hopefully, this series fills
that gap.

Any student who starts with Beginning Jazz Guitar and proceeds through the entire series
will be exposed to most of what they need to know to play jazz guitar. You will
find some complex subjects in this book, as well as some very simple ideas that you can
start to use immediately. Chapter | begins with a discussion of improvising over altered
dominant chords.

This book is not for beginners. It is for guitarists that have worked through Beginning Jazz
Guitar and Intermediate Jazz Guitar, or have received the same sort of information else-
where. To get the most out of this book you should be proficient with the pentatonic
scales, blues scales, the major scale, diatonic harmony and chord scales, transposition,
diatonic arpeggios, neighbor tones, triads, licks and formulas for extended and altered
chords.

“Each lesson in the first two books had two seperate sections. The “A" sections dealt with
harmonic principles and chord work while the“B" sections handled the topic of single-line
improvisation. This entire book concerns itself with single-line improvisation. It starts
right where the “B" sections in the intermediate book left off. Mastering Jazz Guitar:
Chord/Melody starts where the “A" sections of the intermediate book left off. You may
want to go through the book in order, or you may want to use it as a sourcebook of
concepts and techniques to investigate in your own way.

The concepts and exercises in this book are intended to inspire you for a lifetime of study
and enjoyment. Since jazz improvisation is an ever expanding field of information, one
never really finishes doing this work. Enjoy the journey.

Introduction
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Improvising Over Altered
Dominant Chords

Altered dominant chords are some of the most distinctive sounds in jazz. Much of the
challenge and enjoyment of playing jazz comes from learning how to improvise using the
altered tones from these chords. At times, this may seem like a formidable task, and in
some repects, it is. The key is to digest this material a little at a time.

ﬂé’l’!(f’f Before we move much further, let’s define some vocabulary. You will see
the term device quite often. For our purposes, a device is any tool that we

ﬂﬂd use for improvising. Scales, licks, arpeggios and melodic patterns are all

IJMI considered devices. Another term that will be used often is idea. An idea
is simply any melodic inclination you may have at any particular time.

If you have been improvising exclusively over unaltered diatonic chords, you are probably
wondering how to start adding the altered tones. There are many ways, but we will begin
by using scales. A chord with altered tones is a chord that contains a ’S (or #11), %%, %9
or any combination of these. Many students believe that you simply add these tones to
existing scales and arpeggios that you already know. This is part of the picture, but there
are many easier and more organized ways to accomplish the same end. There are different
scales that contain these altered tones. Part of the task at hand is to learn which altered
tones are found in what scales, then organize these scales in your mind and practice apply-
ing them over the appropriate chord changes. The first of these scales we'll be talking
about is the diminished scale.

ISHETRSEA

L%

The formula (in half steps and whole steps) for the diminished scale is W-H-W-H-W-H-
W-H. .

Here it is in G, diagramed along each individual string where the formula is easy to see.

THE G DIMINISHED SCALE

H = Half step
W =Whole step
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There are really only three seperate diminished scales possible. Because of the formula, a
diminished scale beginning a minor 3rd higher than the original root will contain exactly
the same notes, although they ars sometimes spelled enharmonically (for instance, G may
be spelled as F¥). Think of the scale as repeating itself every time you play it 2 minor 3rd

higher.
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The diminished scale is especially important in jazz improvisation because it has multiple
uses. Obviously. it works well over diminished triads and diminished 7th chords. When
you start this scale on the root of a diminished chord, the scale contains all of the chord
tones of all four possible enharmanic spellings of that diminished chord.

(A)
c D € £ gf A" g% B Cdim7 E*dim7 Grdim7 Adim7
st e, e W s 1 8l u_, =, LbO
el | R LLF B | P b 3
4 I 7_1__.____. _i’“ DO”“ hu—[ {, .??0 LH% - I H.-‘ 4 f pS1 — : b:— .
! = ? =50 ! £ i

A little less obvious is the diminished scale’s use over altered dominant chords. When we
apply the diminished scale to altered dominant chords (excluding the *5, since the dimished
scale has a ’S), we play the scale whose root is one half step higher than the root of the
chord. For instance, play an A" Diminished scale over an altered G Dominant chord.
Example 5 shows how the 'S (or *I I).!"S‘. and *9 are included in the scale.

| (A7) i (D)
A’ B’ Bi c# D E F G
s o O : .
S Hsho—bo=to—Ho—2>—— g
2 1)
’g ‘9 3 Ma's 5 Bsatd ‘7 R
The scale tones as related to the G dominant chord. R = Root
Example 6 shows the chords this scale can be used over.
G7*s G739 G7%9 G7*s’s  G7*sis
! l’.' 1
e
-

Part of your training as a jazz musician is
to learn to recognize the sound of altered
tones in chords. This will help you know
which scales to use and what notes to
emphasize. Ear-training is beyond the
scope of this book, but it is well worth
your time to investigate this subject
thoroughly.

PHOTO = INSTITUTE OF |AZZ STUDIES

Charley Christian
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Here are four fingerings for the diminished scale in G. Memorize and practice them with
melodic patterns that you know. Also, just spend some time noodling around with them.
This will help you get aquainted with the sound.

THE G DIMINISHED SCALE
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These fingerings require quite a few shifts from one position to another. VWhen practicing
shifts, try to make it sound like there was no shift at all. Do not slide into position or
lessen the time value of any note to get to the next note in time. If you are shifting from
your fourth finger to your first finger on the same string, listen to how it sounds when you
play the first note with your first finger and the second note with your third finger. Then
try to duplicate that sound with the correct fingering. Your listener should not be able to
hear the shift.

Some players prefer to look at this scale as the “half-whole™ scale when it is used over
altered dominant chords. The scale stili alternates whole steps and half steps, it’s just that
you start with a half step instead of a whole step, as in the diminished scale. If you prefer
this way of thinking, then the scale would begin on the root of the altered dominant chord
instead of a half-step above. It's a matter of personal preference. Experiment.

Chapter |—Improvising Over Altered Dominant Chords
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Here is a sampling of licks based on the diminished scale. Memorize the ones you like and
start using them over diminished and altered dominant chords in your solos. The tablature
provided shows only one of the possible fingerings for these licks. Experiment playing
them in all possible fingerings. Try making up licks of your own, too.
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Here is an example of the diminished scale used in the chord progression from the
first sixteen bars of Duke Ellington’s “Take the “A" Train." Listen to Joe Pass and Wes
Montgomery for their frequent use of the diminished scale.
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This scale is very useful for soloing over altered dominant chords. Here is the formula for
the whole tone scale: W-W-W-W-W-W,

The following diagram shows the C Whole Tone scale along single strings.

