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ABSTRACT OF THE THESIS
EXPOSING AND FILLING THE NEED FOR AN INTERMEDIATE
STEEL-STRING GUITAR METHOD
by
Charles O. Carey
Florida International University, 2006
Miami, Florida
Professor Mike Orta, Major Professor
This thesis demonstrates the need for and the importance of developing a
comprehensive curriculum for the intermediate steel-string guitarist and provides a
method to fill this need. The method is not specific to any one musical style and will
serve to offer information necessary for the performance of music in any idiom. The
lack of material presently available for the intermediate guitarist leaves them without
proper musical guidance during this significant stage of their learning curve. The use
ofthis method will help the prospective student to grow both as a quitarist and a
musician.
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Introduction

The steel-string guitar stands as one ofthe most popular musical instruments
in the world today. Its evolution from a secondary role to one of the most dominant
musical voices has taken place at an unprecedented rate. The steel-string guitar has
only existed in its present state forjust overa century and the electric guitar was not
invented until 1931 (Sadie, 1984). Itremains a constantly evolving instrument
largely due to its consistently rising sales figures. It is unfortunate for those who
aspire to study the guitar that the methods used to teach it have not come as far as the
instrument itself. Although there are a fair number of methods to teach the beginning
guitarist to play simple melodies and chords as well as a plethora of advanced
methods for all styles, there is little available for the intermediate guitarist.
Intermediate players have to depend on the knowledge and instruction of their
teachers, and unfortunately, many instructors are unqualified (Zager, 2005). Coupled
with the lack of sufficient instructional materials, this puts intermediate guitarists at a
significant disadvantage. The methods that do exist are often written in tablature.
Tablature is a map-like notation that is guitar specific and often does more to trigger
musical illiteracy than to help guitarists learn how to play.

This thesis will demonstrate the need for and the importance of developing a
comprehensive curriculum for the intermediate steel-string guitarist and will provide
a method which fills this need. The method is not to be style specific but should offer
the necessary information to allow performance ofany musical idiom after its

completion.



Historical Overview

In the late 1930°s, the steel-string guitar began to gain popularity as a serious
instrument in the hands of players such as Django Reinhart, Eddie Lang, and Charlie
Christian. During the 1940’s and 1950’s, the instrument’s popularity continued to
grow, driven by players such as Herb Ellis, Les Paul, Chet Atkins, Kenny Burrell, Joe
Pass, Tal Farlow and others. These players honed their craft by studying with pianists
and hom players as well as through transcribing the work of other musicians. These
players would then apply the material they had learned to their own instrument.

The guitar became the instrument most associated with the rock-&-roll genre
in the 1950°s. This made the guitar the instrument of choice for many youngsters
who were ready to explore music. Several method books became available for the
steel-string guitar during this time but most ofthe top players still learned their craft
by transcribing and analyzing the work of other musicians.

During late 1960’s and 1970’s, the guitar reached a new level of virtuosity as
jazz-fusion became popular. The Berklee College of Music became a place forjazz
and jazz-fusion guitar students to receive a formal education in music. Berklee’s
1967 graduating class included two luminary figures, John Abercrombie and Mick
Goodrick. While both ofthese musicians are well respected players, Goodrick’s
greatest success is in the world of pedagogy. Immediately after graduation, Goodrick
became the top quitar instructor at Berklee College of Music (Available online:
www.berklee.edu/bt/151/bb faculty nrofile.ntmB. He is credited with becoming one
ofthe firstjazz guitar specialists to become a full professor at any college. Goodrick
created an extremely successful method ofjazz guitar instruction that is evident by


http://www.berklee.edu/bt/151/bb

the list of guitar legends that have studied under him. This list includes such greats as
Pat Metheny, Larry Coryell, John Abercrombie, Robben Ford, Mike Stem, and John
Scofield. Unfortunately for the guitar world, Goodrick has never released a book
detailing his methods. In 1987, Goodrick did release The Advancing Guitarist
(Goodrick, 1987). This publication is a great addition to the library of any advanced
quitarist. However, it is more a ook of musical philosophies and practice ideas than
a step-by-step method hook. Some of the most helpful ideas found in his hook
include playing scales one string at a time, playing chord shapes using only one string
as a place for the root, and playing scales and chords in isolated areas (Goodrick,
1987). These ideas encourage the guitarist to move from thinking in a strictly
pattern-oriented way to a more musical way ofthinking. Many ofthe exercises
included in the guitar method book I have written (Appendix A) are based upon my
own interpretation ofthese ideas.
Statement ofthe Problem

In the 1980°s, rock quitar players were playing music that was technically
very challenging. Virtuosity became a status symbol among guitarists and many
books were written to help the aspiring guitarist. Many younger players were not
concerned with learning to play music in a traditional way or in taking the time to
transcribe their guitar heroes. As a result, a system ofnotation for the guitar, known
as tablature, became quite popular. This system ofnotation was first introduced by
Organist Conrad Paumann to notate the fingerings ofhis compositions for the lute of
five courses (strings) written in the middle 1400s (Blood, 2005). Tablature consists
ofa map ofa fretted string instrument that shows its reader which string to place their



fingers but rarely shows any musical or rhythmical notation. The concept is similar
to a “paint by numbers” way of learning art. Though this system had been used for
centuries to demonstrate difficult fingerings in much the same way as written
fingerings for piano are used, it was not used to replace standard musical notation.
This all changed in 1982 with the premiere edition of the magazine, Guitar For The
Practicing Musician. This magazine featured complete transcriptions of popular
quitar driven music in tablature form. The magazine experienced sales figures that no
other quitar-oriented magazine had even come close to. The popularity of Guitar For
The Practicing Musician forced the venerable Guitar Player magazine to also include
tablature transcriptions in order to compete. The success ofthese magazines led to
music publishing companies such as Cherry Lane Publications, Dr. Licks
Publications, and Play It Like It Is Publishing, that were based entirely on books
written in this tablature format. The success of these publishing companies led larger
publishers, such as Hal Leonard and Mel Bay to include tablature in most of their
guitar oriented publications. When Warner Brothers Publications refused to release
John Scofield’s Jazz-Funk Guitar method book without tablature being included, he
demanded that a page be included with his thoughts on this subject. These are the
words of Scofield:

“Although this book includes TAB, I’ve never used this system and

have never known any guitarists that did, TAB would never be used

G, et musica e s e Oy methan gt
communicating music other than using yourown ear. | think that

reading music 1s essential, not only for understanding music, but for
playing guitar professionally as well (Scofield, 2002?.”



Originally, tablature was thought to expedite the learning curve ofthe guitarist.
Guitarists were playing complete solos oftheir favorite musicians long before they
knew what a major scale was. Unfortunately, tablature began to take the place of
formal musical instruction and this has led to a lack of musical knowledge and
literacy among modem guitarists. The fact that most music can be found on-line
written in a tablature text file known as ASCII tab has made it 5o easy to learn a tune
that few quitarists spend time transcribing (Wikipedia, n.d.). The lack oftranscription
has caused the ears of many oftoday’s guitarists to be inadequately trained.

Review of Literature

Most qualified guitar instructors avoid using publications that include the
tablature method. This severely limits the number of method books that are available
to these instructors. Ofthe hooks that are available, few are not style specific. With
these problems in mind, it is easy to understand why there are so few guitar method
books that are considered to be standard repertoire for the instrument The books that
have become standard repertoire for the guitar student are largely “beginning” level
books. Three guitar method books are commonly used and have been top sellers for
years. Alfred’s Basic Guitar Method 1has sold over 1 million copies (d’Auberge and
Manus, 1962), Hal Leonard Guitar Method Lhas sold over .S million copies (Scmid,
1977), and Mel Bay’s Modem Guitar Method Grade 1has sold over 8 million copies
(Bay, 1948). These books are almost identical in their contents and the sequence in
which they are taught. Each is designed to teach the beginning guitarist to read music
in the first position (first four frets) oftheir instrument and to explain rudimentary
elements of rhythm. These books have proven themselves successful at



accomplishing these tasks which has made them valuable tools for working with
beginning students ofthe guitar. The common use of these books by music teachers
as a beginning text explains their high sales figures.

There are some problems with the three method books mentioned above. One
issue is that they lack an adequate explanation ofproper picking and strumming
techniques. Another concern is that these method books do not use or explain any
keys other than C major, G major and D major. The most glaring problem, though, is
the lack of various accompaniment styles. This issue is common in many quitar
method books, regardless of level. Most ofthe hooks show very basic 2-beat and
waltz patterns but rarely add any others. The books that do show other
accompaniment types usually focus on hard rock patterns specific to a certain rock
song rather than a more generalized style. These problems are supposed to be
addressed in the later volumes ofthe beginning methods but this is not done with any
sense of order. These volumes only show a few simple chord shapes and strumming
techniques which are all based on folk music. More keys are introduced but the
concept ofthe major scale is never adequately addressed. The idea ofimprovisation
Is never explored in any way. Another problem is that the upper positions of the
fingerboard are often not touched upon and ifthey are, it is usuallyjust to play the
highest notes on the first string. As a result, these hooks are rarely used by guitar
teachers after a student has finished one ofthe grade one methods. This is evident in
the sales figures for these methods which are on average ninety percent lower for the
Alfred, Hal Leonard, and Mel Bay’s grade 2 and ahove as opposed to the grade one
method they are designed to follow.



The Berklee Press book, A Modem Method for Guitar Volume 1. is another
largely popular guitar method with over 500,000 copies sold since 1966 (Leavitt,
1966). It is not clear what level guitarist this book is targeting. It is much more
difficult then most beginners could handle, yet it is described by Berklee Press asa
“beginning level method” (Leavitt, 1966). It really does not seem to teach much of
anything and in fact is little more than a book of short pieces to read. This book is
owned by many intermediate and advanced guitarists but is really not written as any
type of functional method book. It does work well as a book of sight-reading
exercises ifit is used in conjunction with a properly written method. As a stand-alone
method, it offers little in the way of musical information. The author of this method,
William Leavitt, does point out in the book’s introduction that it is designed to
accomplish two things 1) make the student a better reader, and 2) develop dexterity in
both hands (Leavitt, 1966). The ook is successful in both of these areas. This
makes the title ofthe book more ofa failure than the book itself.

A hook commonly used to teach players who have gone through one ofthe
beginning methods is Guitar Improvising (Bredice, 1978). Though designed to be
more ofajazz hased text, this book is one ofthe few available that has information
suitable for an intermediate guitar student. The book deals with many aspects of
music theory that are important to a progressing quitarist. The problem with this
method is that there is no order or strategy in which the information is presented. On
several occasions, important ideas are discussed with only one sentence used to
explain them. Another problem comes from the lack ofexamples used to illustrate
many ofthe ideas presented. There are many useful scales and chords in this book



but rarely does it give any indication of how they might be used to actually play
music. This book lacks any type of organized sequence to the presentation of its
material. |'had the unique opportunity to study with Mr. Bredice in 1987 for
approximately two months. When asked about the sequence of material found in
Guitar Improvising. Mr. Bredice disclosed that he wrote the book while watching
Monday Night Football during the 1977 season. He claims that he just wrote down
deas as they came to him and he made no effort to organize them before submitting
the manuscript to Mel Bay Publications. It was his assumption that these ideas would
be organized by the publicists but that was not the case (personal communication,
1987). The result is a book containing all ofthe previously mentioned flaws.

An extensive search for an existing intermediate method book uncovered only
two titles; The Monster Intermediate Guitar Method, and The eMedia Intermediate
Guitar Method. Both ofthese methods are tablature based rock guitar methods and
offer little as a text for the serious student. There is presently no intermediate method
offered from any of the major music publishing companies that is not designed to
teach in a specified musical style. This lack of suitable material for the intermediate
student can result in studies that are detrimental during this most influential point of
his or her learning curve.

Methodology

The method book which | have created is intended to fill the need fora
thorough and logical curriculum for the steel-string guitar with a focus on the
intermediate level student Itincludes lessons in technique, rhythm studies, reading
in all positions, scale studies, accompaniment styles, open-position chords, bar-



chords, advanced harmonies, improvisation, transcription, articulation, and arpeggios.
These studies are taken in a logical order and the purpose of each lesson is clearly
explained.

The method starts by defining basic musical terms. It gives a simple
explanation of the staff, treble and bass clefs, measures, and time signatures. Many
methods spread the explanations ofthese basic musical ideas over several pages. The
concise manner in which they are addressed in Appendix A allows for easy reference
ifany of these elements are forgotten.

Unlike most methods, this book starts by working on rhythms before notes are
introduced. The student is instructed to use only the open first string to play all ofthe
rhythm exercises found on pages 20-25 of Appendix A. First, whole notes and half-
notes are introduced and used to play the book’s first exercise. Quarter notes, eighth
notes and sixteenth notes are progressively explained with exercises to show their
application. Emphasis is placed on counting the rhythms aloud before attempting to
play them. Once the whole note, half note, quarter note, eighth note and sixteenth
notes are covered, their corresponding rests are discussed and exercises follow. This
section of rhythm explanation concludes with lessons in the use of dotted notes, ties,
and triplets.

The “spider exercise” is introduced on page 26 of Appendix A. This exercise
and its variations have served as the most common finger calisthenics used on
stringed instruments for generations of guitarists. The spider exercise is to the guitar
what the Hanon exercises are to the piano. These commonly played exercises are
usually taught by any qualified guitar teacher but are not written out in most common



guitar method hooks. The topic of using a metronome when practicing these
exercises is thoroughly addressed as well. This is the only time in the ook that
tablature (TAB) is used. Itis necessary to use this “notation” style here because note
reading has not yet been explained. Teachers using this book will have the
opportunity to explain tablature without using a book where this style is prevalent.

