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AS A PRELLOE 10 MY BASSLINES LESSON L-AODING THE CHOROS, | THOUGHT IT MIGHT BE A G000 10€A T0 SPEND A LITTLE TIME EXPLAINING HOW BASIC

TALL HAZMONY |5 OERIVED AND HOW IT CAN BE APPLIED TO THE QUITAR. THE FIRST THING T0 UNOERSTAND ABOUT LEAZNING HAZMONY ANO MUSIC THEORY

16 SCALES. SCALES OF COURSE AE MELODIC, BUT SCALES ALSO CONTAIN ALPPEGIOS LAV.A BROKEN QH020S7 ANO WHEN TONES OF A SQALE ARE PLAYED
SIMULTANEOUSLY, WE GET HATMONY. MANY OF YOU HAVE HEARD OF CHORO/SCALE THEORY, AND AS WE WILL SEE, THE TWO ARE INSEPARABLE. LET'S BEGIN WITH
SOALES. MUSICIANS OF ALL INSTRUMENTS PRACTICE SCALES TO OBTAIN FLEXIBILITY, GOOD INTONATION ANO TOUCH, AMONG OTHER THINGS, The Madoe

SCALE IN PARTICULAR 16 VERY IMPORTANT NOT ONLY FO2 176 VALUE AS A COMPOSITIONAL GENERATOZ AND AS A PRACTIRE TOOL, BUT AS A CONVEYOR OF MUSIC
FORMULAS. ALL MELOOIC ANO HAZMONIC MUSICAL ACTIVITY CAN BE REPRESENTED IN NUMERICAL COOE. A TPICAL CHORO SYMBOL LIKe GMAGT WOLLO 8¢
195,71, THESE NUMBERS QEPRESENT TONES 2ELATIVE TO0 A MAGOZ SCALE BUILT ON THE SAME STARTING NOTE AS THE Q00T OF THE GIVEN CHORO.
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NOTE: THE STARTING POINT 02 NAME OF A SCALE 1S CALLED 115 TONIC AN 16 NUMBERED AS L

NOTE: A CHORO 1S 2EQLONED FROM IS 2007

0 IN THIS CASE 16 THE 2007 02 L Crnr
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TONES 1, 5, 5, 7 0F THE C MASOR SCALE-SOUNOED SIMULTANEOUSLY= CMAS 7
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THE MAG02 SCALE MAY BE ALTERED TO PR00VCE OIFFERENT SCALES WHICH IN TURN CREATE NEW HAZMONIES.

THIS SCALE 16 CALLED MINOLYOIAN AND CONTAING THE eHoRO 07 (L, 3, 5,'7) WHEN CRIENTED FaoM Nofe |

LO O O ¢

AT THIS POINT | THINK IT'S PRETTY EASY TO SEE HOW THE NUMBEQ SYSTEM WORKS. HOWEVER, TO 2EALLY GAIN CONTROL OF THIS STUFF YOU NEEO 10
8€ ABLE TO CONSTRUAT SCALES ANO/02 CHOROS FROM ANY PITCH. TO 00 THAT YOU MUST BE ABLE T0 CONSTRUAT A MAGOR SCALE FROM ANY GIVEN NOTE ANO
ALTER THAT MAGOR SCALE WITH A GIVEN NUMERICAL FORMULA. LET'S TAKE A GLOSER LOOK AT THE CONSTRUATION OF A MAGOR SCALE.

A MASOR SCALE 16 A SEVEN-TONE SCALE (AS OPPOSED TO FIVE-TONE, SIX-TONE, ETC.). THAT MOVES SEQUENTIALLY THZOUGH THE MUSICAL ALPHABET LETTERS
FOABCOEE, COEFGABL, ere. FOM TS STARTING POINT. MOST KIOS IN MUSIC GLASS LEAZN THE SOUND OF THIS SCALE THROUGH THE SOLFEQE SYLLABLES
00, R€, Mi FA, S0 LA, T, D0. THe 26006NISABLE QUALITY OF THIS SCALE COMES FROM ITS ARRANGEMENT OF HALE ANO WHOLE STEPS.” TIME FOR A LITTLE
THEORY OEFINITION HEQE: A STEP 16 THE MEASUREMENT OF SPACE (ALSO KNOWN AS INTERVAL) FROM ONE SCALE DEGREE TO THE NEXT. THEQE ACE TWO
OLASSIFICATIONS; WHOLE STEP ANO HALF-STEP. A WHOLE STEP ON THE QUITAZ ENCOMPASSES THREE FRETS SUCH A C-D 02 F-G. NOTIGE THAT THERE'S A NOTE
BETWEEN ON THE INO FRET. FOOM THE FIRST FRET T0 THE SECOND THE INTEQVAL 1S CLASSIFIED AS A HALE-STEP. THEQEFORE THE HALP-STEP 1S ONE FRET

