THE FRANKGAMBALE
TECHNIQUE BOOK |

THE ESSENTIAL SOLOING THEORY COURSE
FOR ALL GUITARISTS!




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 each 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 MAJORY (7 or 8 notes)
2a Major
2b Lydian 2 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 Aealian b5 P ————————————
5c Locrian naté
* Approaches 2 through 5 are
6 DIMINISHED derived from the applicable
6a Diminished whole / 1/2 scale chosen for soloing
6b Super Locrian naté approach 1.

Fig. 1



SOLOING CONCEPT

-==« music down into six basic chord types, and their applicable scales (See Fig. 1). Then
= =ach of the chord types | apply five soloing approaches for each applicable scale. The
~e==nltes for soloing over these chords are, therefore, greatly expanded.

.= nook covers all the approaches for soloing over chord types 1 through 3 and the most
~c~ant approaches for chord type 4. In Book Il, | will cover the remaining approaches for
=2 type 4 and all approaches for chord types 5 and 6.

CHORD TYPES
and applicable scales)

%)

fe

MINOR 7
1a Dorian
1b Aeolian

MAJOR 7
2a Major
2b Lydian

UNALTERED DOMINANT 7
3a Mixolydian
3b Lydian b7

ALTERED DOMINANT 7
4a Super Locrian

4b Diminished 1/2 / whole
4c Phrygian major

MINOR 7 (b5)
5a Locrian

5b Aeolian b5
5¢ Locrian naté

DIMINISHED
6a Diminished whole / 1/2
6b Super Locrian nat6

APPROACHES

SCALE®
(7 or B notes)

PENTATONICS & BLUES
(5 & 6 notes)

ARPEGGIOS
(4 notes)

TRIADS
(3 notes)

INTERVALS
(2 notes)

[erre—————— TR R G e

:

Approaches 2 through 5 are
derived from the applicable

scale chosen for soloing
approach 1.

Fig. 1




CHAFTER & MINOR 7 CHORDS
There are two main ways to treat a min7 chord:

As a Il chord in 2 major key, or as a VI chord.

1a Min7 as a ll chord: the chord = 1 b3 5 b7 (9 11 13);
thescaletouseisDorianmode = 1 2 b3 4 5 6 b7 =
mode Il of major. (9) (11) (18)

(see appendix if you need an explanation of modes.

1b Min7 as a VI chord: thechord=1 b3 5 b7 (9 11 b13);
the scale is Aeoclian mode (also known as natural minor)
=1 2 b3 4 5 b6 b7 = mode VIof major
(9) (11) (b13)

Example: Dmin7 can be a Il in C major

Cmaj7 | Dmin7 Emin7 Fmaj7 G7 Amin7  Bmin7 (b5)
I 1 n v Vv Vi ViI

or a Vlin F Major.

Fmaj7 Gmin? Amin? Bbmaj7 C7 Dmin?7 Emin7 (b5)
I 1] i v Vv Vi Vi

Compare these two scale approaches and you can see that the chords differ by only one
note: nat13 over min7 (Dorian) versus b13 over min7 (Aeolian). The modes differ by one
note: natb in Dorian versus b6 in Aeolian. Of course, 6 = the same note as 13; b6 = the same
note as b13 or #5. So the pentatonics, arpeggios etc., that we use over Dmin7 which contain
2 B (6 or 13 of D) will be specifically Dorian. Those which contain a Bb (b6 or #5 0or b13 0of D)
Wi be specifically Aeolian. And there are some which contain neither a 6 nor a b6, these are
common to both Dorian and Aeolian.

First. we'll take a look at the Dorian scale over min7.




CHORD TYPE: Min7
APPROACH: DORIAN SCALE

Min7 chord as a Il in major: use Dorian mode = mode |l of major=1 2 b3 4 5 6 b7

=XAMPLE:
Omin7: use D Dorian = mode llof Cmajor=D E F G A B C.
- Dorian needs to be learned in the following manner all over the neck:

Ex.1: DDORIAN

b} b7 b
6 3

12

2
15 4 bz b3 1) 4

7 $5Q) 45 2§

Knowing the intervals that are being played is very important; knowing where the 5 of D is,
where the b7 of D is etc. Remember, Dorianmeans 1 2 b3 4 5 6 b7 from any root.

Learn Dorian in other keys as well.

EXAMPLE:
Amin7; use A Dorian=mode llof Gmajor=12 b3 4 5 6 b7 romA=ABCDEF#G.




Now. let's see what the other approaches offer us, given the choice of the Donan mode.

Ex. 2 D Dorian over Dmin7.

[

S

CHORD TYPE: Min7
APPROACH: Dorian Pentatonics/Blues

The second approach is pentatonics/blues. To see which ones are available, we need to
look at the harmonized scale of Cmaj (since our example, Dmin7, is being treated as a Il in
C).
Cmaj7 Dmin7 Emin7 Fmaj7 G7  Amin7 Bmin7(b5)
I Il 1 v Vv Vi Vil

Minor pentatonics ( 1 b3 4 5 b7 ) and minor blues (1 b3 4 b5 natd b7 ) can be extracted
from the minor 7 chords ( Il Il and V1) of any major scale. Therefore, we have Dmin, Emin,
and Amin pent/blues which can all be played over Dmin7 since they are all related through
ihe harmonized scale. Emin pent/blues is specifically Dorian because it contains a B
(60fD).

Now, 25 far as pentatonics and blues go, Dmin pentatonics and Dmin blues played over
Smin7 are okay, but sound a little too ordinary. Combining the other two pentatonics or blues
Emin and Amin) with Dmin pent/blues creates a fresher sound.

FORMULA: To transpose this to other keys: min pent/blues from root,[up] whole step or [up]

Sth from the chord root.

LetsS Lsen




Ex.3_ Dmin pentatonic over Dmin7

Ex.4  Emin pentatonic over Dmin7

Ex.S  Amin pentatonic over Dmin7

q__@
'




Combining &l three min pentatonics (Dmin, Emin, Amin) over Dmin7.

Ex 6

i— -L'ﬁj -

i D Min Pent. E Min Pant,

Wy

The following examples are written out with the intervals as they affect the Dmin7.

Example: Eminpent=1 b3 4 5 b7 fromE=EGABD=2 4 5 6 1 of D Dorian.

Also, writing out the whole neck frees you up to select any fingering or position for these
ideas.
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Ex. 7 D Min Pent
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Ex. 8 E Min Pent
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CHORDTYPE: Min7
APPROACH: Dorian Arpeggios

The next approach is arpeggios.

Example: Dmin7
WhatisDmin7? 1 b3 5b7 from D=DF AC

| rarely play a Dmin7 arpeggio over Dmin7 because it sounds frightfully dull, chaps! But there
is a remedy and it's quite simple, really. Let's extend the chord up to 9 and toss out the 1.

A/b35075=@FFACE = Fmaj7

Now, if you play an Fmaj7 arp over a Dmin7 chord, you sound automatically like George
Benson; it's much hipper. We're now playing b3 5 b7 9 which is creating a Dmin9 sound
without us bothering to play a D note. FORMULA: maj7 arp [up] b3.

Ex. 10 Fmaj7 arpeggio over Dmin7

Sy p— ==
1 1
| i 1
1
tj —er

wrﬁﬁm =

Okay, that was a good idea. Such a good idea, in fact, that we're going to do it again,
except this time we'll extend to 11.

5067911 = JFACEG

This time we're left with A C E G which is Amin7; this arp sounds terrific over Dmin7.
FORMULA: min7 arp [up] S5th. Let's listen.

Ex 11 Amin7 arpeggio over Dmin7,
- 1 i
i = AR
! f% T I I . —




These are my first two choices for attacking a min7 chord with arpeggios.

Now let's look at the rest of the harmonized scale. ALL DIATONIC ARPEGGIOS SOUND

GREAT over Dmin7. Let's listen to all of them.
Cmaj7 Dmin7 Emin7 Fmaj7 G7 Amin7 Bmin7(b5)

Ex. 12 Diatonic arpeggios from Cmaj over Dmin7 (cascading effect).

Cmaj? Bmin7b5 Amin? G7 Fmaj?7 Emin7 Dmin7 Cmaj7
—. . g —

— Xl . - 2
B

—ere’s a pattern for learning one-octave arps moving up or down in 4ths (this is a very
Tusical way to practice them).

Ex. 13 Diatonic arpeggio’s in 4ths over Dmin7 chord
Cmaj7 G7 Dmin7 Amin? Bmin7b5S Emin? Amin7 Dmin7
[ Y
-
Emin? Bmr7o5 Fmaj7 Cmaj7 Dmin7 G7 Cmaj7 Frmaj7

] L
A —— -I“T-.I..- - T
w L . T T . =

G7 Dmin7? Amin? Emin? Fmaj7 Bmin7bS Emin? Amin7




] G7
.i.ri "J- ] | i % m
—— =3
-

B e Loco
mne - E I
Dmin? min7 Emin?y Bmin7b5
E %

CHORD TYPE: Min7
APPROACH: Doran Triads

Now let's look at the triad approach.