Pages 27-32 of Appendix A are designed to show or review the natural notes
in 1 position (first finger over the first fret). This moves more quickly than the
traditional beginner book which usually allots two to three pages of exercises per new
string covered. The exercises used in this book to demonstrate each new string are
more difficult and make better use ofeach new set of notes than the traditional
method book. This limits the need for many examples but any qualified teacher using
this method should be able to quickly write additional material for any student
needing more exercises. Page 33 of Appendix A explains the accidental and gives an
adequate map to aid in finding these notes. This is a topic commonly left out of most
common method hooks. These hooks typically show a select few accidentals and do
not give adequate definitions of others. Two very atonal exercises follow the
accidental page. These exercises are designed to review all ofthe notes of first
position and improve sight reading. The last assignment, before moving into the
more intermediate material ofthe book, is an excerpt ofNiccolo Paganini’s
“Perpetual Motion” found on page 35 of Appendix A. This is used to both review the
student’s reading and improve their technique. 1t is played in first position but is later
used to review the 5th, 7*, and 9* positions.



Page 36 of Appendix A shows many commonly played open position chord
shapes for the guitar. These chords are given without any theoretical explanation.
This is because the shapes are to be used as technical exercises. The exercises that
are to be completed on this page are designed to teach the fretting hand to grab chords
as a single movement rather than one finger at a time. It is hoped that the student will
become competent at these exercises hefore the accompaniment styles are presented.

Pages 37-39 of Appendix A explain the concept of the major scale. Its
mathematical formula is introduced and put to great use. All major scales are
demonstrated and shown with their key signatures. Three goals are given to help the
student memorize the major scales without the use of patterns. These goals include
playing the scales on one string at a time and playing all ofthe available notes in the
key in first position. On pages 40 and 41, the C major scale is harmonized into root
position, Istinversion, and 2" inversion triads. The importance of harmonization is
then illustrated by transposing “Beach Party Rock” (Louie Louie) to three other keys.

The method turns its focus to various accompaniment styles starting on page
42 of Appendix A. The included styles are the 2-heat, waltz, reggae, folk / folk-rock,
bossa-nova, swing-blues, and the shuffle. This areais presented one style at a time.
A detailed explanation ofeach style is presented and followed by a short example /
exercise. A song is then presented with both the melody and accompaniment fully
notated. The lalin/ bossa-nova section explains the son clave and how it is used to
create the most common guitar accompaniment rhythms. The swing section
demonstrates the ideology of swing time in a thorough manner. The latter two items
are not found in any of the top selling guitar methods. It certainly serves as no



surprise that these latin and swing rhythms are often the weakest of a mid-level guitar
player’s accompaniment vocabulary. The explanations given in this section are
designed to correct this weakness.

Page 58 of Appendix A introduces the upper positions on the neck. Afteran
explanation ofposition playing is given, Sthposition is fully laid out. A short study is
followed by instructions to play the “Perpetual Motion” excerpt from page 34 in the
bthposition. The top lines to Johann Sebastian Bach’s “Invention #8” and “Invention
#4” are used as difficult technical exercises while at the same time providing further
studies for the Sthposition. Similar studies are provided for the 7th, 10thand 12th
positions ofthe fingerboard. After completing these studies, the student should be
musically literate throughout the entire musical range of their instrument.

Pages 67 and 68 of Appendix A present the structure ofa simple twelve bar
blues progression. The blues is then used as a vehicle for the application of simple
major, minor and dominant 7th bar-chords. These chords are shown with their roots
on the fifth and sixth strings and exercises are designed to focus on each string
separately and then on the combination ofthe two. The exercises start with an
example hased on the C blues but the student is instructed to play the exercise in all
twelve keys. This is to be done through the cycle of fourths. A chart representing the
cycle and a graph of notes on the fingerboard are given to the student but these
“training wheel” like approaches are slowly taken away as the hook progresses. This
section concludes with a chord progression entitled “The Excitement Is Misplaced”
(based upon “The Thrill Is Gone”), which is to be played through the cycle of fourths.



This chord progression uses forms of major, minor and dominant 7th bar chord forms
making it a very thorough review exercise.

Page 76 of Appendix A is the start ofa section designed to help the
intermediate student begin to improvise. After discussing and defining musical
improvisation, a moveable pentatonic minor scale is presented. The key chosen to
start the improvisational exercises is Bb minor pentatonic. This pattern has been
chosen for three reasons (1) it keeps the student from using open position chords to
play the accompaniment, (2) flat keys are not usually covered as extensively in guitar
method books as are sharp keys, and (3) the positions that contain the moveable
forms of Bb minor pentatonic are the positions that were skipped in the earlier
reading studies (3rd, 6th, 8th, 11th, and 13t). Page 77 of Appendix A introduces the
concept of using rhythmic displacement to change the sound of a given idea. To
accomplish this, a two measure phrase made up of four half-notes is taken through
seven different rhythmic variations. These variations allow the concept of
anticipation and delayed attack to be introduced. A solo fora twelve-bar blues in Bb
is then written out using only half-notes. This solo is then rewritten using the seven
rhythmic variations learned on the previous page. Both ofthese solos are to be
played along with the Bh Blues track on the CD that will accompany the book.
Dynamics and articulations are then discussed with an emphasis on slurring.
Techniques for the hammer-on, pull-off, slide, bend, release bend, and vibrato are
introduced. The same half-note Bb blues solo is now reintroduced using theses

slurring techniques.



On page 81 of Appendix A, additional moveable patterns of the pentatonic
minor scale are introduced and four goals are assigned to help the student memorize
them. The first goal is to use all five ofthe moveable pentatonic minor scales
individually to improvise to the Bb Blues play-along track. The second goal involves
playing laterally over the fingerboard by combining the five patterns and limiting the
note choices within the patterns to only two strings at a time. The third goal is the
same as the second but three strings are used at a time. A sample solo has been
written for goals two and three with position changes clearly marked. The fourth goal
is for the student to play musical solos to the Bb blues by combining all ofthe
patterns with the rhythmic phrases and slurs taught earlier. The section ofthe book
concludes with an explanation of the blues scale. Five moveable patterns for the
blues scale are given and the student is instructed to go through the four moveable
pentatonic minor scale goals using the blues scale instead.

Pages 84 and 85 of Appendix A are devoted to transcription. This section
emphasizes the importance oftranscribing and using transcribed material to expand
one’s musical vocabulary. Some steps are given to help the student get started.
Although this topic is usually left for the student to find their own way, these few
suggestions have been helpful to the students who have used them and are, without
doubt, worthy ofbeing included,

Tthchords are introduced page 86 of Appendix A. This section of the book
begins by explaining the construction of 7thchords. The intervallic structure ofthe
major 7, dominant 7, minor 7, minor 705, and diminished 7 are clearly demonstrated
and the major scale is harmonized into 7 chords. A full page chart ofall the



discussed 7thchords is presented with six chord shapes shown for each type. This is
to provide a way to play each chord with its root placed on any of the six strings of
the guitar. Four goals are then given to work on the chord shapes until they become
apart of the students vocabulary. The first goal is for the student to select one chord
from the chart and play that particular voicing through the cycle of fourths  The
chord will be changed by finding the proper position to play the voicing so that the
root is in the proper location. The second goal is to pick a chord quality (i.e. major 7,
minor 7, etc) and play that chord quality while keeping the root in a three-fret span.
The third goal is to play the first eight measures of “Autumn Leaves” in a three-fret
span. This exercise uses all ofthe covered 7thchords, with the exception ofthe
diminished 7, to fulfill its execution. The fourth goal is to play the first 8 bars of
“Autumn Leaves” in a three-fret span through the cycle of fourths. Clearly written
examples of each goal have heen provided. This section is concluded with a more
detailed page on chord construction. This page shows the most common symbol,
included intervals and note-letter names ifthe chords tonic were a C. Italso explains
chord alterations and figured bass or “slash chords.”

The modes ofthe major scale are explained on page 93 of Appendix A. Each
ofthe seven fundamental modes is written out as hoth a mode of C major and as
though C was the tonic ofthe mode. The defining intervals and the chords that are
commonly built from each mode are designated. The modes are not used heavily in
this book as it is not the intention to make this a text ofadvanced jazz principles. Itis
important that the most elementary improvising student understands the concept of
the chord upper structure and the knowledge that learning the modes provides.



The ii =7 progression is explained on page 95 of Appendix A. One
octave scales and arpeggios are shown through the cycle of fourths. These scales are
arpeggios are to be played in first position before any patterns are used. Playing in
first position stops the guitarist from using any predetermined finger patterns and
forces a greater consciousness of the notes being played. A play-along track for the ii
- V7~ 1progression is provided and the exercises should be played along with this
track. Several one octave moveable patterns are given and these are to be performed
with the play-a-long track as well. Five full-position movable patterns are introduced
on page 103 of Appendix A. These patterns contain all ofthe notes of a given key in
a spot on the neck which is defined by the pattern’s first interval. Two goals are
specified to help master the moveable patterns. The first goal is for the student to
pick any ofthe moveable patterns and use that pattern specifically to improvise over
the ii- V7 - Ltrack. The second goal is for the student to use all ofthe patterns in an
effort to stay in a three fret point of reference and improvise over the ii —V7 — track.
Samples ofthese exercises have been clearly written out.

The minor scale is reviewed on page 105 of Appendix A and the problems
with its harmonization are explained. The harmonic minor is then introduced and
harmonized to the triad and seventh. The harmonic minor is then used to create lines
to play over the minor iim7h5 —V/7 —. Five moveable patterns are then given for
this scale.

The book concludes with lead sheets for four tunes commonly used for
improvisational studies; “Watermelon Man,” “Blue Bossa,” “Summertime,” and
“Autumn Leaves.” These songs can be used as reviews for reading in various



positions, chord studies, and improvisational vehicles. There are accompaniment
tracks included on the play-along CD for each of these times.
Conclusion

It is evident from the research that has been conducted on the subject of
intermediate instructional material for the steel-string guitar, that there is a definite
need for a proven curriculum. The concepts, exercises, and compositions that have
been included in the provided curriculum are a result of my experience as both a
teacher and student of music. 1have made a career as a musician and music educator
since 1985 and have held the position of adjunct professor of quitar at Palm Beach
Community College since 1994 as well as Lynn University since 1999. During this
time | have had hundreds of guitar students to test these methods on. The principal
deas within this method are key to my success as a teacher and the success of my
students as well. 1t is the goal ofthis thesis to place these ideas in a clear and logical
manner that will allow others to an insight to a proven intermediate steel-string guitar

method.
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APPENDIX A

Defining essential musicalterms
ftisimportanttoclarify mmt nfth* Imfe vncahnlgry g Fftj mngteal lingam in

orderto gjaspmniA ofthe material presented on the pagps that follow. Music is written
ona b line staffthatis simply namedthe mask: staff (|—  The firstthing that is
written an the staffis usually a symbol knownas a clef Thetwo mostcommon defc
used in musical notatttm are the treble clef andthebasscte f("\. Mnsicwritten
forthe guitariswritten USingthe ttfiiledef. BeoofficaJIyahJacane,tanning-verticaliy,
will divide sections ofthe staff These black Enes are known as bar feres and serve to
divide die staffinto “measures”. A measureis, as itsname implies,a measurement of
musical length. Thenextsymbolnmmafly seenisthetimeaangtnref”). Thetime
signatore is written as a fraction with fee top nmnber showing the mgnber o fheats in
each measire and the bottom note specifying wbattype o fnote receives the beat The
mostooiwnm tapestjM tePit  winchmeanstimreare4 beats ineach measure and
the quarter noteis receiving the beat Becausethistime agnfitnre is soprevalentinmusic
ofall styles, itis often written with the symbol ~ winch memK “cnmmnn fene",

{}aetrebleckf(akadie Geta0 , .
. Barline Final bar (extra tfakk second ling)

p . Measure Measure Measure
The time signature



Rhythm is arguably the most important element of the musical Ian?uage. The.
Grove Concise chtllonar;{ 0 fMusic defines rhythm as “The subdivision ofa span of time
into Ferceptlble sections; the groupmq of musical sounds, principally by means of
duration and stress.” It qoes 0n to state “no.music can exist other than in time and that
rhythm is an important element of melody, it affects the progression ofharmony, and has
afole in such matters as texture, timbre, and ornamentation.” Unfortunately, rhythm is
not always studied with the same diligence that is given to other musical elemerits.
Learning to_count and play rhythms correctly and comfortably gtreatlylmﬁrovesone’s
musicianship. tis advisable to practice with a metronome andto count rnythms out
loud. The following rhythmic explanations and exercises are to be played using only the
open 1*(thinnest) string.

Awhole note recieves 4 beats.
Ahalfnote : recieves 2 heats.
(1-2) (3-4) (1-2) (3-4) (1-2) (3-4) 0-2) (3-4)
Exercis<i|
Countoutkmdas yuplay
TRy (123 ) @ (12-34)
(1-2-3-4) (1-2) (3-4) (1-2) (3-4) (1-2-3-4)



tF of m e w ’'a) woo w @& a) p) w <= ® p) w

Exercise 2

Countoat load as you play

Jo) @ (30 0-2) 0) &) (1234 0-2) (3-¢)

m @ @ w o (@3 4 (12 (C) N O R )

_ Thenotes of shorter duration than the quarter note (Le. the eighth note and
sixteenth note) are designated by their “flags”. With each added flag, the value ofa note
Is cut inhalf. The flag is a black line that goes in an opposite direction from the stem if
only one flagged note’is present and will be connected to the flag ofothers in a horizontal
fashion ifseveral are ?rouped together, Itis standard foras many as four eighth notes
(two beats) or sixteenth notes (one heat) to be grouped together by flags however beats
two and three are not usually directly connected via flags'in comrman time.. _

_ These notes of shorter duration_force the beat to he divided into various fr?ctlons
in orderto count what they represent- The mid-point o fthe beat is most commonly
referred to as “an”. Itis common to use the symbol “+” to represent the word “an” but,
when counted out loud, the “+” sign should still be called “an”.