10 THE NEXT ON THE FINGEQB0ARD (LIKE C-Ck 02 F-FE), WHILE THE WHOLE STEP ENCOMPASSES THREE FReTs (sUak A C-O 02 A-B). ALL OF THE ALPHABET
LETTERS ARE A WHOLE STEP APART FROM EACH OTHEQ EXCEPT THE "NATURAL' HALE-STEPS BETWEEN E-F AND B-C (B0TH OF THESE AQE ONE FRET 10 THE NEXT).

* NOTE: SOME THEORY BOOKS USE THE TEQAMS WHOLE-TONE ANO HALP-TONE INTEQCHANGABLY 02 INSTEAD OF WHOLE-STEP ANO HALF-STEP



THE PITCES THAT AE MOST COMMONLY USED T0 CONSTRULT THE SCALES AQE AS FOLLOWS™:

* Ak, OF ANO G AZE NOT COMMONLY USED-MORE ON THIS LATER.
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THE NOTES IN BETWEEN THE ALPRABET LETTERS (V.NO“)N AS QHQOMAT\Q$7 QAN B€ SPELLED AS FLATS 02 SHARPS.
A NOTE WITH TWO NAMES SUCH AS G AN P4 A2E UNOWN AS ENHAZMONIC EQUIVALENTS. IN SOME CASES THE "NATURAL" HALF STEPS AQE ALSO

SPELLED ENHARMONICALLY SUCH as: C) =B 02 Fh = €.

LEAZNING THE ABOVE WILL NOW ALLOW LS T0 BLILO MASOZ SCALES ON ANY PITCH BY THE STEP PROCESS. THE FORMULA FOR A MAGOR SCALE IS:
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NOTICE THAT THE CONSTRUATION FOLLOWS THE ALPHABET SEQUENCE.. YOU'RE ALWAYS MOVING LP @2 QOU)N?THE ALPHABET LETTERS IN 020€¢.
THERE'S NEVER A QUESTION OF THE NEXT NOTE BEING A SHARP 02 FLAT SHOULO YOU NEEO A CHROMATIC T0 MAINTAIN THE FOZMULA. YOU'LL ALSO BEGIN
0 SE€ YOUR SCALES TALE SHAPE WITH ALL SHAZPS 02 ALL FLATS WHEN YOU NEED CHROMATICS. YOU'VE PROBABLY HEARD THE EXPRESSION "SHALP KEYS' ANO

"PLAT Keys'-AN VERY INTEQESTING O2GANIZATIONAL PHENOMENON THAT WILL PROVE EXTREMELY LUSEFUL T0 US.