ALL DIATONIC TRIADS from D Dorian {Cmajor) sound good over Dmin7. But the best effect

~smes from using the diatonic MAJOR triads. Major triads are found on |, IV and V in every

—aor key. InC, that's C, F and G. FORMULA: maj triads [down] whole step, [up] min 3rd,

"up] 4th. G triad over Dmin7 is specifically Dorian because it contains a B (6 of D). Let's
sten to each of these triads over Dmin7.

Ex 14 Cmaj, Fmajand Gmaj triads over Dmin7.

o T
. : n
L G‘ L

triad (my favorite) =C E G = b7 9 11 of D.

)

riad gives you the upper extensions of a Dmin7 chord. Simply think of this formula: maj
snad [down)] whole step.

10



Fmajtiad=FAC= b3 5 b7 of D. This triad is the same as Dmin7 without the D. This
sounds okay; just re-defining the chord without saying anything new.

Gmaj triad = G B D = 11, 13, root of Dmin7. Of the major triads, this one is the least related
to the chord. It has a verv interesting sound, very suspended or unresolved. The trick to
making these triads sound good is to mix them all up.

Learn triads on each group of three strings; G B E, DG B, A D G, E A D, horizontally down
the neck in 1 4 5 motion. Let's listen.

Ex. 15 C TRIADS Ex. 16 F TRIADS Ex. 17 G TRIADS
7<$79 -9
.r"
3 'L a 5 i,.-i
5 -3 5 ',\ ’..' 5
L4
7 7
- 7 .\_._,L'
8 ," 8 /’ g
’_ [
12 .\./_ 12 . 12 -0
’/
15 L 15 15 /_.-
17 -9 17 ‘,T _/_' 17
hd
q\, ¢
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17.]

| IV, V Triads from Cmaj on D G & B strings.

Ex 18 CTRIADS Ex. 19 F TRIADS ~ Ex.20 -GTRIADS

BV . e
> !
a ®
3 3 j./
-9~ 5 h 5 £
JAR |
7 L 7 K.
I‘ / \'
4 ) g ¢
* *-0-0
]
P 12 1 12 o— ‘._ -
L pE |
® P h i
15 'Y 15 e
R
o-9-9¢ 7 , 7 [
i
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ILIV,V TradsinCmajon A,D&G strings.

12

15

17

Ex.21 C TRIADS

12

15

17

Ex. 22 F TRIADS

13

12

15

17

Ex.23 G TRIADS




I, IV, V Triads in Cmajon E, A & D strings.

15

17

Ex 24 C TRIADS

12

17

Ex.25 F TRIADS

14

12

15

17

Ex.26 G TRIADS




‘lote that you should hear these triads as they affect the Dmin7 chord. They sound hip
sgainst the chord, but ordinary by themselves.

at's listen to this triad exercise which incorporates our next subject as well, two-string triads.
“x. 27  Two string triads from Cmaj over Dmin7.

‘ow, let's look at two-string triads as opposed to the three-string triads.

Ex.28 C TRIADS Ex. 29 F TRIADS Ex. 30 G TRIADS
‘ﬂ'o ‘_}‘
'\/ S ; Py
v
& 'y 5 }" s
L W
7 7
N WV -
ok *
g d 5 % 8
® 7&
_q_?\L 12 J 2 ,
.V 15 \L 15 [ =y ]
- 17 ® 7 l

15




Variation, 2-string triads

Ex. 31 C TRIADS Ex. 32 F TRIADS Ex. 33 G TRIADS
AN
@ A‘
N
3 L. 3 3 a4
H 5 b_‘ 'hf". 5
s AN
7 7 7 [ ]
f
L X ] ! }'\.
9 9 L g
N 1\. S
12 2 | 12 OL
7 - T
® ,-ﬁ.(-'
5 T ® 15 15 g
Lz
17 17 ! ® 17
’ﬂ"

CHORD TYPE: Min7
APPROACH: Dorian Intervals

Any intervals can be chosen. | find 3rds, 4ths, 5ths and 6ths to be the most useful and
musical, so let's examine those.

Diatonic 3rds (using the notes of D Dorian = the same notes as C major): C-E, D-F, E-G,
F-A G-B, A-C, B-D.

Let's listen to these over Dmin7.

16



=x 34 Dmin7 Diatonic 3rds from Cmaj.

i SOV, etc.

Beim = = e =

== 35 Dmin7 3rds on the E & B strings only.

- = — e e
T "
s it Rt S 2

= e

_ ztonic 4ths: these sound more angular, oriental almost. Let's listen, first separately, then

Jouble stops.
| Ex. 36 Dmin? 4ths as a Scale.
[) > A 2
A= e e *
e Ry X

17




£x 36 cont Dmin7

etc o
=
| -
Dmin7 4ths on the E & B strings only.

A o
-_.__Q_.il:i )
e

©= -
flq:ﬂ:q s #W
x 38 Dmin?7 5ths sound unusual. Let's listen.
E:j' —A - o L' - o —

P g AR T —

__ﬂ_,.:*'..t":tél.é_f.t- ete 9
=

-
i i ere
__ﬁ =
=2
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Dmin7

5ths on the E & B strings.

Ex. 40 Dmin7 Sixths sound very nice. Let's listen.
A =
N - ES -~ — —_—
%ﬁ —————x - L S— > = . = = ~
. = & - - —& =
- b -
—_——— T R R e e
2 q i

st

Ex 41 Dmin7 Sixths diatonic to Cmaj on the E & G strings only.
— 8 Va N
[ -

- . -

19




/5u should be beginning to see how many possibilities there are when approaching a
- mple min7 chord. The min7 chord (Dorian) has so many possibilities because every note of
‘-2 Dorian mode sounds good against it; there are no "avoid” notes.

ren you hear good improvisers, you can tell how well versed they are. They'll play a

~rase that goes up a minor pentatonic, comes down an arpeggio, up again in 4th intervals
~a down again with a diatonic triad; you get the picture. An intelligent soloist includes many
“zrent approaches or colours. That's how one can tell how long and hard that person has
srudied music and the instrument.

3 W B

25, summing up this section on min7 {Dorian), we can see that there are certain formulas that
1 always work and always sound good against any min7 chord.

SUMMARY:
“ORMULAS FOR SOLOING OVER MIN7 (DORIAN) IN ANY KEY.

Scale: Dorian = mode llof major=1 2 b3 4 5 6 b7 (9 11 13)
> Pentatonics/Blues: from root, [up] whole step, [up] Sth.
Arpeggios: all diatonic arps, especially maj7 [up] min 3rd, min7 [up] 5th.
Trads: all diatonic triads, especially the major triads which are [down] whole step, [up]
min 3rd, [up) 4th.
= Intervals: diatonic 3rds, 4ths, 5ths, 6ths

i

L

low I'll select just one of my personal favorites from each category, really simplifying.

Scale: Dorian

Pentatonic/Blues: min pent/blues [up] Sth
Arpeggio: maj7 [up] min3rd

Triad: maj [down] whole step

Intervals: 4ths

B L3 B

LN

S5 over Gmin7 for example, using the above formulas we arrive at the following:

Scale: G Dorian=mode lof Fmaj=1 2 b3 4 5 6 b7; romG=GABbCDEF
Pentatonic/Blues: Dmin pent (D F G A C) or Dmin blues { D F G Ab Anat C)
Arpeggio: Bbmaj7 arp (Bb D F A)

Triad: Fmaj

Intervals: 4ths diatonic to G Dorian: G-C, A-D, Bb-E etc.

Ln s G

\in7 chord progressions to practice:



Ex. 42

D min? F min? Ab min? B min?
- 3 - l I -+ I T -+ Jl—‘
D Derian F Dorian Ab Dorian B Dorian
Ex. 43
i : . — - ‘
A Dorlan C# Dorian
| =R A s — 7z i
E Dorian G Derian
Now, some musical examples. Diatonic 3rds in Cmaj over Dmin7.
Ex 44 "CAT PAUSE"
BVR  ~ssecscssesensarsrsracnanesans Loco
5 ™ |
] - |

See=——==

£X. 45 "CAT SNEEZE" (adapted from progression in Ex. 42)
Dmin7 (D Dorian)

+- m——

et .|:| : J-ﬂ]

dl - —.—i— r—w ==

|_Fmaj | [ Cmaj | _Gma] _| |_3rd _| | € triad _|
Fmin7 (F Dorian)
1 : et r ] =
J H Eurr'..a-j _| |_ Bbmaj _| i L Abmaj7 arz _| L& :!rcfls in F Doran __ | = x

et

r

%]
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Ex. 45 con't
Abmin7 (Ab Dorian)

D maj7 amp e,
< e o T

: "r"' - %F L*P 3 ?_ e
E S==70

~ |_ Ebminpent __| |_Gbmaj | | Dbmaj_| [ Comaj |

- - W9 —c—
= = et —ay e

Emin7 (B Dorian)

fho e, e \ B
—— 7 "y —
- *'!'
= i ===
i | D maj7 arp L. E maj |5

Wﬁu

\Make up your own melodies from the formulas discussed in the Dorian chapter over the
sample chord progressions, examples 42 and 43,

22



CHORD TYPE: Min7
APPROACH: Aeolian Scale

Min7 chord as a VI in major: use Aeolian mode ( mode Vliof major) =1 2 b3 4 5 b6 b7
Aeolian is also known as natural minor.