An eighth note recieves 1/2 beat
-single flag

(O())H)E)+)@) () <) C2(+)<3)(H)E>(+) (N#))(+)<3)(+)E)(#) 0>(+)<2)(+>CI>(+>(4)(+>



an%%g Ilr:u%‘ e!ssygu g’ay

p p p=\ppfPmppf i* ¢ fr~r~rip -
(2 @ @ OOHAH @ O @6 @F @2 64

recieves 1/4 beat

(1) (&) (+)(*) (2)(e) (+)(@) (3)(e)(+)(@) (4)(e) (+)(@) (L) (e) (+)(a) (2)e) (+)C*) (3)(e)(+) (&) (4)(e) (+)(2)

Sixteenth notes divide the beat into 4 parts. These will be counted I-e-+-a(pronounced ah), 2-6*+*3, etc.

Exercise 4

Countoutloudas you play

(1) () (XeXsXaXds) (1-2)  (3) (HXaXdX<) 0) (BX*X)) (3)  (AXeXXo) (I-13-4)

(1-2) (3Xe)(t) (4)  (IXe-tXaX2) () (3Xe-tXa)d) (+) (1) (@ () @) ¢t) (-2  (34)



The Rest

Arrestis asymbol that calls for a period ofsilence. There isa symbol to represent
every note value.

The whole rest hangs down from the 2“*line o f die staff
The halfrest sits above the middle line of die staff

The quarter rest looks something like a squiggly line:
The eighth rest looks somewhat like the number 7

The sixteenth rest is similar to the eighth rest with a

second flag:
The addition ofevery Sag shortens the value ofthe rest one-half.
A whole rest recieves 4 A halfrest recieves 2 Aquarter rest recieves 1
beats of silence beats of silence beat of silence
(1-2:3:4) (12 (34) 0 @ © @
An eighth rest recieves 1/2 A sixteenth rest recieves 1/4
ofabeat of silence ofabeatofsilence

06 @6 0OE®@QE«F @66 @ (4)[([] (+) (&)

Exercise 5 Qa.k.a. Rest In Peace)

Count out loud as you play. Try to count the rests under your breath

0 Q) @) GF O)F) Q) GXXaXl) (12 EBXeXH)EXeX)(l)  (2M+XaX3)(+XaXd) (+Xa)



A dot (mplaced behind anote addshalfo fthat notes original value back to it
—3beats i-p-]= 1% beats ‘£ =%ofabeat

The Tie

A tie isa curved line that connects notes ofthe same pitch. 'Whennotesare tied together
only the firstone is played and the note(s) that follow are simply held for theirrhythmic
duration.

bddbot not . hehl bo) not
plaved JM . plgyed

0) 2 B) (4 <) G4 12 PN+ 123 4)

Exercise 6

otz e Q) 234 Q) O @6 @ ) (+24) () (@)(4)

. . N . L. .lfL = fX =
@ 2 3 & @F 1+2) (1)) () @)e)(+)(a 12 3 4 (I+2)(+ 3 +)



The Triplet

, Theftripletis awaygofdividing a unitoftime into three parts. The symbols used
in music to designate rhythms are based on numbers divisible by two, with a dotted note
being a mid-point, but there is no symbol that by itselfis divisible by three. The triplet is
used'to show rhythms that are indeed divisible bK three, The most base way to explain
the function ofthe triplet is to sa%/ that it places three ofa certain rhythmic symbol in the
_space allowed fortwo. The symbol for a triplet is a bracket, with athree above or below
it, placed where the triplet is to be played.

Half note triplet
o 06 @

Quarter note triplet

(1) i) (pin) @) () (pin)

(1) (tri) (pin) (2) (Hi) (pin) TO {tr) (pin) (4) (tri (pin)
Eighth note triplet

3 %3 " 3 | m]—]

Sixteenth note triplet (1) (tri) (pIn) TO(tri) (pin) (2)(iri) pim) ) i) [iin)P) iri) (pW)(+) (1i)(pin)(4)(tri>(pjn) (+)(m) (pk)

Ode To Triplets

Countont loud as you play
I i




THE SPIDER EXERCISE

The following exercise has been used for generations in one incarnation or
another, While many people call this exercise by different names, it will be referred to as
the “Spider Exercise” In this book. The purpose of the spider exercise is to improve
technique, endurance, and time-feel. _ _

_ The spider exercise |s_Ferformed by placm%the_ Istfinger on the 14t fret of the 6th
string and Flaymct; the note with a down-stroke of{ e,fyl,ck. Now the 2rdf|n?e[ IS Flaced
on the 2nd tref ofthe 6thstring (\[Nl_th.thefll’st finger still in place) and the nofe |sP ayed
with an up-stroke of the pick. This is followed by the 3rdfinger on the 3"Lfret ot the 6lh
string bem% picked down (while keeping the othér fingers downg and the 4" finger on the
4* fret oft eﬁmstn_ngbel\?\ﬂ]plckedup now all 4 fingers should be down). This is
repeated on all 6 strings. When the 4 * finger’s note on the 14 string is played with an up-
stroke, repeat that note with a down-stroke and go in reverse (4,3,2,1-4,3,2,1-etc) as noted
in the exercise. When the last note is ?Ia ed on'the 6thstring, with the index finger and
an up-stroke, the index moves up one fret and the exercise is repeated. This should
continue for as long as you are able. Itis important to keep the unused fingers as close to
the fingerboard as possible. The natural reaction ofthe pinky is to jerk away from the
fingerboard when It is removed and it takes much practice to'train it to stay close.

It is essential that the spider exercise be done with a metronome. The range your
metronome should be within i 60-120bpm. 1fyou are only able to do the exercise using
quarter notes, you will work till you can play thie spiders exercise at 120bpm using
quarter notes. “Once you can play the quarter notes at 120bpm you can play the exercise
using 8¥notes at 60bpm. Whenyo\l;\/%et to 120bpm US_IF]? thnotes then you can play at
60bpm using 16thnotes and so oni. While speed Is defini eI%/ important, more emphasis
should be spent on maintaining a smooth, relaxed, and light touch that |sfperfectl in-
time. 1fthe exercise is played stiffand rushed then it may be more harmful than helpful.

H = down-stroke ofthe pick ~ V—up-stroke of the pick

nvnvnvnvn vnv n»itk nvn V . ~ *io?szn’\ovnv nynv' nvnvnvnyv
Iioi-+4aaaq

1 1aadil
B 12 84 48 b

U Ui/t

nvAv etc

LIl LI uu
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Monkeys Are Silly Creatures

1 Say note names as you play.
2. Count rhythms out Toud as'you play.



1ST FWQEf 3eOFMOEC

Just Because
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The Modern Monkey Mambo
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Its a DVine World
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TAtf Song to Remember
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"A" Heavy Blimp
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Song for Lydia



Accidentals

. Thenotes you have learned at this point are the same pitches as the white keys on a
piano. These notes are commonly referred to as natural notes. Thepltches¥0u have skipped
are equivalentto the black keys anthe piano, These notesare commonly reterredtoas
accidentals. An accidental isanother way ofsa%mg,a sharpor flatnote.”A sharp raises die
pitch ofa note ‘Astep (1 fret)band_a flat lowersthe pitch ofa note \AsteB. A sharp is
designated by placing a number sign (#) directly in frontofthe note to be sharpened The
flat is designated by & lower case b dlre,ctIY_ln frontofthe note to be flattened Fthe symbol for
aflat,™ isSlightly variantin shape butis s |IIcomm0_nI%represent_ed asalowercaséh). All
sharps have & flat name as welL An example of this is thatan F# is the same pitch as a Gb.
Notes with different names that share the same pitch are said to be enharmonic. The sharp or
flatnameis decided upon due to the key (this will be discussed Iater?qrth_edlrectlonthatthe
melody is going. Ifthe melody ismovir” to a lowerpitch accidental, it will usually be
written as a flat, 1fthe melody is moving to a higheraccidental, itwill usyally be written as a
sharP. A note that has been shar %nedorflattened ina |veanasu,reW|I|rema|nas such
until themeasure 1s overwithout the need for another shiarp or flatsign. |this is not desired
anatural sign (i) musthe placed in frontofthe note to restore itto normal. Below are the

accidentalsin 1 position,

GH#/Ab F#/Gh D#/ED C#/Db
G#/Ab Iststring, 4th fret F#/Gh Lststring, 2nd fret D#/Eb 2nd string, 4th fret C#/Db 2nd string, 2nd fret
A#IBb GH#/Ab F#/Gb D#/Eb
A#[Bb 3rd string, 3rd fret G#/Ab 3rd string Lst fret Fi#tA3b 4thstring, 4th fret B#/Eb 4th string, Lst fret
C#/Db A%/ Bb G#/Ab F#IGh
-

Y N _lfJ A N\
C#IDb 5th string, 4th fret A/Bb 5t string, it fret G*IAb 6th string. 4th i "Rk é&'hstrind, Ind fret



It Was An Accidental)

ceorhng g W

_ The following exercise is a review of all of the notes in the Is*position of the
guitar, Itls_%nedwsonant, which makes it very difficultto memorize. It should be
practiced with a metronome and reviewed often:

1st Position Review

S Lt e ———



Perpetual Motion Excerpt

Niccolo Paganini
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1 Tllgi(si Réece should be played in Is position using strict alternate

2. Always use a metronome and work to pla%as fast as possible.
3. This piece will also be performed In 5", 7thand 9l_hPosmonsto
reinforce reading and technical skills in'these positions.



.. The foliowing chord qurams show some ofthe most common open ?osmon
voicings played on the guitar. Atthis point, focus is to be placed on utilizing these chord
shapes as a fechnical studay. The musical explanations ofwhy chords exist and bow they
are used will be covered dt a latertime.

Common open position chord voicings
q g D A E Dm Am Em

_ The goal ofthe exercisesthat follow is to develop the ability to grah chord shapes
inone movement as opposedto one finger at atime. Use a metronome anddp_IaP/ each
exercise using whole note strums at first After die first beat is played, use die following
3beatsto prepare forthe next chord sothat it can be strummed on the downbeat ofthe
nextmeasure. Whenthis no longer presents a difficult challenge, do the exercise usm% Vi
note strums. Finally, strum Vinotes and make the changes intime. 1fyon miss a chor
change, keep strumiming and DON'T START OVER. The importance 0 fplaying in-time

cannot be overstated.
Chord Flxercise #1
G C D C
“elEe - = . '

Chord Exercise #2

Chord F xercise #3

Chord Eu-rrise #4
G D Em Em F C D D



__ The major scale may well be the single most important tool in all of the musical language.
Itis,in effect,the basis ofthe entire Ianguage and is used to identify all things musical. Even non
traditional scales and harmonies are named by their relationship to the major scale and all music
types fr_orr% jazz to country to heavy metal to Classical rely upon it for both'composition and
improvisation. , _

The mwr scale js a mathematical formula based on a whole step/ halfstep order of
W W .H W W,W H. This formula may be applied to any note in the musical alphabet and no 2
will share the same notes entirely. This means there are 15 major scales, one for each musical

. Below isthe C{cle of4ths/ 5ths. Going clockwise in this chart will move the ke?/s in 5ths
and, in doing so, add 1sharp to or subtract 1 flat from the next scale. Maving counter clockwise
will move the keys in 4ths and add 1 flat to or subtract 1 sharp from the next scale. Because
harmonies tend to move in 4ths, many of the exercises throughout this book will be taken
through the cycle of4ths.

~Onthe next page all ofthe major scales are represented with their respective “key
signatures”. When memorlzm%your major scales try to make sure you know the numbér of
sharps or flats in each scale. Thé order in which notes are sharf)ened o flattened does not
change, The order ofsharps is F,C,GJD,AJ5,B. The orderofflats is BJB*D,G,C,F. Ifyou
k”OI‘QV (t:h ésdtgen it is easy to identify the notes ofa key. E major, for example, has 4 sharps they
are F,C,Gd3.



Below are the major scales. With the exception of C major, all of the major scales

contain at least one sharp or flat note. Ratherthan writing out the sharp or flat notes that

arc found within a major scale, a ke)( signature is placed in the beginning of a piece of

music. The key signature does two -h'”PS' First, it defines the key that a piece of music

is being played in and secondly, it stipufates which notes are to be sharp or flat without
the need for accidentals. If, for

C majorhas no# or bnotes example, %/ou see a key signature of

2 sharps, then you are’in the ke;{ ofD
m mayor. In the ke¥ofD major, all F

and C notes would be %Iayed asF#
and CU, regardless of the octave.

G majorhas 1#.(F#) F major has 1 flaL.(Bb)

D major has 2 #s.(F#,CH) Bb major has 2 flats.(Bb,Eh)

Amajorhas 3 &s.(F#,C#,GH) Eb majorhas 3 flats.(BbJSbrAb)

F#major has 6 #s.(F#,C#,G#,D#, Ak EH)

C# major has 7 #s.(F#,C#,G# D# A%, E# BH)

Gh majorhas 6 flats.(Bbfb™hJDb,Gb,Ch)

Chmajorhas 7 flats.(Bb,Eb,AbJ3b,Gb,Ch,Fb)

m e



The guitar is cM)attern oriented instrument which is both a curse and a blessing in
regards to itS study. Many technically skilled guitarists have SRent too much time
ledming scales and chords as fingeririg Patterns and not enoughn time studying what they
are actually doing. The result ofsuchstudy often results ina‘good guitarist who_is an
incompetent musician. When taken out oftheir “comfort zone”, these pattern oriented
quitarists are often confused and overwhelmed. This is notto say that patterns are not an
|mportant_Pa(t ofthe guitar curriculum but time must be shared with actual musical stud
for the guitarist to become a well-rounded player and musician. To truly understand an
memorize the major scales presented on the previous page, patterns should be resisted at
this point The following methods of study should not be overlooked,

1. The first goal ofthe student should he to memorize the major scales as they are

written on the previous ?_age in 1aposition™ open strings are Useable, 1 finger

covers the first fret, 2°i finger coversthe 2 fret, 3ri finger covers the 3rd fret, and

the 4tfinger coversthe 4 freq. _ _ _

2, The second Igoal is to play all ofthe major scales from their lowest available to

highest available note in 1 position.

a C major from lowest note to highest riotein first positi

PLe
_-|H P3 tf—H

3. The third goal is to play all ofthe major scales on one strlnE at a fime from
their lowest available note on that string Up one octave and back. This should be
done onall strlln?s with all scales. Altliough the uPper fretsofthe guitar have not
been formally introduced yet, the whole step/ haltstep order o fthé major scales
should be enough information to make this exercise possible. Inadditionto

Iearnin%the whole steﬁ]/ halfstep order ofihe major scales, this exercise will give
a nice mtroduction to the upper frets as well.