FUST IN CASE SOME OF THE ABOVE 16 STILL A LITTLE UNCLEA? QNO TAKE HEART, THIS STUFF |6 PRETTY ABSTRART IN THE 5EQ\N|NQ7
I'VE INCLUOED SOME 2ANOOM MAS02 SCALES FOR YOU TO LOOK OVER. ANALYLE THEM IN TEQMS OF THE WHOLE-STEP, HALF-STEP FORMULA.
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AS YOU GET MORE OF THE MATOR SCALES TORETHER YOU'LL NOTICE THAT YOUR'QE WORKING WITH SEVEN SHAZP SOALES, SEVEN FLAT SCALES ALONG WITH
C MATOR THAT HAS NO ACCIOENTALS FO2 A GRAND TOTAL OF FIFTEEN SCALES. REMEMBER THAT 0UC WESTEIN MUSICAL SYSTEM ONLY HAS TWELVE TONES.
THESE FIFTEEN SCALES QEPRESENT THE TWELVE BASIC NOTES ANO THREE OVEQ-LAPPING ENHAGMONIC EQIVALENTS. THEORETICALLY ANO ENHAQMONICALLY
Y00 MAY B¢ CALLED ON F2OM TIME T0 TIME T0 CONSTRUQT A MATOR SCALE ON A PITCH SUCH AS BY 02 THE LIKE, BUT THE MACORITY OF YOUR WORK WILL B€
WITH THESE PRIMARY FIFTEEN SCALES. THESE LEEP THE USE OF ACCIOENTALS SIMPLE WHICH IN TUEN MALES THE 2EADING SIMPLER, ETC. THESE FIFTEEN
SCALES ARE THE NOZM.

NOW, WE"LL BEGIN T0 LOOK AT ANOTHER WAY OF 02GANIZING THE SCALES CALLED THE "C12QLE OF FIFTHS'. BUT FIRST, TIME FOR SOME MORE CONCERT. We'VE
8EEN BUILOING MATOR SCALES. THE WORO MATOR ALSO IMPLYS TONALITY WHICH 16 DENOTED AS MASOR, 02 MINOZ. WITHOUT GETTING 700 LONG-HAIZED
A SIMPLE DEFINITION FOR TONALITY WOULO BE: MELODIC 02 HAZMONIC AGTIVITY BASED ON SCALES. GENERALLY WE'2E WORKING WITH MACOR 02 MINOR
TONALITY, THOUGH ONE CAN BECOME MORE SPECIFIC NAMING THE SCALE TYPE SUCH AS "PHRYGIAN', IMPLYING CERTAIN MUSICAL ATTRIBUTES. THE POINT 16
THAT THE SCALES WE'VE BEEN WRITING AQE ALSO TONAL CENTERS UNOWN AS KEYS, AND KEY 16 SYNONYNOUS WITH TONALITY. THE "CIQQLE OF FIFTHS" 16 AN
0R0ERING OF THE COMMON WRITTEN KEYS AS WELL AS A LISTING OF THE MATOR SCALES, AND THEQEFORE THE MACOR TONALITIES QEPRESENTED BY THESE
SCALES ANO Kevs. HOLY HeLL! TIME FOR A Beee!

The CIR0LE OF FiFTHS
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YOU'LL NOTICE IF YOU'VE WE
YOU'VE HAD T0 ADD T0 THE M

SHALP Kevs-0LOCKWISE
Key oF G L sHage a1 1:00
Key oF O 1 sHaees At 2:00
Key 0F A % sHaes AT 2:00
Vev 0F € & onaees AT 4:00
Key 0F B 5 onages AT 5:00
Key oF F4 b hagPs AT 0:00
Key oF O 7 snaees at 7:00

ITTEN ALL THE MACOR SCALES THAT THE "CLOCK POSITIONS' ON THE CI2CLE CORRESPOND TO THE NUMER OF ACGIOENTALS @.,Z 3, e10.).
A902 SCALES @ 0 LEEP THE FORMULA lNTACT.) 02 Kevs.

FLAT Levs-COUNTERALOCKWISE (THINK OF 11:00 AS BEING A 2eveese 1:00)
Kev OF F L eLAT At 11:00

Kev o¢ B) L eLats at 10:00

Key oF Ep % pLATS AT 9:00

Key OF Ap & pLATS AT 3:00

Key oF Op 5 pLaTS AT 7:00

Key oF G b FLATS AT 0:00

Key oF Qb 7 rLaTS AT 5:00

THIS B2INGS US T0 THE SUBGEQT OF LeY SIGNATURES, WHICK AZE A SHORT-CUT METHOO T0 BUILD THE SCALES (AND THEREFORE ENABLEING LS TO UNOW THE
C02ECT NOTES WHEN BUILOING CHORO STRULTURES 02 ANYTHING ELSE THAT QAN BE QEPRESENTED BY A NUMEQICAL FORMULA). THEQE'S AN 020€2 10 THE

SHAZPS ANO FLATS IN KEY

IGNATURES WHICH CAN BE MEMORIZED VIA A WOLD PHRASE:

SHARe Kevs
FiNg Ouassie  Quitagiers DOcMaND  AceueAte  EXECUTION gy
4 " 4 p . 5 .

