HA2MONIC PLUMBING

© Magr Wsite

WritMa2L Musie PUBLISHING
| 80220WED THE TEQM "HAMONIC PLUMBING' F2OM THE LINER NOTES OF A BILL EVANS ALBUM. IN PLUMBING, ONE CAN FIND
ANY NUMBEQR OF DIFFEQENT Q0UTES T0 CONNEQT WATER FROM ONE POINT TO ANOTHER WITH MYRIAD VARIATIONS ALONG THE WAY.
LIKEWISE, IN MUSIC THEE AQE MANY WAYS TO CONNEQT HAZMONY FROM ONE POINT T0 ANOTHER, 02 SUBSTITUTE AND SUPERIMPOSE
NEW CHOR0S AND CHOR0 SEQUENCES IN PLACE OF THE 021GINAL HAZMONY. HENQE THE ANALOGY. HAZMONIC PLUMBING CONVIENIENTLY
DESQRIBES THE CONCEPTS OF HAZMONIC SUBSTITUTION ANO SUPERIMPOSITION THAT I'O LIKE TO COVER IN THIS LESSON. THESE 106AS
ARE USABLE IN ARRANGING, COMPING, ANO SOLOING ESPEQIALLY.

THE WAY | GEE 1T, A QUITARIST MIGHT WANT T0 FOLLOW A METHODICAL SEQUENQE OF HAZMONIC STUOY 70 ADVANCE 2APIOLY. | 6UGGEST:
L. LEARN HOW T0 CONSTRUAT ANO IMPLEMENT BASIC TRIADS AND 0200 /0200 5 SEVENTH CHORO VOICINGS.

1. LEADN HOW T0 "COLORIZE" BASIC SEVENTH CHORO VOICINGS THROUGH THE USE OF TENSIONS.

3. AN HAZMONIC CONNEQTIVITY (HARMONIC PLUMEING).

4, STU0Y OF QUARTEL AND OTHER NON-TERTIAN HAZMONIC CONCERTS.

5. APPLY THE ASOVE 1O REAL-LIFE PLAYING SITUATIONS, EAZ TRAINING, AZZANGEMENTS, ETC. AND FIND EXAMPLES OF THEIQ USAGE IN
THE 2EC0R0INGS OF THE GALL MASTERS.

0. EXPEQIMENT AND FINO YOUR OWN PEQSONAL APPROACH TO THESE SUBSELTS.

WITH THAT SAI0, I'LL CUST MENTION THAT THE ABILITY TO HEAR ANO IMPLEMENT THESE I0€AS MUSICALLY 1S WHAT MATTERS MOST.
| vOU'2E NOT GREAT AT QEADING MUSIC 02 MUSIC THEORY, OON'T QUIT NOW. MANY GREAT PLAYERS PIGKED THIS STUFF LP 8Y EAR AND
00 5UST FINE! Wes MONTGOMERY COMES IMMECIATELY 70 MIND FOR INSTANCE. THE MAIN THING IS T0 MAKE MUSIC WITH THIS MATEQIAL!

ONE LAST 1650E; THESE CONNECTIVITY IOEAS AQE SUST POSSIBILITES TO AUGMENT YOUR HAQMONIC PALETTE. YOUR €A ULTIMATELY
MALES THE CHOICE AS TO THEIQ USEFULNESS. SOME OF THESE 106AS MIGHT BE A LITTLE T00 "0UTSIOE" FOR CEQTAIN SITUATIONS. YoUR
ENOWLEOGE OF LISTENING EXPERIENCE WILL HELP QUIOE ¥OU. PEQSONAL TASTE ENTERS INTO THIS, T00! USE YOUR €ARS.