C major played on one string at a time from the lowest available note on that string to its octave.

C major from die {owest note available on the 1sttring up one octave C major from the lowest available note on the 2nd string up one octave

C major from the owestavailable note on the 3rdstring up one octeve C major from the lowest available note on the 4tb string up one octave

C major from die lowest available note on the 3th string up oneoctave ¢ major from the lowest available note on the 6th string up one octave



While any intervals can be %roup_ed together to form some t){pe ofharmonic
structure, chords'are most commonly built on"3rd intervals from scales. There are two.
types of 3rds, the major 3rd which i$ equivalent to four 'A'steps, and the minor 3 _, which
I equivalent to three "A steps. The most common chord form is the triad, which s a three
note chord usually made up oftwo 3rdintervals. In its mostcommon form the triad is
simply a rogt, 3"Tand s"1ofany given note, A major triad contains a major 3rd followed
by a minor 3“1 A minor triad ¢ontains a minor 3 “followed by a major 3rd. A diminished
triad is made up oftwo minor 3**intervals. An augmented triad is made up oftwo major
3rd|nterVﬁIs.. . .

_ The importance of harmonizing all commonly used scales into 3rds cannot be
e_aS|I¥_ overstated. Itis this knowledge that Ieadsto_Pereranaly3|sofmu5|c, -
simplification ofmusical transcrlgtl_on, chord substitution, and greater compositional
competence. Because scales are built upon mathematical formalas, all scales ofa given
type will be harmonized in, exactlg the same manner. Thisis why.itis important to learn
scales in terms of intervallic numbers as well as notes. The C major scale will now be
harmonized into triads:

C major harmonized into triads

. _Whenatriad is played with its third as its lowest note it is said o be in 1
inversion. The following is the C major scale harmonized in Is¥inversion.

C major harmonized triads in Ist inversion

C Dm Em F G Am Bdim C



_ If the fifth ofa triad is its lowest note that triad is in 2ndinversion. The following
is the C major scale in 2nd inversion.

C major harmonized triads in 2nd inversion

C Dm Em F G Am Bdim C

Transposing chord changes

There are many reasons why a piece of music is played in a certain key. One ofthe
primary reasons for choosing one key over another is to put a vocalist In their most
comfortable range. In comparison to the %t_u_taror piano, the range o fthe voice is usually
much smaller, ocom?ensate for the inability of all vocalists to'sing in the same keys as
one another, itis important for the guitaristto be able to transpose. [fthe harmonic
progression o fa piece o fmusic is earned in intervalsrather than letter names, it is not
difficult to transpose. The following prp?res_swn is derived from the I, 1V, and V chords
ofamajorscale. The prog%resswn IS written in the key of C major but could easﬂg be
Pla edin any key. Usingthe same harmonic progression transpose Beach Party Rockto
he’keys ot G major, D major, and A major.

i BFeach Party RoFck
| | |vI ﬁ—’\\/UF T

Note: These rhythmic mnidnp with a slash ndbcr than a note bead indime a strumming rhythm.



Accompaniment Styles

_ Strumming chords on the guitar correctly is an important part of learning to play
the instrument. Even the most advanced accompaniment styles are usually based upon

basic chord strumming techniques. , . _ .
, One ofthe most commonly. overlooked elements involved in strumming the guitar
IS the direction the pick is moving in relation to the rh)r]t_hm being played. Inany quarter
note based strum, the strums tire all in a downward fashion. Forany 81note based
rhythm the pick should be moving downward on the beat and upward on the offbeat ‘+).
The hand should move steadily, from the wrist, in an even down/up motion and_not stop
when not playing. It should instead miss the strings while continuing in its motion. 1t is
also important to hit all of the strings used in the chord on the downward strum but only
the highest (thinnest) strings should be sounded on the upstroke. A sixteenth note based
strum should be conducted in a similar fashion to the eighth note strum except the
downward strums are on the beat and offbeat while the ((Je) and (a%are played with an
upward strum. The tunes and examples that follow will give further explanation to many

common accompamment styles.
The 2-Beat

The 2-heat is a very common accompaniment pattern. Itis often usedto play
upbeat styles such as early New Odeansdazzandhollday 50ngs. ThedefmmPeIements
ofa2-beatare abassnoté on 1and 3 anda chord strumon 2 and 4. Ifasmgnechord IS
Flaged fora full measure its root will be played, in as low an octave as possible on beat 1.
ts Sthwill be played on beat 3. The upperstrings arc strummed on beats 2 and 4. 1ftwo
different chords are played in the same measure, the root ofthe first chord will be played
on beat 1 followed with a strum ofthat chord on beat 2. The root o fthe second chord will
be played on beat 3 followed a strum ofthatchord on beat4.

2 Beat

G c D G
Rt s Rt B 'F::J(;t 5lh o

2 Beat With 2 Chords In One Measure
G C D G D G

Root 5lb Root Root Root Root



When the Saints go Marching In

pickup notes

Melody
§ - J M
QO ®
G
Accomganiment im o " c ¢ ¢! : C ot~ ko~
2-beat style RN b o Do s 1
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these notes net as the pickup
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The Waltz

_Awaltz isa strum that is used to perform accompaniment in \btime. A traditional
waltz is Perfor,med by playing the root ofa chord, with & slight accent, on beat L. The
chord isthen lightly Strummeéd on beats 2 and 3. Ifthe same chord is repeated for
multiple measures it is not uncommon to play the 5thon beat 1 o fevery other measure.

Traditional Waltz
¢ D

’ G
Root - T Rom o
Around The World
Ho e e — T e
4 e
p — — ") . Lm | .
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The Reggae Strum

A reggae strum emphasizes the “an” of each beat. Itis usuallﬁplayed_at tempos
under 130bpm. The same strum pattern played quickly is used for “ska” music. The
same strum is also used in disco but the drums and bass E)arts will be quite different

The re%gae strum |s_Ferformed bK silencing the strings on each beat with the side
ofthe Plckmg and during its down-stroke. During the off-beat (+ or an), the picking
hand strums Upward but does not hit more than 3-4'strings (the thinnest 3'or 4).

Reggae Groove

| Shot the Sheriff

Melody

Accompaniment
Reggaestyle

Mel.

Ace.

Mel.

Acc.

5=

3m

m wm Ww
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The Folk Strum

, The folk strum is the basis for most light rock-&-roll and folk music. The most
importan %art ofthe folk strum is to keep the strummmq hand in an even down/up
motion. The down-strokes are played on the beats and all ofthe notes ofthe chord are
strummed. The up-strokes are played on the off-beats and only the first few strings are
strummed. In the folk strum, it is common for the “an” 0f2 to'be tied to 3. Becadse of
this tie, ifa chord change is to happen on beat 3 that change will take place on the “an” of
2. This referred to as an “anticipation” and is common in many musical styles. Itis also
stz_hstlcally correct to hit a few open strln,?s on the “an” of4 whien chords are changing.
This halfa'beat with.no fingers on the quitar is used to position die hand for the next
downbeat While this was probably started due to a lack oftechnical proficiency, it is

now an important part of the musical style.

Folk Strum 1

Folk Strum 2

4 vnv nv V. vpv

Vv
PPP Br-mrm

ﬁv V vnanv V. vnvr

Folk Strum With Two Chords In Each Measure

Despite the 2nd chord jn each measure being placed directly above the 3rd
beat in each measure, the chord is placed on the "an™ 012 in a folk strum style.

C 0 G

ffhhuu'fr fm oW



Hie Doable Bar 5: itiscommonto separate sections ofa song byusin%adouble bar. These sections are

usually 8 bars in Iength. The purpose o fthe double bar is to visually designate the end o fone phrase and the beginning
ofanother. The double bar dacs not indicate any variation in performance.

The HappB/ Folk Strum Example Song ]
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The Latin Strum

. Latin music is played with an even eighth note feel. The strums associated with
Latin styles are usually based ugon rhythmic gatterns called clave. The twg most
common clave rhythmisare the 2-3 and the 3-2 accentpatterns. These numbers refer to
the number of percussive strikes in each measure ofa two-measure pattern. The 2-3
pattern has two strikes in the first measure, one on beat 2 and another on heat 3. The
second measure has three strikes. These strikes fell on beats_1,the (an) 0f2, and 4. The
3-2 clave pattern isjust a reversal o fthe same two Eatterns. The guitar commonly strums
the rhythm ofone ofthese clave patterns. This makes the guitar both a harmonic and

percussive instrument.

2-3 clave pattern
Am

3-2 clave
Am D

One ofthe mostcommon Latin music styles is the BossaNova, This musical
style comes from Brazil and is notoverl}lstrlct in its treatment of the clave. While the 2-
3and 3-2 clave strum patterns are useable for strumming the Bossa Nova, many
variations are common. Itisa good ideato listen to the music o.f Antonio Carlgs Jobim
in orf ﬁrto h_earma?g ofthese variations. The strum below s ajusta sample ofthe
possible variations for strumming Bossa Nova music.

Alternative Bossa-Nova Pattern
Am D7
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Swing fed is created by dividing each beat into three parts in order to
apgroxlmate an eighth-note triplet. Wheén only_z elghth-notes arc used to fill the beat, the
Tirst eighth-note receives the time-valoe equalin twoe|?hth-nqtesofAetr| letand the
secondgels the value ofonly one eighth-note o hetnP et. Thismeans thatthe duration
ofnotesthat fall on the beatare twice as long as notesthat faQ on the “an” ofthe beat

tag shorttag tat tag skattag Ann >
/ /

Thist%peofswingisrefaredto 2366.6/333. Thenumbersarea way of
representing epercentages ofthebeatthatthe firstand second “halves ofthe beat
receive. Though 66.6/ 33.3 is the standard “swing-feel”, and is the normal fime feel for
both blues and]azz, itisnotthe only possible swing-feeL Oftena player will be
Instructed to play with alight or hedvy swing, Thisis a way o fapproXimating a
percentage otherthan 66.6/333. A lightswing would be closerto 55/45. A heavy
swing woold be closerto 75/ 25. Almosteverymuswtypehassome_degreeofswu" to
its eighth notes in order to give accent to the beats as opposed to the oif-beats, however
the swing can sometimes be almostundetectable. When no djsceraable swing is applied
t?]a sorl)g or style, itis referred to as stral%ht-elgihtp oreven-del([;hth]‘eel. Greatcare
should be taken, when listening to various musical types, to determine the appropriate
amountofswingfor thatstyle.

Swing-Fed Strums
Swing strums arc common in rock-A-roU, rock-a-bflly, and blues. Themost

impordLan_t%artofaswmgrstru,m ¢ to accoituate the short off-beats. |a shuffle strum is

layed withoutthe pro
gre)f)layingthese st[r)umpswnh 206.0/ 333 time feel

Swing-Blues Strum

2 _______ n \Y n \Y n \%
N

swing feel it sounds similarto areggae strum so make sure you

P e B



Ostrich Shuffle Blues
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Playing In 5thPosition

. The term “position”, as apg%lied to die quitar, refers to the tret over winch your
first (index) fmger Is positioned, To play ina position means that your fingers cover one
consecutive frefeach with the pinky resE)onSJbIe fortwo frets. Atthispointthe onl¥
P_osmon covered has been Ist position. Inthis position, the first fingerhas covered the
irst fret, the second fln%]er has covered the second fret, the third finger has covered the
third fret and the pinky fas covered the fourth and fifth frets. 1fyour first finger is over
the third fretklouaregla ing in gosmon._Man clasglcal?_unarbooksw_ll_lnotate

g n. osition- Because

PQSIIIOHSUSI Roman iumerals so 3rdposition would be -w |tten_asIHB
hisan be confused with harmonic notation, Roman numerals will nothe used to show

positions,in tins book.. . e o
_ The nextpositionto be covered is the Sthposition, hithis position, the first finger
is responsible for the fifth fret, the second fln%en_sresp0n5|blefortlle5|xth fret, the third
finger is responsible for the seventh fretand the pinky'is responsible for the eighth and

ninth frefs. . .
t ?ﬁs important to understand that ever}/ noteon the_?unar, exceptforthe lowestE,
F, F#/Gh, G, and G#/Ab, repeats itselfat leastonce on a differentstring Because this is
the case, many musical ideas can be played in multiple positions onthe guitar. In the 5%
osition, only 4 noteswﬂlbenew,hl%hAft/Bb 6* tet-Iastrm?) B (7* fret-15Lstring), C
F8thf_ret-l* sizing). and CiMDh (9% fret-1* string). All'others wilf be notes that have been
Frevmusly learned butthely are now bem? played innew places. Inthe 5*lposition chart
hat follows, no accidentals are shown. Itshould be understoodthatto sharpa note it
must be moved onefrethigher, and to flat anote itis moved one fretlower. Ifyou must
flata note thatmnormallyplaxed on the fifth fret while playing in 5* position, play the

noteonthe9 fretone stfing thicker.
alxy 1A Hir:
iniil]y It
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Invention #8

Bach
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5th position

Invention 4






N Playing In 7* Position

. Inthe 7l_h?osmon,th_e firstfinger is responsible for the seventh fret, the second
finger is responsible for the eighth fret, the thir flnqer IS responsible for the ninth fret,

and the pinky is responsible for foe tenth and eleventh frets. _

n the P* position, only 2 notes will be new, high D (0 & ftet-1* string), and

D#/Eb (11mfret-ststring). Itshould be understood that to sharp a note, it muist be moved
one fref hlqher. To flat note it is moved one fret Jower. |fyou must flata note that is
normally played on foe seventh fret while playing in T* position, play the note on the 11
fret one string thicker.