Ex. 48 Example: Dmin7: use D Aeolian = mode VIof Fmaj=DEF G
D Aeclian A Bb C. You may sometimes see a min7(#5) chord indicated.
b¥ bf bJF bl Dmin7(#5) = D F Bb C. (It may also be written Fsus/D or
7 =+ Bb/D.) Remember that #5 = b6. So you can see that this
b‘f 5 chord would fit the Aeolian mode (which has a b6) and not the
3 4 bpbg ! 4 Dorian {which has a nat6). Other than when a min7(#5) chord
is indicated, if you choose to use the Aeolian approach for a
5 5 @ 407 2 5 min7 chord, the b6 note will generally be used as just a
bk bk bE passing tone, as it's a bit dissonant; so just be careful with it.
7 25 @ Remember, Aeclianmeans 1 2 b3 4 5 b6 b7 fromany
biz b5 DO 4 df root. Learn Aeolian in other keys as well.
9 2
@ 4 bpdy § @
b6 CHORD TYPE: Min7
2 P % @ 1 ] APPROACH: Aeclian Pentatonics/Blues
by b6 o7 Our example is Dmin7 (Aeclian) = VI of Fmaj. So we need to
29 look at the harmonized scale of F major.
s 4 bz b Dp (Fﬂ :
Fmaj7 Gmin7 Amin7 Bbmaj7 C7 Dmin7 Emin7(b5)
v Vv Vi Vi
7 9 0y 2! ' i 3
b6 bz U6 Remember that minor pentatonics (1 b3 4 5 b7) and minor

blues (1 b3 4 b5 nat5 b7)can be extracted from the Il, Il

and VI of any major scale. From Fmaj, that's Gmin, Amin and Dmin pent/blues which can be
played over Dmin7.

Dmin pent or blues sound good.

Amin pent or blues sound good.

Gmin pent or blues contains a Bb; so if a Dmin7(#5) chord is indicated, it sounds very good;
out if just @ Dmin7 chord is indicated, be careful with it.

Notice that Dmin pent/blues and Amin pent/blues were also in the Dorian approach to
Dmin?.

FORMULAS: min pent/blues from root and [up] 5th. Min pent/blues [up] 4th over a min7(#5)
chord.

23



CHORD TYPE: Min/
APPROACH:  Aeolian Arpeggios

Omin7=1b35b7 romD=DFAC.
Az pefore, let's extend Dmin7 to find some more interesting arps to play.

52 5b7 9= FACE = Fmgj7
S 079 11=ACEG = Amin7

T-ese two arps sound great over Dmin7. Note that these are the same arps we arrived at
wo2n extending Dmin7 in the Dorian mode.

Cnce again, the only difference between Dorian and Aeolian s the 6 (13) is nat in Dorian and
£zt in Aeolian. Therefore, we have to extend further to discover an arp which is specifically
Asolian (includes a b6 = b13).

b7 9 11 b13=CE G Bb = C7
L=t's listen to this over Dmin7.

Ex 4 C7 arpeggio over Dmin7

e
ir e sumi E——
fn kp. = E:hp.
— : A 1 ] 1 .lb'
o — T % : -

Ll

4 arps diatonic to Fmaj sound good over Dmin7.
£maj7 Gmin7 Amin7 Bbmaj? C7 Dmin7 Emin7(b5)

Let's listen.

24




~£0s over Dmin7 that are specifically Aeolian:

=min7=G Bb D F =11 b13 1 b3 of Dmin7.
=omaj7 = BbDF A=0b13 1 b3 5 of Dmin?.
_7=CEGBb=>b79 11 b13 of Dmin7.

Em n?{b5] =EGBbD=29 11 b13 1 of Dmin7.

“~zt leaves three which are common to both Dorian and Aeolian:

=ma)7 =F A C E =b3 5 b7 9 of Dmin7.
min7 = A C EG=5b?9 11 of Dmin7.
-mn7 =DFAC =1b3 5 b7 of Dmin7.

_HORD TYPE: Min7
LPPROACH: Aeolian Triads

—:=mple: Dmin7 = VI of Fmaj, so we need to look at the harmonized Fma| scale.
-—z|7 Gmin7 Amin7 Bbmaj7 C7 Dmin7 Emin7(b5)

Ziatonic triads will work over Dmin7, especially the major triads, found on |, IV and V of
or. InF,that's F, Bband C.

= 5 listen to these three triads over Dmin?7.

25




Ex 4 F, Bb and C triads (Aeclian) over Dmin7.

= B=Seos

o
L

="

= f-be i e
B c F Bo Sy

1

Eo tnad is specifically Aealian [good over Dmin7(#5})].
_ and F triads are common to both the Aeolian and Dorian approaches to Dmin7.

FORMULAS: maj triads [down] whole step, [up] min3rd. Also maj triad on [up] b6 (Aeoclian

-

CHORD TYPE: Min7
APPROACH: Aeclian Intervals

=5, 4ths, 5ths, and 6ths all work fine. You can use the interval examples (Ex. 34-41), but
.2r an Amin7 VI chord instead of Dmin?7.

) L

SUMMARY:
F ORMULAS FOR SOLOING OVER MIN7 AS VI IN MAJOR {(AEOLIAN) IN ANY KEY

Scale: Aeolian

Pent/Blues: min from root, [up] 4th, [up] Sth,

4rpeggios: all those diatonic to Aeolian, especially maj7 [up] min3rd, min7 [up] 5th.
Trnads: all those diatonic to Aeolian especially, major triads [down] whole step, [up]
min3rd, [up] min 6th.

ntervals: 3rds, 4ths, Sths, 6ths.

I L3 MY

i
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MY FAVORITES:

Scale: Aeolian
> Pent/blues: min [up] 5th
3 Arpeggio: maj7 [up] min3rd
: Triad: [down] whole step
5. Interval: 3rds.

Progressions to Practice {Aeolian)

%zm? == —= =
= A Asalian throughout
Ex. 51

ﬁ - i -

- D Asoclian throughout
Ex 52

b
& =5 o %

- G Asalian

n —

“ Bo Aeolian D Aeolian
Ex 53 Amin?7 "STICKMAN" (based on Ex. 50)

=

27




1

=x 23 cont

* | G friad R | L_3rd | T WS o
8 = 5—73 {—L~
e e

73N\ A
Amin] -
=
.~ | Amin triad | | G triad | | F triad

| A rmin triad_| |_F maj7 arp_|

— e e
= _ = o :

G . ' —3 -
F"—‘+’—‘f~ E -rﬂrrr-.iiiJ -
1 | |
- 3rds ]| Seals _ " i L 4ih
orcr, L.
_lrr-—ra-—aaznf—-ﬁ——ﬂ—'ﬁt% -

CHAPTER Il: MAJOR 7 CHORDS

Now let's move on 1o the maj7 chord. A lot of people have a hard time making a maj7 sound
niuesy, a la Carlton. Some of the mysteries will unfold with the help of our little systematic
approach.

Just as a min7 chord can be treated in two ways, as a Il in majer (Dorian) or as a Vi in majer
seolian), the maj7 chord can also be approached in two different ways:
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2a Maj7 asalchordin major:thechord=1 3 5 7 (9 11 13); the scale to use
isMajor=1 2 3 4 5 6 7 =mode IV of major
(9 (11) (13)

2b Maj7 as a IV chord in major: thechord=1 3 5 7 (9 #11 13); the scale to
useis Lydianmode=1 2 3 #4 5 6 7 =mode |V of major
(@) @#11) (13)

Example: Cmaj7 canbe | in C major
lCmaj? Dmin7? Emin7? Fmaj7 G7 Amin7 Bmin7({b5)
|

Il 1l v v Vi VI
or IV in G major.
Gmaj7 Amin7 Bmin7 |Cmaj7| D7 Emin7 F#min7(b5)
I I I v v Vi Vil
Ex. 54
You can see that the chords differ only by the 11,
~hich is nat11 over a maj7 chord as |, and #11 1234567
sver a maj7 chord as IV. The scales differ only by Cmaj Scale

1ne nat 4 in the Major scale versus the #4 in the
_ydianmode. (4=11,#4=#11.) y

&
e
L=

-at's look first at maj7 as a | (Major Scale).

CHORD TYPE: Maj7 2
APPROACH: Major Scale @

o 3
27 chordas a |: : 4 6 p

.sathe Majorscale=1234567.

N

=xample: Lk 5 SRR
-maj7asalinC: i @ 4
=2 Cmajscale=CDEFGAB. 5

s $O8 | 23

7 6 2 1
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CHORD TYPE: Maj7
APPROACH: Pentatonics/Blues

For Cmaj7 as | in C, we need to look at the harmonized C Major scale.

Cmaj7| Dmin7 Emin7 Fmaj7 G7 Amin7 Bmin7(b3)
| Il i |, GBSO Vil

The minor pentatonics and blues can be extracted from the Il, lll and VI of the Major scale. In
C, that's Dmin, Emin and Amin.

Let's Listen.

EX D6, Emin pentatonic over Cmaj7

- iﬂl

T = n o mar S e
Tt

Dkay - Dmin pent sounds awful, so we avoid it.
Amin sounds only okay.
Emin sounds the best of these three.