HagMONIC PLUMSING

M- ANY 11-7 £02/WITH A V7 FQOM KEY OF THE MOMENT

FO2 INSTANCE:

oee A O-7pLAY G7 02 COMBINATION D-7 ANO 67

o€e A §7 PLAyY -7 02 COMBINATION D-7 ANO G7

THIS FIZST I0A HAS GIGANTIC POSSIBILITIES FOR YOUR ALRANGING, COMPING, ANO SOLOING. | FIRST NOTIGED THIS SOUND IN
Wes MONTOOMERY'S COMPING AND CHO2O S0L0S. IN A MODAL SITUATION SUCH A TUNE LIKE TOHN COLTRANE'S “IMPRESSIONS,
| NOTICED WES LSING I1/V PAIZINGS OVER THE BASIC HAZMONY OF THE STATED D-7 IN THE FALE BOOK.

GIVEN eHoeo O-7 D-11 G9
D7 G13 D-11 G7 D-9 ;9 E E
P

#F T = E = E = E T e = <

ANV | 1]/ | LA

o) ! 4 '

I
I\/V pLAvED TRY THESE \\X/ PAIZINGS OVER A WALKING O- 8ASSLINE



THE OVEQALL EFFEQT 1S A SMALL AMOUNT OF TENSION ANO QELEASE-A OESIRABLE EFFECT TO CREATE INTEQESTING COMPING.

YOU'LL NOTICE THAT |'VE ONLY USED DIATONIC TENSIONS (DIATONIC T0 MIXOLYOIAN Fo2 77 ANO DoRIAN Fo2 MINOE 71H) oN
THESE CHOZOS, BUT EXPERIMENT WITH "ALTERED" ANO NON-OIATONIC TENSIONS AS WELL.

THis 11-7 r02/WITH A V7 CHOR0 FORMULA 16 INVALUABLE FO2 SOLO IDEAS AS WELL AS COMPING, ETC. | ONCE HEARD A GALL
MUSICIAN STATE THAT THE "CHORD 16 THE LINE ANO THE LINE 16 THE C#O0". The 11-7 FoR/WITH A V7 PUTS THIS OLO SAW TO
WoeK! UsING SCALES 02 CHORO OUTLINES (AQPPEGIOS) ONE CAN PLAY A MINOR LINE OVEQ A DOMINANT 77H CHORD, A
OOMINANT 774 LINE OVEZ A MINOR TTH CHOZO, A COMBINATION OF BOTH OVEQ DOMINANT T7H 02 MINOZ 7T 0HOR0S, 02

Y¥OU CAN "SIMPLIFY" EXISTING |1-7 10 V7 P2042€5510NS 70 BEING EITHER OOMINANT 02 MINOR LINE CONTENT.

THIS LINE FEATURES A LOT OF D- OUTLINE. Tov ovee G7 aNO O-7 LSEPAQATEL‘( ANO T0G€THER). NOTICE USE OF CHEOMATIC
APPROACH NOTES AND PASSING SCALE TONES.
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THIS LINE FEATURES A LOT OF B7 OUTLINE. 124 THIS ovee O-7 AND B7 (5ePagaTeLY ANO T06ETHER). NOTICE LSE OF
CHROMATIC APPROACHES, WHICH IN THIS CASE ADD A BLUESY FLAVOL.
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HEQeE's AN EXAMPLE OF A 2€OVCTION: A MINOR LIQK THAT FITS OVEQ B0TH THE |1-7 ANO THE V7. I'M THINKING 0F
ONLY THE MINOR CHOZO IN GREATING THE LINE.

F-7 Bb7 E-7 A7 Eb-7 Ab7 D-7 G7

’J? 2he I b.-_h,b, "3 fo £ hf b_-_B "b?b'h " - o o® o
o — |

*‘Z TRITONE SUBSTITUTION

A VEQY STANDARD HAZMONIC SUBSTITUTION, A DOMINANT CHORO WHOSE 00T 16 A TRITONE AWAY FROM THE EXISTING

OOMINANT 7 /00 AZE 2EPLACING,. BOTH CHOROS ALSO CONTAIN THE SAME QUICE TONES (3208 T7H) THAT SIGNIFY THE
QUALITY OF THE DOMINANT TTH CHORO.