1]
[)<3layral>

Tth Position

6thstriDg 5th string 4th string 3td string 2nd string Lst string

7th Position Study
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N PI_ai/l_ng In 10“ Position

_Inthe 10% position, the Cis fm_ger Is responsible for the tenth fret, the second

finger is respansible for the eleventh ti8t, the third finger is responsible for the twelfth

tfet, and the pinky is responsible for the thirteenth and fourteenth frets.
_Inthe 10 "position, only 3 notes wOl be new, high EélZ* fret-1.string), high F

(13* flet-lststrlngf, and F#/Ghy(14* fret-1” string). It should be understood that to"sharp

anote, itmust be moved one fiethigher. To flat anote, it is moved one fret lower. Ifyou

must flata note that is normally played on the tenth fiet while playing in 10* position;

play the note on'the 14 fiet orie string thicker.

oo OF.

lijLik i] iii
\Y <)]m

11]

10th Position

6th string Sthstring 4th string 3rd string 2nd string Iststring
£ rrfif i
D E F G A B F G A B C D E F

C DE
10th Position Study



~Playing In 12“ Position _
_Intbe 12thposition, the first finger is responsible for the twelfth fiet, the second
finger is responsible for the thirteenth fiet, the third finger 1S respansible for the
fourteenth fiet, and the pinky 1s responsible for the fifteenth and sixteenth frets.

In the 12 position, only 2 notes will be new, _h|‘qh G (IS* fret-1° strmgz,_and
G#/Ab((le* fret-la string). The twelfth fiet is the poinfat which all the open strings are
reFeate up an octave. The note layoutin 12* position is the same as that of 1st poSition
although the fingering is displaced by one fiet, After studying 12* position, the entire
fingerboard should bé understood and any position should’be comfortable to read in.

V_JkIXr](lﬂ( 12fir,

\ :
]ﬂu L
& IHr

12th Position

6th string Sth string 4th string 3rd string . 2nd string . Lststring

% ir f fif U

E F G A b ¢ D E F G A B C D E F G
12 Position Study
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The Blues

“Blues” is a term used to describe hoth a certain style of music as well as a set
harmonic pro?ressmn. The blues progression is one of thé most common harmonic
progressions found in modem music fegardless of musical style. The following is the
most basic formula for a “12-bar blues’

Standard 12 Bar Blues

progression:

Often the IV chord will be used in the 2ndand 10thmeasures to create more
harmonic motion. It is also quite common forthe last measure ofthe bluesto have a v
chord ifthe progression isto be repeated. ThisV chord creates harmonic motion that
leads back to the I chord and is commanly referred to as a “turnaround” chord. This
turnaround is usually omitted the last time through the progression in favor ofthe | as the
final chord. The following example shows this more common blues progression:

12 Bar Blues With Basic Substitutions

F C G

v V (turnaround)



It is important to note that the use ofthe IV chord in measure 2 or 10 does not
necessarily indicate that both ofthese measures must have this chord. For example:

12 Bar Blues With 4 bars of |

* M
c
1
F c G
v 1

V (turnaround)



A bar-chord is a chord that requires one or more fingers qfthe fretting hand to
hold down more than one string at a time. Most bar-chordsrequire the first finger to lay
flat across all of the strings, in effect, replacm% the nut _Inmost cases, a har-chord is
moveable. This means if'can be ?Iayed with the same fingering in a multitude ofﬁlaces
and therefore become several different chords. The most commonly J)Iayed bar-chord
shapes are based upon the open positions forms of E and A majorand minor chords.

E (6th) String Bar Chords

F F Curved line indicates a bar Em Fm
A (5th) String Bar Chords
0 OAm 0 B'm
1
1

. Ifthe bar-chord shapes are based upon the E (6m) strintt;,,the name ofthe chord
will be the same as the note held by the first fmﬁeron the 6thstring. The forms based
Up%l tr%ethAt(,Sm) string work the same way but their root is determined by the note fretted
on the 5thstring.



?th String Boot Maj%r Bar Chords

Goals For 6,hString Root Major Chords _
L. Play Blues In C Using Sixth String Root Bar Chords with a metronome using
whole note strums. When the whole note strums are no longer difficult, progress
to half-note strums and finally quarter note strums.

ﬁ.thUsing only the 6tl string root bar-chord play major chords through the cycle of
s.

CBIuFesCIn C Using oth Strcing Roog Bgr ghoerds

Cycle of4ths



bth String Root Major Bar Chords

Goals For StrlngRRootMaorChords
L PIayBIuesIn C Using 5th Strln(I; ootBar Chordswith a metronome using
whole note strums. Wh the whole note strums are no longer difficult, progress
to half-note strums and f nally quarter note strums.

LGhUsing only the 5thstring root har-choFd play major chords through the cycle of
.

Blues InC Usmg bth Strlng Root Bar Chords

F C G .F
|3& 111w, 3 [HHj8fr ”g|3& lofr, i |M |j

Cycle of4tbs



|fthe bar-chord tk/pes from each string are used in con{unction to play the same
blues progression, the total movement is reduced to only 2 frets as opposed fo 7 when
only using one string as a time. Play the two examples below:

Blues In C Using 5th & 6th String Root Bar
Chords Example #1 ~

F C

Blues In C Using 5th & 6th String Root Bar
Chords Example #2

C F

}\(l)%vsplay a blues in all 12 keys through the cycle of 4tbusing only major bar chord

Cycle of dths



A}Pé)la/alloftheog oals used for the 5 and §“ s%mg -root ma orbar
rds to 5than strn -root dominant 7th bar-chords. dommant?th
|s%1m 0écréorgmélbtht b70f major scale added to It. C7 would be consist ofthe
notes

oth CS}ring Root DorrgYinant /th Bar %7hords

5th String Root Dominant 7th Bar Chords
- 3fr. ! 8fr. G71101‘r.
m

ft a

Blues In C (All Chords Dominant 7th)

C7 F7 C7 Fi C7 G7 FroCr G7



e e g ot

gth String Root M Inor Bar Choers

1 sfir.

[ - 34’

bth String Root Minor Bar Chords
Cm Fm Gm

L 3. 8fr. L 10fr,
2 2

3 U,
1

Blues In Cm



The Excitement Is Misplaced
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Play this piece through die cycle of4ths~



Improvisation

Musical improvisation involves creating a musical idea spontaneously. Many
students are frlqhtened by the idea of improvisation. They often think that that they are
supposed to Instantly play beautiful music without any pfior training, When the student
uses the materials thiey are told to and still sound “bad” they often believe that they
simply can’t improvise. ManY times this feeling of failure can be traced to the method of
instruction. The common method of teaching improvisation is to explain how chords and
scales are related hefore explammq more simple concepts. This is in effect like teaching
an ?Iementary school student highlevel writing before they are able to construct a
sentence.

Improwsmé; music is like speaking in many wazs. When a person speaks, the
volume, speed, and complexity ofthe words being spoken are all integral to express an
idea. The actual words being spoken have been used previously and are not new to the
speaker. It is the way that the words are spoken that fully defines an idea. The musical
equivalent to spoken’volume would be “dynamics”, which are how loud or soft you play.
The musical equivalent to spoken pace would be “rhythm”. The complexity of speech is
often defined hy the size ofone’svocabulary. Mu3|call>(th|s would be the Same.
Musical vocabulary would involve advanced rhythms, stolen phrases, chord / scale
substitutions, and other advanced concepts. S o

One of the mostcommonly used scales jn improvisation is the pentatonic minor
scale. A standard mlnor‘pentatonlc scale contains five notes. These notes are the 14, flat
3rd, 4th, 5th, & flat 7*. ITa Bh major scale contains the notes Bh(1), C(2), D(3)> Eb(4)
FES), GéGg and A(7) thenaBbmmorﬁentatomcscalecontams_the notes Bh{1), Dh{b3
Eb(4), F(5), and Ab{b7).. The pattern that follows, for the Bb minor pentatonic scale, will
be used to,create|mprov_|sat|onsmthechomm exercises, MEMORIZE IT. More
advanced ideas and music theory will follow as the use of rhythms becomes clearer.

Bh Minor Pentatonic

Bbminor pentatonic suggested fingering Bh minor pentatonic notes within pattern
: 6f|'. E> b ol
|
- [11b >
-14 b 1b

7T



Below is a two-measure those made up ofonly four 'Anotes. The phrases that
follow are made up ofthe same theme but with differént rhythms involved to help say the
same thing without becoming horing. This |sag{reatwa 10 Increase one’s vocabulary.
In terms 0T speaking it is possible ta_think ofall the variations as sgno_nyms. Byusm_g
these synonyms in one’s improvisation, a repetitive statement can begin to sound quite
Interes mg. “An example of spoken word would be the two paragraphs below which say
the same thing but the second uses synongms to keep it interesting and fresh.

~“No Svnrmvms: . _

Itwas sucha good day that it made me feel good. Lhadjust received my report
card and all ofmy grades were good. This meantthat mom would be telling me “good
job” and fixing a‘good dinner. _

ow using svnonvms:

N
It was such a delightful day that it made me fed grand | hadjust received mY,
report card and all of my grades were exemplary. This meantthatmom would be telling
me “good job” and fixing a delicious dinner.

+ Hulf-noie theme

>N
Same theme: resting 0o beats land 3 Sane theme: resting on beats land 4
Same theme: using anticipation o fheats 1& 3 Sane theme: using delayed attack
*
Same theme: anticipation only on the 2nd note Same theme: delayed attack only on the first note
86 S *, . k*, = *
l ins Q| te :

Same theme: delayed attack on Lstnote A anticipation o fdie 2nd note



The next two examples are to be played entirely within the Bb minor pentatonic
ﬁattern. They consist of the same notes in exactly the Same order, The firstuses only
nalf-notes for rhythm. The second uses a variety ofrhythmic variation. Play these over

Bb blues™ on the enclosed CD.

Bb B|U€S SOlO #1 (No rhythmic variation)

B b B lu e S S o IO (W ith rhythm ic variation)



Dynamic markings express the volume that is intended for a section ofmusic.
Here are Some common éxamples of dynamic markings:

P =Piano: Play quietly.
| =Forte: Play loudly.
mP =*Mezzo-Piano: Play slightly louder thanpiano.
=Mezzo-Forte: Play slightly softer thanforte.
PP =Pianissimo: Play vety quietly.
J f =Fortissimo: Play very loudly.

Articulations

Articulations express “how” to perform a specific note or notes. Here are some
common articulations:

A dot placed directly over a note is called a staccato marking.
Staccato notes are cut short oftheir full time value.

A flatline (-) placed directly over a note is called a legato marking ~ j-F-
Legato notes receive their fill value. —

An arrow head placed directly over a note is called an accent. Accents rp-
tell the performer to play the accented note louder than the notes
surrounding it

A crescendo is made up oftwo lines that start at a single point and ?radually
grow further apart. A crescendo tells the performer to gradually get louder.

A decrescendo is made up oftwo separate lines thatgraduallly come
together. The decrescendo tells the performerto gradually play softer.

The sluris notated by connectln? two ormore notes of different pitch via

atie.. A slurindicates that more than one note is to be sounded but only one

note is to be attacked (FICke(Q' There are four common ways to slurona guitar; ;-
the hammer-on, the pull-off, the slide, and the bend. Oftenthese methods

will be specified in music written for the guitar, however, itis more common that the
performer decides how to perform a sluron their own.



TheH erO Ahamm r-0 ls erformed b Ia in onenoteonagrven str‘ngandtnen
using a er t ertostrr ea er |tc ed o nt atsameern utnot

stri a ain. mer- on[&hursa Iu FE%H}emotronot nr?er] performing’t. If
the er-on |s e rformed S itwill sim Yhesym%strrn%rathert changing its pitch.

The hammer -0n IS most commonly notated wi

The Pull-Off: A pull-offis performed br pIayrngone fretted note on agiven strrn?rand lifting

th frn er erforming that nate offso thaf either the open stringor a ower itched fretted note
nde 1S |s one.with o Ione ucﬁ ?%gsrrn etap u 0ffto sound smooth

In
as tring m st e done %? er ifti of? orderto enerateade ate
vorlr epurheguﬂ ?f?srrrgstgommonlynoYateddr? theslyr% | / t

The Slide: A slrde IS performed meovrnga finger uPordown the fret-board on a given string
Q either raise or lower its prtc ed at the, s&metrme the string is being

The slide is ofte
ed inorderto create a “grace-npte” (a not prrc%rs 0ne so qu |trece|ve no mic
P/ai e?on the w %to t?re mtgnaed ?rt% f%he sﬁ?e IS mostcommqnlzvn tated by a Ine ny [P
0r§own de endaﬁ the dire |0n0ftheslr This line can be Written beforeorate anote
and that isto tell t eBer ormer when to slide.

The Bend: Abend is performed by stretching the string while a fretted note is bern sounded on
that string. nben in astrrngrtrscommonplaceto bring the thumb ofthe Setfin g

over the oga efrnger 0arg in rdertogrvethehand leverdge. 1t1salsq advisable t0 Use as
rH frn r$ 2s you, can to nelr?wrthh end. T%rs me nsJfyou are Pendr é;ta]notewrththe

% ur frettiDg hand use the in exan middle fingerto help bend the string. Most
“ga erth%rahal steﬁoraw olo- steP In rtf ereareﬁaseswrﬁ)ere Iar%errntervalsfa
or hutthis IS uncommon. Bends are usua

notated with a ling that cur esupwar
nen r Etheﬂ fen te rr}]mlan cases ) to anot herwrthastate entofthe size ofthe bend: haIf
8rha ﬁ
own) and t %
e[r ormed by ben

nsomecases hie line will cur et ¢ opposite direction
etAers K\ﬂ ‘i ﬁ)wrrtten This mdrca £sa release Xp Ic' sel)end
Ing the strrng efore Itis struck and then bringing t enote bac to Its unbent

Vibrato: Vibrato is erformed b)(veryslrﬁhtlyrarsmgaDd Iowerrngthewrtchofanote This is
most commonly do rntrnH he welght Iaced na frett gnote back and fourth. Vibrato 1S
mostcommon?notate witha fTne that ¢ rvsmr yupan own

The following isthe same Bb Blues Solo #1 but with shirs added to it

el H-p -j




Other Pentatonic Scale Patterns

The minor pentatonic scale has five notes; the root, b3,4,5, and b7. Up to now, only one
pattern has been used and that pattern started on the root ofthe scale. It is, however;
possible to start the Fentatonlc scaleon anY one ofthe five notes found in the scale. This
creates five moveable minor pentatonic patterns. These patterns are shown below and are
designated by which interval they are started from. Itwould be advisable to repeat all of
the exercises that used the root position form with these new patterns.