~mn and Emin pent are common to both the Major and Lydian approaches to maj7 because

FORMULA: Min pent/blues [up] 3rd, [up] Bth.
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Ex 57 Blues scales [upl 3rd, [up] 6th over Cmaj7.

_ﬂ——qﬂﬂ ﬁ ~ .- :F: .
. 1 1 -~ + —L + .

e 2
N E Blues A Blues
= —_—— ¥

~HORD TYPE: Maj7
LPPROACH:  Major Arpeggios

"= next approach is arpeggios.
r27=1357=CEQGB

=zsextend. 3579 =EGB D = Emin7

s Listen.
20 Emin7 Arpegaio over Cmaj7

— P e ke

_’jﬂ_ 1 | t 1 1 ]

q nvnew

- 1

v nnAanvn oy +
= rn—a—"—'hw—‘bn—"’:ﬁ'“n
i il . -

—

~ -

Hrir T 27 s very good over Cmaj7. Now the next extension is 57 9 11. There is a problem
o iter == 11 (4) doesn't sound good over a maj7. You're better off using the Lydian
wase=-= ‘or the higher extensions since the #11 sounds better than the nat11. (The 4 or 1
= fme in passing).

L EEEULA: min7 arp [up] 3rd
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CHORD TYPE: Maj7
APPROACH: Major Triads

Example: Cmaj7 as | of C. The three major triads, I, IVand V, inC are C, F and G.

Over Cmaj7, C triad sounds just okay*
F doesn't sound any good*

G sounds very good
FORMULA: maj triad [up] Sth.

"Note that C and F triads sound better when used over a Cmaj chord with no 7 and all three
sound great over a C bass.

Ex 29 G maj triad over Cmaj7

%ﬁ 1 - ‘{r’ - -Jj-*!
BTV SRLL e

CHORD TYPE: Maj7
APPROACH: Major Intervals

3rds, 4ths, 5ths and 6ths all work fine. To practice, play exercises 34-41 over a Cmaj7 Chord.

SUMMARY:
FORMULAS FOR SOLOING OVER MAJ7 AS A | CHORD (MAJOR SCALE).

1. Scale: Major=1 234567

2. Pentatonic/Blues: min [up] 3rd, min [up] 6th.
3. Arpeggios: min7 [up] 3rd.

4, Triads: maj [up] Sth

5. Intervals: 3rds, 4ths, 5ths, 6ths.

MY FAVORITES:

1. Scale: Major

2. Pentatonic/Blues: min [up] 3rd
3. Arpeggio: min?7 [up] 3rd.

4. Triad: maj [up] 5th

5. Intervals: 6ths.
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=2 for Dmaj7 as a | in D, using the above formulas we get. ..

Scale:Dmaj=DEF#GABC#
Pent/Blues: F#min

Arp: F#min7

Triad: Amaj

Intervals: 6ths diatonic to Dmaj.

W A Ll I

CHORD TYPE: Maj7
APPROACH: Lydian Scale

1236:&$Ex




Maj7 chord as a IV in major: use the Lydianmode=1 2 3 #4 5 6 7 = mode IV of major.

Example: Cmaj7 asalV. Cis IVof G.

Gmaj7 Amin7 Bmin7| Cmaj7| D7 Emin7 F#min7(b5)
| Il i IV . A Vil

C Lydian =123 #4567 from C =C D E F# G A B = the same notes, same harmonized scale
as G major.

~ Ex. 60(a) C Lydian over Cmaj7

0 e ke RN
=== =

%Em’Ei e

Any maj7 (#11) chord is Lydian.

Don't be thrown by a maj7(b5) chord. Remember, b5 = #4, so this fits into the Lydian
approach.

CHORD TYPE: Maj?
APPROACH: Lydian Pentatonics/Blues

Example: Cmaj7 (Lydian)

C Lydian is mode IV of Gmaj so let's look at the harmonized Gmaj scale.

Gmaj7 Amin7 Bmin7 |Cmaj7| D7 Emin7 Fé#min7(b5)
| It m IV \ Vi Vil

~=member. that the minor pent (1 b3 4 5 b7) and minor blues (1 b3 4 b5 nat5 b7)can
~o extracted from II, il and VI of major. Therefore, in C Lydian = Gmaj, we have Amin, Bmin
2nd Emin pent or blues which can be played over Cmaj7.

Let's listen.



B it Bmin Pentatonic over Cmaj7

et e |

Amin sounds only okay.
Bmin and Emin both sound very good.

Bmin pent or blues over Cmaj7 is specifically Lydian because it contains an F#.

So the gist is, over a Cmaj7 you can play an Emin pent/blues (FORMULA: min pent/blues
[up] 3rd) whether you're using the Major or Lydian approach. Use a Bmin pent/blues
{(FORMULA: min [down] 1/2 step) if you wish to play specifically Lydian.

CHORD TYPE: Maj7
APPROACH: Lydian Arpeggios

" Cmaj7=1357=CEGB
Let's extend.
3579=EGBD = Emin7
Emin7 arp is very good over Cmaj7. FORMULA: min7 arp [up] 3rd.

570 #1=G B D F#=Gmaj7
79#1113 =8B D F# A = Bmin7

These sound good too. Gmaj7 and Bmin7 played over Cmaj7 are specifically Lydian
because of the #11 (#4).
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41 ¢atonic arpeggios from Lydian work fine.
FORMULAS: maj7 arp [up] 5th, min7 arp [down] 1/2 step.

Ex. 63 Gmaj7 over Cmaj7 chord Bmin7 over Cmaj7 chord

CHORD TYPE: Maj7
APPROACH: Lydian Triads

All triads, diatonic to C Lydian (same notes as Gmaj) sound good over Cmaj7. Let's examine
the major triads, which are found on I, IV and V of major. In Gmaj, that's G,CandD.

G triad over Cmaj7 sounds very good. FORMULA: maj triad [up] 5th.
C sounds just okay,
D sounds very good. FORMULA: Maj triad [up] whole step.

D triad over Cmaj7 is specifically Lydian because of the F# {(#11 of C).

Ex. 64 " Dmaj triad over Cmaj7 chord
8VA Loco

-—
|—n—"
L

-

=T

= v ;

fg':w:@ﬁ I35
e

CHORD TYPE: Maj7
APPROACH: Intervals

3rds. 4ths, Sths and 6ths diatonic to Lydian (mode IV of major) all sound great.

For practice, play Ex. 34-41 over a Fmaj7 chord (IV in Cmaj).
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SUMMARY':

FORMULAS FOR SOLOING OVER MAJ7 (LYDIAN)

O

MY FAVORITES:

. Scale: Lydian

P LD Py —&

()]

Interval: 6ths

L)

WJ i

Pent/blues: G#min
Arp: G#min7
Triad: B

L s Cad

Pent/blues: [down] 1/2 step
Arp: min7 {down] 1/2 step
Triad: maj [up] whole step

Interval: 6ths diatonic to A Lydian

Scale: Lydian =12 3 #4 56 7 = mode IV of major
Pent/blues: min [up] 3rd, [down] 1/2 step, [up] 6th.
Arpeggios: All diatonic arps, especially min7 [up] 3rd, maj7 [up] 5th, min7 [down] 1/2 step.
Triads: All diatonic triads, especially maj [up] 5th, maj [up] whole step.

Intervals: 3rds, 4ths, Sths, 6ths,

2 over Amaj7, using the above formulas, we get:

Scale: A Lydian = A B C# D# E F# G# = mode |V of Emaj

CHORD PROGRESSIONS
-
A maj'_? Cmaj? Eb maj7? Gb maj?
e — : 3 : 3 =
=t B e T

A major or A lydian

C major er C lydlan

Eb major or Eb lydian

Gb major or Gb lydian

——— et - 2
4 —— Sy 2 i
D major Bb lydian
frmatr e LT e i
G major C lydian
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Ex. 67 COMBINATIONS (CHAPTER1 & 2)

=

13 G major

j——ﬁ—mﬁ i_t I -
17 A major E dorian
i D LRy 7
21 D major G dorian
Ex. 69

T — - -t T,
25 E major F dorian
 S— 0 i — RS 7

29 F lydian

38

F donan




"THE BUMBLE TREE" (Basedon Ex.€8) E min7

-".
- i i T _'
Ll
T | L] E-—q
o - |
4 Dmay7 e el
-1 —.'!_ _“-i a
|___G maj7 arp A Hia: |___ F# min7 arp _ —

39




CHAPTER lll: UNALTERED DOMINANT 7 CHORDS

Basically there are two types of unaltered dominant chords (unaltered meaning they contain
a nat9, not a b9 or a #9, and a nat5 or a b5 but not a #5):

3a Dominant sus4 or dominant 11 chords, as a V in major, containa 4 or 11
instead of 3.
Thechord: 1 4 5 b7 (9 11 13)

Examples (C root):
C7sus4 C9sus4 C11 C13sus4 Bb/C Gmin7/C Bbmaj7.C

The scale to use with dominant sus4 chords is mode V of major = Mixolydian
=123456 b7

(9) {11) (13)
3b Lydian dominant chords: |V in melodic minor.
Thechord: 1 3 5 b7 (9 #11 13)
(b3)

Examples: C7 C9 C13 C7(b5) C9(b5) Bbmaj7(#5)/C CS(#11)

The scale to use with Lydian dominant chords is the Lydian flat seven mode, which is mode
IV of melodicminor=1 2 3 #4 5 6 b7
9) (1) (13)

When the extensions aren't specified on a dominant chord (for example, when only C7 is
indicated) and it doesn't function as a V moving to | (for example, the next chord after the C7
is not F or Fmin), this is the best type of chord and scale to use.