¢ YOU WANT 70 BUILO A MAGO2 SCALE FROM ONE OF THE SHARP KEYS: THINK THE NAME OF THE SCALE @E‘O; THEN, THINK OF THE ALPRABET LETTEQ IMMEDIATELY
PRECEEOING THE KEY @Q SQALE? NAME. FO2 INSTANQE: YOU'2€ BUILOING AN A MATOR SCALE, THINK OOWN 10 G, INCLUOE THE SHAZPS FROM THE BEQINNING 0F

THE WORD PHEASE UNTIL ¥OU QT 70 G (FINE CLASSIC GUITARISTS). THE Kev OF A HAS THOEE SHAZPS: F, C, ANO B, |F 10U PLUG THESE THEEE SHALPS
INTO THE ALPRABETICAL SEQUENCE OF NOTES WRITTEN A-A YOU WILL NOW HAVE THE PROPEQ ARRANGEMENT OF WHOLE ANO HALF-STERS
. 4 4,4 b, 4 4 . 4 4 . 4 ;
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£ 00 WANT 70 BUILO A MAGOR SCALE FROM ONE OF THE FLAT KEYS: THINK THE SCALE LKE‘(? NAME, SAY THE FLATS WOR0 PHRASE UP TO THAT POINT

AND ADD 1 MORE FLAT. FOQ |
ONLY HAS ONE FLAT :B.

NSTANCE: THE ey OF B WOLLO HAVE TWO FLATS, B, ANO E. THE ONLY EXQEPTION TO THIS METHOD IS THE KeY OF F, IT
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¥0U CAN NOW GONsTRLCT @)\TH ALITTLE PQAGT\QE) MAC0R SCALES IN FIFTEEN KewS. DON'T FORGET THAT THE KeY OF C 16 NEUTRAL AND HAS NO
ACCIOENTALS AT ALL. YOU CAN WRITE THEM USING THE WHOE-STEP, HALF-STEP METHOO, 02 YOU CAN PLUQ THE KEY SIGNATURES INTO THE BLANK SCALES
0 GET THE CORREQT ACCIOENTALS. EITHER WAY, YOU'LL BEQIN TO MEMORILE THE CONTENTS OF THE SCALES AND TO ASSOCIATE THE e SIGNATURES
WITH PARTICULAR KEYS/SCALES. MANY TIMES ON THE 61, WHEN MUSICIANS GALL A TUNE, THEY MIGHT ALSO GIVE YOU THE KEY BY SAYING "THREE
FLATS' LKE"( 0F Eb) 02 "ONE SHARP" LKE‘( 0F GD ALL THIS MAT02 SCALE BUSINESS IN ALL KEYS ALLOWS US T0 CONSTRUCT HAQMONIES IN ANY KeY

02 ON ANY 2007 8Y INTEQPRETING A FORMULA 2ELATIVE TO A MATOR SCALE. S0 WITHOUT FURTHER ADO, HEQE ARE THE HAZMONIC FORMULAS FOR THE
FOUR TRIADIC TYPES AND THE ELEVEN PRIMARY TTH CHOROS!

ALL EXAMPLES AQE WRITTEN ON THE PITCH G FOR CONTINUITY ANO SIMPLICITY.

Telaos
CMac v Com Qauq
J h il
g=s g s g
8 VS Vs TS
1,%,5 L,1%,5 1, b5, b5 1,5, 4
SEVENTH CHOR0S
CMac? Ciae? b Coacr 45 QT
b ; ; R E
© © e -3
1,5,57 1,%,15,7 1,5,4,7 145,547
Cunrbs QYY) (g Q-
ﬁ?:w‘ = i ?
y & re Y & h:2
L, b8, b5, b7 118,57 L%, 15, w1 15567
Q19 0149 (!
— i Fos
"4 P’  © el
S - 2 ©
13,15,7 15,4, L4541

THEQE AZE A FEW OTHER COMMON RAZMONIC STRUATURES YOU MIGHT NOTICE AS MISSING FROM THE ABOVE. MAGOR b ANO MINOR (TH CHOREDS WILL BECOME

PART OF THE MATOR ANO MINOR T7H CHOZOS IN TEQMS OF TENSIONS (WE'LL TALKABOUT THESE S0ONY). ANOTHER 6TRUATURE, SOMETIMES LABELED AS
MINOZ 714 45, WILL ALSO B¢ COVEQED LATER.