Moveable Pentatonic Patterns

Minor Pentatonic jor Pentatonic 4th ofMinor pent. 5th ofMinor pent. i
bth of Major pent WMMmorpent P g b7 ofMinor pent

Bb Minor Pentatonic ' Db Major Pentatonic B Minor Pentatonic  Bb MinorPentatonic Bl Minor Pentatonic

pxf1 OfF, 8fr.  (rono bl
1 33313. Ib
110b r | 1b
* o] dbv: b bl6 Iu
| jb

Pentatonic Goals

Goal #1: Use each ofthe 5 moveable pentatonic patterns to improvise overthe Bb blues.

Goal #2: Using only two strings at a time, improvise overthe Bb blues by combining the
various pentatonic patterns. D0 this for as many string groups as you cm



Bb Blues Solo Example Using Only Strings 2 & 3.

1 |=JOth/I Lth pas. 4th of pent pattern-
> 1 W . >

Goal #3: Usingonly 3 stringDs atatime, improvise over the Bb blues by combining the
various pentatonic patterns. Do this foras many string groups as you e«n

Bb Blues Solo Example Using Only Strings 2,3, & 4

1 8tfa pos- b3 o fpent, pattern-——\ fenve [0thflith nos.4& ofpent,

rh
T 1T r r- %

j

Goal #4: Using all ofthe pentatonic patterns improvise using both a vertical and
horizontal approach.



The Blues Scale

The blues scale is the same scale as a minor pentatonic with the addition ofa bS, The bS
is nota “pretty note” and is typically not a note to end a musical phrage on. Its function

I to create a designed dissonance (a “wrong note” played on purpose) and add a tension
to the pentatonic Scale’s sound. Below are the 5 moveable blues scalé patterns.

Moveable Blues Scale Patterns
Bl Scale Blues Scale from b3 BIussScaIefrom4th Blues Scale from the 5th Blues Scal

: . 'i il rn

T R

the b7

Use the blues scale to accomplish die same goals that were assigned for the
pentatonic scales.



. The ultimate goal ofthe improviser should be to play whatever they hear in their
mind on their instrument. This is not a small task and requires the same steps that were
taken in learning to use a language. Learning many scales and techniques does not by
itselfcreate a great improviser nor does learning manP/ words,in a dictionary make a great
speaker. Playing scales does however, train the ears {0 hear, identify and understanda
relationship between harmony and me_|ody and that is whylthey are so |mﬁortant to an
improvising musician. Perhaps more important then studying scales and harmonies is the
transcription of other musicians. There is really no substituté_ for figuring out the music
of others with nothing more as a guide than the recorded music and'a way to play it back,
Reading the music ofgreat players is certainly enllg,hte_nlnct;, but so much more is learned
by t_ranscnbmqtheln eas yourself. When first beginning o transcribe, start with simple
g,rfo ectlst%o Lha you do not'overwhelm yourself. Asyourconfidence grows move to more

Ifficult tasks.

One of the most important artists to transcribe is you. While the Bb blues
Erogressmn IS playm?, try sm%lng short phrases that you'hear in your head. Now figure
hese out on Kour Instrument then write them down. Figuring them out develops the ear,
and writing them down helps in the understanding of rhythms and improves musical
||terac5[/. ese new ideas should be used in yourown improvisations until they no longer
present a challenge. Doing this helps you to develop a vocabulary based uponthe things
you are hearing in your head.

Steps to Transcribing

1. TUNETO THE RECORDING!!! _ , .
a. Flﬁure out at least one note of the recording and tune your guitar until it
matches the tuning of the record. This is not as difficyltin this a?_e ofdigital
recording but LPsand cassettes will often provide tuning difficulties.

2. Determine the harmonic structure ofthe piece being transcribed. In most
Eopular music the soloswill have little if any key changes and finding the key will
elp you greatly. Ifthe piece being transcribed isa blues, check forany unusual

chords as they may lead to unusual key changes. 1fyou are transcribing a jazz piece
the harmonic transcription will less predictable. Transcribing the chord changes in
ajazz piece helpsin determining the changing keys. The melody and solos should
follow these chan%es. . .

How to Determine Harmonic Structure _

a. Determine the length ofa section ofthe piece.

b. Figure out the hass-notes bemg,pla¥ed in that section.

C. Try_ﬁlaymg the chords appropriate to the key based upon those bass-notes.

Most likely some of the chords will sound “wrdng”. Try changing these wrong-

chords to other qualities than whatever you started with(i.e. ifyod first pla?/e C

major try. C minor). 1fthis sfill sounds incorrect, explore the possibility of the

chord béing in an Inversion (1.e. Ifthe bass-note s B a first inversion G major or a

second inversion E or Em are possibilities)



d. WRITE IT ALL DOWN!! _ _
e. Continue with these steps for the rest ofthe sections ofthe piece.
f. Write a chart that leaves room for all the melody (solo) sections you are
transcribing to be written.

3. Figureoutthe melody (orsolo) to be transcribed. ] ]
a. The first step intranscribing a musical idea should be to figure out its rhythm.
Write this rhythm above the measuresg you are transcribing. ,
b. Sing the idea you are attempting to transcribe until you really can hear it
¢. Figlre out the’idea one note at & time by matching your guitars sound to the
notwou are singing.
d. WRITE IT DOWN!I _
e. Play the completed line with the recording and check for flaws.. When there
are no flaws proceed to the next idea until your transcription is finished.



[fanother third interval is stacked above the 5a ofa chord h turns the voicing into
a 7*._There are 3 types of 7t intervals; the major 7®, the minor 7* and the diminished
7t The magor 7* is eleven half-steps above of a half-step below the root” The mingr 7th
is ten half-steps above or a whole step below the root Diminished 7ths are nine half-
steps above oraminor 3 below the rootand are sonically die same as a major 6ttl.

Major 7* chords combine a ma'tortriad with @ major 7n.
CMaj7=CJE.G3

Dominant 7* chords combineam%jortriadwithaminor7lh.
C7=C.E,G3b

Minor 7¥chords combine aminor triad and a minor 7 .
Cm7=CrED,G3b

§ P A
Minor 7bS chords combine a diminished triad and a minor 7th.
Cm7b5=C,Eh,Gh,Bb

Diminished 7thchords are constructe fminor thirds.

de
Cdim7=C3b,Gh

w=

> oD
P 1

>=
o

C major harmonized int

CMaj7 Dm7 Em7 FMaj7 G

0 Tth chords

Am7 Bm7h5

The harmonized major scale creates two major 7a chords formed from die | and

TV. Theii, iil, and vi chords are all harmonized as minor 7ths. The V chord creates a
dominant 7th (this is very important) and the viiip produces aminor 7hS.



_. The chords helow represent the five most commonly encountered 7* chord
qualities; the major 7 (Maﬂf dominant 7t(7)' minor7 (m7r)], minor 7 with a flattened fifth
(m7h5), and diminished 7&07). Shapes ofeach ofthese chord qualities have been
provided, each with its root on a differentstring. This provides six different forms of
each chord. While this is only a small sample of the possible shapes of these chords, it
does provide a foundation from which additional chord vocabulary can be constructed.

XMaj7 N Maj7 Maj7 Maj7 Maj7 Maj7
J 1 W
333 3
[ J 1
R5735 JRIT
7

R5 673 5 R R5 67 35
ml m7 ml m m | ml
75 22| % 7
m7b5 m7h5 m7h5 m7h5 m7h5 m7h5
X X X) .
34 222 . rJ? ffl)
j
Though many more shapes are possible, onl 07 07 07
threegare glvgn here forFtJhe dim?nished . Txese

three shapes will prove to be quite adequate

because any note of a diminished can be its

root and the entire chord shape repeats itself 34
every 3 frets.



Exercises for Moveable Cbord Shapes on All Strings

Goal #1; Play each chord shape through the cycle of 4™ keeping its root on the
same string,

Example ot goal #1: _
Step 1. A chordshape mustbe chosen. Forthe example, the chord will
be a major 7chordwith its root on thefourth Str'm% _
Step 2: ‘The cycle o f4°* is started by_playm?thlsc ordasa.C major 7.
This is done byplaying thefourth string rooted chord atthe iu frét.
Step 3: The same chord is used toplay’F major 7. This s accomplished

bymovin itto the 3 fret. _ _
ep4: Thisshape is then taken through the entire cycle o f-f* byplacing

the rooton the correctfret.

Cycleof4ths

3rd
5th 4> id JA
7th Ab

9th 3
i><; | |J>

1201 A A1

FMaj7 BI>Maj7 Ei>Maj7 AMaj7 DMajT
10fr, 3, ) 8fr. PTI6fr 7 lie-,

GMaT BMaJ7 EMaj7 AMaj7 DMaj7 GMaj7
1B 4fr. o, “n o+ 4 TH T 1 > 5
3

m d |



Gkm7

Goal #2: Pick any three-fret area on the fingerboard and play a chord (wality
through the cycleof4  while keeping the root of each chord inside ofthe
selected three-fret area.

Examplseof oal #2:

Tfr.

tep 1: Athree-fretspan mustbe chosen. For thisexample, the span will
befretsfive through seven. _
Step 2: A chordquality must now be chosen. For this example, m |
chords will be used. o
Step 3: Thenote C mustnow befound somewhere onfretsfive, six, or
seven. Thisnote can befoundon thefifthfret/third string. =
Step 4: Cm? can now beformed byplacing the rooto fthé third-string
rootedm? chordalthe j fret.
Step 5: Thisseries ofsteps is repeated through the cycle o fr* [fmore
than one root ispossible in the exercise, use whichever one seemsa more

desirable choice

Fmv BN EWh7 DW7
: ofr. mu 6fr. ofr. s hfr,
Bm7 Em7 Am7 Dm7 Gm7

gir ~ 7fr. fr. | 5fr. ()i 5fr. ' nstr.



Goal #3: Play the chord progression below using a three-fret area on the fingerboard.

Cin7 F7 B"Maj7 E*MaJ7 Am7h5 D7 Gm7 G7

?htﬁ ul:hfsi\?elema three-fretspan. For this example, the span -will befrets three
Step 2: Find the rootofeach chordin the progression within the allottedfrets
andplay the appropriate chord shape.

Cm7 F7 B"Maj7 E"Ma]7 Am7b5 D7 Gm7 G7

Goal #4: Usingi the same steps thatwere taken in goal #3, play the chord progression
throughthe cycle of4te.

cm7 F7 b7  E>M§7T  Am7Tbs D7 Gm7 67

Fm7 Bls7 E"Maj7 A’Maj7 Dm7bS G7 CIK7 C7

fry*

bW BT AiMa]7 Dhta\7 Gm7b5 C7 Firi7 F7



AW

Ct#m7

Ftm7

Bm7

Em7

Am7

Dm7

Gm7

DM

F#7

B7

E7

AT

D7

GT7

C7

G'Maj7

BMaj7

EMaj7

AMaJ7

DMaj7

GMaj7

CMaj7

FMaj7

BMaj7

EMaj7

AMa]7

DMal7

GMaj7

CMaj7

FMaJ7

Bl»Maj7

Fm7h5

Ailm7b5

D&n7hd

Gftn7h5

Cftn7b5

F&n7h5

Bm7b5

Em7b5

67

D#T

GH#1

C#7

F47

B7

E7

AT

eW

Gttm7

C#m7

Fém7

Bm7

Em7

Am7

Dm7

E/\

GH#7

C#

F#1

B7

E7

AT

D7



Chord Construction

Chords are given their names as a result ofhow they relate to a standard major
scale. Below are the mathematical formulas of many common chords:

NSHTK °f Chord Common svmhol  Imjudai intervals letter names in C
Major 1,35. CEG
Minor m, - | h3,5. CIELG
Diminished 0 1,3,05. C,Eb,Gb
Major 7 M7.47 1357, C3.6.B
Dominant 7 7 1,3,5,b7. CJS,G3b
Minor 7 m7,-7 b3 57, C,Eb,GBb
Minor 7b5 m7h5,3, -7h5 ,b3,09,b7. C3h,Gh3b
Diminished 7 dim7,07 1,b3,05,bb7. C3b,Gh,Bbh(A)
Suspended 2 Sus? 125. 3,6
Suspended 4 Susd 145. C3,G
7Suspended 2 752 U5br. CJD,G3b
7Suspended 4 7Susd 14,507, €3,63b
Add 9 Add9 1359(2). €3.G,D
Sixth 6 1356, CEGA
Minor Sixth me, -6 1356, C.EbG,A
Major 9 M9.2)9 1,3,5,7,9(2%. €3,63,D
Dominant 9 9 U,5,b7.9g . C3,63h3
Minor 9 m9,-9 103.5,07.9(2). €3h,63h3
(T 1 i

I 1M 1 ! ) 1
Minor 11 ml1-11 1h3 b75(%),1(4)3. EINCKTEY
Major 13 M13.A13 135179 2%11 )1 56% E.G3D F/.
Dominant 13 13 135b7 521 34),1 g). C.E.G3b,D3,A
Minor 13 ml3-13 1h35,b7,9(2), 11(4),13(6).  C3b,G3b,D FIL

Often a chord will have alterations of certain intervals. 1fthe basic construction ofthe
above chords is clear, making alterations should not be difficult.

7h5h9 = 1,3b5,07,09 C7h5h9 = C,E,Gh3b,Db
M7#5= 13 #5,7 CMT#5=C3,G#3

Another common chord form is the figured bass voicing or slash chord such as C/D.
Often, players think that they are supposed to é),lay two Chords at once when they see a
slash chord, but it is not thaf complicated. _In die earlier example of C/D, we aré heing
asked to play a C chord by the top letter. The lower letter designates the lowest pitch'of
our chord, which is a D in this case.