THE C WHOLE TONE SCALE

W =Whole step

O =T @ — @@ ) @ ]
—ESE=E=T0- + @ @ 8 —® ")
) B i S @ @ @@
Q| O-1— O =101 ®1= L
L@ =—1®: @10 o -@
=P P00 = & —@
i 111 v Vil X X1l
There are really only two whole tone scales. Because of the arrangement of whole steps, -
whole tone scales beginning from every other note on the chromatic scale contain identi-
cal tones (remember that we can enharmonically respell any note). Or, you can think of
the whole tone scale as repeating itself every major 2nd.
Look at the last note of the CWhole Tone scale in Example |5. On paper, the last note, C,
looks like a diminished 3rd (Af to C) instead of a major 2nd (Af to BY), which are both
whole step intervals. This makes the last interval in the scale look unlike a whole step on
paper. The enharmonic spelling, C, is used because the B is more difficult to read.
B%)
D E Fé AF

C D E FF acf af C

-%

- il O
faw m . P — T 8 5
e Ny R

¢ © o] o—1t f

The CWhole Tone scale contains the same
notes as the D, E, F!, Gt (A%) and A} (B)
Whole Tone scales.

G* Al c ©
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The D" WhaoleTone scale contains the same
notes as the E, F, G, A and B Whole Tone |
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The whole tone scale contains both the 'S and *S of dominant chords. You may start this
scale from any tone in a dominant 75 or dominant 7°5 chord. Example |7 shows the G
Whole Tone scale and the chord tones it contains. Example 18 shows some chords the
scale will work over.

ch  oh)
G A B D* E° F G
1 e (& ]
|7 / O l"\{"l“ ITD: —
.1{."9_..(} O s .
¢ g 9 3 kol & b7 R

The scale tones as related to the G dominant chord.

G7's G7%5 Got11 G7is’s
e 5 i3 ,
18 EA £y 1o — 5 I
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d e eo
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Here are five fingerings for the CWhole Tone scale. Memorize and practice them from all

roots. Be sure to apply your melodic patterns too.

THE C WHOLE TONE SCALE
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Here are some licks based on the whole tone scale. Learn the ones you enjoy and start
using them over dominant chords with a5 or's. Making up licks of your own is something
you should be doing all the time. It's a good way to get to know the scales you are
learning. The licks you learn should always be practiced in all fingerings and octaves. The
tablature is only here to give you a quick start.
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This solo is based on the chord progression from the first sixteen bars of Once | Loved, by
Antonio Carlos Jobim, and utilizes the whole tone scale on 7°S chords. It also uses the
diminished scale over both diminished chords and altered dominants.
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+.;LESSON 3: THE: SUPER LOCRIAN MODE ;.

The formula for the super locrian scale is: H-W-H-W-W-W-W. It is actually the seventh
mode of the melodic minor scale. By starting on the seventh degree of the melodic minor
scale and proceeding to the same note one octave higher, you create a super locrian mode.
This scale is a weaving together of the diminished and whole tone scales. The first half of
the scale is diminished and the second moves in whole tones. Learn the scale along indi-

vidual strings. Here it is in E.

THE E SUPER LOCRIAN SCALE

® @ @ 9 @ ® ET @ @
@ - @ B—1@ A _ammn @ = @
oo —@ “« © —A—+@ oo L =
o| = ole o o e » e @
-o+=1@ © @ oo o— o
@@= 9@ @ @ & ®——@ L
111 Y VII X X1 XV
This scale has multiple uses. It works well over min7’5 (half-diminished) chords since it
corresponds to the vii chord in the harmonized melodic minor scale. VWe will discuss this
harmony in greater decail later in this book.
B c D E® F G A B Bmin7’s
o o .
_0 P F;'n i = § 1
{r—© e = © f
A \§ 1
R b3 bs b7 R
The scale tones as related to the Bmin7®5
By far the most common use of this scale is over altered dominant chords. It contains the
*S(111),5,%9 and 9—every possible alteration! Begin this scale on the root of the altered
dominant chord you wish to improvise over. Some players prefer to think of this as starting
on the root of the melodic minor scale one half step above the root of the altered dominant
chord. In other words. when improvising over an altered G7 chord you could think in
terms of playing anA” Meiodlc Minaor scale, instead of a G Super Locrian scale. It all leads to
the same place and is a matter of personal preference.
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Here are six fingerings of the super locrian scale. As usual, memorize one or two at first
and start working with them.
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Here are several licks based on the super locrian scale. Transpose them to all possible
keys and start using them in your solos. Experiment with different fingerings, too.

G7°5, G7%5, G7%9, G7%9 and all combinations
be |;‘._ e |71¢ o 3

e = ' | s : 1
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c7t5 C749, C7"9and all combinations l (
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There are many ways to solo over altered dominant

chords, and we will cover many of them in this book. The
diminished, whole tone and super locrian scales should
be considered basic. Learn these well and you will find
them useful in almost every situation where altered chords
are present. Vereran jazzers Tal Farlow, Wes Montgom-
ery. John Scofield and Pat Metheny all use these sounds.
Listen to alot of jazz played on all instruments and you
will become familiar with these devices.
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Pat Matheny
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This is a sample solo based on the first sixteen bars of How High the Moon. It utilizes the
diminished, whole tone and super locrian scales. Experiment with the fingerings!
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© LESSON'4: USING THE AL

Now that you have started experimenting with the altered tones found in the diminished,
whole tone and super locrian scales, you may be wondering just where these sounds are
most useful.

The answer is: any time you need to improvise over an altered dominant chord. Many
times this will be in the context of ii-V7-I progressions, although altered chords are cer-
tainly found elsewhere as well. It is traditional to alter the V7 chord in 11-V7-1 progres-
sions. Just make sure that the altered tones don't clash with the melody or solo being
played at the time. Good taste should dicrate your choices.

You need to be able to recognize the altered sounds within the chords, and then choose
the appropriate scale to solo with. One reason altered tone recognition is so important is
that we need to spell out the chord changes in our solos by starting phrases on chord
tones. Spelling out the changes refers to making sure we can actually hear the chord changes
in the solo—even if there is no chordal accompaniment being played. .If this concept is
new for you check out the "B" sections in Chapter 2, Lessons 3 through 7 in Intermediate
Jazz Guitar.

Many players like to start their phrases on the highest alteration in the chord. For ex-
ample, when playing over a G7%5%9, starting a phrase on the ¥ would really capture the
flavor of the chord. You should feel free to start on any chord tone. You will have to
experiment and let your ear be your guide.

Below, you will find many examples of the use of altered scales over ii-V7-I progressions.
You will also find examples of neighbor-tone approaches to chord tones to help with
spelling out the changes (neighbor-tone approaches are covered thoroughly in Chapter 2
of Intermediate [azz Guitar). Once you have learned these examples, start making up your
own. The task at hand is to learn to get from whatever device you are using to improvise
over the ii chord to the altered scale of your choice for the V7,and finally to a device that
works well over the I chord. Becoming proficient at this takes a while, so have patience.
The good news is that as you pursue this study, you will gain more control over your solos
than you could ever imagine. The options are numerous and so are the potential melodies.