AT THIS POINT OU SHOULD B€ ABLE T0 CONSTRUAT ALL TRIADS AND TTH CHO20S USING THE NUMERIC FOZMULAS FROM ANY 2007 FOUND IN THE CIR0LE OF
FIFTHS! THE PROBLEM 16: PLAYING THESE CHOR0S ON THE QUITAR FROM THE STACKED %208 @AQT\QULAZW FROM THE TTH GHOQDS.) AN 8€ A 2€AL "MUTHA"! We
NEED T0 MALE THESE CHOZOS "QUITAR FRIENOLY". LET ME INTROOLRE YO 70 THE "D20P VOICING" CONCEPT! FIRSTLY, THE NUMBER OF CHORD TONES IN A CHORD
DETEQMINE HOW MANY POSITIONS A CHOZO CAN BE AZZANGEOD IN. THE WORD POSITION 16 SYNONYMOUS WITH THE TEQM INVERSION. TRIADS HAVING THREE NOTES

HAVE THOEE POSITIONS: 2007 POSITION, WHERE THE 2007 16 THE LOWEST NOTE IN THE CHORD; 16T INVERSION WHERE THE 520 16 THE LOWEST NOTE; ANO LNO
INVERSION; WHEQE THE 5TH 16 THE LOWEST NOTE.

QMas Ro0r Position Lot INVERSION INO INVELSION

N~

P

b= 4

k=2
THESE CHOROS CAN BE PLACED IN ANY OCTAVE HIGHER 02 LOWER AND THE NAMING OF THE POSITION WILL STILL BE DETEQMINED BY THE LOWEST NOTE.

b]ee
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THE WORD POSTION ALSO CONVEYS ANOTHER OESQRIPTIVE TEQM QELATIVE TO THE SPACING OF THE CHORO TONES. THEQE ACE TWO CLASSIFIGATIONS: CLOSE
POSITION @OMETMEQ CALLED T\QHT) WHERE IN ALL INVERSIONS EACH NOTE 1S AS CLOSE AS POSSIBLE TO THE NEXT Q\%VE 0e $ELOW7, ANO OPEN POSITION
WHELE THE CHORO TONES ARE MORE SPREAD OUT. IN TRIADIC CHOROS, MOST MOOEEN FAZL GUITARISTS QEFER TO OPEN POSTION TRIADS AS SPREAD TRIADS.

oy CLOSE POSITION VOICINGS (T21A0S)
Ag

ORG

[N

600

oo]e

T0 oPeN LSPQEAO) A GLOSE POSITION TRIAD, SIMPLY MOVE THE MIOOLE NOTE @2 VOICE) OF THE CHORO UP 02 DOWN AN OBTAVE.

QM e
re ]
y A 2 e 2
o — o MOVE MIDOLE VOIE UP AN OOTAVE.
_0 L 4
OPEN POSITION 02 MORE COMMONLY, SPREAD TRIAD VOICINGS
@ mas
e )
o o o Move MIOOLE VOICE DOWN AN OCTAVE.
° = °
O el

NOTICE THAT WHETHER YOU MOVE THE MIOOLE VOICE UP 02 COWN, YOU GET THE SAME THREE VOICINGS. THERE'S SUST A OIFFERENCE IN 0eTAVES. Tey
MOVING THROUGH THE POSITIONS OF THE TRIADS ANO CONVERT TO ALL TYPES; MINOZ, OIMINISHED, AUGMENTED IN BOTH CLOSE AND SPREAD FORMATS.