Modes

_Inmusical terms, a “mode” is a term used to describe a scale using a note other
than its normal tonic asa root There are 7 fundamental modes derived from the major
scale, one for each note.

lonian: The lonian mode isjust another name for a major scale. Common chords
produced by the lonian mode include the major triad, 6,6/9, M7, M9, M1 1, and M13.

C lonian

s M

200 M3 411) 5 613 M7 R

Dorian: The Dorian mode starts from the second note ofthe major scale. Its sound is
that ofa minor scale with a 6<1_The 3rdand 7dnote are flattened when compared to a
major scale of the same name. Common chords produced by the Dorian mode include
the'minortriad (m), m6, m7, m9, mil, and m13.

D Dorian C Dorian

200 m3 4(11) 5 M6(3) m7 200 m3 4(LL) 5 M6(13) m7

Phrygian: The Phrygian mode starts from the third note ofthe major scale. Its sound is
thatofa minor scale' with a W- . The Phrygian mode has a b 2nd, bS*4 1*)-1, and b?* when
compared to a major scale of the same name. Common chords produced by the Phrygian
mode include the minor triad (m), and m 1.

E Phrygian C Phrygian
b2(b9) m3 4(11) 5 m6(bl3) m7 R bz!:b)9) m3 4(11) 5 m6(b!3) m7

L%/dian:_ The Lydian mode starts from the fourth note ofthe major scale. Its sound is that
ofamajorscale with a #4th. Common chordsgroduced by the Lydian mode include the
majortriad, 6,6/9, M7, M9, M7#] 1, and M 13#| 1.

F Lydian C Lydian

209) M3 #4#10) 5 6(13) M7 R 20) M3 B4 3 6(13) M7



Mixolydian: The Mixolydian mode starts from the fifth note ofa major scale. Its sound
isthat'ofa major scale with a b7*. Common chords produced by the Mixolydian mode
include the major triad, 6, 6/9,7,9, 11,13, and 7sus4.

G Mixolydian C Mixolydian

R 20) M3 411) 5 6(13 m? R R 29) M3 411) 5 6(13) m7 R

Agolian: The Aeolian mode starts from the sixth note ofa major scale. Itis usually
referred to asa minor scale and has a b3rt, b6a> and bT* when'compared to a major scale
ofthe same name. Common chords groduced by the Aeolian mode include the minor
triad (m), m7,m9, mil, mb6, and m7bl3.

AAeolian C Aeolian

\-i— J =)
R 29 m3 41) 5 m6(i3) m» R R 29) m3 4(11) 5 mb(bl3) m7 R
Locrian: The Locrian mepeestarts fix>mthe severith note ofa major scale. Its sound is

that ofa minor scale with a h2“*and bS*. Common chords produced by the x>crian
mode are the diminished triad and the m7h5.

B Locrian

Wl .

R m2(h9) m3 4(11) bS m6(b!3) m7 R

C Locrian

K W -r —
R m2(h9) m3 4(11) b5 m6(bl3) m7 R



The ii—=/7— Progression

The ii-V and ii-V-1 chord progression is the basis for mostjazz musjc. Itis also
commonly found In blues, pop, and Latin styles. The 1i—V7-1 isa smooth sounding
progression, due Iar%ely tothe 4 movementofthe bass, thatis often used as a cadence
or tirnaround patter. o _ _

The exercises that follow are based upon the majorii -V.7 - lpro?resswn. This
pattern is usually free ofany non-dwtomc,upger structures and its chord I'scale
relationship is basedl\u/fzon le modes; die ii chord is built upon the Dorian mode, the V/7
chord 1s butlton the Mixolydian mode, and the | chord is blilt on the Tonian or major
scale. While all ofthese chords are gienerated using the same key signature, it is
important to hear the chord / scale relationship and most importantiy the arpeggios of
each chord in order to construct lines which outline the changes. The ii —V7—1scale
and arpeggio exercises through die cycle of4ths are to be played in first position along
with the fécording.

-7 /V7] II\/IGaj7 Through the Cycle Of 4ths

DmIn7 CMaj7
A M g rhjTTi  Jjn

Gmin7 C7 FMaj7



Aknin7

Fiimin7 B7 EMaJ7

Bmin7 E7 AMgj7

Emin7 AT DMaj7



-7/ VT [ IMaj7 Arpeggios

Dmin7 GT7 Cmr
Witivy _ WAL e ror i pop Tea Ay
Gmin? C7 FM7
_ 1
K== rJ ATTTIHT] ,lllrr flrr
Cmin? F7 B
.m._ _ xzt >[— LL_—p -K«Kr = *-W u* \]’\ AJ|J!
Fmin7 B/ BT
------ Eta—------ta™'-ry A T fUL]I_
B min7 ENT AT
b R I T U TPt Y VY Ty
EtairvT AN A
————— RN
Armin7 GP>Md7
IWHAE i riiincgni, NATTE Ly oo 9
iy A rn

C#min7 F4 BM7



Bmin7

Emin7

Amin7

E7 AM7

m i
A7 DM7
i o M im

D7 GM7

Tt



One Octave Moveahle ii-V7- LPatterns

[Each of the following six patterns are hased upron moveable one octave scales and

e

ing.

D Dorian

4fr,

Dm7

arpeggios that arc in close Erommlty to one another.
égwnh theii-V7-1

Pattern #1

G Mixolyidan

2fr,

C Major

2fr

no 2

q

CMaj7

hese patterns are to be learmed and
cale andArpeggio Exercises Through the Cycle o f4*"

C Major

2.

| 2.

44 |
CMa7



Dm7 arpegg'g
fr.

D Dorian

Dm7 arpeggio

arpeggio CMaj7 arpegyi arpeggio
hfr. %(h'. 5 fr.,
Pattern #3
G Mixolyidan C Major C Major
G7 arpeggio CMaj7 arpegoq CMaj7
9fr, %‘



D Dorian

Dm7 arpeggio

1o fr .

Dm7

D Dorian
| 2fr.
fé?

444

£ Ofr

G Mixolyidan C Major

i Ofr. i1 T
4 44
G7 CMaj7
I
G7 arpeggio CMaj7 arpeggﬂ:
) Ofr. fltl I
Af If
67 CMaj7
Pattern #5
G Mixolyidan C Major
2fr. 21,
143
| f

C Major
1 Tfr.

4
CMaj7

CMaj7 arpeqq
J g7°fr.

4
CMaj7






Using Movable Patterns to Improvise

These five movable major scale patterns are given modal names based off of their
lowest note's interval, These patterns are not intended to define modal sounds but are
%lven these names strictly as a way of defining them. There is no Lydian pattern shown

ecause It would be fingered the same way as the Phrygian pattern but would start with
the second finger on the 62string as opposed to the index. There is no Locrian pattern
shown because it would he fingered the same as a major scale but would start with the
index instead ofthe middle finger.

Major startso Dorlag ajorkey startsgp{%%lggfmajorkey startlsvtl)mt())elytglt%pn"orkey startsoMlpGOtLofmajorkey
TTTn .- m m r cr T,
Al !
<. 3:M i3
T
444244 . | P13 44w
4 44 I

_ These five patterns will allow the guitarist to play an% key anywhere on the
fingerboard. Complete the goals that follow to help master these patterns.

Goal #1. Take one pattern at a time and use it to play overthe ii —V7 — progression.
Steps for goal #1: . . _ _

a. Determine the major key ofeach line. Thiskey will be the same as the
| chord in that line. _ .
b. Ifyou are using the major pattern, position yourselfso that the second
finger is over the root o ffoe key on foe 6thstring. All ofthe notes
necessary to play over foe ii and V chords will be found within the pattern.
Reposition yourhand for each ke¥_chan%e so thatthe root ofte key
continues to be under the second tinger b* string ,
¢. Ifyouare us_m? foe Dorian pattern, position yourselfso that the first
finger is based in foe position that puts'it ova- the 2 ofthe key (this is
based on foe 6 siring). Reposition your hand for each key change so that
foe root ofyour Dorian pattern is found onthe  ofthe major kez
< Continue these exercises for Phrygian (based on the 3"10fthe key),
Mixolydian (based on the 5* ofthe key) and Minor, based on the 6 “ofthe

Key.



Example of Goal #1 using Phrygian pattern _
Progressmn Key Phrygian Pattern

G7 - CMai7 - CMai7 = Cmalor = E Phrygian
Gm7 - C7 - FMai7 - FMai7 = Emaior = APhrvelan
Cm7 - F7_- BbMai7_- BbMai7 = Bbmaior = D Phrygian
Fm7 - Bb7 + EbMai7 - EbMai7 = Ebmaior = G Phrygian
Bbm7 - Eb7 - AbMai7 - AbMai7 = Abmaior = CPhrygian
Ebm7 - Ab7 - DbMai7 - DbMai7 = Dbhmaior = FPhr%/ gian
Abm7 - Db7 - GbMai7 - GbMai7 = Gbmaior = Bb Phrygian
C#m7 - F47 - BMai7 - BMai7 = Bmaior = D# Phr glan
F#m7 - B7 - EMai7 - EMai7 =  Emaior = G# Phryglan
Bm7 - E7 - AMai7 - AMai7 = Amaior = C#Phrygian
Em7 - AT - DMai7 - DMai7 = Dmaior =  F#Phrygian
Am7 - D7 - GMai7 - GMai7 = Gmaior =  BPhrygian

Goal #2; Keep your pattern basis within a 3 fret span and play over the ii- V7-1
progression

Steps for %Jal #2.
esignate a 3-fret span.

b Determme the major key ofeach line. This key will be the same as the
Lchord in that line.

¢. Find a pattern for each key that based in the three fret span.
Example of goal #2 using frets 3,4, or 5

Frets allowed as

Progressmn Key starting points 3(G1.4 Ab/G#. 5(A)
G7 - CMai7 - CMai7 = Cmaior = Mlxolvd|an
Gm7 - C7 FMai7 - FMai7 = Fmaior — G Dorian
Cm7 - F7 - BbMai7 - BbMai7 = Bbmaior = G Minor
Fm7 - Bb7 EbMai7 - EbMai7 _= Ebmaior = G Phrygian
Bbm7 - Eb7 - AbMai7 - AbMai7 = Abmaior = Ab Major
Ebm7 - Ab7 - DbMai7 - DbMai7 = Dbmaior = leonvdlan
Abm7 - Db7 - GbMai7 - GbMai7 = Ghmajor = Ab Dorian
C#m7 - F#7 - BMai7 - BMai7 = Bmaior = G#Minor
F#m7 - B7 EMai7 - EMai7 =  Emaior = G#Phrygian
Bm7 - ET7 - AMai7 - AMai7 = A maior = A Maiof
Em7 - A7 - DMai7 - DMai7 = Dmaior = A Mixolvdian
Am7 - D7 - GMai7 - GMai7 = G maior = ADorian



Ini t%pure form aminor scale is harmonized exactly the same as a major scale
starting on the vi chord.

A minor harmonized to the 7th

Am7 Bm7b5 CMaj7 Dm7 Em7 FMaj7 G7 Am7

i-7 1o Maj7 iv-7 V-7 VIMaj7 V17 -7

This standard harmonization ofa minor scale does not create aproperv chord.
Tobea pr(1)perly voiced V chord itmust be dominantin nature (major third & minor
seventh). Theré are several scale forms used to create a proper minor V chord but die
mostcommon orm is the harmonic minor scale. The harmonic minor is a standard
minor scale with a rajsed seventh degree (M7). Below is the A harmonic minor scale

harmonized into triads and to die seventh.
A Harmonic Minor

4 b M7

A harmonic minor harmonized into triads

Gitdim

A harmonic minor harmonized to the 7th

A-MalJ? B-7b5 CMaj7*5 Gftdkn7

IDMaj7+ w7 VIMa7



In the case of the minor \/7-1, or iiQ - V/7- 1, the harmonic minor can be played
throu?h the V7 or iiO - V7.and the natural minor is used over the L The most common

use ofthe haﬁmgpl%ml ﬁr|sto create the proper V7 chord. It reverts back to a natural
minor once the V chord has past

Example of Harmonic Minor to Create a Minor ii0-V7-i idea
Bm7b5 E7 Am/

* Aharmonic minor

The following 5 moveable harmonic minor scale patterns are to be used in the
same manner as the moveable major patterns. The wHIRrowdeapattern.fo_rthe -
harmonic mmorscaLe agywhereonthefmgerboar and should be helpful in improvising
overthe minor V7 chord:

Moveable Harmonic Minor Patterns
Ph

Harmonic Minor - J_ngg['kan #6

arm, minor startsonDth%l:tlt%r(])Fﬁﬁnn.minor starg(g)lt%g%%mﬂ%nmtinor hZWnrg]rPi%emoifnor
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The four songs that follow, Watermelon Man, Blug Bossa, Summertime, and
Autumn Leaves are commonly played in a variety of musical styles. They should be
memorized and played as written as well as up one octave. These songs dre regularly
used as vehicles for improvisation as well.

Watermelon Man Herbie Hancock
F7
F7
[ —— m —irff— ——r :
BA7 C7 Bb7
, o b s vt B e
T 1 = 4 = e *_ t* ( i 1 i - f f r = i
BT F7

_ a1

1962 Hancock Music Co., New York, NY



Blue Bossa

Kenny Dorham
med tempo (100*140) c-7
Bossa Nova style
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Autumn Leaves Johnny Merce
Can be pla\l/ed any style any tempo

but is usually a med. temposwing  C-7 F7 BAMaj7 E" Maf7

A-Th5 D7 G-7 67
c-7 F7 BAMaj7 Ei>Maj7
A-7b5 D7 G-1
A-7b5 D7 G-7
C-7 F7 BAMaj7 Ei>Maj7
nnn gJE
A-7h5 D7 G-7 C7 F-7 B>
Ei>Maj7 A-Th5 D7 G-7 G7

Copyright 1947 ENOCHETCIE



Appendix B
Performance Considerations for Masters Recital

The concept of my thesis has been to expose and fill the need for an effective
intermediate guitar method. Though this project has been extremely thought
provoking, it is not a topic from which suitable material for a graduate level recital
can or should be drawn. For my recital, I have chosen to emphasize modem jazz-
fusion music by some of the artists who have had a profound impact upon my musical
personality as well as original tunes written in the style ofthese artists. These tunes
often have extended periods of a static harmony and challenge the improviser to use
harmonic substitution to keep them interesting. Using these tunes as vehicles for my
improvisations gives me a chance to demonstrate the comprehension of material |
have absorbed during my studies at Florida International University.