£00 INSTANCE: 10U SEE THE WRITTEN PROGRESSION 117 VT |.

" D-7 G7 CMaj7
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THE SUBSTITUTION UsES D57 INSTEAD 0F §7.

A D-7 Db7 CMaj7
I{ V4 V4 V4 V4 V4 V4 V4 V4
l\m V4 4 y4 V4 V4 V4 V4 V4
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COMPARE THE NOTES OF BOTH CHOROS: BOTH CHOROS CONTAIN THE SAME TRITONE F é B. G515 THE ENHAZMONIC EQUIVALENT

0¢ B ON THe D> 0HO20.
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THIS TRITONE SUS CAN TYPICALLY BE USED IN ANY CADENCE 02 TUZNAOUND USING A V7 CHORO PRORRESSING T0 A | MAG0R

02 MINOL LTH\NK KEY OF THE MOMENT), BUT IT CAN BE USED IN STAND ALONE SITUATIONS AS WELL, SUCH AS A SINGLE DOMINANT CHOD
WHOSE DURATION 16 SEVERAL BALS. SUBSTITUTING A T2ITONE DOMINANT CHORO OVEQ THE EXISTING CHOZO WILL YIELD AN

"ALTEQED QUALITY" QLTEQEO S0ALE, MOOE VII OF THe AZL MINOR SQALE?.

A TUZNAQOUNO LIKE THIS:
E-7 A7 D-7 G7
_I\9 V4 V4 V4 4 V4 V4 V4 4
’\(D V4 Z V4 V4 4 Z 4 V4
Y,
BeCOMES:
E-7 Eb7 D-7 Db7
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LlNEAQ\'L\NQ THIS TRITONE SUB MIGHT YIELD A LINE LIKE THIS:
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24 17T OVEQ B0TH THE "PLAIN" |11-7 VI7 11-7 V7 ANO THE VEQSION WITH THE SU8 Vs,

COMBINE THE TRITONE SUS WITH AN INSERTED [1-7 IN FRONT OF THE TRITONE SUB ANO A gAsIC -7 G7 CMATT BECOMES:

D-7 Ab7 Db7  CMaj7
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'CN 2 Z Z V4 Z V4 V4 Z
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EXPEQIMENT WITH CHANGING THE HAQMONIC QHYTHM.

A APPLIED TO A CHORO SOLO, THIS BECOMES POSSIBLE:
E be | b
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DiaroNie CHAINS

WHAT | CALL OIATONIC CHAINS (USING DIATONICALLY OEQIVED HAZMONIES IN 5206) 16 A PREDECESSOR TO THE "COMPING BY
SCALE CONCEPT USED WIDELY IN THE '00' 8¢ PIANISTS SUCH AS MeCoy TYNER ANO CHick CoReA. AS WITH ALL THE

HagMONIC PLUMBING CONCEPTS, WE CAN USE THESE BOTH HAZMONICALLY AND LINEARLY. THE I0€A 1S 0 EXTEND THE BASIC CHORO

WITH 2ELATED OIATONIC HARMONIES QENERATED B¢ A GIVEN CHORO SCALE. USE AS A FILLER TO COMP, 02 GENERATE LINES T0
SUPERIMPOSE OVEQ MORE BASIC PROGRESSIONS. LET'S USE THE MACOR SCALE AS AN EXAMPLE: GDQWTEN IN STACKED %206
G0ST T0 SEE THE STRUATURES, IN APPLICATION THEY CAN BE SPELLED AS 000P VO\C\NQS?
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STACKING THE C MACOR SCALE TONES YIELOS THEGE HAZMONIES. ALL OF THE MODES (SCALES) DEQIVED FOM The O MacoR
SOALE QE-USE THESE HATMONIES FROM OIFFEQENT STARTING POINTS. O DORIAN USES THE SAME HAZMONIES STARTING F2OM O,

