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SOLOING CONCEPT

| break music down into six basic chord types, and their applicable scales (See Fig. 1). Then
over each of the chord types | apply five soloing approaches for pach applicable scale. The
possibilities for soloing over these chords are, therefore, greatly expanded.

This book covers the second and third approaches for chord type 4 and all approaches for
chord types 5 and 6. ‘

CHORD TYPES APPROACHES
(and applicable scales) '
1 MINOR 7
1a Dorian
1b Aeolian
1  SCALE"
2 MAJO_R 7 (7 or 8 notes)
2a Major .
2b Lydian 5 PENTATONICS & BLUES

(5 & 6 notes)
3 UNALTERED DOMINANT 7

3a Mixolydian 3 ARPEGGIOS

3b Lydian b7 - {4 notes)
4 ALTERED DOMINANT 7 4 TRIADS

4a Super Locrian (3 notes)

4b Diminished 1/2 / whole ‘-

4c Phrygian major ' 5 INTERVALS

' (2 notes)

5 MINOR 7 (b5)

5a Locrian

5b Aeolian bd

5c Locrian nai6

*  Approaches 2 through 5 aré

6 DIMINISHED derived from the applicable
6a Diminished whole / 1/2 scale chosen for soloing
6b Super Locrian natb approach 1.

Fig. 1
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CD Tracking Information

1 Song & Introduction
2 Diminished % Whole Scale Examples 1-2
3 Example 3 :

4 Example 4

5 Example 5 o

6 E Phrygian Examples 1-2

7 Arpeggios Example 3

8 Triads Examples 4-5

g lLowanna Street

10 Locrian Examples 1-2

11 Arpeggios Example 3

12 Triads & intervals Examples 4-5

13 Aeolian Examples 1-2 :

14 Arpeggios & Triads Examples 3-5

15 Scales & Arps Examples 1-3

16 Triads & Intervals Examples 4-5

17 Beef inlolorable .

18 Diminished Examples 1-2

19 Arpeggios Example 3

oQ Triads & Intervals Examples 4-5

21 Mode VIl Harmonic Minor Examples 1—3
22 Arpeggios Example 3

23 Triads Examples 4-5

24 Cleo & Rebecca




Chapter 4

Continued from Book One
DI 2 , E

Now, I would like to mention some other scales and chords that don't fit the SUPER
LOCRIAN ( 7th mode MELODIC MINOR) scale.

There are two different scale choices depending on the character of the altered chord.
These are:

1. The DIMINISHED 1 /2 WHOLE SCALE.

2. MODE 5 OF THE HARMONIC MINOR SCALE. o .
In this chapter we'll look at the Diminished 1/2 whole scale.

The diminished scale is someltimes referred to as the symmetrical scale because its
construction is always 1/2 steps and whole steps. (whole, 1/2 whole, 1/2) or (1/2, whole,
1/2 whole etc. ). The diminished scale beginning with a whole step is the scale used for .
straight diminished chords e. g. C dim. =C diminished scale ( whole, 1/2 whole, 1/2...CD
EbFGb ADABC).

For Allered Dominant chords we play the inversion of this scale, and compare it to 2
C major scale.

C MAJOR
C DIM. DOM.
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Diagram #1
E Dim 1/2 Whole

Within this octave we see several

ydw b | ] c? @ possibilities for chords. We can easily see the
? 2 . -5 Dominant 7 (1 3 5b7). If we use 135b7, weare left
e ) with b2, b3 and b5 and 6. The b2 and b3 are the
g G) i3 same as b9 and #9 e.g. in the key of C, the b2 and b3 r
b - b'b’ B¢ are the notes Db and Dit. Db is also the b9 of C and
b b‘? b Y, ? D# is also the #9 of C. In the key of C, the b5 = Gt
B 1 - which is the same as #11 and the 6 = A which is the
3B 1 ED $ same as 13 in the 2nd octave.
g b:? *Ci G) _ So the scale intervals for two oclaves are as
follows:
b $ 13 b hé -
I { (b2b3) 3(b5) 5(6) b7 o #9 #1138
15 O b’;? 5
The DIMINISIIED 1/2 WITOLI scale differs
bg bs | Fq | from the SUPER LOCRIAN ( Melodic Minor 7th
- mode ) by tvo notes. Knowing which they are and
5 { 5; GD 3 53 what they sound like in a dominant 7 chord, will
'  help you determine which scale o choose. The
b‘ ‘ﬂ'? bt? b‘;? Lwo notes are the Natural 5 and 13 (6).

*) "3 b > So, an altered dominant chord, e. g. C7b9 with a
b ] © 13, definitely belongs to the diminished 1/2 whole
- 4D b-‘? ﬂ'+ !5 @ scale. The 13, or 6, is the note in an altered chord
h that confirms this scale choice. The natural 5is
VC? hi $ Qf ? more ambiguous because it is also part of the 5th
~ mode of IHarmonic minor ( next chapter ).

_ 6 for all our examples of a Diminished

,57&'(? 01; &7 <? Dominant chord, we'll use a 13b9. Other options
could be 13bot# 11, 1349, or simply, C7b9 or C7. 1
$ r} 5;" “ will specify the chord for the examples.




EXANMPLE 1. E DIMINISIIED 1/2 WHOLE over E13L9
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PENTATONIC SCALES AND THE DIMINISHED DOMINANT SCALE

. well, there are no standard major or minor
topped me, and it, as you will soon discover,
the rules, which for me, was

don't hurt a_nybody 1.

Pentatonics within this scale..
pentatonics within this scale. But that never s
won't stop you either. At this point, we have 1o transgress
one of the best ways to discover new things { as long as you

Let's make up some pentatonic scales. Ilere are some of the possibilities:

1. 1b3b55b7

2 19335 b7

7. 1b3b56Db7

4. 1b235b7

5. '1b2b35b7

6 1b2b3bb6

7 1p23b5b7 elc,elc, etc. ......-

There are lots of different 5 note scales ( pentatonics ), as you can see. None of these,
however, copform to any standard pentatonic. But nevertheless, some of these hybrids -
sound very interesting indeed. For the examples here I've chosen numbers 1 and 4.

EXAMPLE2 (a) HYBRID PENTATONIC NO. 1 1 b3 b5 5 b7 over EI30I
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EXAMPLE2 (b) HYBRID PE_NTATONIC NO. 4 1b2 35 b7 over EI3b9
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+ Note: EVERYTHING IN THIS SCALE CAN BE SHIFTED AND PLAYED IN
MINOR 3rd INTERVALS. IN OTHER WORDS, IF YOU HAVE AN "E" HYBRID
PENTATONIC SCALE, TRY PLAYING THE SAME SHAPE SYMMETRICALLY,
STARTING ON “G" THEN "Bb" AND “"Cit". DON'T FORGET THAT THIS SCALE IS

SYMMETRICAL.

ANOTHER TIP IS TO PLAY SEQUENCES IN INTERVALS OF b5'S (TRITONE ) , eg.
“E* HYBRID PENTATONIC FOLLOWED BY A "Bb" HYBRID PENTATONIC. THE
REASON THIS WORKS I5 THAT 2 MINOR 3RD INTERVALS EQUAL ONE TRITONE.

ARPEGGIOS IN THE 1/2WHOLE DIMINISHED SCALE.

1 b2 b3 3 b5 5 6 b7

Once again we see that there are many possible four note chord arpeggios available
from this scale. Let's look at some of them.

1. 1 b3 b5 b7 =min7bd
2 135b7 . =dom/
3. 1 b3 5 b7 = min7
4. i 3 bb b7 = dom7bd
5 1356 = majb
b. 1b356 = minG

All these arpeggios can be played over El3b9, starting on either E, G, Bb, or C#
(thanks to the powers of symmelry.) .
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ARPEGGIOS 1-6 OVER EI3D9
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TRIADS IN THE 1/2 WHOLE DIMINISHED SCALE

There are three triads available o us in this scale.