Have fun!
Dmin7 tﬁ?bs CMaj7
o2 Do

a - ol e —'"l’f"l" gf“ﬁi‘f!f"

i/ r I > I e (o]
it = —_—

Y 3

> b

DDorian - - - - — - - A’Diminished _ _ - _ _ _ S onian - LS R e e e
) - 0 b 4 & e 4 'rf a ?

T E_,s"‘?'w_"“ees{rﬁns'w v
"ﬂ“ :P . T 4 =

5] ==
22 Chapter |—Improvising Over Altered Dominant Chords

ke o

e




c7's FMaj7
- oh p———— — T . ]
—— . - ==
‘——f F‘ﬁr’—l—r‘—"—"“ = s t{:J
\ E | ' == | e —— L
__________ CWhoetone _ _ ___ __ _, ChodTones_ . . _ _ _ .
- 7 53 — — ]
s —_— } e 1__1?;(1 == + {_ ) —— e
T3 | 1= i BT L _J
Cmin? E?"ﬁ B"'Maj?
& >
BTt bt et ==
BiCESES==S EEEloTmeo
Track : : b
24 Chofan - . oo ¢ FSQuparlocran. _ _ _ 4 BEIORIER . L Lo e e e .
T 0 r 4 5 l-:' - -
A s "% = =S
—A 10 H—F—6——b——F—6—
B s = =1
Fmin? B*7's E"Maj7
2he
a) 4 | | _,_4_. O "
= T i = r@ﬁ—
el | BV b 1 1 1 ., R P _— _,.. — L
o ') L~ 3
rack
s FDorian _ _ _ _ _ . . B*Wnaletone _ _ _ _ _ o S S R e J
64 - 3 —
T T = — 3 6 4 6 4 34— —7
:ﬁ — 5— ' — |
|| J
B*min7 Eb7is AbMaj7
-~ . _____,F‘
SES=me b ]
s erore = L 2
. EP Super Logcrian. _ _ _ _ . AMlonian_ - - _ o _______._ -
4 5—3 —
7 54 5+—6—3 5 6 4-5
I — =
= Neighbor tones
Chapter |—Improvising Over Altered Dominant Chords 23




1% D*Maj7

P O Y Y
f = = e
| 1 1 &, 1l
1 | P |
e —— <11
bef e Chord Tones. . — — — — — - - . ADiminished _ _ _ _ _ _ _ _ _ i Ol ToneRs - _ o o I ,
. H———
T 2—4—2 P —3 4
gt 3 =
_"‘!.
2 ]
Almin7 l D'7*9 G*Maj7
% ‘_D_"Ju £ phe e ) S i ba P[’F
= iy - =] Po_——9 o
37 S - A i s
.r e S==== = .
Mok by @)
A APoran. . s . D" SuperlLocrian. _ _ - _ _ _ - TR s e e ¥
= 6— 5 —4 I
T — 47 7 3—2 356535 —2—+4 2—f+23
- o
A &
I
B I
Clmin7 3 Fi7%9 BMaj7
'_,'_l‘"- T r—
3 | FEETE) [ M | = e | e | | Y] 1
: 9 —H e e et B S
!r —*f * ol w ' ¥ 1 ]
52 #oje— i ETEE R ECiE
Track g" - #"5
2 CrDorian — - = = — - - G Diminished - - - — - _ S o e e R e o e LA g o oy e =
s p— o
A —4—2—1 S~ 45—pa—t 2 t t R
St o —
|
Ffmin7 B7%9 EMaj7
Yy A - — ?
e . P
Track . 4
o Chord Tones_ _ . _ —_ _ + BSuperlocran_ _ _ _ _ _ _ e e e e .
T
1 5 4 5 7 —5—4
R : = — < 767 47

24 Chapter |—Improvising Over Altered Dominant Chords




Bmin7 EQf11 AMaj7

0 = #te {'_p o I' T~ -
— - —J—' g__'f—r::[ SR e =
40 #"—-"ﬁ—;—ﬂ?ﬂﬁﬁﬁ—'—_& = =
1. Sy — — ] £ #'—-o’:o—-

Pt Dhodan. - ——— - -= ' FDrmnnshed _______ e R e = L SIS B Y ol R E el
- ————% : 6——6—F1—5—4—5—4—5—747

) ! e | F 5 |

A ——— —6—6 7+ —6F9——— " ————— ——% — ,

=4 e e e e

Emin7 i pb A9t DMaj7 -
s Phe - -
41 G s r — ’_447?7 _:g ':]f“'_F e e
(s 1 / — 1 i 1 - I ___i l (- '
AR 2 = __J Ty == “18 :
e 7 S
32 : EDosan _ o e - v A Wholetone _ _ _ _ _ _ _ 3 B e e ¢
o 3 56 -7 53 57
F -4 2 J - ri a J 4 - | =4 o n e 4 = bt |
T = - T = e, o ¥ 1 L 1 > r o =
A - o - L = = o =
Sy 4
15
Amin? D911 : GMaj7
_‘#'fL“ — T i 1 — - Tl
42 "'l_._ __’_‘__. — . _‘ __J[ |l-.'_dl £ __ifi J 1 -I-—_t___ J[,_)_ | 1 .|_1 ! )_.-_..-:r.]
i =ToeEipssSSSSsSss
Track = G lonian
n |- phSaen e = . ‘DeSuperloerian: - - — — =2 ; 00 RS - )
. F -4
L E e e O
A 45 4—5—F—— 5 5 4
:‘E 7 7 e A S N 5—p 4—4
1
Dmin? G7'shg CMaj7
fa} & P o o @ F —» : —
et e P e e
RS m S —= 1 1 S~ = L_J — { yi
= = = =
34 Chord Tones. _ — — - — _ s+ A°Diminished _ _ _ _ _ s P e R S 2
n o % e S — 5 5 P a—
H 7 7—5—7 Fe=t
B ==