€ PHEYQIAN FROM €, €TC.. 7' USEFUL T0 KNOW THE DIATONIC HAZMONIES IN ALL KEYS ANO THEIQ OFF-SHOOT DEQIVATIVE MOOES.
FURTHEQMORE, LEAON THE OIATONIC HASMONIES/MOOES FoR MAS0R, TALL MINOZ, HAZMONIC MINOZ, HAZMONIE MAGoe SCALES, ANO
HOW THESE QELATE T0 THE 11 BASIC TTH CHOROS AND THEIR POSSIBLE TENSIONS!

LET's USE A BASIC APPLIGATION OF THIS CONCEPT FROM THE MATOR SCALE. THIS 16 A PORTION OF A STANOARD TUNE PROGRESSION:

C Maj7 C-7
;; V4 V4 V4 V4 [V 4 V4 V4 V4 V4 o g
(N 7 V4 V4 Z VL Z V4 V4 V4 VL
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HERE 17 15 AGAIN WITH OIATONIC DERIVED FILLERS: (NOT\QE I'M 9UST USING THE FIRST THREE STRULTURES OF EACH SCALE. 0L CAN
USE MORE, BUT THE EFFECT CAN GET A LITTLE ANTISEPTIC ANO PREQCICTABLE, S0 START WITH GUST A FEW?.

CMaj7 D-7 E-7 D-7 CMaj7 C-7 D-7 EPMaj7 D7 C-7
_’\9 V4 V.4 V4 V4 V4 V4 V4 V4 V4 V4 V4 V4 V.4 V4 V4
f\m V4 V4 V4 V4 Z V4 V4 V4 V4 V4 V4 Z V4 V4 V4
e)
0 Magoe DeRIVED 0 D021AN OeQIVED
ADD SOME 2HYTHM ANO WE'VE GOT A NICE BASIC COMP.
CMaj7  D-7 E-7 D-7 CMaj7 C-7 D-7 EbMaj7 D-7 C-7
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A LINEARIZED VEQSION USING THESE SAME OIATONIC CHAING MIGHT LOOK LIKE THIS:
C Maj7 C-7
ohe
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ANIV4 |
¢Cc—— p. — E- —— D-—C — c-—— D-— Eb— D- —C- —

THESE LINES AQE PRIMARILY TRIADIC IN CONTENT WITH THE ADDITION OF A CHROMATIC APPROACK MOVING INTO EACH TRIAD.
ONE QAN MAKE A MYR1AD OF VAZIATIONS INVEQTING THE T21A0S, ADDING TTHS, CHANGING THE OIQEQTION OF THE AZPERGIO,
€70. THIS 16 A 2€ALLY 816 TOOL IN CREATING LINES. CHear our Wes MoNGOMeRy's s0L0 ON "0.6.0.". THE FI2sT 82106¢
MAKES EXTENSIVE USE OF THIS I0¢A.
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IN ALL OF THESE PREVIOUS EXAMPLES YOUR QHYTHM SEQTION PLAYERS COULO BE PLAYING VST THE BASIC CHOROS. THIS
ALLOWS YOL TO INTEQTERT MORE TENSION AND 2ELEASE IN YOUR LINES AND COMPING, NOT TO MENTION ARZANGING AND
COMPOSITION! 02 THE OTHER MEMBERS OF YOUR GROUP COULD BE SHARP-EARED ENOUGH TO PICK-UP THE CHANGES

YOU'2E SUPEIMPOSING ON THEM. EITHER WAY, THIS COULD BE THE START 0F SOME NEW CONNECTIVITY IN YOUR THINKING.
"THE LINE 1S THE CHORO ANO THE CHORD 1S THE LINE".