1. 135 = Maj
2 1b35b = Min
3 1 b3 bd = dim

n, and Edim triads to listen to over El3b9. Don't forget, these

This gives Emaj, Emi
G, Bb, or Cit.

triads can also begin with a

6



E MINOR TRIAD OVER EI3b9
E DIM. TRIAD OVER EI3b3

EXAMPLE 4 (a-c) EMAJOR TRIAD OVER EI3b9
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E, G, Bb, AND C# MAJOR TRIADS OVER EI3b9

EXAMPLE4(d)
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EXAMPLE 4 (e)

E, G, Bb, AND C# MINOR TRIADS OVER EI3bI
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EXAMPLE 4 (f)

E, G, Bb, AND C# DIM. TRIADS OVER EI3b9
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INTERVALS IN 1/2 WHOLE DIMINISHED

of the scale and they

6l are all available to us from the root

Min 3rd, 3rd, b5, 5th,
3rds and b5ths, elc.

can also be played symmetrically in minor

Other intervals, such as 4ths and bé6ths, are also available, however, not beginning
on the root of the scale. These intervals appear a 1/2 step above the root and then
symmetrically in minor 3rds and b5ths from there.

Minor 3rds, b5ths, and 6ths can be played parallel up and down the scale.

EXAMPLES (a) MINOR 3RDS PARALLEL OVER EI3b3
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EXAMPLES (b) b5THS PARALLEL OVER EI3b9
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EXAMPLES (¢)  G6THS PARALLEL OVER EI309
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EXAMPLES (d) 4TUSIN MINOR 3RDS OVER EI3b9

%l > 19

T o) i1 ey v 44 T~ Fa ]

o ega e — =
5 g -
&
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HARMONIC MINOR OVER ALTERED DOMINANT CHORDS

, Dominant chords fall on the 5th degree of the Harmonic Minor scale. So, if we have
an E7b9, A Harmonic Minor scale can be used. The notes of an A Harmonic Minor scale

are.

ABCDEFGH=12b345D67

It is very important to learn the mode from the root of the chord; and so we need to
learn the interval structure of the 5th mode of Harmonic Minor.

ABCDEFG#beglnnlngonE.—_EFG#ABCB

So to find out the interval siructure of this 5th mode, we must use our trusty old
standard, the major scale , and compare notes.

EMAJOH:EF#G#ABC#D#=1234567
5TH MODE AHARMMIN = E F G# ABCD =1b2345Db6 b7
* This mode will be referred to from now on as the PHRYGIAN MAJOR SCALE.

The second octave of this mode reveals.the upper extensions.
EFG#ABCDEFG#ABC=1b27345b8b78b91011 b13-

hords available. 1, 3, 5, b7 gives us our dominant 7

Now we can see the types of ¢
4, and b6. b2 = b9. 4 = 11. b6 = #5 = bl3.

character, which leaves us with a b2,

E Phrygian Major Over E7b9
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S0 now we need lo figure which dominant chord is
specifically a Phrygian Major chord.

Well, in the last approach we discovered that
the diminished dominant chord with a natural 13
(6) was speciﬁcally diminished 1/2 whole scale.

The combinationof 1, 3, 5, b7 witha #5is
specifically Phrygian Major. In other words, the
natural 5 and #5 only occur together with this scale.

Note also the absence of the #9. E7#9 would
be either Super Locrian or Diminished 1/2 Whole.

Now this is all well and good in theory and
on paper, bul it is rare {o hear the 5 and the #5
together in a voicing of a dominant chord; what IS
important is that you become familiar with the
chords of the harmonized Harmonic Minor scale so
you will recognize a Harmonic Minor chord

progression, e. g.
Dmin7 E7b9 Amin or Fmaj7 E7bS Amin

Another great way to determine which scale
is intended, and this is overlooked by a lot of
musicians, is to study the melody of the tune to
discover what the composer intended. This, in my
experience, is the best approach, especially when the
chords written are vague, like e. g. E7 to Amin.

So for my music examples I have chosen an
E7b9 chord. '
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At this point, I'd like to give you examples of each of the three possibilities of altered

dominant chords at work.

EXAMPLE 1. SUPER LOCRIAN (MELODIC MINOR UP 1/2 STEP) -
In this example, the melody begins #9, 3, b7, #5, 3, #9, B9, B7, #9. You will notice
that the only scale which incorporates the #5 and b5 and #9 and b9, is the Super Locrian.

E7 AT

P 4 £ ] bl
= hd ¥ ;
) | .,
J \
\
ln%
T o Q v 2 - 6
i
K

EXAMPLE 2. DIMINISHED 1/2 WHOLE ( DIMINISHED DOMINANT)
In this example, the melody is a 13, Root, 13, 3, 5. This has to be Diminished 1/2

Whole because of the 13th and natural 5.
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EXAMPLE 3. PHRYGIAN MAJOR (MODE V IIARMONIC MINOR )
In this example the melody has the 5, #5, 5, 3, b9, #5. This has to be Phrygian Major

because it is the only altered scale which includes the #5 and natural 5.

- ET__ ] w . “’.“_1
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Now let's take a look at the harmonized scale chords found in the Farmonic Minor

scale.

A HARMONIC MINOR = AB C D E F G#

CHORD 1 = A C E Gif = Amin (maj7)
CHORD2 =B DFA = Bmin/b5
CHORD4 =D FAC = Dmin7
CHORD5 = EG# B D = E7
CHORD 6 = F A C E = Fmaj7
CHORD 7 = G# B D F_ = G#dim7

Amin (maj7), Bmin7, Cmaj745, Dmin?, E7, Fmaj7, Gidim/

PENTATONICS IN PHRYGIAN MAIJOR

ere there are no standard pentatonic scales. So

Once again we have a situation. wh
we must look at the interval

once again, let's make up some of our own. To do this,
structure of the Phrygian Major scale.

Phrygian Major = E F GF ABCD=1b2345D6 b7

14



over E7b%

HYBRID1 = 1 b2 3 5 b7

EXAMPLE2 (a)
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HYBRID 2

EXAMPLE2 (b)
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HYBRID 3

EXAMPLE2 (c¢)
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ARPEGGIQ'S INTHE PHRYGIAN MAJOR

Now we'll listen to all the diatonic arpeggios from the Phrygian Major scale, and
hear how they sound over an E7b9 chord. Using E as our root of the Phrygian Major scale,

we'll listen to:

E7 Fmaj7 Gi#fdim7 Amin7 Bmin7b5 Cmaj7#5 Dmin7.

EXAMPLE3 (a) E7 arp over E7b9
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EXAMPLE3 (b)  Fmaj7 over E7b9
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G#dim?7 over E7b%

41

[N
W

AT

1
¢

LY -

A" £

EXAMPLE3 (c¢)
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Amin (maj7 ) over E7b9

EXAMPLE3 (d)
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SXAMPLE 3 (f) Cmaj#s over E7L9
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TRIADS EROM THE PHRYGIAN MAIOR
re are two major triads. They are on the 5th and

In the A Harmonic minor scale the
Let's take a listen to each of these.

6th degrees. E major and F major triads.

EXAMPLE4 (a) E MAJOR TRIAD OVER E7U7

& £ . |
(= - ’_I"#; == 2 - __EF
%E:' 5;( —W—' -
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T - cl ] & U q
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E - ¢4 % 3 14 —
k 717 1 |

v - = £ 3'_::, P
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e
» g 134318
o 5
{
o Y e —4O e <¥
k ro aaas i o [ g = ra

DON'T FORGET THAT ALL THE DIATONIC TRIADS WORK WELL; je., Amin, Bdim,

Caug, Dmin, E, E, GHdim.
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EXAMPLE 4 (¢) ALL DIATONIC TRIADS FROM E PIIRYGIAN MAJOR
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ZNIEBXALS_IN_IH,E_UIRYQIAN MAJOR

ds and 6ths work the best in this inconsistent scale. Let's listen.