Compare these two approaches and you can see that the only diffarence between the scales
is nat4 in Mixolydian vs. #4 in Lydian flat seven. 4 = 11, #4 =#11,

So, the nat4/nat11 relates to the Mixolydian deminant and the #4/#11, reiates to the Lydian
b7 dominant. Some chords cou'd be treated as either sca'e. For instance, C7, C2 and C13,
do not specify the character of the 4th or 11th,

Now, let's look at the possibilities within Mixolydian and Lydianb7 separately.

CHORD TYPE: Dominant 7 Sus 4
APPROACH: Mixolydian Scale

Use MIXOLYDIAN Mode=1 2 3 4 5§ 6 b7 (3) (11) (13) = mcde V of major,
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EXAMPLE: C7sus4 as V in major.

Fmajor=F GABbCDEFG A Bb etc.
Mode V of Fmaj = C Mixolydian=C D E F G A Bb

Ex.71 C Mixolydian scale over C7 sus 4 chord

Tl - he 2 B o
% :""'_ == %bﬂiﬁ_‘h

_WPE : = Iihlmmm:'

Ex. 72 C Mixolydian

4 of D 4
3 6
3 b )
D2 29 CHORD TYPE: Dominant 7 Sus 4
APPROACH: Mixolydian Pentatonics/Blues
s 62 5D3 6
by 4 by For C7sus4: use C Mixolydian = mode V majar (F)
7 . (G
d 55 HARMONIZED F Major scale = Fmaj7 Gmin7 Amin7
D) 4 57 3 @ Bbmaj7 C7 Dmin7 Emin7b5.
g 3
2 50) 46 2 Remember that minor pentatonics/blues can be built on
bl the 11, [ll, and IV degrees of the major scale. SoforF
; > major, Gmin, Amin and Dmin pentatonics/blues can be
12 0-8v 3 3 + played over C7sus4 (or any other Mixolydian chord
4 b7 1) 4 listed at the beginning of the chapter).
v b
5 S 407 3 & FORMULA: minor pentatonics/blues [up] 5th, [up] 6th or
[up] whole step.
g S R R Let's Listen.
J; iy

a




Ex 73 Gmin pentatonic over C7sus4

'.:# +— 1 —
&

H%W

Ex 74 Amin pentatonic over C7sus4

) e f Sk o Y

& — i

?

=emsma e

Ex. 75 Dmin pentatonic over C7sus4

o _::_____..i__:fs“ =

CHORD TYPE: Dominant 7 Sus4
APPRCACH: Mixolydian Arpeggios

Cll=15 b7 8 11
(in a dominant 11 chord, the 3 is omitted because it clashes with the 11).

# 5b7911 =£ GBbDF = Gmin7
Y& b7911 13=Bb D F A = Bbmaj7

These two arps sound good over dominant sus4 chords because they are the most closely
related.
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FORMULA: min7 arp [up] 5th, maj7 arp [down] whole step.

ALL OTHER DIATONIC ARPS IN F MAJ (C MIXOLYDIAN) SOUND GOOD OVER C

DOMINANT SUS CHORDS.
Ex 76

Gmin7 arpeggio over C7 sus4

__BVA
sk ! % hr "L_'I j s ot e
t T s — —
= - 4
e " ﬁ!g v!a A v Vx|
} : 10
Ex 77 Bb maj7 arpeggio over C7 sus4
—r h""" » hh
3 | | . ' v i I | 1 H
J bF ﬁ
| W' R
% % 2 e

Diatonic arpegqgio’s from Fmaj over C7 sus4

, ’I"ﬂ Dﬁ\

| A min7

|___Bb maj7

be £E 7o S,

1 1 L
1 1 1
i | i

|_E min7b5 _J |__F maj’ __|

TR SLTm T e

L
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CHORD TYPE: Dominant 7 Sus 4
APPROACH: Mixolydian Triads

C Mixolydian is mode V of F major. The three major triads (I, IV, and V) of F are F, Bb and C.

Let's listen to these over C7sus4.

Ex. 79 F triad
p ~r T 1z £ £r A
_‘ T !’ ir
F triad l'-il ?f‘?. : - .
Ex 80 Bb triad over C7 sus4
! » bf' £ £ ¢ E :
%' e —r
4
1 ~ 1 \._'! _.‘!
Ex. 81 C triad over C7 susd
=t qt,:.éz_ =
1 = & I ol -
a . Vv B o ¥ -
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They all sound good. All other diatonic triads in F major work well too.
FORMULAS: Maijor triads [up] 4th, [down] whole step and from the root.

CHORD TYPE: Dominant 7 Sus 4
APPROACH: Mixolydian Intervals

3rds 4ths 5ths 6ths all work nicely.

Let's listen.

Ex 82 Diatonic 3rdsin C Mixolydian (Fmaj) over C7 sus4
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=

=] =71

_J_j__t_:. - X
- = =
| & 1 3
-
- i = =
T £ — == p
£
- | L L=
Ex. 85 Diatonic 6ths in C Mixolydian over C7 sus4
p—
==
1 ¥ .
- =
——
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SUMMARY:;
FORMULAS FOR SOLOING OVER DOMINANT 7 SUS 4 CHORDS. (MIXOLYDIAN SCALE)

Scale = Mixolydian

Pent/blues minor [up] whole step, [up] 5th, [up] 6th.

Arpeggios = min? [up] 5th, maj7 [down] whole step (all diatonic arps to related major
scale)

Triads = [up] 4th, [down] whole step, root.

Intervals = 3rds, 4ths, 5ths, 6ths.

G i

i

MY FAVORITES:

1. Mixolydian

2. Minor pent/blues [up] whole step
3. Maj7 arp [up] 4th.

4. Major triad [up) 4th.

9. 6ths.

Using these formulas over E7sus4 =

E Mixolydian= 1 2 3 4 5 6 b7 = mode V of A major (E F# G# AB C# D).
Minor pent/blues [up] whale step = F#,

Maj7 arp [up] 4th = Amaj7.

Major triad [up] 4th = A.

Bths diatonic to A major,

A wn

CHORD TYPE: Lydian Dominant
APPROACH: Lydian b7 Scale

Now let's look at Lydian dominants.
13 5 b7 9 #11 13 (#11 =b5 =#4).

Our example will be C9. The scale to use on Lydian dominants is Lydianb7, 1 2 3 #4 5 &
b7. This scale is Mode |V of Melodic minor scale.

eq. C9 = chord IV of G melodic minor.
G melodic minor= 1 2 b3 4 56 7 (9) (11) (13)= G ABo C D E F&

Mode IV=C D E F# G A Bb = CLydianb7 (Lydian means raised 4[#4); Lydian b7 =
major scale with #4 and b7).
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Ex 86 C Lydian b7 over C9
= e ; —

Ex 87 C Lydianb7

by @
3 3 6 #4
3 5 oy 2 % CHORD TYPE: Lydian Dominant
#1 APPROACH: Lydian b7 Pentblues
5 L
b 29 (? $ h?r HARMONIZED MELODIC MINOR SCALE .
Gmin (Maj7) Amin7 Bbmaj7#5 C7 D7 Emin7b5
7 2 # F#min7b5
1 bf7 5 Q
g #1; 3 There is one minor pent/blues in melodic minor, at the
5 ; 6 2 2nd degree.
p 3 C9 = C Lydian b7 = G melodic minor. 2nd degree of G
#a by melodic minor = A. Therefore, A minor pent/blues is
12 6 2. 5 X possible.
bl7 1 ; :
M ¢ #h FORMULA = min pent/blues [down] min 3rd from chord.
5 3% U bz 2 % Let's Listen
30
17 Bog 9 Q
bz
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CHORD TYPE: Lydian Dominant
APPROACH: Lydian b7 Arpeggios

C7=13 50Db7 lLetsextend. 135b7 9 =CE G Bb D= Emin7b5

5 b7 9 #11 =G Bb D F# = Gmin(maj7).

b7 9 #11 13 =Bb D F# A = Bbmaj7#5
FORMULAS: min7b5 arp [up] 3rd, min (maj7) arp [up] 5th, maj7#5 arp [down] whole step.

ALL DIATONIC ARPS OF G MELODIC MINOR SOUND GOOD OVER C LYDIAN
DOMINANTS. Let's listen.