Chapter |—Improvising Over Altered Dominant Chords 25




c7'sbg

f - /7
— ey ~ | 4
- it S e
4 L
% SPA ! - ] T == fe SR NS 2 Y
CD_\J et {J‘J P "b‘q ¢ ¢ —y-o S
Track ; ;
3 GiDoran == - == = CeSuperbestan—=> 0 Flonan - o o« s S0 = o0 el 4
T e =
A = 1—2—4—2 RO S e
—R —4—3—4 4 5— :
Cmin? F7¢5%9
[a) —
S T - |
& ( 2 :!) B fove J ofd ¥ e s O
(e = : ‘ ~
i
Track
3¢ CiRorgr. e o e FSuparlogians o _ 55 BRGNS = o e sl a o o O i
—F
A ——— 6 P — v 17
1 = 0y 0 0
D L4 L - o o
% -
Fmin7 B¥7¢5¢9
© -
0 _b?' il B "=LF#{_ FEf e I
e e m———— e e e = :
| 1 ] [] '| }' = | ' L i1
o s | N I S L [
e . e
e FDOHIR = e B Superlcedan = i EXlonian _ - o Th. o L [
q—& ——8 7 5—9—6—93—6 =
A 7 7 H—-8—7 B = —
R —10—31—
8°min7 E7b5lg o
47 z f=ip=—1 — IE;.]'_] 1 -
AT T i —
e s = T ‘I;‘.'TL_. = —
Track L x S l! : - I J - (o] -
18 BhOian —— e s E Diminished _ _ _ _ _ _ _ _ Ajonian i o aee Do e a
T i
A 232 :
-—g-. —6—56—3 5 5—3 3 4—5 S—h—2 1 3= t
4—3 1123

26  Chapter |—Improvising Over Altered Dominant Chords

- o~ o~

-~

D

4,

- -~

e



E’min7 Ab7bstg D"Maj7
= s {— ""'r—r'—'ﬁ‘-' [ P ] — 1
48 :lzg;f*_tlﬁ_i;.!_ E! I {—==1 P ] b]' ] r & —Jr_l I i
o S 4 P ﬁ_ = TF L.E‘_‘bi:'j_ e
NCAS .
i T BT R S TRl Super Locrian_ _ _ _ _ _ TR e R~
—T 4 | 2 [ = Cr ) L I L] 1
1 4—32 e 3 3 b —d—1+——2—% 3 =t 3 yFm
:{‘- 4 4 3 3
3
APmin7 Db7tshg G"Maj7
[} g =il
|7 | | —
jf?“\ @ 4 - =4 J; L I : I _]ﬁji ,1| ] I et e [®]
Track -
G L e, Pt S O e ' D!’Super LocHan= St s ISR e T N D o
R a
1 2 1 .1 2 =5 r.i 4 s | L
% - - 41— 53 2 3 2 1 3
- 54 1 —2—4
Ctmin7 2 Fi7isho BMaj7
W £ __? 1 = 1
50 T e ee—
2N 1 $
gy ",.—‘—
Track
i (e 72y D S R . F¥superLocrian_ - - _ _ _ _ 4y ChordTona. o oo o o "
e 3— 2 — =
A —— e e e 4 (43
e o 4 2 4 &
15 = b

Steve Khan

Chapter |—Improvising Over Altered Dominant Chords

27

PHOTO + DAVID TANV\COURTESY OF STEVE kHAN



PHOTO » COURTESY MUSE RECORDS

You should be getting comfortable using the diminished, whole tone and super locrian
scales within the context of ii-V7-1 progressions. Make sure you are training your ear to
recognize the various altered tones when you hear them. While all of this training leads to
some very powerful improvising skills, there is still another step that will help you locate
your altered tones more easily.

In Intermediate Jazz Guitar you learned some fingerings for the diatonic arpeggios. At that
point, you were learning how to start your phrases from chord tones and how to embel-
lish chem wich neighbor tones. Now that you are playing over chords with altered tones,
you need a system to quickly locate those tones not found in the diatonic scale. Don't
panic! You don't need to learn a new set of arpeggios. The system that follows is a quick
and easy way to memorize where all the altered tones are in relation to a chord’s root.
Thir.k of these as small isolated clusters of altered tones—not scales, and not arpeggios.
These clusters should be memorized. You will actually find them very easy to learn.

Here's how you use altered clusters: Your ear tells you that a C7'S chord is being played.
You decide to start your phrase from a chord tone. You locate a 75 cluster and begin a
phrase with one of those tones and continue on with whatever device comes to mind.
These clusters are particularly helpful when the chord changes are moving along quickly
and there is no time to really develop a scale idea. Hitting one of the chord tones ensures
that you will still be spelling out the changes. This is a more effective way to begin phrases
and reinforce the altered sounds than only working with scales.

There are eight different kinds of altered clusters shown here (7’5, 7, 79, 79, 759,
7'5%9, 7°5%9 and 7’5;9] and there are five clusters shown over the fingerboard for each one.
Each cluster has a roor (R),a 3rd (3) and a 7th (I’?) in addition to whatever altered tone(s)
there may be {LS, ’5.'9 or “9). The natural 5 is also added to those clusters in which there
is no altered 5. Playing these clusters will help you hear the basic structure of the chords.

Pat Martino
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Here are some examples showing the use of altered clusters. Each example is shown in
one position and octave, It is very important to play all of the examples in all possible
fingerings and octaves. By this stage of your development, this process should be consid-

ered basic and routine with everything you learn.
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| LESSON 6: REVAMPING LICKS

] You can alter a lick you already know by chang- L
o ing some of the notes to fit various different har- -
5 monic situations. Revamping your licks in this 1 {
3 manner is a very good way of getting more mile- b’
£ age out of them. It will also guarantee that you - ¢
g always have enough ideas to use for all the vari- [ 2
2 ous altered chords. :
z
g In Example 52, the original lick (A) is put through
3 a number of alterations (B-L). Put some of your
) own licks through the same changes. (
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Thke Minor Scales and
Their Hodes

In this chapter you will be learning about the meledic and harmonic minor scales and
their modes. Learning this marterial will give you more ways to handle altered dominant
chords and other interesting harmonic situations you will encounter later in this book.
Take your time with this. This chapter serves as a basic overview of the subject. For a
complete study of each mode, | suggest you work through the Guitar Mode Encyclopedia,
also published by Afred and the National Guitar Workshop.

These sounds have been used for centuries in many different contexts. Listening to
players such as Frank Gambale, Scott Henderson, Mike Stern and John Scofield will show
you how these sounds work in the contemporary jazz style.

The three minor scales that are most commonly used in our culture are the natural
minor, the melodic minor and the harmonic minor. The natural minor scale is the same
as the Aeclian mode and was introduced in Intermediate Jazz Guitar.

N3 THE:MEL@DIC MINOR SCALE:

Traditionally, the melodic minor scale is thought of as a natural minor scale with raised
sixth and seventh degrees, but only in the ascending form. The descending form returns
to the natural minor. The reasons for this have to do with meledic compositional devices
used in classical music. In this book, and most others involving jazz studies, the term
“melodic minor" refers to the ascending form only. Some jazz musicians call this scale
the “jazz minor.”

You should approach the study of the melodic minor scale the same way you worked
with the major scale in the previous volumes of this series. The first step is to check out
the fingerings. They are labeled based on the string and finger used to play the lowest

root in the fingering. Fingering 6/1 means that the lowest root found in the fingering is .

on the sixth string and played with the first finger. 5/2 would indicate that the root is
found on the fifth string and played with the second finger.