THESE VOICINGS CAN BE PLAYED ACR0SS, LP, ANO IN COMBINATIONS LD\AQ\ONALL‘O OVER THE FINGERBOARD.
YOU'LL NOTICE THAT I'M USING THE TEQM VOICE NOW IN PLACE OF NOTE. EACK NOTE IN A CHORO |6 KNOWN AS A VOICE. TEQMS LIKE VOIQING ANO

VOICE-LEADING QEFEQ TO HOW WE CONSTRULT ANO CONNERT HAZMONY.

NOW THAT WE HAVE TR1ADS UNOER 0U2 BELT, LET'S LOOK AT THE SEVENTH CHOR0S IN TEQMS OF POSITIONS ANO VOICING. A SEVENTH CHOZO HAS FOUR TONES
ANO THEQEFORE FOLL POSITIONS @Nci AGAIN 2EGAROLESS OF 0QTAVE QE(MsTEQ). We'LL Use 07 AS AN EXAMPLE, THOUGH THIS METHOD WILL BE THE SAME FOQ

ALL TYPES OF TTH CHOROS.

¢
rol 3
] A |74 "4~ 4 Ve ~ Yy
b =4 ©
© =
Q001 POSITION 1ot INVERSION INO INVERSION %20 INVERSION

£ 00 TRY 70 PLAY THESE VOICINGS ON QUITAZ, YOU'LL FINO THEM DIFFICULT 02 IMPOSSIBLE TO PLAY WITHOUT CHANGING 0QTAVES. EVEN THEN, THEY SOUNO
PRETTY "THIN' AS WELL AS BEING 2EALLY OIFFICULT 10 "4R48" QUICKLY. D00P VOIAINGS T0 THE 2€SCUE!

D20p VOIRINGS AQE EASY TO MALE AND ARE VEQY STANDARD CHORO FORMS FOR THE QUITAR. THEY SOUND 2IGHEQ THAN THEIZ CLOSE POSITION COUSING. THEY'2E
MUCH EASIER T0 PLAY PHYSIGALLY ANO "LIE" BETTEQ ON THE GUITAR FINGERBOARD. THEY AE WIDELY USED BY ALL CHORO INTRUMENTALISTS AND AZ2ANGERS.

T0 CONSTRUAT 020P VOIRINGS:

L. EACH TONE IN THE FOLR-PART CHOZO 1S CALLED A VOICE.

1. THE VOICES ARE NUMBEQED 1-4, THE HIGREST NOTE OESIGNATED AS “L".

5. 000P A DESIGNATED VOICE @UCH As 02 57 AN 0CTAVE, WHILE LEAVING THE OTHER VOICES WHERE THEY WERE.

THE MOST COMMONLY USED 020P VOICINGS FORMULAS Age: D20p £, Ooop 5, AND Oeop Le4.
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LET's START WITH THE 020P £ VOICINGS. A 2EALLY LAGE CHUNK OF SALL RAZMONY VOCABULARY COMES FROM THESE LITTLE 2A50ALS. ON THE QUITAL,
THEY CAN B€ NICELY 0RGANIZED VIA STRING GR0UPS-I'LL SHOW YOU HOW IN A MINUTE. FIRST, LETS GEE WHAT SOME TYPICAL STRUATURES LOOK LIKE.

THE FOUR POSITIONS OF 07 CLOSE POSITION THE FOLR POSITIONS OF (7 CONVERTED T0 OPEN-020P £

] r ]
ﬁ?ﬁg T==r=—r. PP
| 1
| b ’ ’
YOU CAN CHANGE THE 0CTAVE AND THE CHORO SPELLING REMAING THE SAME

&
b wE bE bnE
"4 |
| | |
[ [ I
Aoeoel VOICING ALWAYS ENCOMPASSES 4 AOGACENT ST2INGS. WE COULO PLAY THE LOWER VERSION OF THE CHOL0S WITH THE BOTTOM NOTES UP THE
bra STRING ANO THEN TRANSFER TO THE BOTTOM NOTE ON THE bri ST2ING, ANO FINALLY THE BOTTOM NOTE ON THE FOLLTH STRING AS THE CHOLDS GET HIGHEL.

(]

NS
vl o

KEEP GOING...