Ex 89 Emin7b5 arpeggio over C9

: ?J_:%-.
—3- ~—tt :# =&"‘_H

| 0 — L —

ERmTE S e
Ex. 90 Gmin(maj7) arpeggio over C9

’1-'1 fr—s =
- -—J— — —t—+ 3 =F —-

|
i

Ex 91 Bbmaj7#5 arpeggio over C9

%’ﬁj eI
Lol

*Note: Key signature for 9 melcdic minor has all B's flat, all F's sharp.
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Ex 02 Diatonic arps in C Lydian b7 (Gmel min) over C9

'ﬂm gL

-

-

| G min{maj7) | L Amin7 __| | Bb maj7#s | |___ C7 | i | L E min7b5 _|
o E o

>~ = etc. down

™

—

) ol
1

|l FeminTbs ____ | |__ G min{maj7) _| | F# min7b5 __|

H Iz i :‘T

CHORD TYPE: Lydian Dominant
APPROACH: Lydian b7 Triads

First we'll look at major triads. There are two major triads in melodic minor. They are on the
4th and 5th degrees. Our example chord is C9 = C Lydian b7 = G melodic minor. 4th and
5th degrees of G melodic minor are C and D. Let's listen to C and D major triads over Ca.

Ex 93 Cmaj and Dmaij triads over C9
Lt == o B0 B
T ‘F_? ‘
| D e L c Al L Tos 0 = C

E%:FlgriL“ ==
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FORMULA: MAJOR TRIADS from ROOT and [up] whole step.
All diatonic triads in G melodic minor sound good over C Lydian dominant chords.

Ex 94 Diatonic triads from C Lydian b7 over C9
=
e
s -

Ex. 95 C Lydian b7 in triads over C9
=== ——==--—====—°__=
: A ey
L= Smm . || Amin _ ] | Baug ] 1 c |  SRIRENE S gl

% 3 i_ﬁw i E'—_H—I‘l—_‘r—a—_

Y
T

ESssstc oot EEREHE = |

| LF#a__| |_G min ||_A min || B avg | C majl _I|_D

CHORD TYPE: Lydian Dominant
APPROACH: Lydian b7 Intervals

3rds and 6ths are useful in melodic minor (the 4th and 5th intervals are almost all augmented

4ths and diminished Sths). So, for our purposes we'll Just use 3rds and 6ths in melodic
minor).
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Ex 96 Diatonic 3rds in C Lydian b7 over C9

] i|’|'|]f"'
-: 'aﬁﬂfe—-—"‘-‘ﬁﬁdi:

Ex. 97 Diatonic 6ths in C Lydian b7 over C9

L8}
A
Il
it
N

A
L 1
h-l..n

. Etc.
= 7

LAl
N
o

-4

SUMMARY:
FORMULAS FOR SOLOING OVER LYDIAN DOMINANTS (LYDIAN b7 SCALE)

1. Scale: Lydian b7.

2. Pent/blues: [down] min 3rd

3. Arpeggios: Min7b5 [up] 3rd, Min{maj 7) [up] Sth, Maj7#5 [down] whole step.
(All diatonic arps of related melodic minor scale).

4. Triads:from root and [up] whole step

5. Intervals: 3rds and 6ths

MY FAVORITES:

1. Lydian b7 scale

2. Minor pent/blues [down] min3rd
3. Maj7#5 arp [down] whole step
4. Major triad [up] whole step

5. 3rds.
Ex. 98 Chord Progressions
B mE 4T w4 EBOMEESIT (w4 ﬂ
Bb mixolydian Bb lydian b7
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Ex. 99

Bb/C Db/Eb F/G
f 4 =" i
M:ﬂ,
C mixolydian Eb mixalydian G mixolydian
Ex. 100
C lydian b7 Eb lydian b7
— - v . - = —
A lydian b? F lydian b7
Ex 101
—-H-} -3 I 3 b e <
C lydian b7 F lydian o7 C lydian b7
- 7= — o~
F lydian b7 C lydian b7
£x 102
:H!—““ 7~ = =
E mixclydlan C lydlan b7
r mixolydian Eb lydian b7
Ahhh —Z— 15— —

Eb mixelydian

B lydian b7




Ex 10 COMBINATION PROGRESSIONS
’Epmﬂ; 7 — i
C major F mixolydian
—— R - 4 L — —
Bb dorian Db lydian b7
Ex 104
.__l;_—:mm-d > - —BULC e
A dorlan C mixolydian
—_— :
A B 15— —F—
F major Bb lydian b7
Ex. 105
an? - Y —r—
E dorian C lydian b7
 — 11| I —— 5 —
E dorlan G mixolydian
—— b e Y 7
E dorian B major/B lydian
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"Playing My Dx - 9 Trilion" (based on Ex. 98)

Bbmaj7/C - Bbmaj7#5/C o
J-H & -
ir—'- =
I_F 1rla:d _ ) L_ C mixalydian ___| L D triad_|
ﬂ#—,__: rf:"'q
Bbmaj7/C e
l 3 e | : 3 ' I ! 1 hl 3
e B S R J
w F triad C triad D miner triad Bb triad
e 7y — iy e e ——
Bbmaj7#5/C % ve
B
| emenaie oo D Wiag - ioERi) |_ D major 7#5 arpeggio _|
1D e e e e
51 llk
"Fried Zucchini (based on Ex. 104}
Bb/C ) 'ftﬁ
1 1 1 1 '* 1 | -
1 F‘ 1 =

| SRR rr_'l_l..‘!:u?ydian 3rd

e

|_ 3rd in Bb lydian b7
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CHAPTER 4: ALTERED DOMINANT CHORDS

There are three main scale approaches for altered dominants: Super Locrian (7th mode of
Melodic Minor), Diminished (half whole from root), and Phrygian Major (5th mode of
Harmonic Minor).

Melodic minor will be the final topic for this book. The Frank Gambale Technique Book |1 will
continue where this book leaves off.

CHORD TYPE: Altered Dominant
APPROACH:  Super Locrian (Melodic Minor) Scale

The most common scale used over altered dominant chords is the SUPER LOCRIAN. This
scale begins on the 7th degree of the melodic minor scale. An altered dominant means a 7th
chord with an altered (# or b), 9 or 5 or any combination.

The chord we will use for our purposes is E7#9. The scale will be E Super Locrian which =
7th mode of F Melodic minor. F Melodic minor=F G AbBb CDE. E Super Locrian=EF G
AbBbCD=1 b2 b3 3 b5 #5 b7 (b9) (#9) (#11) (b13).

FORMULA: On altered dominant chords play Super Locrian from the root or play melodic
minor [up] 1/2 step from the root of the chord.

£x 108 € Super Locrian (F melodic minor) over ET#S
;!E : I 1 :'_F'_lp' 1 -
. _'hﬁ:'—.‘—'_' or—
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Ex. 109 E Super Locrian

12

15

17

152 b3 b5 #5 b7
(b9 #9 #11 b13)

hizt"s‘@t3 3#5 D
bz #5 bp Df bz by
3
oy

blz b #5
PR

CHORD TYPE: Altered Dominant
APPROACH: Super Locrian Pentatonics/Blues

There is one minor pentatonic in melodic minor
starting on the 2nd degree. E7#9 = E Super Locrian =
F Melodic Minor. 2nd degree of F Melodic Minor is G.

FORMULA: Minor pentatonic [up] min 3rd from altered
dominant.

Let's listen to G minor pentatonic over E7#9 (Ex. 110)

CHORD TYPE: Altered Dominant
APPROACH: Super Locrian Arpeggias

HARMONIZED F MELODIC MINOR. Fmin(maj7)
Gmin7 Abmaj7#5 Bb7 C7 Dmin7b5 Emin7b5. All
these arpeggios sound great over E7 alt.

Let's look a little closer to see which are the most
closely related. Dmin7b5=1 b3 b5 b7 =D F AbC.
If we play this arp over E, and rearrange the notes of
Dmin7b5 (D=b7 of E,F=b9 of E, Ab=3rd of E, C =
#50fE), wegetEAD(GH)CDF=1 3 #5 b7 b9 =
E7#509 = (Dmin7b5/E bass).

Ex. 110 Gmin pentatonic over E7#9
0 yoplef FLphe
et T

:m:h:‘-:hm %
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Ex 111 Dmin7 b5 arpeggio over E7#9

T

The Dmin7b5 is the most closely related chord to E7alt. Let's list all the diatonic arps of F
melodic minor and see how they each affect E7#9.

Fmin{maj7) =FADCE=0b093# Rof E
Gmin7 =G Bb DF = #9 b5 b7 b9 of E
Abmaj7#5 =AbC EG=3# R # of E
Bb7 = BbDFAb = b5 b7 b9 3 of E
c7 =CEGBb=#5 R #9 b5 of E
Dmin7b5 =D F Ab C =b7 b9 3 #5 of E
Emin7b5 = EGBbD = R #9 b5 b7 of E

All these arpeggios affect the altered chord differently and they are all useful sounds. Let's
listen to all of these.

Ex 112 Fmin (maj7) Arpeggio over E7 #9

p e Efei

= - e




Ex. 113 Gmin7 arpeggio over E7#9

- -
5 b

- P

g L . L::
""w i i e
==

e

Ex. 114 Abma|7#5 arpeggio over E7#9

et S

%zw_“_n +IEB=EL E&EFEL_“_E—_‘;;

Ex. 115 Bb7 arpeggio over E7#9

%-‘-' h:f_J:*j{ HN Yo
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Ex 117 Emin7b5 arpeggio over E7#9

=5

CHORD TYPE: Altered Dominant
APPROACH: Super Locrian Triads

In a melodic minor scale there are two major triads. They appear on the 4th and 5th degrees.