This system of labeling fingerings works well for the major and minor scales. Fingerings
for the other scales we have studied thus far in this book do not fall so neatly into this
system. In any case, most of the things you learn need to be explored in all fingerings—
not just the ones used for examples in this book. In the subsequent lessons we'll take a
look at the chords and modes generated by this scale and their applications. Following
all that we'll investigate some arpeggios related to this scala.
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The formula for the melodic minor scale is: W-H-W-W-W-W-H. Most players prefer to
think of this scale as a major scale with a *3. The following diagram shows the scale in F
along single strings.

THE F MELODIC MINOR SCALE

O i 0= O T T O —— T @ O RE T =05
Q== @ —1 O+ AT 0O —1T 0T @1 @

O EOS = === - @ 1+FA1—-0 1+ O1—1-0=
O === = 0O =1 0 —— 01O = @R
@O —— @ RT—OO =10 @
QOl=Grt=—' @l @=—l @=Ll == Q= —--0=
111 v A% X X1 XV

Here are six fingerings for the melodic minor scale in locked positions. They are shown
here in the key of A Minor, but you should move these around the fingerboard to all the
keys and practice them with a variety of melodic patterns. =

A MELODIC MINOR

T i e
1 ® 4. 1 ;?. |4._
6/4 @ ol e P 6/2 e
" - ‘@ . L - L - L o
oo —l® o o ‘@
(-] .—"‘@} '_._u@ e
i | il v il
‘o—lo—Tie —r 1 ig——'®
1. 3.——‘-@ .?{).-_2.@ - e ‘@
L @ @ @
6’ I > ".__:fﬁ\ :'__4. 5]4 %.__?. . :. 1|
v Vil X X XI11 VIl
1 3 4 4 1 3 1ive
o binl s To o] ; ‘e : [‘*‘o—l——_‘. <o
SI2 e —1e® N ) e 7 e
i FTR -4 ig O 29 29| st )
| e ‘o ‘e o ‘0 ‘@ '
X X XV xXu XV Xvil
)
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¥~ %:  LESSON 2: THEMORES OF THE ¢ . ¥ ’

'MELODIC MINORYSCALE *

Just as artists need a wide variety of colors from which to choose, jazz musicians need ‘ o
many sounds at their disposal. Generating modes from the melodic minor scale creates i
seven new scales which we can then use over various types of chords. Example 52 shows |
the chords and then the modes generated from the melodic minor scale. Remember that [-
each mode may be used over the corresponding chord with the same root. For instance,
F Lydian b7 (the fourth mode of the C Melodic Minor scale) can be used over F7 (the IV
chord of the same scale). (
Cmin'? Dmin7 E'Maj7is  F7 G7 Amin7’5 Bmin7°5 f
| o | q ﬂ’ l
P o 8 ) b ]
= P i -2 ]
L &5 b4 = | |
. J b(‘; I
Lo
L {
Melodic Minor Cmin'7 Dorian*2 Dmin7
—2\ P O = o O e
NSV P O s O =
= o e = BV
p  Lydian Augmented E'Mgj7 45 | Lydian®7 F7 I
P 3 P19 = ‘f
) ——t e = (e S i = :
= O © (o) © i
A Mixolydian’6 G7 i 0 — Locrian*2 Amin7°5 | o o o
L P 1 © ] = T o571 = ==
o (o) © " = O © > = __!
) ' v
Super Locrian Bmin7’5 o [
" 9. i
o —° :
S 1 {
wwmﬂ-‘r..ﬁ!!ﬂ LR IALF T T TS ST R WL T LN Y =
< Ererse = ;
Flma s ol
Transpose this scale and its modes to all keys.
o L TN ST TN S KA L A KAl

o n o —
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Here are applications for the modes of the melodic minor scale. All of these work be-
cause the altered tones of the chords listed in the applications are contained in the mode.

J MELODIC MINOR SCALE

Application: . As a progressional scale over any of the chords in the harmonized melodic

minor scale.

2. Starting at the root of minor triads or minor sixth chords.

3. Starting |/2 step above the roots of dominant 7S, 785, 79, 719, 7i549, 7'5%9,
759 and 7°589.

4. Starting on the Sth of dominant chords with 11 or 5.

5. Starting on the 6th of major chords with a ¥5,"5 or 1 1.

(see page 37 for fingerings)

@ DORIAN 2

Application: I. Starting at the root of min7 chords. (This is rarely used because the
second degree of the mode is one half step away from the root of the
chord creating the sound of a 2 or*9—nota very pleasing sound over a
minor chord.) =
2. Starting on the root of a 7*9sus chord.

Here are two fingerings for this mode in B,and two typical voicings of the chord it can be

used over.
T T ‘@ ‘oo e
o—t—1— P i o [~ 1 L
T S v - - P )
@ ‘&’ ‘91—
" 'l.__ _1.___‘. HE— =
X m v Vil
Bmin7
2 om0k 3 3
l_‘_.i,-ie-'hj
[ ® o oVl
B LYDIAN AUGMENTED
Mplicatioe: Starting from the root of major chords with ¥5,'S or #11.
1 3 1 3 =,
o — @ — e 2@
—Hg-——Heo —® ‘e 9
a———_ __._. . ._ — —---.—-‘-«&'}— = ___._.__ _.—._
6I| " ._._"..._'.2.@_ ‘e | 5,[ '® :‘_._.._‘._I—l___—.'—
oo tot—| ‘@ ‘@ ‘@ : i
'® l2g | l4g 1 1 ‘e e ‘o
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B LYDIAN'7

Applicatior: Starting ac the root of dominant chords with or without a 11 or's.

B P i
1 .—_3 4. @
6!' 1 2= _4
—‘ 1 E\Ej 4'
& 2. "
L e e
X X1 XV
D9l |
- L e O e BN |
| !_.»l
® | v
° LK

H MIXOLYDIAN’6

Application: Starting at the root of dominant chords with a Is,

'@ ‘2 ‘@
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“@® ‘9 ‘e
v VIl X
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H LOCRIAN 2

Application: Scarcing at the root of half diminished chords.

4 1 2 4
® _ SERE PR > '‘® :
6,' e =S = SII :._.?. '_3_‘__._. :. :
i1—+——1lg—1e—
—l2g ‘ol r
X1 1 Y vl
Cmin7'5 Cmin7*S
x | 3 2 4 x 3 4 1 2 = =
[ ] o
® o I L ] v
L * L4
XS
i
Bl SUPER LOCRIAN
Application: . Starting at the root of half diminished chords.

2. Starting at the root of dominant chords with any combination of altered
Sths and 9ths,

1= 2 4 1 ‘®— 4 A&
il 4 = 1@ :__Ld.j[‘a' _1_.__J_i
T pE e
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i [ B 111 EXRE
D749 D79 D759 D759
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LESSON;g ARPEGGIOS IN THE

%MELODIC MINOR SCALE

As you have learned, the melodic minor scale produces the following types of chords:
min'7, min7, Maj7'5, dominant 7 and min7'5. You should already have plenty of Maj7, min7
and dominant 7 arpeggios at your disposal from either your own studies or the previous

bock in this series, Intermediate Jazz Guitar.