I have found that 3r

EXAMPLES5 (a) DIATONIC 3RDS IN PIIRYGIAN MAJOR OVER E7b9
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DIATONIC 6THS IN PHRYGIAN MAJOR OVER E709
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EXAMPLES5 (b)
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Now let's look back al all the altered chord scales and 1 will point out the approaches
that I have found most useful.

CHORD = E7#5b9 FORMULA
SCALE CHOICE = E Super Locrian - 1 b2 b3 3 b5 #5 b7
same as F Melodic Minor - up a 1/2 step. | # #11Dbl13

PENTATONIC/BLUES = G Minor Pentatonic or Blues - up a min 3rd

ARPEGGIO = Dmin7b5 or G#maj7#5 - down whole step min7b5 and up a 3rd maj7#5 (This
could also be visualized as down a 1/2 step from the 1 chord ina 5 to1 chord progression;
e g. E7b9 to Amin7, the Gitmaj7#5 arpeggio on the E7b9 chord has a root a 1/2 step from
the root of the chord to which it is leading.).

TRIADS = Bb and C major - iriads from the bS and #5 of the chord.

INTERVALS = 3rds or 6ths ( they are inversions of one another ).

CHORD = EI3b9 FORMULA
SCALE = Diminished 1/2 whole { b2 b3 3 b5 6 b7
from E G Bb or C# roots. b #9 #1113
PENTATONIC = Hybrid 1 b235b7 fromE G Bb or C# Roots
ARPEGGIOS = major 6 arps from E G Bb or C# roots..
TRIADS = Ci# major | from the 6th degree of the chord.

INTERVALS = Minor 3rds.

CHORD = E7b9 FORMULA

SCALE = E Phrygian Major {p2 3450607 b3 11 DbI3
Mode 5 of A Flarmonic minor.

PENTATONIC = Hybrid 1345Db7

ARPEGGIO = C Major7#5 Major7#5 from the #5 of E.

TRIADS = E and F major Root and up a 1/2 step-

INTERVALS = 3rds.
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PROGRESSIONS USING ALTERED DOMINANTS

PROGRESSION 1. A Dorian to E Super Locrian.

IL: Amin7 I Yo I E7#5#9 I Yo 1T
PROGRESSION 2. E Dorian to B 1/2 Whole Diminished.

II: Emin? I Ye I B13b% I Yo 381
PROGRESSION 3. | C Dorian to D Phrygian Major.

1I: Cmin7 I Y I - D7b9 I Ya I

COMBINATION PROGRESSIONS

PROGRESSION 1. "NORTHBOURNE AVENUE"

A Dorian - D Lydianb? - F Lydian - E Super Locrian.

II: Amin7 I Yo I DY I Yo I

I Fmaj7 I % 1 E7#SbY 1 % o

PROGRESSION 2. E Dorian - A 1/2 Whole Dim. - D major - B Super Locrian.
1L Emin7 I e I A13b9 I % 1

I Dmaj7 I yZ I B7#5b9 1 % A1

PROGRESSION 3. C Aeolian - G Phrygian Major or G Super Locrian - C Dorian

- F Mixolydian - F 1/2 Whole Dim. - Bb Major - Eb Super Locrian

- Ab Major - G Mixolydian - G Phrygian Major or G Super Locrian.

I:  Cmin7 I % I G7b9 1 % 1
I Cmin7 1 % 1 Eb/F I 79 1
1 . Bbmaj7 1 %, 1 Eb7i#s#y 1 - % 1

I Abmaj7 % 1 F/G 1 G7b9 "l

o
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"Lowanna Streel"

(Based On Progression #3)
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CHAPTER S

THE MINOR 7b5 CHORD

There are three main ways 1o treat the minor
715 chord. It could be the VII chord of the Major
scale, or chord VI of the Melodic Minor scale, or
chord Il of the [Tarmonic Minor scale.

During this chapter we'll discuss the
differences between them.

The first type we'll discuss is the min7b5 as a
VIl chord Major, and our chord will be Dmin7b5.

Dimin7b5 = chord VI of Eb Major = D LOCRIAN.

LOCRIAN INTERVAL STRUCTURE FROM D
compared to D major.

DEbFGABC

il

{1 b2 b3 4 b5 b6 b7
bg #9 11 #11 bi3
1234567
91113

DEFEGABCH

il

b Ilarmonized Major

Ebmaj7  Fmin? Gmin7 Abmaj7 Bb7 Cmin7 Dmin7b5
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EXAMPLE 1.
D Locrian Over Dimnin7b5

s
-
] /"‘P'—--..’
T a— w6 51 66— F—ie—t-—1H
|-A [ ] AR~ L F o {
o £ 1 £y - - [
; 13 = Sl ® |
~

PENTATONICS FROM D LOCRIAN OVER D MIN7b)

Remember {rom our previous discovery (hat Lthere are three minor pentatonics in
any major scale located on the 1T, 111, and VI degrees. Well we know that D Locrian is the
same as Eb Major, then theorelically, the I, 1II, and VI of Eb will provide us with the rools
of the three minor penlatonics. They are as follows:

Over Dmin7bs we can play I}, G, or C Minor Pentatonics.

EXAMPLE2 (a) F Min Pentatonic over Dmin7b5.

{_‘9 ' o {7—~ b—ﬂ— &]‘—#—-— P—h

.y

to——8

<7 Py
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EXAMPLE 2 (b)

G Min Pentalonic over Dmin7bs.

etk *hmmm

 n . Ve P g 7
[
- i — ’g_é
I l — S
Was: FARNN -~ {J 8’——"(3 8 6 63
Lj_‘S'—'IJ_ = -D'_—'
EXAMPLE2 (¢) C Min Pentatonic over Dmin7b5.
- 0
=
%ﬁ' 1 ¢ i
ANV —— ——
T e °
T
= - F oA 10-B 5
8 —to— {o- 7 o8
L t — g
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ARPECGIOS FROM D LOCRIAN OVER DMIN7US

The arpeggio possibilities for D Locrian will be derived [rom the Eb Major scale.
Once again, the Ilarmonized scale. :

Fumaj7 Fmin7 Gmin7  Abmaj7  Bb7 . Cmin7 Dmin7b5

Now we're going lo listen to all of the seven diatonic arpeggios over Dmin7b5.
Remember thal nol all these arps sound good, bul this is the approach we musl take to find
the ones that do sound good; and when you find one that sounds good, believe me, it's
obvious, so bear with me. '

*NOTE* There is a trick to making the not so good sounding arpeggios sound
better, and that is by beginning and ending these arps with a chord tone. All the arpeggios
will have al least one tone directly related to the chord, so slart and end on that tone.

Let's say you wanted to play a Gmin7 arp on the Dmin7b5. Dmin7b5 = D F Ab C
The Gmin? = G Bb D F. Begin and end the Gmin7 arp with one of the two available
common chord tones, in this case either D or I'.

EXAMPLE3 (a) Ebmaj7 arpeggio over Dmin7bs

ve £V

i 13 .
MWQV\,L,&JUV\/\J\J\_,\.,U¢Juv‘\_,v"wfu ,,‘J\../\..-vﬂxu’wi-..-'

- T LT

i/
\
[

et |- WY 48
A =8 L4 fa ‘?4‘1 o
B ‘.3 ‘r:LJ Fo N4
S L ®)
EXAMPLE3(b) Fmin7 arpeggio over Dmin7b5
V- .
. T
o ¢ b -+ .-WE = b:: e
= v ¥ —
_F - e — [ <7
.-—""'—‘ P———)
. - U PR L SHTEE > B
” P2 £ i L (<3
A o= LA O
a2 i —
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Gmin7 arpeggio over Dmin7bb

EXAMPLE 3 (c)
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EXAMPLE 3 (d)

Abmaj7 arpeggio over Dmin7b5
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Bb7 arpeggio over Dmin7b5

EXAMPLE 3 (e)
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EXAMPLE 3 (f)

Cmiin7 arpeggio over Dinin7b5

a2

30
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EXAMPLE3 (g) Dmin7b5 arpeggio over Dmin705.
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TRIADS IN D LOCRIAN OVER D MIN7Zb5

Let's take the three major triads from Eb Major and listen o them over Dmin7b5.
They are as follows: .

| IV V triads from Eb = Eb Ab and Bb.