E7#9 = F melodic minor. 4th and 5th degrees of F are Bb and C.
FORMULA: Maijor triads [up] b5 and [up] #5 from the root of the altered chord.

Let's listen to Bb and C maijor triads over E7#9.

Ex 118 Bb triads over E7#9 chord
Bl e

can SR~ o e
-+ -,v—k—ﬂ_*ﬁ—ﬁ—'}

==== — 13
Ex 119 Cmaj triads over E7#9 chord

! = ?;-T:

% = 3 -H
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Diatonic Triads from E Super Locrian over E7#9 chord

3

1

"'-i

T

|_Eo_| | Fmin | | Gmin| | Ab aug | LB O e e

eyt T

CHORD TYPE: Altered Dominant
APPROACH: Super Locrian Intervals

3rds and 6ths, Let's listen.

Ex 121 Diatonic 3rds from E Super Locrian over E7#9 chord.
s —— &
| P 1 ] | | [ '

% ] L F
e S ——

T - — ———

e e = D S S |

r——
. l,r.b.l‘ . -t £ . " - £ ,F_Fr—-“
Ex. 122 Diatonic 6ths from E Super Locrian over E7#9
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SUMMARY:
OF ALTERED DOMINANT

Scale: Super Locrian
Pent/ blues: [up] min 3rd

Maj triads:[up] b5 and [up] #5
Intervals: 3rds and 6ths

Ll

MY FAVORITES:

1. Super Locrian scale

2. Min pent/blues [up] min 3rd
3. Maj 7#5 arpeggio [up] 3rd
4. Maj triad [up] #5

5. 3rds

Ex. 123 Progressions

Arpeggios: Min7b5 [down] whole step (all diatonic arps)

s 7

A dorian

Ex. 124

E super locrian

S==—————

A dorian

D lydian b7

F lydian

E super locrian
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Ex. 125 "Northbourne Ave.” (Based on Ex. 124)

[B8Va D9 Loco ™)

Amin7 & % B
Y o — i 1
j_ [ 3rd from | ¥
| A bluss E triad | A min tri |
et EEEEE# g
E7#9 “
+
o - ete £ Tepee
#'—""“ - t_ c 2 _}
L e | G triad | | Bbtriad | | C7 ap __|
.
—
4]
Amin7 “ D9 /s

=== = '%#E-E,

g uss _|..1) 6th from D triad If% D ;d b7 |

Fmaj7 2 /s
n ] . w_n__f TR
1 - - l_——
.
A blues scalerd p 5 = 13 1 = {'gt

=

E7#9 /e
S — .-—-"'___"—"-I hl |
ﬁ 1 _I.I‘..
+ ——
N - m
—— Based on F _melodic min scale <}
H_E—p‘
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EDITOR'S NOTE:

Dn the accompanying cassette, Frank indicates that the Tech Book 11
will include sections on slash chords and medes. Though Frank had
originally intended to include these topics, he later decided to
save them for future projects. The Tech Book II is now on sale

and details the second half of Frank's socloing theory course.
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APPENDIX
Terminology used in this book.

INTERVALS
| refer to intervals by numbers in this manner:

1 = the root of a scale or chord

b2 = minor 2nd interval (half step)

2 = major 2nd (whole step)

b3 = minor third

3 = major third

4 = perfect fourth

#4 = augmented fourth

b5 = diminished fifth

5 = perfect 5th

b6 = minor 6th

6 = major 6th

b7 = minor 7th

7 = major 7th

b9 = minor ninth (same note as b2, up an octave)

9 = major ninth (same note as 2, up an octave)

#9 = augmented ninth (same note as b3, up an octavs)
11 = perfect sleventh (same note as 4, up an octave)
#11 = augmented eleventh (same note as #4, up an octave)
b13 = minor thirteenth (same note as b6, up an octave)
13 = major thiteenth (same note as 6, up an octave)

It is very important to be aware of enharmonic equivalents (different spellings of the same
note). For example, G# = Ab, D# = Eb, etc. Also in intervals: #4 = b5, #5=Db6, etc. And
also in octave equivalents: 2 =9 (e.g.the 2ofaC scaleis D. The 9 ofa C9 chordis D.) b2 =
b9, b3 =#2=#9,4=11,b5=#4=#11,6=13, #5=b6 = b13.

OTHER NOTATION
| use the notation [up] and [down] for "up a" and "down a", respectively. So, "mel min [up] 1/2"
means play the melodic minor scale up a half step (from the chord being discussed).

THE MAJOR SCALE
All major scales are made up of these intervals from the root. (W means whole step, 1/2

means half step):

fromroot 1N/ 2N/ 3\ AV 5V BN/ 7N/
et W OWE W
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SointhekeyofCmajor= 1 2 3 4 5 6 7 1

Cyv DvEwv F\/Gy\sAyBvC
W W b W W W 1

You'll notice that the major scales other than C require the use of sharps or flats to maintain
the right interval relationships. For example, the A major scale:

SR - RO SR Tty T ey s

W w 1!2 W W W if2

THE HARMONIZED MAJOR SCALE

There are many chord's that can be constructed from the major scale. Let me show you how
we arrive at them.

The notes of the C major scale are:

drelis S BARd UGS MO | QRN SPRG DO el SOl SRV R
ety -ESTET B A B SRR S
8.8 10 1112 13

Chords are made up basically in ascending diatonic 3rds, every other note of the scale.
(DIATONIC means using only the notes of the given scale. So when referring to diatonic
3rds, some will turn out to be major 3rds and others will be minor 3rds.)

If you start on the 1st degree (root) of the scale, C, and build a 4-part chord by selecting every
other nots. . . q
¥ e F A

you have C E G B, = Cmaj7 = the | (one) chord in C.

If you begin on the 2nd degree, D, and build a 4-part chord by selecting every other note , . .

o e e N p ®

YougetD F A C =Dmin7 = the lIChordinC. E GB D =Emin7 =lll in C, and so on. The
list of four-part chords arrived at in this manner is the Harmonized C Major Scale.

Harmonized C major scale:
Cmaj7 Dmin7 Emin7 Fmaj7 G7 Amin7 Bmin7(b5)
| [ i [\ \ Vi Vi

Harmonized A major scale:
Amaj7 Bmin7 C#min7 Dmaj7 E7 F#min7 G#min7(bS)
| i I v ' Vi Vil



Nofice that since all major scales are constructed of the same intervals, 1 23 4 56 7 from
root, the chord types on each degree remain the same in all major keys.

TRIADS: in all major keys,
the |, IV and V triads are major (1 3 5 from root of triad)
the Il, lll and VI triads are minor (1 b3 5)
the VIl triad is diminished (1 b3 bS5)

FOUR-PART CHORDS: In all major keys,
the | and IV chords are maj7 (1 3 5 7)
the I, lll and VI chords are min7 (1 b3 § b7)
the V chord is dominant (1 8 5 b7)
the Vil chord is min7(b5) (1 b3 b5 b7)

Although | generally write down just the 4-part chords when listing the harmonized scale, it is

very important to keep in mind what the diatonic extensions (continuing up In diatonic 3rds to
the 8 orb9 or #9, 11 or #11, 13 or b13) would bs.

For example, the IV chord in C would be:
i et Sl ¢ ey ORI G SRR S DOV LS D TR e (MR SR

123!4?6? 9 #11 13
!
135 from F = F triad |
1357 from F = Fmaj7

13579 from F = Fmaj9
13579 #11 from F = Fmajo(#11)

13579 #1113 from F = Fmaj13(#11)

Notice that S of F = the same note as 2 of F, #11 = #4, 13 = 6. The diatonic extensions
available on each scale degree also remain the same in every major key.

In all major keys:

Imaj7 (9@ 11 13)

I min7 (9 11 13)

Il min7 (b9 11 b13)

IV maj7 (9 #11 13)

V7 (9 11 13)

Vimin7 (9 11 b13)

VIl min? (b5) (b9 11 b13)
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MODES OF THE MAJOR SCALE

In a1 music theory, the major scale is always used as a reference to determine another
scale’s interval structure. Modes of major can be compared to major in two ways: as
aterations of a major scale (taking a major scale and raising or lowering certain notes by 1/2
steps) or as inversions of a major scale (taking a major scale and playing a 7-note scale by
starting on a degree other than 1 of the major scale ). | want you to be aware of both ways.
We'll use C as a root for our examples of modes.

DORIAN as an inversion: DORIAN 1S MODE Il OF MAJOR.
Example: InC Dorian,Cis20fBb,so....

Bb Major C Dorian

) ; ;
o ko - H

123456171

C Dorian is mode |l of Bb major, (has the same notes as Bb
major, starting on 2).
As an alteration of C major

n C Major C Dorian

2 b3 456 b7

Dorian is like a major scale with b3, b7.

CEE==Essi Trb-—r'Ib‘

PHRYGIAN IS MODE Il OF MAJOR.
Example: In C Phrygian, Cis 3 or Ab, S0 .......
n Ab Major C Phrygian

L 1

1234856718

C Phrygian is made [Il of Ab major.