With that in mind, here are some arpeggio

fingerings for the more unique chords found in this scale. Like the others, you should

know these in all keys.
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FLESSON 4{THE HARKONICHHINORISCAIER

Just as the major and melodic minor scales provide us with many interesting sounds, the
harmonic minor scale has many useful devices to offer.

The formula for the harmonic minor scale is:W-H-W-W-H-W+H-H. Many players prefer
to think of this scale as a natural minor scale with 2 raised seventh degree. lts distinctive
feature is the augmented 2nd between the sixth and seventh degrees (W+H steps).
Remember, the natural minor scale is the same as the Aeolian mode generated from the
major scale.

The following diagram shows the E Harmeonic Minor scale along single strings.

E HARMONIC MINOR

R ] ] PR Se—T—— = W————

= = 5o
O == rEEE:—.:'. S-@E==
T TIT T g @ T
@l—-e-—@— - = @

Here are six fingerings for the A Harmonic Minor scale.

A HARMONIC MINOR
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LESSON 5; THE MODESIOF THE HARMONIC [ (
# .
(
'MINORSCALE: « - 7 | {. :
ke
As with the modes of the major and melodic minor scales, when we generate modes from il
the harmonic minor scale we create seven new scales to use over various types of chords. (
Example 54 shows the chords and then the modes generated from the harmonic minor [ (
scale. Remember that each mede may be used over the corresponding chord with the T
same root. For instance, the 3rd Mode (lonian ¥5—the third mode of the A Harmonic
Minor scale) can be used over CMaj7!s (the III chord of the same scale). [ :
f
Amini7 Bmin7°5 CMj7%5 Dmin7 E7 FMaj7  GYdim7 ¢
f P kil
7 =
= s b4 0] b4
Gis 53 —H—gg 8 t
) g o o5 : O f ¢
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y . : P . £
1S Vo o] ' P O © (
ANV = o O #© = P [ & B R
) o £ ] h=g T - [' ¢
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— | [
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- o—n—o T fo—o——o ‘
NSV = [ & SR ] =S O 49
d < O S e ¥ O > ;
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=4 z o ) © = |I = == O hid s B
 fan) i o T = I  Pr— o o :
S5 O #© U o
a ¥ ¥ T E
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1 Here are applications for the modes of the harmonic minor scale. All of these work because the altered tones of
i the chords listed in the applications are conrtained in the scale.

1 J HARMONIC MINOR SCALE

{ Application: l. As a progressional scale over any of the chords in the harmonic minor scale.
{ 2. Starting at the root of minor triads or min'7 chords

3. Starting at the 4th of dominant chords with a *S and/or "9

4. Starting at the 5th of dominant chords with ¥5,*5 or ¢ I

B 2ND MODE (LOCRIAN #)

Application: Starting at the root of half-diminished chords
] 2 4 1 2 4
e a 4. i ® et
- oo ‘ae—ﬁc ‘@
- 1 5/3 gl *1:9
IB—e ‘@ ‘0—o1—
] i. 4 i | o | o-1® 4
@ @ _1.,__._2... @
X XII I v
] Cmin7*5 Cmin7°*5
x 4 2 I 1 x 1 = ] 3 31 13
.3____ 2= I_'._I
] X1l e | I Ix
o | |1 o | [ eeoe
L |
| [ ]

B 3RD MODE (IONIAN )

Application: Starting at the root of Maj7'5 chords,

[PORS S S

‘@ o
= 3 = ‘e
)
_?,.__I._-". ‘D 5[4 -
1
o 'e i
‘® @
X X
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gy e
2 s

l 4TH MODE (DORIAN 1) (LYDIAN *3%7)

Ipplicativg: Starting at the root of minor chords.

l—'._"z. 3 :® ' ‘@ ‘@
.__. ‘@ J. ‘.
A SO_J. _1, 3.__1.
1 g |4 1 | 2 4
64 ['9 1 o e ] 5/4 13 et "1 e
‘e‘® - 1~ Lglig
VIl X I v
Dmin9
3w 33 304
T
BEEXXRE:
L
|
B 5TH MODE (PHRYGIAN DOMINANT) -
Application: Starting at the root of dominant 7th chords with or without 5 and %9.
a 4 fa o
: 218 el T Pl sl PR
1 4 1 2 4
614 |8 fotel 514 [otofiet—ts
‘e ‘e ‘e ‘e e
e ‘ae s ‘e ‘e
I v X X1
G7%9 G715
2 % J 3 N = I = 3 3 4 x
| 1| [ |
[ e | ® |m e | o (]
o ! [ o] ® e
| | |
11
. 6TH MODE (LYDIAN R)
Application: Starting at the root of Maj7 chords with or withouta 1. .
1® ‘e ‘e 1 ‘oo
1 4 1 1 4
—‘. - @ = L —" —(B) ‘. @
" B R -4 7 Tl 5/4 P P4 ‘e
1.___2_. 4. 1 38 4‘3}
H@ ‘e ‘oo :
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B 7TH MODE

Application: Starting at the root of Diminished 7 chords,

1= _g. 4_,. |
‘o '® —_—
1 2g ‘9
6/1 2—1le 5/4 | !
e e —F
—~—=@ *—@ =
VII X
Bdim7
2 x 1 3 1 = x 2 3 1 4 x
=N e
o | o |V 3 n
L] o @ [ ]
The harmonic minor scale produces the following types of chords: min'7, half diminished,
Maj7!5, min7, dom7, and dim7. The only one of these types of arpeggios we haven't al-
ready covered are those for the dim7—so here they are.
TETIET TWTAr T, P e
A o cifﬁr’m
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x x 1 32 4 1 4= ]
A
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» L] 1 = 4
[ . @ L 4
[ S e i
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RESSION. -

The iimin7*5-V7*9-imin7 progression is often referred to as the minor ii-V7-I, These
harmonies can all be derived from the harmonic minor scale. One common way to impro-
vise through these changes Is to just use the harmonic minor scale whose root matches
that of the I chord.