EXAMPLE4 (a) Eb Major triad over Dmin7b5

b ?:ﬁ o o b

v £ . X vy ]
e 4
. lﬁ
/ \

T —o—iH -6
- < fal [+ IS 2
A o B 24 re -

35— Gte—" - fo—6—to—

™
EXAMPLE4(b) Ab Major triad over Dmin7b5

s} It:!:- &

W —— q Z——%
~y w;,_,f | V ] o o
T —4—% 4o

P | | =

AT & = i
p»)

N
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EXAMPLE 4 (¢)

n..a"‘\_,'\./‘-.z'\.)s—’\J'\.“\._/:\./ R

Bb Mujor triad over Dmin7b5

g e N e e B — b ? "

& \ -
prr L s
- - b= ]

A &7 | i —£2
B g —"
B —o—

* Don't forget that all the dialonic triads from Eb Major are worth listening to.

EXAMPLE 4 (d)

Abmaj, Bbmaj, Cmix, Ddim.

)
s

.

(3‘\

—

All diatonic triads fro'm Eb Major over Dniin7b5: Ebinaj, Fmin, Gutin,

3~ 1
o T e
—l 8 gﬂ:’ dp i‘r B P ol ""e'—_‘
<) G W L
I % i 35 %3 ﬁf‘(-\l
A ¢ - y—F——3—F 7 LY 3 < o= >
) il Lo 7 7 a v pe | Lo}
I J U ]
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INTERVALS IN 2 LOCRIAN OVER D MIND3.

Let's take a listen lo diatonic 3rds, 4ths, 5ths, and 6ths.

Diatonic 3rds in D Locrian over Dmnin7b5.

EXAMPLES (a)
(e B
LY " o
T , ~S
£ T W {e-a—!;!_——{e!sf;!.ie“'g
kﬁ 16—13 “{' [ 5144 3
LB B 4 LS 4

EXAMPLES5 (U)

Diatonic 4ths in ID Locrian over Dinin7bs.

33
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EXAMPLES5 (¢)  Diatonic 5ths in D Locrian over Dmin7b5.

v
oy _ o_cpl O
‘jl
T A
e R
—B { ' £ i 177 L.
L § ¥ }" L g {3 L} W LA |

EXAMPLES (d) Diatonic 6ths in D Locrian over Dmin7b5.

N
o - be be 2
Ty g F £
> o 2 —
&:::Eﬂ == =
iv i 7 4 & il A
r = -2 [l -3 '+ é g [ —
= ) I [ N c - 7
. i R Ke - b "4 18]
K 3 t hoad [*) .
SUMMARY OF CHAPTER 5. DMIN7b5 AS CHORD VII MAJOR,
CHORD = D MIN7b5 - : TORMULAS
SCALE = D Locrian 1 b2 b3 4 b5 b6 b7 18

#9 11 #11 b13
PENTATONIC/BLUES = G Min Pent/Blues. Up a 4th from root.
ARPEGGIOS = Dmin7b5 arp from rool

TRIADS = Aband Bb triads from b5 and #5

INTERVALS = 4ths
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D MIN7b5 AS VICHORD MELODIC MINOR

If we treat the minor7b5 chord as thé 6th mode of the melodic minor, then we'll be

using the Aeolian b5 scale.

The interval structure of D Aeolian b5 compared to a D major scale will be as

follows:
Dmin7b5 = chord VI of F Melodic Minor
F Melodic Minor = FG AbBb C D E
DMajor:DEF#GABC#D=1234587
D Aeolianb5 = D E F G Ab Bb C = 1 2 b3 4 b5 b6 b7
9 #9 11 #11 bi3
EXAMPLE 1.

D Aecolian b5 Quver Dmin7b5

b—w be ¢ -

[r & ey 27
T Rl < D~ TR (T | L]
= —_ 7 VI ] A
= 5" 6(? el | S
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I
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D Aeolian bb
*NOTE* Notice thal the only difference between

the Aeolian b5 approach and the Locrian approach
is one note. Let's compare:

<
fx
<~
[N
Y
<
I
A g
1
3
<
Lyt
W

D EFGABDC

il

D Aeolian b5

A
‘g D Locrian = DEbF GAbBbC

3 4 bﬁ? &EB bé:" G:) GL The only difference is the natural 2nd ( 9th)

in the Aeolian b5 or the b2nd (b9 ) in the Locrian.

This might not seem like much of a difference

P G) 4 éwy - (heoretically; however, once you get used to it the
/ natural 9 is a very pleasing and unusual note over

the Minor7bS chord. ‘
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CD PENTATONICS FROM THE D AEOLIAN b5 SCALE
1] & QVER Dmin7b5
- " Y -
b;ﬁy b:.g bé? ‘?‘ é ‘.7 : There is only one Minor pentatonic in the
. :3__ & S Melodic Minor scale. It occurs on the 2nd degree.

Dmin7bs = F melodic minor

2nd degree of I melodic minor is G

B ad
o]
e }
g
%
B )

So we find that G min Pentatonic is available

1z :é_ G) ‘?— Q_._ (o us from the D Acolian b5 scale. However, you'll
b A i bo- b_ b notice that it is the same Pentatonic that was
_;3 bé, f) ‘7 _:3 available to us in the Locrian chapter. So the only
) route for us is the hybrid pentatonic once again.
g The first that springs to my mind is a variation of
the G min penlatonic; one that will include the

b‘;b b‘ng bé; G) 4— only note that changed in this Aeolian b5 approach,

namely, an I natural, which is the natural 2 (9 ) in

+
@ b 5 D
s | @ ¢ 1 2 GMIN PENT. = GBb C D F

b&t“ b$ bfv ' Let's drop the D and make it an I

We're left with G Bb C E F. Let's name this
Hybrid Pentatonic 1.
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EXAMPLE2 (a) HYBRID PENTATONIC 1 over Dmin7b5

2 ert e —

L--""'"'—"_--l ‘ jf“——eﬂ
T Y
:B‘—'"’“‘G-*Q Y- .

How about using the four notes of the Dmin7b5 chord and adding the natural 2nd

(9). We'd have:
DEF AC = 12 b3 b5 b7

Let's name this I-berid Pentatonic 2.

EXAMPLE2 (L) HYBRID PENTATONIC 2 over Dntin7bs

&
- el . bot Tt b ,
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ARPEGGIO'S FROM D ATOLIAN L5 over DininZbb

To find the possible arpeggios to play over Dmin7b5 as a VI chord of F Melodic
Minor, we must look at the harmonized scale.

Frin ( maj7 ) Gmin7  Abmaj7#s  Bbr  C7 Dmin7b5  Emin7b5

All these arps sound good over Dmin7b5. With that in mind, let’s zero in on some
of the ones that really outline the Aeolian b5 ( melodic minor ) scale sound. To do this we
must use arps that include the nalural 2 (9).