*4 CONNEQTING DiatoNIC CHAINS

SPEALING 0F CONNELTIVITY, YOUR DIATONIC CHAINS CAN B€ CONNEQTED BY TWO NON-OIATONIC MEANS:
A. CHROMATICALLY
C Maj7

o) |
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B. B OIMINISHED TTH CHOR0S

CMaj7  Cto7 D-7 D7 E-7 Ebo7 D-7 Db7 C Maj7
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WE COLLD LINEARIZE THE PREVIOVS EXAMPLE LIKE $0:
; r o -
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45 INcoMPLETE DOMINANT 9T CHO20S

THE OIMINISHED TTH CHOROS FROM THE PREVIOUS EXAMPLE CAN BE VIEWED AS INCOMPLETE OOMINANT ITH CHOZOS. TALE ANY EXISTING

OIMINISHED T7H CHORD, A A NEW 2007 A MATOR THIZO LOWER THAN THE EXISTING OIMINISHED CHORO 00T, AND Y00 WILL HAVE A 7.9
CHORO. cH7 AT(9)

f) I |

o :

We WILL "2ETHINK'A PORTION OF THE PREVIOUS OIMINISHED CHOR0 PROGRESSION LINKLED AS FOLLOWS:

p CMai7 A7(9) D-7 B7(>9) E-7
"\v V4 V4 V4 V4 V4 V4 V4 V4 V4 V4 V4 V4
’\(D V4 Z Z V4 V4 V4 Z Z V4 Z V4 Z
0y

NOTICE THAT THE PROGRESSION CREATES A COUPLE OF V7-1 CADENCES. THE INCOMPLETE OOMINANT ITH CONVERSION
WORKS PRIMARILY WITH ASCENOING OIMINISHED CHOLO PROGRESSIONS.
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THE PLEVIOUS EXAMPLE ANO THE ») 2EPLACING A OIMINISHED TTH 16 A STANDAZD 2EHATMONIZATION (5U8) ON "RHYTHM
CHANGES' AND OTHEZ STANOARD TUNES THAT USE OIMINISHED T7H CHOR0S. PLAYING ALL THES CHANGES OVEQ A PLAIN CMaAT
CHOZO WOLLO PROBABLY BE T00 MUCH, BUT IF YOU DOUBLE-TIMED THE LINE....

ANYWAY, | HOPE THIS SHORT LESSON GIVES YOU SOME |0EAS ABOLT CHORO CONNECTIVITY-BOTH HAZMONICALLY ANO LINEAQLY.

B NO MEANS 16 THIS THE ALL ENCOMPASSING LIST, IT'6 GUST A PLACE T0 GET STARTED. IN GENERAL, | FIND MOST OF MY STUDENTS
00 BETTER WITH A "SHORT LIST" OF 00-ABLE ITEMS. SOMETIMES HAVING TOO MANY OPTIONS INHIBITS THE ACQUISITION OF

USABLE TOOLS. WE LOSE THE THREAD OF WHAT WE'QE TRYING T0 00 IN THE FIRST PLACE BY TRYING TO 00 T00 MUCH! KEEP I SIMPLE!

THe MOST IMPORTANT THING YOU CAN 00 FOR YOURSELF (2EGAR0ING THESE 10EAS) 16 T0 FIND EXAMPLES OF THEIQ USAGE IN THE
PLAYING OF THE GREAT IMPOVISING MASTERS OF ALL INSTRUMENTS! AS A BUITARIST MYSELE, | FOUND A LOT OF THESE SOUNOS IN
THE MUSIC OF MY MUSICAL HEQOES T0¢ Pass, PAT MARTINO, ANO €sPeCIALLY Wes MONTGOMERY. BUT THESE A2E "BOP-0RIENTED"
10€AS (THOUGH THEY CAN B€ USED IN MORE MODERN GAZL) AND YOU'LL FINO EXAMPLES IN PARKeR, ADDERLY, COLTRANE, ETC.
USE YOU €A AND SEE WHAT "FITS" IN THE SITUATIONS YOU PLAY IN. HAVE FUN AND 8€ MUSICAL!
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