While at FIU, | have had the opportunity to study with several fine instructors,
but three ofthem have been especially propitious. Gary Campbell, David Fernandez,
and Dennis Marks have had a profound impact upon my musical scope. Mr.
Campbell’s improvisation class taught me how to use the pentatonic flat-3 and
pentatonic flat-6 scales which has greatly expanded my melodic minor vocabulary.
David Fernandez was wonderful in his pedagogical approach to triad pairs and
diminished concepts that I had previously not understood. I find that I now use these
deas extensively. Perhaps the greatest impact upon me while at FIU was that of
Dennis Marks, who has since become faculty at the University of North Florida. Mr.
Marks seemed to have a complete mastery of every style ofjazz music and was very
approachable and helpful whenever any questions arose. His techniques for



maximizing the effectiveness of one’s practicing time are something that | will
forever be thankful for.

The recital consists of nine pieces; “The Hong Kong Incident” by Robben
Ford, “I Don’t Think So” by Robert Rimmington, “Link” by Mike Stem, “Bright Size
Life” by Pat Metheny, “Scrambled Or Fried” by Charles Carey, “Chickens In The
Desert” by Charles Carey, “Room 237" by Robert Rimmington, “Scotty’s Groove”
by Charles Carey, and “Kool” by John Scofield. The performance is given in a trio
setting which is made up of guitar, electric bass, and drums. | am fortunate enough to
perform this recital with two ofthe finest musicians I have ever had the pleasure of
working with. Robert Rimmington, M.M. on the electric bass and Kevin Dewberry,
B.F.A. on the drums. These two fine musicians are two ofthe busiest players in the
Palm Beach County area.

Each ofthe compositions in this recital presents its own challenges but all fit
the mold as ajazz-fusion style piece. They also feature a great deal ofaltered
dominant chords (7alt). An altered chord is a dominant chord (a chord containing a
major third and @ minor 7t) in which the fifth and ninth intervals of its parent scale
are played either sharp or flat. This chord does not need to have every possible
alteration added at one time to be considered altered but it must not have a natural
fifth orninth  The melodic minor scale is considered the parent scale for most altered
chords though the harmonic minor and diminished scale can be used as parent scales
aswell. The concepts taught to me by Gary Campbell and David Fernandez have
greatly expanded my altered chord vocabulary and were influential in the choice these

pieces for this recital.



“The Hong Kong Incident”

“The Hong Kong Incident” is a Robben Ford composition first recorded on
the album Jing Chi. Itis performed in a trio setting with Jimmy Haslip as the bassist
and Vinnie Colaiuta on drums. The tune has an impolite feel to it that is similar to
hard-rock in its nature. The melody starts immediately with a D minor pentatonic
based theme that places great emphasizes on the off-beats. This 8-bar theme is
repeated before the bridge begins. The bridge is made up of power chords (notes a
perfect5 apart played simultaneously) and chords voiced in fourths. This bridge,
which is twelve bars in length, is written with a three bar phrase being played 4 times.
This is very unnatural and requires a good deal of concentration to count properly.

The solo section to “The Hong Kong Incident” is a twelve bar sequence but is
not based on a blues formula. 1t starts with four bars ofa D749 with no emphasis on
any particular alteration of the 5thbeing played by the bass. This places no
restrictions for using an altered, diminished, or blues scale to improvise over the
chord. Bars five and six are played over a Bb#l L. Ford uses both diminished and
lydian dominant ideas to play over this chord. Measure seven has a G7alt as its
harmony and it is treated as such. The eighth measure uses two beats of Bb7#l 1 and
two beats of A7#5 as a pseudo turnaround to get back to the D749 in the ninth
measure. The D7#9 continues until measure twelve where an A7alt acts a turnaround
to the beginning ofthe sequence.

The guitar solo ends by returning to the bridge. The main theme is then
played twice before returning to that bridge. The three bar phase ofthe bridge is
repeated indefinitely as the drums perform an improvised solo over it. When the



drummer ends his solo this same three bar sequence is continually repeated while
growing progressively softer in order to create a type of “fadeout.”
“I Don’t Think So”

“I' Don’t Think So” is a composition by my good friend Robert Rimmington.
This piece was written during Rimmington’s masters degree studies at the University
of Miami under the direction of Ronnie Miller. This swing style piece is essentially a
fourteen bar composition with four extra bars added to the melody upon its repetition.
There are no chord changes during the melody, which is played in unison by the
guitar and bass. This leaves the drummer with a great responsibility of filling in all of
the empty space appropriately.

The chord changes used to improvise over imply a blues based formula in the
first four bars. This same formula is repeated down a whole step in bars five through
eight. The last six hars of this progression are in no way blues oriented. Bars nine
through eleven are all dominants a fourth apart from one another. Measure twelve is
aminorii - V7 to getto a resolution in Dm in bar fifteen. This resolution is
something of a surprise for the listener because nowhere in the tune is Dm implied as
akey center. Measure sixteen is simply a tri-tone substitution to get back to the top
chromatically.

“Link”

“Link” is a Mike Stem composition from the album Play. This tune is written
in an upbeat funk style and presents an ominous technical challenge for anyone
attempting to perform it. The main theme ofthis tune is based on a D blues scale
with the major 3rdand major 6* often added. The chords being voiced during this



section are fourth structures harmonized from the D dorian scale. As is typical of
Mike Stem’s compositional style, the sections, of which there are three, are unrelated
harmonically to one another. 1t is interesting to study how Stem combines these
unrelated sections in a seamless fashion. The second section is written over a static
F7#9 chord and involves a simple sixteenth note phrase being displaced rhythmically.
The third section involves a simple melody, played in legato style, over a C-7/F chord
for four bars. After these 4 bars the time signature turns into 9/8 for two measures.
During these two measures, the chords C-1 1, D-1 1, Ab9, Ab7, A7, and Bb6 are each
given the duration of a dotted quarter note. The time signature returns to 4/4 and a
static chord is played in the next two measures. The first ofthese is an AbTalt
followed by an A7alt. This A7alt is used as a turnaround to get to the guitar solo.
The solo is based upon the basic changes of the song but all ofthe phrase lengths are
eight measures in length. The solo is 56 bars in length and leads directly to a drum
solo. The drum solo is sixteen bars long before returning to the top ofthe form.
“Bright Size Life”

“Bright Size Life” is a Pat Metheny composition from the album ofthe same
name. Itisplayedinan airy “ECM” style and is an AABA form. This song is a great
study ofthe Iydian (a major scale with a #4) mode. The first two measures of this
piece are written over a GMaj7 but there is nothing in the melody to indicate that it is
a lydian based chord until you transcribe some of Metheny’s solo which clearly
places great importance on the C# note during this chord. The next two measures are
written over a BbMaj7#l Lwith an E natural note receiving five and one-halfhbeats.
This clearly demonstrates the lydian scale once again. Measures five and six are



written over a D7 chord which is an odd chord for a song based in the key of D. The
seventh and eighth measures are different both harmonically and melodically in each
ofthe three A sections. In the first A section measure seven isa BoMaj7#l L chord
which once again demonstrates a lydian sound and measure eight is a G/A which
works as an A7sus chord. The second A section uses a G/B with a C# in the melody
in its seventh measure followed by a D major triad in its eighth measure. This would
indicate a IV to I, or plagel, cadence. The bridge of “Bright Size Life” is made up of
three suspended chords, G/A, F/G, and Asus/E, receiving 2 measures each. The final
two measures ofthis eight bar bridge are a D major triad followed by a G/A. The
form concludes with the last A section and simply ends with an A7 to D resolution.
“Scrambled or Fried"

“Scrambled or Fried” is an original composition. | have no idea why it was
given its title yet it is somehow fitting. It is written in AABA form with the A
sections played in a swing style and the B section becoming a half-time funk I found
myself humming the opening four measures while pressure cleaning my roofand
wrote the idea down when I was finished. The phrases that followed just came from
me singing conclusions to the original idea. The harmonies, which act as a
counterpoint, werejust sounds I heard in my head. The B section is a simple funk
groove based on a diminished idea. It also serves to give a purpose to the solo section
which is based on the same changes. The solo section is made up ofa 24 bar section
consisting of three dominant chords lasting eight bars each. The upper structures of
these chords are undetermined but there is a strong sense of the half-whole
diminished scale throughout The open solos are followed by a sixteen bar drum solo.



An ostinato figure based on B section is played during this section. The drum solo
leads back to the B section of the tune and it is played out from that point,
“Chickens In The Desert”

“Chickens In The Desert” is another original tune written in a AABA form
and played in a swing style. The tune was written to emphasize the dorian mode as
well as harmony constructed of4ths and was originally developed for my students.
The melody, which is somewhat challenging from a technical aspect, was too difficult
for many ofthem so I have decided to use it in my own group. The A section ofthe
tune is based on two dorian scales, the G dorian and Bb dorian. This sectionisa
wonderful place to utilize triad pairs when improvising. The B section is more
complex harmonically. 1t starts offwith an Abl 3411 which “resolves” to an
EbMajor7. The third and fourth measures ofthis section are simply a V7-l'in C
major. The fifth and sixth measures are a minor V7b9-i in F minor and the final two
measures ofthe B section are iim7bS —V/7#9 to get back to the G minor in the A
section. This bridge offers ample opportunity to utilize the melodic minor, harmonic
minor and diminished scales.

“Room 237"

“Room 237" is another original by Robert Rimmington. No title was
originally given to this piece so it became dedicated to the frightening “Room 237"
from the movie “The Shining.” This tune was also written under the direction of
Ronnie Miller and has a similar feature to “I Don’t Think So”. That is that the
melody is played with no chords, however the bass does play in harmony to the main



melody during the longer notes of the tune. There are time signature changes from
414 to 3/4 in bars five and six and again in bars ten and eleven.

The solo section ofthis tune is 18 measures in length. Itis very unique in the
way the harmonic movement is phrased. The phrases are eight bars, six bars, and
four bars. These phrases present one problem to the soloist hut the fact that the solo
changes are somewhat unrelated to one another presents an even greater problem for
the soloist  The first four measures ofthis piece are rather simple in nature and
consist ofa Cm7 moving to a G7alt. The next 4 measures consist ofa CMaj7#l 1 for
two measures followed by an A7altand D7sus4. This rather unlikely I17alt- V7sus
i resolved in measure nine to a Gm7. The Gm7 then moves to an Am7 which moves
toa Bm7. Thistrio of m7 chords prohibits any possibility ofa shared tonal center.
Measures fourteen through eighteen create the final phrase ofthe solo section. They
are made up ofa BbMaj7#l L which moves to an Am7. Though it was not the intent
ofthe composer, | personally prefer to treatthisasa IV - iii progression and use
various triads from the F major scale to improvise over this section.

“Scotty’s Groove”

“Scotty’s Groove” is an original composition that is a reminiscent in style to
Scott Henderson. Henderson was an instructor of mine from 1980-1981 and left quite
an impression upon me. | was trying out a new amplifier which seemed to mimic
Henderson’s tone and the melody ofthe A section just came out. It seemed
appropriate to call the tune “Scotty’s Groove.”

“Scotty’s Groove” is a basic AABA form composition. This tune is a straight
forward hard rock / jazz fusion tune and is intended to be played loudly and rudely.



It’s A section is played with a Jaco Pastorius style fiink groove over a D7alt chord.
The phrase in measure seven ofthe A section is doubled by the bass. The B section is
more subdued. Itopenswith a G-7- C7 that leads to an A-7- D745, This s a
typical ii-V-iii-VI+ progression and the iii-7 - VI7+ serves as a turnaround to get
back to the G-7 in measure five ofthis section. Measures five through eight ofthe B
section are G-7- C7- Fmaj7#l 1- F7alt. Thisisaii- V- Lhutthe FTalt servesasa
turnaround of sorts and works to get back to the D7alt in the A section.

“Kool”

The final piece performed in the recital is “Kool.” “Kool” is a John Scofield
composition which is played in a New Orleans style. It is made up ofonly two
sections and has only two defined chords throughout. The opening rhythmic figure
severs to divide the sections of the time and is used as an ending as well. The main
melody is based on an Eb blues scale. It is simply a repeating two-bar phrase that has
a very funky feel to it. After the two measure phrase is repeated four times there is a
four measure interlude written over the same background. The next section is made
up ofanother two measure idea which is written using a C pentatonic minor scale.
During this section there is no bass or harmonic accompaniment. The drums continue
to play the same New Orleans groove during this section and act as the only
accompaniment to the guitar. The solos are played over the same rhythmic figure
used during the main theme and the only chord is Eb7#9. At firstthis seems easy to
play over but the challenge is to build an interesting and lyrical solo with only one
change to work with. This tune is the perfect vehicle to use just about everything |
learned from Gary Campbell and David Fernandez. Itis a chance to throw in the



“Kitchen sink”. After a drum solo over the same rhythmic figure, the A section
returns. Itis played two times without the interlude and proceeds to the ending. The
ending is the same as the intro except for a “quadruple forte” Eb7#9 played on the
off-beat of beat four in the last measure of the time.
Summary of Recital Intent

It is my sincerest hope that this performance will stand as a testament to the
quality of instruction provided by the Florida International University Music
Department. The tunes | have chosen to play were chosen hecause they showcase the
direction of my musical evolution under the tutelage of Gary Campbell, David
Fernandez, and Dennis Marks. Choosing FIU to continue my studies is indeed a

decision | am not likely to regret.



APPENDIX C

The Hong Kong Incident

Robben Ford
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