Dmin7b5 = 1 b3 b5 b7 =D F Ab C
Let's drop the root and extend the chord Lo 9.

b3 b5 b7 8 = F Ab C E = Fmin { maj7)

EXAMPLE 3 (a)  Fmin ( maj7 ) Arpeggio over Dmin7b5

: e
i wilN
- 0 > ".7"‘" i Ja E g b‘ T
t . = i _ .
w QR . T ]
L otz ....G—-—-—-
funmnen
£2 i . S2
T = 5 —q— |
- L §
A — —te to—45
e B~ X2 £ b
S (&) ¥

0. K., that worked great. Let's extend the chord further.

b5 b7 9 11= Ab C E G = Abmaj7#5
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EXAMPLE3 (b) Abmaj7#5 Arpeggio over Dmin7b5

g -
- A be £ 4= =T
o) A § e L") —S—
L___..L—-""
2 T 335
L

—p—{o—{f i {o-
Q

There are two more arpeggios that include E natural in them and if you're clever,
you'd be nolicing a pattern arising. That is, each lime we extend the chord, it is the same as
every allernate chord {rom the harmonized scale ( a very strong reason to learn your
harmonized scale) . So far we started with:

Dmin7b5 - Fmin {maj7 ) - Abmaj7#5

The next extension would be C7, according to the Harmonized scale, and then an
Emin7b5. Both of these arpeggios include an E natural, which is specifically a D Aeolian b5

sound.

EXAMPLE3 (c) C7 Arpeggio over Dmin7b5

\ 2 be

e = X
. A— ; :
. ——
Fl <% o

T <P <’ L5

;; — I "{ 52 - < C} =
__B gy -— LF 'G {u.nf‘ 3 ﬁ =

<y ¥ 5

, L8] (4]
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EXAMPLE3 (d) Ewmin7b5 Arpeggio over Dinin7b5

- h .;% ;Ejg—__ §*
o —F "
e LY A A7 4 S5 —
M“ f
L misanannt \'I‘"‘"'-A..‘
: i
T 77 i‘ g ge—"““!‘/}‘— ‘{Jl i’ f
A:\ % + 1 g:a- 112- = ’? <y
k_B——:}—_‘G & 1= =F

NOTE*™ THERE IS POTENTIAL CONFUSION WITH THE FACT THAT THE
7TH CHORD OF THE MELODIC MINOR SCALE 1S A MIN7b5 CHORD. THE OBVIOUS
QUESTION ARISES, "WIIY CAN'T WE PLAY MODE 7 OF THE MELODIC MINOR AS A
POSSIBILITY FOR A MIN7b5 CHORD???” WELL, THE ANSWER TO THAT QUESTION
IS THAT CHORD 7 IN MELODIC MINOR IS NOT REALLY FUNCTIONING AS A
MIN7b5. ALLOW ME TO EXPLAIN. LET'S TAKE "F' MELODIC MINOR.

FMELODICMINOR = FGAbBbCDE

MODE7 (SUPERLOCRIAN) = EF G Ab Bo C D =1b2 b3 3 b5 #5 b7

CHIORD 7 OF F MELODIC MINOR = E MIN7D5

If we look closely at the interval structure of the Super Locrian you'll notice that we
have two kinds of 3rd present, G = min 3rd of E. Ab = G# = natural 3rd of E.

Let's look at the struclure of the Emin7b5 chord. Emin7b5 = E G Bb D= 1 b3 b5
07, If this chord had the natural 3rd, ( from the scale structure of the Super Locrian ) we'd
then havel 3 b5 b7 = E G# Bb D = E7b5 = E dominant character.

Now let's take the minor 3rd we removed (G) and place it over the octave in the
same chord. The G becomes the #9 of the chord. 1 3 b5 b7 #9 = E G# Bb D G =

E7b51#9.

50 you see, all we really did was add the nalgiral 3rd to the min7b5 chord available to
us in the 7th mode of melodic minor, ,'anld, plaééd iile mmor 3rd over the octave, and we
ended up with the true nature of the 7th 'degréé 6f Melodic Minor. That is, a Dominant
Altered sound and not a minor7b5 sound as disguised by the Harmonized Melodic Minor
scale.
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TRIADS IN D AEOLIAN b5 over D MIN7bS

There are two major triads in any melodi
5th degrees. F Melodic minor
Therefore, the two major triads pos
formula would be major triads on t

= D Aeolian b5.

¢ minor scale. They occur on the 4th and
The 4th and 5th degrees of F are Bb and C.
sible from D Aeolian b5 scale are Bb and C. The

he b6 and b7 degrees of the minor7b5 chord.

EXAMPLE4(a) BbLMAJOR TRIAD over DMIN7b5
. Le £
A7 J 4 F
B — £ e
AN Y S— b
L..--"V T —
Fal P& o YN A
T i hvead LA Y
w .-—" | " L= «-‘! X
;; % s
& :
EXAMPLE4(b) C MAJOR TRIAD over DMIN7b5
/ #- 1= = ]
8 - E g -
ol &
mw
T o . &t WO s
’e i '8 U ox
A £} ] h ™
e ——je

Don't forget that all the diatonic triads are possible
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tE4(c) ALLD AEOLIAN DS DIATONIC TRIADS over DMIN7U5
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INTERVALS FROM D AEOLIAN b5 over DMIN7bS

Let's listen to 3rds and 5ths.

EXAMPLES5 (a) DIATONIC 3rds FROM D AEOLIAN b5 over DMIN7bS

{ } ¢ 5

N

¥ 4

e @

T e £
y: o S S
T e S T %—Gs—g =

k — > ¥

EXAMPLE5 (b) DIATONIC 6ths FROM D AEOLIAN b5 over DMINbDS

2

-
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SUMMARY.OF MINOR7b5 AS VI CHORD MELODIC MINOR

Iere now is a brief summary of recommended choices.

CHORD = D MIN7b5 FORMULAS
SCALE = D AEOLIAN b5 12b3 4b5b6b7
g # 11 #11 b13
PENTATONIC = HYBRID 2 1 2 b3 b5 b7
ARPEGGIOS = FMIN (MA]7) MIN ( MAJ7 ) UP MIN 3RD,
or Ab MAJ#5 MAJ7#5 UP A b5TH
TRIADS = C Major | Major triad from b7 of the

chord root

INTERVAL = 3rds

13
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F? T D MIN7DS AS CHORD L OF CHARMONIC MINOR

ty (i

I DMIN7DS = C larmonic Minor. C D Eb G Ab B, thenmode2 = D kb F G Ab
B C. Let's compare these noles with D Major to discover the interval structure.

DMajor = DEFEGABCE = 1234567

Mode 2 C Harm. Min. =

D Locrian Natural 6

b | bz b by b3

Ay LN
./
',._ﬁ

]
-
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LY

A A

=t
&)
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sl
H
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DEbFGABC

(9)(11)(13)

1 b2 b3 4 bd6 by
(bO) (#) (11 (#11){13)

I will use the name LOCRIAN NATURAL 6
from this point for this mode. The note that makes
this scale choice sound unique over a min7b5 is the
natural 6.

HARMONIZED C HARMONIC MINOR;

Cmin(maj7 } Dmin7b5 Ebmaj7#5 Fmin7 G7 Abmaj7 Bdim7

PENTATONICSIN D LOCRIAN NAT 6 OVER
Dmin7b5s

Once again there are no standard major or
minor pentatonics within the Harmonic Minor

scale, so it's time for some more interesting hybrids.

Scale structure = 1 b2 b3 4 b5 6 b7
If we incorporate the natural 6 in the hybrid

pentatonics, we will discover sounds that are
unique to the Locrian nat. 6.
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D LOCRIAN NAT. 6 OVER Dmin765

EXAMPLE 1
o
s L, b-—#— e - 4
% - = S, . 4
__ﬁ !ﬂ Y —
e ST~ {
I A I, ¢ Y FO—
A o g
S5 —6—53 <
"\
EXAMPLE?Z2 (a) JIYBRID PENTATONIC 1. = 1 b3 4056 over Dmin7b5
~ A : ‘ L o = _?;b, o
v — £
——’L-’ I
; o—{o—
1 _ e e S T
A [ madiil A4 | - | 7
8 ——
EXAMPLE2(b) HYBRID PENTATONIC2. = 1 b3 b5 6 b7 over Dmin7b5
2 — bo bt EXtebe 7N
X 7 — &
%:ﬂ >
I S — b—5— -1 T
e
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ARPEGGIOS FROM D LOCRIAN NATS OVER 1 MIN7DS

Chord L I, and V in the harmonized harmonic minor scale are sounds we have
already heard from the harmonized major scale. So, therefore, in the following section I'll
only deal with the 4 remaining harmonized harmonic minor arpeggios.