00 COULO PLAY ALL FOUR POSITIONSOF THE 07 ON A GINGLE 6TRING Gooup (05,45 5450 43.101)

020P % VOILINGS ENCOMPASS 5 STRINGS AND CAN ALSO BE 02GANIZED BY STRING 60UPS (DXO45L AND SXA%LL). THEQE'S ALWAYS A MUTED STRING IN
000° % VOILINGS, THE X" IN THE STRING G20UP INDICATES A MUTED STRING,

(]

“_
LA
o
<30
TSN
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LILAL

KEEP GOING...

D20p L& 45 CAN B¢ DONE WITH THE SAME METHOD, THOUGH THEY'2E NOT AS WICELY USED AS THE O20P L5 ANO 0207 %5. CHEQK THEM 0UT 700 | ONE THING

'Ll WAEN 10U ABOUT THESE CHOROS: SOME CHOZO TYPES ACE POSSIBLE TO PLAY PRETTY EASILY, ANO OTHERS AE OIFFICULT 02 NEARLY IMPOSSIBLE TO PLAY
PHYSICALLY. GO THROUGH THE POSSIBILITIES IN ALL KEYS WITH ALL ELEVEN CHORO TYPES (A 516 G081). MAKE A NOTE OF THE CHOZO VOICINGS 10U LIKE
SONICALLY AN FO2 EASE OF FINGERING ANO STALT USING THEM IN TUNES. THIS 15 CRURIAL FO DEVELOPING YOU HAZMONIC VOCABULARY.

ANO NOW, A MINI PREVIEW ABOLT ADDING CHOZ0S 70 BASS LINES. THESE O20P  ANO 020° % VOICINGS AZE A Q00D PLAE T0 STALT, THOUGH YOU CAN SIMPLIFY
THE STRUCTUZES B¢ USING ONLY THE GUIOE TONES ( CHOZO TONES & & T) ALONG WITH THE BASS NOTE FOR C2EATING A THREE NOTE STRUCTUZE. THIS

KINO OF VOICING GOES BACK 70 "QHYTHM" STYLE PLAYING ANO | WOULO SUGGEST YOU CHECK OUT SOME FREODIE BREEN WITH COUNT BASIE, TIM HALL,

AND TOHN PIZ2ARELLI AS OUTSTANOING PRACTICIONERS OF THIS STYLE.

THIS METHOD LTILIZES CHOZOS PLAYED ON THE BASS NOTE 02 STAGRELED.

STAQGERED
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THE MAIN FOCUS 16 THE BASS LINE. AODING THE CHOROS ADDS HAZMONIC OEFINITION. ALSO IF YOU CHEQK OUT THE LAST PAGE OF My 8ASS LINE

LESSON YOU'LL GET MORE I06AS ABOLT MUTING CHOZOS ANO ZHYTHMIC DEVIAES. BUT THIS HAQMONY PRIMER 1S QEALLY ABOLT GETTING OUR

CHOR0S TORETHER. | HOPE THIS INFORMATION GETS YOU THINKLING ANO DOING ON THE QUITAL. THE HAZMONY CONTINUES NEXT LESSON WITH

AODING TENSIONS TO THE BASIC SEVENTH CHOROS, THEN QUARTEL HAGMONY, VOICE LEADING, HAZMONIC PLUMBING LM'{ SUBSTITUTION ANO LINKAGE
METHOOS FO2 HAZMONY), COMPING, ANO 2HYTHM STYLES WHICH WILL LEAD LS BAQK T0 THE BASS LINES AND IMPROVISATION! REMEMBER T0 MALE THIS
THEORY INTO MUSIC! YOU MUST PUT INTO PRACTICE WHAT 0L LEARN! HAVE FUN, AND HAVE PATIENCE! HEQE'S A LITTLE 8ASS LINE WITH CHOROS TO KLeeP
YOU GOIN' UNTIL NEXT TIME. oY IMPROVISING CHOROS WHERE THERE 16 GUST THE BASS LINE. MIX IT LP!
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Tey ACOING THE CHOROS 2ANDOMLY ANO PLAY SOME OF THE GHOR0S MUTED FOR MORE 2HYTHMIC PUNCH.
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