Bmin?I’S

Amin
[a] I B = o ¢ .
; 1 ~ i i
55 (nﬂﬁ '_-ﬁ[ IJT ] J—F""-[f S ’, = , - -
IS I ¥ o e R 2® 1__‘.__/ m— 1
e — ' = & '
Track o :
44 gt incn o s £ MERE SR SRS =\ OSO[BS o L '
- i s
LA 4542 12— — 4—1+—2—4—+5—+—2—45 - i
E\x o 5 = ~F £ 5

You can also treat each chord in the iimin7"5-V7'9-imin7 progression separately. For
instance, for the ii min7*s, you can use minor ideas that have a root a minor 3rd above the
root. So,in the key of D Minor, G Minor ideas would work over Emin7°5 (ii in D) because
Gminé and Emin7’5 contain the same notes (E-G-B"-D}‘ For the V7'9 you can use a dimin-
ished scale. For instance,a B Diminished scale would work over A7°9 (V7 in D). You can

think of this from two different perspectives:

I. As you learned on page 8,you can use a
diminished scale one half step above the

S LT e

3 5 7

: b
root of a dominant chord that contains AT’9 (rootless) i e G ;
"9, B' Diminished scale is one half step
above the root of the A7*9 chord. enharmonic equivalents
2. You can always use a diminished scale ok ] bg bg R
from the root of a diminished chord. As 4 o P A B*
illustrated in the chart on the right, a : . .
rootless A7*9 has the same notes as a :
B'dim chord.
When you get to the imin7 chord, simply use any minor device you like. =
Emin7°s A7°9(B*dim7) Dmin
- o 'bll = 'bl > . =
—G —= 1 d o F e o
X et —be === e |
FAI s\ 7 st e 1 e ey e —1
AN e J /
ok |Scales GMnor Idea _ _ _ _ _ _ B°Diminished _ _ _ _ _ _ _ DR A L S [T e
&
Ideas: = S
o a4 £ = 5—3 P 6—5 a_7T r &
3 FIE—r 2 S e e £ E = ?ﬂ
7 = 56 ; §——5—5

The iimin7"5-V7°9-i min7 progressions are extremely common so it really pays to practice

them.
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(HAPTER 3

HHESSO

Using Arpeggios

By now, you have accumulated many different arpeggio fingerings and are becoming adept

at starting your melodic lines from chord tones (with and without the application of neigh-
bor tones). At this point. you may be wondering what else you can do with all of these
arpeggio fingerings. One of the more interesting things you can do is to superimpose an
arpeggio of one type over a different type of chord with a different root. To superimpose

means “to lay one thing on top of another™

When you superimpose the sound of one

chord over another unrelated chord, you can imply the sound of yet another. Experiment-
ing with this device will lead you to discover many new sounds, some of which will be
uniquely yours. This will give you new ways to target altered tones as well. Check out
these examples, then search for some of your own.

A.p

CMaj9 Dmin?

CMaj7 Emin7 B.

Dming
DminT FMaj7

— -/ - o . |
F= : E=corsireem ==
)= - 53 1 - T & i o 1
= pod - - W O
Emin7 arpeggio FMaj7 arpeggio _ _ _ _ _ _
T Emin7 arpeggio FMajT arpeggio
10
2-'-1 over CMaj7 P over Dmin7
| F‘ implies the sound ¥—10 implies the sound
of CMaj9 & of Dming
G9 G7 G13'g
G7 Bmin7* S
C'n ﬁ 2. D. — ' !'_ ' G? E
7 . ] ® > = ¥ O D ]
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PLAYING OUTSIDE AND PLAYING INSIDE 1 =

Before you are introduced to laying melodic patterns around arpeggios, it is important to
discuss another concept that is important in jazz: playing inside and playing outside. Playing
inside refers to a type of improvising where the melody fits perfectly within the harmonic
context of the chord changes. Playing outside means that the melody actually falls beyond
(or outside) the harmonies produced by the chard changes.

e

Why would anyone want to play outside the harmony! Won't it sound out of tune or
“wrong!" When well executed, playing outside produces a feeling of excitement or ten-
sion in a solo. It keeps the listener interested and gives a solo a feeling of “forward
motion.” A skillful improviser can step outside and then back inside before you even know (
it. It takes a while to get the hang of this. Experience and listening will be your best ( ‘
teacher. Playing outside for the sake of weirdness is usually not very tasteful, so it is L
important to develop a sense of balance. Listen to players like John Mclaughlin, Miles
Davis, John Coltrane, Wayne Shorter and Scott Henderson for some of the most daring,
yet tasteful examples of outside playing. ; 4

—— e

One device that works well for adding this element to your playing is the use of melodic P
patterns based around arpeggios. You simply begin a melodic pattern from each tone in an
arpeggio’s fingering. If you use this too often, or for too long a time, this device can give a

solo a very mechanical sound, so use it sparingly. Patterns with close intervals (a 3rd or
smaller) will sound more traditional, while wider intervals (4ths and larger) will sound
rmore modern and maybe even outside. Study the following examples and then try creat-
ing some of your own.

Melodic Pattern Amin7 Arpeggio Shape [ ¢
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Melodic Pattern Dmin7 Arpeggio Shape
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AROUND CHORD SHAPES -

This is just like the previous concept, except you play the patterns around the physical
shape of a chord on the fingerboard instead of an entire arpeggio. Sometimes this will be
easier to visualize than an entire arpeggio shape. Experiment with many different chord
shapes. lts really hard to run out of ideas with this. It is usually important to resclve on
chord tones as it will bring your line back inside.

Chord Shape
E7%9

:2!)41

j:irlw

KEsLz
|
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1 r; = :
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{
B R U

b T T R T

* = Double sharp. Raise the note
two half steps (one whole step).

Examples 66 and 67 illustrate that the melodic pattern doesn't have to start on a chord tone.
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Fight-Tone Scales

The use of eight tone scales in jazz became popular in the ‘40's and have since become a
familiar sound. They are made by adding an additional tone to a major scale. There are
many maore eight-tone scales than there is room for in this book, but you should get a lot
of mileage out of the two shown below.

4 ‘3"&%;_}’;’_‘1’ g R B e P i B

e

*a a4

This scale works very well over both the ii and the V7 chord in a ii-V7-I progression. It
also sounds great over dominant 7th chord vamps. It is a major scale that includes both
the natural 7 and the *7. Here it is in C.
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This scale works well over major chords. It is a major scale that includes both the 5 and
¥S. It has a very smooth sound.
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Here are some phrases illustrating the use of these eight tone scales.
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 (HAPTERS
(omnecting Your Ideas

At this point you have many improvisational devices at your command and even have some
pretty good flashes of inspiration now and then. If you feel you are starting to sound like
a mass of devices and short unrelated ideas, then it is time that you start to consider each
of your solos as a whole. A good solo generally has three parts: an opening, a body and a
conclusion. Master improvisers may include several cycles of all three parts in a longer
solo. This concept is explored in the CODA section of Beginning Jazz Guitar. Long smooth
lines that connect the parts of your solo are a sign of musical maturity. Have patience; this
is a lifetime study and being 100% satisfied with every part of your solo is a rare occur-
rence. That's OK. This sometimes frustrating factor is part of the process that helps us
improve. Remember to enjoy your own progress and to pat yourself on the back once in
a while. Here are some ideas that should help you create longer lines and more logical
solos,

- LESSONS

A 1

This is exactly what it sounds like. You take two or more short ideas and connect them
chromatically with half step, scalewise movement. It is usually a good idea to start and end
on chord tones. This will cause your line to start from the inside, step outside for a while
and then resclve smoothly back inside.
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: ?Ei}*DIFFERENCE’“BEW

When first learning to improvise, many players tend to stop and wait when the key center
changes, then begin playing again when the new key is established. This can be a very good
stylistic technique, however, when beginners do it, it can reflect a limitation in their ability
to travel from key to key smoothly. This lesson will introduce a technique that will help to
overcome this shortcoming.