Harmonized C Harmonic Minor scale =
Cmin (maj7 ) Dmin/bd Ebmaj7#5 Fmin7 G7 Abmaj7 Bdim7 -

We have obviously already listened to the Dmin7b5 arp. The Fmin7 arp was chord
I of Eb Major ( D Locrian ), and Abmaj7 was chord IV of Eb Major scale ( D Locrian ).

So the remaining arps that we haven't heard yet, belonging to D LOCRIAN NATS,
are the following:

Cmin (maj7 } - Ebmaj745 - G7 - Bdim7/.

EXAMPLE3 (a) Cmin (maj7 ) ARPEGGIO OVER Dmin7b5

/h .- _,._mG
¥4
7
r |
—
T < ? %’
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A iy Ty &

i |1 &
B D  gg &
N &1

EXAMPLE3(b) Ebmaj7#5 ARPEGGIO OVER Dmin7b5

<
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S
o
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EXAMPLE3 (¢) G7 ARPEGGIO OVER Dmin7b5

-« -
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. = gy 8%
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EXAMPLE 3 (d) Bdim7 ARPEGGIO OVER Dmin7b5
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TRIADS FROM LOCRIAN NAT6 OVER Dmin7ha

There are 2 major triads in the
6th degrees. So in C Harmonic min

We have already heard
triad which was the chord IV triad of Eb Major (D Locrian ). So thelr

or, the 5t

character of the D Locrian Nalé scale approach is the "G" major.

EXAMPLE4 (a)

G MAJOR TRIAD OVER Dmin7b5

VTR VIPYINVEVEGEUN SR WEUENANEWEWENRVEN SR LS i

one of the triads from the Locrian section; the Ab major
iad that is uniquely a

[armonic minor scale. They occur on the 5th and
h and 6th degrees are G and Ab. Therefore,

the two triads are G and Ab Major. So from the D root of the Locrian nat 6, that means
triads from the 4th and bSth degrees because the G and Ab are the 4th and b5th of D.

KG - # 1 = ey
1 a8 Jrem——"
%P——f" —
%- “
) ‘ [ o
ha® 4 ~y ¥
d I S -~
q = ya 5
5 =

v
% b 3

Once again, don't forget that all the diatonic triads from the D Locrian nat 6 { C

ITarmonic Minor ), are worth listening to.

EXAMPLE4 (L) ALL DIATONIC TRIADS FROM D LOCRIAN NAT6 OVER Dmin7b5

" 3
o 03> 3y, (3 L2 ' ‘
R o q g;‘? ”y - <
‘ b T P- — -
[‘.Ta“jJ 5 <zo <37
— =3 o § B}
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INTERVALS FROM I LOCRIAN NAT6 OVER Dmin7b5

We'll look at 3rds and 6ths.

EXAMPLES5 (a)

DIATONIC 3rds IN D LOCRIAN NATG6 OVER Dnin7b5

ﬂ-ﬂ
r'/ _4-:':‘ ‘g ll
? e et = z
__?:i ?—‘ — —
T AT
— =7 e IETg e Vg O =z
po é_u* L | ro S | [
e [ ol 0 . R
L\ B— O
EXAMPLE5(b) DIATONIC 6ths IN DD LOCRIAN NAT6 OVER Dimin7b5
A . l? N ne
?" r.—-—-g-————- ;S| o — 5
[, ﬁ F |  —
S trrerer—" b
T 72 3 Y b C— = s
bt |~ -y
== i

L"'—B
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SUMMARY QF MODE II HARMONIC MINOR QVER DMIN7h5

Here now are some of my recommendations [rom this chapler.

CHORD = Dmin7b5 | FORMULAS
SCALE = D LOCRIAN NAT6 1b2b34b56b7=DEbFGAbBC
b9 #3 11 #11 13
" PENTATONIC = HYBRID 2 b3 b5 6b7 =DFABC
ARPEGGIO = Cmin ( maj7) 1b357CEbLGB

- Min (maj7 ) down a whole step from
the root of the min7b5 chord
TRIAD = G Major Major triad from the 4th of the min7b5 chord

INTERVALS 3rds or 6ths

TOTAL SUMMARY OF THE MINOR7D5

[APPROACH VII MAJ} VI MEL MIN Il HARM MIN |
7th mode - LOCRIAN] 6th mode - AEOLIAN b5 | 2nd mode - LOCRIAN NAT6
SCALE 1 b2 b3 4 b5 bo b7 12 b3 4 b5 b6 b7 1 b2 b3 4 b5 6 b7
PENTATONICS up a 4th FIYBRID 2 HYBRID 2
1 b3 4 b6 b7 12 b3 b5 b7 1 b3 b5 6 b7
ARPEGGIO maj7 up a b5th maj7#5 up a bSlli down a whole step min (maj7)

or up a 1/2 step maj7#5

TRIADS major from the down a whole step major| major from the 4th degree
#5th degree

INTERVALS 4ths 3rds 6ths

*NOTE* All three of these scale app'i‘daLlies"b_an be used at any time on a min7b5.
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PROGRESSIONS TO PRACTICE USING MIN7b5 CHORDS

1. Use any of the three scale choices.
11: Dmin7b5 1 Ve I Yo I Y I
I Fmin7b5 1 %e I Yo I Yo 1
I Abmin7b5 I Yo 1 Ve I e 1
I Bmin7b5 1 Yo I e | I Yo Al
2. Any one of the 3 - Ab mel min - C dorian - Bb mel min. scales in ch. 5. -
II: Dmin7b5 I %a I G7#5b9 1 Ve I
I Cmin7 I %o I A7{#5b9 I %% 1.
3. "BEEF INTOLERABLE"
( named after one of my favorite airline dishes ).
A Aeolianb5 - Ab Lydian - G Mixolydian - F# Lydianb?-

T Dorian - B Super Locrian - Eb Major - D Mixolydian.

T Amin7b5 I  Abmaj7 I F/G I TS5 I

I Fmin9 I Bb7#59 1 Ebmaj7 I C/D I
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CHAPTER SIX;

1 ISHE
C Diminished
There are two ways of tackling the 03 # > D
diminished chord. One way is with the obvious, b ] n "
the Diminished scale, and the second way is with E} ‘7 é, bf) :
(he less obvious, mode VII of the Harmonic Minor. ' b
p L
. 3 @ q-
First we'll discuss the Diminished scale. The # n b
Diminished scale from the roots C, Eb, Gb or A E; b 5’ p ﬁ '#53
results in exactly the same notes. This is due lo the
min3rd symmetry of the diminished scale. s & $ 1) e’) ;
The chord we will use is Cdim7. The scale » b $ # 5 t} i
will be C Diminished.
. -~ ’ e -t
- 7 | 6 295 7
C DIMINISHED scale compared to C Major: ‘ GD gﬁ_ b $ G)
CMa]or:'CDEFGAB=123456791113 ) | b 2@+

C Diminished = C D Eb F Gb Ab A B = -
9 23

12 b3 4 b5 b6 6 9 11 #11 b13 13

1
LY L
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EXAMPLE1  C DIMINISHED SCALE OVER Cdim7

[/n f . &4‘ - _--.,E
%"‘ 7 oy L F- a

. 1% T r T__fgﬁi { —]
T ~y L3 £ o .—" 8
: - =23 D . C) R

B — A :

N To N LV § ;

PENTATONICS WITHIN THE DIMINISHED SCALE OVER € DIM7

Once again there are no standard major or minor pentatonics within the
diminished scale, so let's look at our own hybrids.

Diminished scale structure = 1 2 b3 4 b5 #5 6 7 9 #9 11 #11 bl13 13

From this information we find there are a number of 5 nole pentatonic possibilities.
The following examples feature all hybrid pentatonics over Cdim?7.

EXAMPLE2(a) PENTATONIC HYBRID 1 = 1b34Db56 over Cdim7
s { h :i’: - h

|*J + ot V I'."""Nu

§ &
—

T W;}—i-eﬁ.ﬁi P

A 1150%‘9 u'gsglﬂﬂ
B ——— ——
N ot 2 fi""‘g‘“
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EXAMPLE2 (b) PENTATONIC OHYBRID 2 = 12b30b57 over Cdim7
N g il :-!:.&b "
¥ - 4 ‘
— 80— 8T =
P ) ¥ § -
J‘_‘G [ [ L {0—“’3 =
i —o—B—
EXAMPLE 2 (¢) PENTATONIC HYBRID 3 = 124 4#57 over Cdim7
id
~ A Ao £ £ e .
v : — — = ;
% L. — —— VD PR
T B T
= gt puq
A Fo TSN E: | 154 5‘9 15§ '

- g{%‘ LI A lhng‘ji”’"“{{"‘"a‘u' o
5 te- to—3-
EXAMPLEZ2(d) PENTATONIC HYBRID 4 = 12b3Db5¢6 over Cdim7

! P
% li
! —
—+ 3 } : %?3 1
= e T e W e e e
L”‘B gl (= :
: It

Feel free lo experiment with other possibilities taken from the diminished scale’s
interval structure.’
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ARPEGGIOS FROM C DIMINISHED SCALE OVER C DIM7

Let's take a closer look at the chords available lo us from the diminished scale.

The diminished scale is constructed from the notes of two diminished 7th chords a
whole step apart. Let me show you. Usually when we conslruct a harmonized scale we
take every olher note from the scale, e. g. :

CDIMscale = 1 2b34b567 =CDEbFGbAbDAB :
C Eb Gb and A = Cdim7 chord, alternalely,
D FAb and B = Ddim7 chord.

So you see that combining the notes of two diminished 7 chords a whole step apart
gives us a diminished scale. This information is useful for crealing unusual sounds over a
diminished chord and helps make the diminished scale somewhat more ambiguous,
because now you know that certain patterns will work up a whole step, instead of always
moving in the predictable min 3rd fashion so closely associated with this symmetrical
scale. '

So basically you can play a dim7 arpeggio from every step of this scale. This will be
example 3 (d ).

Let's look at other arpeggios available from the scale:

12b340b5# 67 =CDEbF GbADAB
By looking at the scale, it is easy seeing the chord possibilities.
1 b3 b5 6 = C Eb Gb and A = Cdim?

1 b3 b5 7 =C b Gb and B = Cmin (maj7 ) b5, That's a particularly ugly name for
this chord and luckily for all of us, there’s a simpler name.

Eb = D#, Gb = Fi#t. "So 7", you ask. Well now we see that we have a C with D# I'#
and B. The notes D# F# and B = B maj triad. So, a simpler name for lhis Cmin (maj7 }
#5 would be Bmaj over a C root. "B/C"

1 b3 #5 7 = C Eb G# B = Cmin(maj?)#5. There's an easier name for this:
G# = Ab; B = Cb; Ab, Cb & Eb = Abmin. So Cmin{maj7)#5 = Abmin/C.

So the lesson here is that if you know the noles in a chord and you know the root,
somelimes just rearranging the remaining noles gives you a 3 or 4 note chord thal is
familiar. Then all you do is name that chord ( sounds like a T. V. show ), then place it
over the slash of the root note. |
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EXAMPLE3 (a) CDIM7 ARPEGGIO OVERC DIM7 CHORD

~3-
1 — |
‘ﬂ
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T == 8
A —a 1 (0—
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EXAMPLE3(b) B/CARPEGGIO OVER C DIM7 CHORD
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EXAMPLE3 (¢)  Abmin/C ARPEGGIO OVER C DIM7 CITORD
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EXAMPLE3 (d) DIM7 ARPS FROM ALL DIM SCALE TONES OVER C DIM7 CHORD

’/__G— = ? : I ﬂq ;"q:‘:” i l "g .

J - o7 p B '

T 4

s e e BT et ATt A e——
3t i |

TRIADS FROM THE C DIMINISHED SCALE OVER C DIM7 CHORD

: Major triads in the Diminished scale occur in minor 3rd inlervals beginning down a
1/2 step from the root of the scale. Therefore, in C Diminished we have B D F and Ab
major triads. Another way to visualize them would be to think of them from the 2nd -
4th - #5th - maj7th degrees from the root of the diminished chord.

EXAMPLE4(a) D MAJORTRIAD OVER C DIM7

# -—d*- :f: :E" —g—
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4
4

W
©
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D
iy
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F MAJOR TRIAD OVER C DIM7

EXAMPLE 4 (b)
e.
- 4= 4= e

P
e
__T [ §s g g% ‘! Qu .o
e f—— —to

ro i B 4‘ ‘%‘ 1%
BTV 1 7=

EXAMPLE 4 (¢)

Ab MAJOR TRIAD OVER C DIM7

Lir £ o

*NOTE”

All these major triads could' also be m
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inor, so try those too!
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EXAMPLE4(d) B MAJOR TRIAD OVER C DIM7
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ll*fTEilVALS WITIIN THE RDIMINISHED SCALE OVER C DIM7
i |

Minor 3rds and 6ths move symmetrically up and down the scale steps.

EXAMPLES5 (a) PARALLEL MIN 3rds OVER C DIM7 CHHORD

Ky

o

(.
ead . ]
{ —
.
- <7 T
—y O Lo —a in 0.7 1 L4 ¥
d{ 7 O7 o i | 3y
EXAMPLES (D) PARALLEL 6ths OVER C DIM7 CHORD
,_Qr o ¢ 4 )
ﬁF - ! 4/
Jg | P ’[ ’ ]
Y-\ = o PP L g—-"‘—’{u - Ja: Ty
—B L - 3 9 it - - -
B B—to—tt

Major 3rd intervals move in min 3rd increments beginning down a 1/2 step {rom

the root of the chord. ,
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EXAMPLES5 (¢}  MA]J 3rds IN MIN 3rd INCREMENTS OVER C DIM7 CIIORD

v

. , teft ©
i i
Eﬁ 1 1
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4ths also move symmetrically in min3rd increments beginning from the root of the

diminished chord.

EXAMPLES5 (d)

4ths IN MIN3rd INCREMENTS OVER C DIM7 CHORD.

. -2 —~-
~0 1 P s = e~
- m 12 1 ¥ 441 T l
Y- == .
T ey y 7= IIQ
i X £ 2 ’ | | g L
A . — - q___,.._‘a iq:‘_mge__!_?w{%’ f ‘_ "f’
\%—ﬁ” H—9—

SUMMARY OF C DIMINISHED SCALE QVER C DIM7 CHORD

CHORD = CDIM7

SCALE = C DIMINISHED SCALE

PENTATONIC = IIYBRID 4
ARPLEGGIOS = B/C

TRIADS = D, F, Ab, B

INTERVALS = min 3rds or 4ths
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FORMULAS

1 2b34b54567(9)(11) (bi3)
(13) |

12 b3 b5 6
f b3 b5 7

Triads from the 2nd, 4th, b5th & 6th degrees from the
root of the dim7 chord.



Mode VII F Harmonic Minor

b4h
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The 7th chord of the Harmonic minor scale
is a diminished 7th chord. This means that the 7th
mode of the Harmonic minor can be played over a
diminished chord. Let's analyze it. Edim7 will be
our example chord. So, Edim?7 is the the 7th chord
of ¥ Harmonic minor.