Consider the following chord progression in Example 78. It travels between two key
centers. The first two measures establish the key of F while the third and fourth measures
establish the key of G. The last four measures are back in the key of F again.

iiof F V7ofF iiof G Viof G
Gmin7 C7 Amin7 D7
1
_\(ﬁu _l—/ i i o i i— 7 s _;_‘/—/(“‘_1/ |
||ofF Viof F lof F -
nGmin? c7 FMaj7

:(#I, ./_, Il I/ /, I, _/, Il / j’[#_—{_-H /j Li_
e

Now look at each scale.

The obvious differences between scales are the F in the F scale as compared to the F* in
the G scale, and the B’ in the F scale as compared to the B in the G scale.

F Major

[ s
i | o [8) ——
% = [®] Ho o I
G Major

L =
@
0

The effectiveness of this technique is based on the idea that the movement of a half step
is a very powerful sound. So, while playing the F scale in the first two measures, we make
sure that our last note in measure two is either a B or an E The first note in measure
three should either be a B or an F, thereby creating a smooth half-step transition from the
key of F to the key of G: F to F¥, or B' to B. The transition back to the key of F from
measure four to measure five would work the same way, but in reverse: AtoForBtoB.
It won't take long to learn this technique and the investment of time and energy wiil pay
dividends in the form of much more musical lines.

Use the CD that is available with this book, or a recording of yourself playing the chord
progression, to try this technique by playing along with Example 80 .
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Here are two examples demonstrating ways to accentuate the difference between keys
using movement in half steps. The notes involved are highlighted. :
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’
, This idea is easy to execute and quite effective. Repeating an idea in different octaves
$4 creates the illusion of one very long line.
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The idea here is to find one melodic idea that will work over a series of different chords.
You need to have a strong knowledge of chord formulas to accomplish this.
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The element of rhythm can connect ideas very well. You can play several different melodic
ideas with exactly the same rhythm. The rhythm then becomes a motive in itself, and the
different ideas it is applied to will seem connected.
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DIATONICICONNE
The diatonic connection is a technique that works well over diatonic chord progressions
(progressions that include only chords found in the key). It enables you to turn one lick
into as many as seven—one for each of the diatonic chords in a key.
Start with a lick that sounds good over the I chord, then raise each note in the lick one -
scale tone, You now have a lick for the ii chord. Repeat the process from this chord and
a iii chord licks appears. While playing over a diatonic progression, these licks would
provide a nice clean, connected sound. This is also a good way to compose licks.
CMaj7 Dmin? Emin?7 ; FMaj7 3
3 s e ~ P~
87 = = e e i, = - i
QI GEEESEET St EE S e -
ot 'y e * 5 = ~J
&
Y .
1 4 I = = 5 f 4 ¥ =
A 5 5 —7 7 — 55 55 T 7 —F
1 P 7 B—5——r 8 F~5— —7—5—
G7 Amin? Bmin7*s CMaj7
0 o . —~—
i ] £ N
& = = = = =
SV . = e 2= Eoten . S — [
Qj "‘\J R 3 4 3
3\ 3
I ~ b 3
e F- 4 = I b 8
! 5 :r "’ h 5 =4 5 o ? & ? ‘8—9 bt g
2\ 45— "9 75 9—7—5 10 o7
D v &

Chapter 5—Connecting Your Ideas 61



(0 DA A Medley of Suggestions and
Musical Concepts

There is no way a single book can discuss every improvisational device that musicians use.
This series has presented the major concepts of the study of improvisation. Here are
some more ideas that you should explore on your own.

I/ -HE EXTENSIONS USING

EELPENTATONICS #

Most players use major and minor pentatonic scales in the most common way:starting on
the root of major, minor and dominant chords. Some dramatic new sounds can be discov-
ered by starting your familiar pentatonic fingerings on chord tones other than the root
This will allow you to play on the upper extensions of the chord, producing more interest-
ing and modern sounds. Check out Power Pentatonics by Erik Halbig, available at your local
music store, for a really complete picture of this subject. Here are some ideas to get yc—u

started. e
4 ; et T e et Lt H o T
For major chords....................major pentatonic starting on the root, Sth g %
or 9th of the chord. : o
For minor chords....................minor pentatonic starting on the root, Sth » i
or 9th of the chord. X LRt e
For dominant sus 4 chords.....major pentatonic starting on the root or in 2 S
*7 of the chord. et
For dominant 7th chords........ major pentatonic starting a 'S above the root Ao VM s
with altered Sths and 9ths of the chord.
You can look ata |3 chord as a 7 chord with a major or minor triad a whole step above ic.
CMgj13 ci3 Cmini3
D Major Triad 48} b Major Triad — 310 Minor Triad —
g —1 P8
C7T3i—% Cminfi5; &
T L4

Itis interesting to play ideas over a chord that are normally used for the triad formed by
the upper extensions of the 13 chord with the same root. In other words, you can play
D Major triad ideas over a CMaj7, because the upper extensions of CMajl3 (which is, as
you know, a good substitution for CMaj7) form a D Major triad. Experiment. Many
modern players such as Robben Ford think this way.

62 CODA

pr———— e

-~~~



2
A,

VITEIWVIDER

Some players like the sound of very wide interval leaps in their playing. This style of
playing really helps to build strong technique, though at first you may find the fingerings
difficult.

One way to practice this is to learn to play major scales in consecutive 4ths, 5ths, 6ths and

7ths. This will get you used to the sound and the physical demands. Playing this way will

add interest to your solos, but overuse leads to tedium for most listeners. For more

interesting effects, create licks that mix consecutive 4ths, Sths, éths and 7ths. Listen to
* Joe Diorio's playing. He is a master of this style.

This technique creates ultra-modern sounds by taking a line and raising or lowering a few
of the notes to other octaves. It produces a rather startling and unpredictable effect.
) Sometimes the fingering is difficult but it is usually worth the effort. -
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R - T e 3 7

A great way to play outside is to take a lick and move it around the fingerboard. The only
i catch is that you need to move it around in a symmetrical pattern, like half steps, whole
steps, minor 3rds or whatever you can dream up. The ear will accept these sounds even
though you are leaving the key center because of their symmetry. The listener will “track”
} the symmetry more than the relationship between melody and harmony. Be sure to re-

solve to a chord tone!
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