F Harmonic minor = F G Ab Bb C Db E

Mode VIl = E F G Ab (G#) Bb C Db =
1 b2 b3 3 b5 #5 6 b9 #9 #11 bi3 13
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*NOTE* Because of the unusual nature of the interval structure of this mode, no
name is really possible other than mode VII harmonic minor. S0 that is what we will call
it throughout this section.

PENTATONICS FROM MQODE VI F HARM MIN OVER E DIM7 CHORD

As you've probably guessed, there are no standard major or minor pentatonics
within the Harmonic minor scale. It's time for hybrids again.

Intervallic structure = 1 b2 b3 3 b5 #5 6

EXAMPLE?2 (a) PENTATONICHYBRID1 = 1 b3 b5 #5 6 OVER E DIM7

o be et Tebota
: i{;‘ﬂ‘ = 1 y
__.—."-“—-—— | ims—
£
T Py i3 Y= i [=r __£3
= - o N S L1 LA | L2 | 52 [@ ]
Py 11 v T~ ¥
o L3 |
—B——1O
\
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EXAMPLE2(b) PENTATONICHYBRID2 = 1 b2 3 b5 6 OVER E DIM7
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EXAMPLE?2 (¢) PENTATONICHYBRID3 = 1 b2 b3 b5 6 OVER DIM7

ARPEGGIQS FROM MODE VII I“IARMONI'C MINOR OVER DIM7 CHORD

—— B
/—Q . Py b’
N -
’E____
T re; ——& §2-
A = 40— -
B DRSS 2
(’ﬁ 723

There are 7 arpeggios to investigate from the harmonized harmonic minor scale.

They are as follows:

Fmin (maj7 ) Gmin7b5 Abmaj7#5 Bbmin7 C7 Dbmaj7 Edim7

Let's have a listen to all of these.
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EXAMPLE3 (@)  Fmin (MAJ7) ARPEGGIO OVER E DIM7
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EXAMPLE3 (b) Gmin7b5 ARPEGGIO OVERE DIM7
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EXAMPLE 3 (c) Abmaj7#5 ARPEGGIO OVER DIM7
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EXAMPLE3 (d) Bbmin7 ARPEGGIO OVER E DIM7
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EXAMPLE3(e) C7ARPEGGIO OVERE DIM7
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EXAMPLE3 (f)  Dbmaj7 ARPEGGIO OVER E DIM7
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EXAMPLE3(g) Edim7 ARPEGGIO OVER E DIM7
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There are two major triads in the Harmonic minor scale. They appear on the 5th
and 6th degrees of the scale. Therefore, the 5th and 6th degrees of F Harmonic minor
would be C and Db. This is the same as the #5th and 6th degrees from the root of the
Edim7 chord because C and Db are the #5 and natural 6 of E. Let's listen to these two triads.

EXAMPLE4(a) CMAJOR TRIAD OVER E DIM7
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EXAMPLE4(b) Db MAJOR TRIAD OVER E DIM7

bV B fer g,
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Let's take a look at the harmonized scale for the harmonic minor again to discover
the remaining triads. :

Seale chords for F Harmonic minor in triads.
Fmin - Gdim - Abaug - Bbmin - C - Db - Edim

We've already heard the C and Db triads. Edim and Gdim we've also heard;
they both consist of chord tones from Edim7. So let’s hear the ones remaining that sound
specifically like VII mode Harmonic minor.

EXAMPLE 4 ( ¢&d ) Finin and Ab ang TRIADS OVER E DIM7
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EXAMPLE 4 (e)

BUmin TRIAD OVER E DIM7
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INTERVALS WITHIN MODE VII HARMONIC MINOR QVER E DIM7

3rds and 6ihs sound good. Let's listen to those.

EXAMPLES5 (a)

DIATONIC 3rds FROM MODE VII HARM MIN OVER E DIM7
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EXAMPLES5 (b))

DIATONIC 6ths FROM MODE VII HARM MIN OVER E DIM7
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SUMMARY OF MODE VII HARMONIC MINOR QVER DIMY7

Here now are some recommendélions.
CHORD = EDIM7 : | FORMULAS

SCALE = MODE VII HARMONIC MINOR 1 02 b3 3 b5 #5 6(b9) (#3) (#11) (b13)(13)
[EF G G# Bo C CH

PENTATONICS = HYBRID 3 ‘ 102b3b56=EF G Bb CH
ARPEGGIO = Gmin7b5 min7b5 upaﬁainard

TRIADS = C or Db major major triads on the #5 or 6th degree of the chord
INTERVAL | Min 3rds

PROGRESSIONS TO PRACTICE USING DIM7 CHORDS

1. D Aeolian - Mode VII Harm Min - C Mel Min - G Mixolydian
I  Dmin I % 1 C#dim7 1 % 1

i Cminé I e i G/B 1 A :II_

2. "CLEO & REBECCA"

G Major - G#Dim - A Dorian - D Mixolydlan - Eb Dim - E Aeolian - G Mixolydian -
C# Dim - D Mixolydian

. G I % 1 Gitdim7 1 % 1
I Amin7 I % I C/D I Ebdim7 1
I Emin7 I %a I /G I e |
I C#dim7 I % 1 C/D I % il
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Well, that's about it for the theory lesson so far folks. I hope this info strikes a few
unsolved musical problem monsters clean on the head. T also hope you find yourself
‘picking some new licks. Then I will have succceded in bll’E[ChIIlg your bram and’
expanding the old grey matter.

Goeod Luck Guitar Players!
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FRANK GAMBALE
THE FRANK GAMBALE TECHNIQUE
BOOK i

rank Gambale is one of the most distinclive yuitar players on lhe

scene. He sounds like a happy hybrid of a jazz player's ove of har-
monic lines, a mela! player's love of arpeggios and a full singing fegalo
tone, as if George Bensor, Malinsleen and | oldsworth coliabarated
ona single sole. His speed/sweep-picking technique is already fegend-
ary, so this new book is a welcome inslructional publicalion.

The Technique Bock tooks al the way Gambale solos over chordal har-
menies. The methed is struclured around six basic chordal types {minor
7,maj 7. dom 7, aliered dom 7,min 7 flat 5, and diminished} approached
five ways: by diatonic scales (selected based on the lonality requiredd),
pentatonicfbiues stales, lour-note arpeggios, trads (hoth as notes and

chordal Iragments) and Iwo-note intervals, This baok is the lirst of two
and covers the first fowr chordal typas.

The Techniqus Book is a melhod lor examining what all these
possibilities sound like over a givert chord. Gambale provides afl the
oplions and then tells you what his preferred sounds are in contexi.
It ends up thal what Frank plays are maving harmonic progressions
superimposed over more or lese static chords or vamps. The mefodically
phrased progressions selected give his solofines harmonicinterest and--

+ internally generated movement {in confrast to the usually smg!e modat
approach used by the average rock player).

The Baok is an exposé of how to use ralher simple musical materials
to creale sophislicated solos by combining them in specific ways,
Without bmdcnmg lhe player with overly theoretical jargor, Gambale
shows how lo play harmanic extensions fo basic chordal saunds that
end up sounding rather ‘Tip." Jazz players have been using these tecl
niques Idr decades and this book explains them lo the guitar player.
A shorl and pithy appendix covers all he theory basics you need. If
you follaw the fingering notation you will gain insighl inle Gambales
mastery of {the frethoard.

Exampfes ol what each scale approach soundsiike are on lhe accom-
panying audio casselte. The examples are well chosen and somelimes
he plays hem al several lempos, even al his ustal blislering rale. The
tape begins and ends with some typical Gambsale soloing for those who
donl know why he 15 considered.a guiar hero.

The Frank Gambaie Techmgue Book)s avaluable source of newideas

for he guitaris wishing {0 expand beyond the usual melodic territorias,
Guitar World

May 1988
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