Compared to major of the same root:
n C Major C Phrygian

S 1b2 b3 4 5 b6 b7

1234567 b9 11 bis
Phrygian is like a major scale with b2, b3, b6, b7.
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LYDIAN IS MODE IV OF MAJOR
Example: Clydian. Cis40fG, 50.......

n 6 Major C Lydian

o l—"iﬁ_'_._r *‘_..h_,_r’

Lydian is mode IV of G major.
Compared to major of the same root:

E L Major C Lydian
%'TI_'_':':-:. *'_.__h_r'

123 %8 6'6:7
1234507 9  #11 13

Lydian is like a major scale with a #4.

MIXOLYDIAN IS MODE V OF MAJOR
Example: C Mixolydian. Cis50fF, s0.....

F Major .P; C Mixolydian
h“' "_.___.:-lrv

12345671234

C Mixolydian is mode V of F major.
Compared to major of the same root:

n C Major ; C Mixolydian
e =
123456 b7
123 4567 . 143

Mixolydian is like a major scale with b7.

AEOLIAN (also known as natural minor) 1S MODE VI OF MAJOR.
Example: C Aeolian. Cis 6 of Eb, s0 .......

n Eb Major C Aeolian
ﬁ __+FH.

1234566712345

C Aeolian is mode VI of Eb major.
Compared to major of the same root:

n € Major C Aeolian

%#_._r' T__ih_,_..it:"'

2 b3 4 5 b6 b7

Aeolian is like a major with b3, b6, b7.
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LOCRIAN IS MODE VIl OF MAJOR
Exampie: C lLocrian. Cis 7of Db, 80 ........

p Db Major I! hlu C Locrian

1234567123456

C Locrian is mode VII of Db major.
Compared to major of the same root:

fi C Major C Ln:m';r'inn1 LSl
4 T b2 b3 4 b5 b6 b7
1234567 b9 11 b13

Locrian is like a major scale with b2, b3, b5, b6, b7

SUMMARY OF THE MODES OF MAJOR
(mode|=major) =1 2 3 4 5§ 6 7

modell = Dorian =1 2 b3 4 § 6 b7
mode Il = Phrygian = 1 b2 b3 4 5 b6 b7
mode!V = Lydian =1 2 3 #4 5 6 7
mode V = Mixolydian =1 2 3 4 5 6 b7

mode VIl = Locrian = 1 b2 b3 4 b5 b6 b7

made V| = Aeolian = naturaiminor = 1 2 b3 4 5 b6 b7
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MODES - MAJOR

C Major C Dorian C Phrygian
1.2 3 4 KA 1 2 b3 456 b7 1 b2 b3 4 5 b6 b7
© (1) (13) @ a1 13 (b9) (1) (b13)
4 OR 55755 [ (D 4 4 5% B B (D 4
3 6 3 bp
- HOK: Tl AR by 2 % s g W4bp | 9
b b5 bp o)z U%
e T B é B 5 6 2 s (1 ¢ 5 ?
I by bl by biz b5 b bp 4 by
7 3 6 2 1 7 # 7
é* 3 ® ) 40705 5 4 by bk 5 (1
é 3 9 g b bg b
2% 4 6 2 5 4
bl Q‘%ﬁ%b bg b bp | D bk
3 62 57 2 176 8 = P
4 1 4 by DB ? 4 oy by b6 (1) 4
PO 6
s (D4 25 . £ Wby & % 15 gzsby %
bl ébs o6
70 29 6 & T -
(% 4 . DT; DIE D 4o biz biz by
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MODES MAJOR

C Lydi C Mixolydian C Aeolian
123;42‘26? 1234?Bb? 1 2 b3 4 5 b6 b7
8 1) (13) ¢y (11) (13) (9) (11) (b13)

[0) 45 NOR, TR ETOR
T3 6 | 3 0
1 25 35@®DIdF 2% 3 45 2 3

9
bg bls

o 2 7 k. r 7 p.
(& 3 Q@ Dby | 9 D4bpbs §Q
= K 3 8 k] 8 bs
2 5 6 2 25 # 6 2 B O TEE
i by bis Dp bz b
nan S ¥ 3 ©vwie 2% 12 I |
& 4 by 4"-?”&“75_4‘1

*3 I

2% 17 25®_

3 6
% 15 % 4 bz b 15 DAy 2 %
i [ b bjs bgs
é: !
b7
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MODES MAJOR

C Locrian
1 b2 b3 4 bS b6 b7
b9) (1) (13

by D
LLLIE
*

-—

=l

4 oy

bz bp

12
4 by bg bg 4
b% bs
15 by
bs D b5 | bis by

17
by b5 % % 30
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THE MELODIC MINOR SCALE
The melodic minor scale is made up of these intervals:

from root: I 2\ b3 Wi by ByTvi
fomeachother: W % W W W W Y,

The melodic minor scale is like a major scale with a b3.
For example, C melodic minoris CDEb F G A B.

THE HARMONIZED MELODIC MINOR SCALE

In all melodic minor scales, the harmonized scale is:
| min{maj7) {9 11 13)

Il min7 (b9 11 13)

Il maj7 (#5) (9 #11 b13 [nat.]13)

V7 (9 #11 13)

V7 (9 11 b13)

VI min7(b5) (9 11 b13)

Viimin7(b5) (b9 #9 b11 =3 #11 b13)

For example, in A melodic minor (A B C D E F# G#), the harmonized scale is Amin(maj7)
Bmin7 Cmaj7(#5) D7 E7 F#min7(b5) G#min7(b5)

MODES OF THE MELODIC MINOR SCALE

Just as we arrive at modes of the major scale by playing seven-note scales, we can start on
different degrees and arrive at modes of the melodic minor by doing the same thing. The
modas are given names which compare them to modes of the major scale. The interval
structure is compared back to the major scale.

DORIAN FLAT TWO IS MODE Il OF MELODIC MINOR.
Example: In C Dorian b2, C is 2 of Bb melodic minor, so. ..

f Bb Melodic Hinir C Dorian b2

1203 45 6 ¥

C Dorian b2 is mode Il of Bb melodic minor.
Compared to major of same root:

n _C Major C Dorian b2 .

= . .

o Th2 b3 4 5 6 b7
234567 b9 11 13

Dorian Flat Two is like a major scale with b2, b3, b7.

74



LYDIAN SHARP FIVE IS MCDE il OF MELODIC MINOR.
Example: In C Lydian #5, C is b3 of A melodic minor, so. . .
n A Melodic Minor C Lydian #5

& ——— 5

120840563 1:2

C Lydian #5 is mode |l of A melodic minor.
Compared to major of the same root

n € Major C Lydian #5

=== e
123 # $56 7
12345 6.7 9 #11 b13 13

Lydian Sharp Five is like a major scale with #4, #5.

LYDIAN FLAT SEVEN IS MODE IV OF MELODIC MINOR.
Example: In C Lydian b7, C is 4 of G melodic minor, so. ..

5 G Melodic Minor C Lydian b7

O s R
2

b3 4 56 712 b3

C Lydian b7 is mode IV of G melodic minor.
Compared to major of the same root

n C Major C Lydian b7

- |

= 12348 56 b7
12 3456 7 9 #1 13

Lydian Flat Seven is like a major scale with #4, b7.

MIXOLYDIAN FLAT SIX IS MODE V OF MELODIC MINOR.
Example: In C Mixolydian b8, C is 5 of F melodic minor, so. . .

_p_F Melodic Minor_ .bebe ¢ Mixolydian bé

MY -
2038 5.6 7 2004

C Mixolydian b6 is mode V of F melodic minor.
Compared to major of the same root

np C Major C Hlxolydl;an_ b6

e s

12345 bb b7

Mixolydian Flat Six is like a major scale with b6, b7,
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AEOLIAN FLAT FIVE IS MODE il OF MELODIC MINOR.
Example: In C Lydian b5, C is 6 of Eb melodic minor, so. ..

/] Eb Melodic Hingrlgt-l- C Aeolian b5j

12b3456712hH345

C Aeolian b5 is mode VI of Eb melodic minor.
Compared to major of the same root

fi_C Major C Aeolian b5
| e TZ b3 4 b5 b6 b7
e s i g B B 9 11 bi3

Aeolian Flat Five is like a major scale with b3, b5, b6, b7.

SUPER LOCRIAN IS MODE VIl OF MELODIC MINOR.
Example: In C Super Locrian, C is 7 of Db melodic minor, so. . .

g Db Melodic Hgnnr! Embb"' C Super Locrian

12b3456712b3456

C Super Locrian is mode VIl of Db melodic minor.
Compared o major of the same root

n C Major ¢ Super Locrian g
A -
1234567 1 b2 b3 b4 b5 b6 b7

b9 #9 #11Db13
Super Locrian is like a major scale with b2, b3, b4, b5, b6, b7.

SUMMARY OF THE MODES OF MELODIC MINOR

(mode | = melodic minor)=12b34567

mode ll = Dorian b2 =1b2b34 56 b7

mode Il = Lydian #5 =123 #4 #56 7

mode IV = Lydianb7 =123 #4 56 b7

mode V = Mixolydian b6 =1 23 4 5 b6 b7

mode VI = Aeolian b5 =1 2 b3 4 b5 b6 b7

mode VIl = Super Locrian = 1 b2 b3 b4 b5 b6 b7
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MELODIC MINOR MODES

C MELODIC MINOR C DORIAN b2 C LYDIAN #5
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MELODIC MINOR MODES

C LYDIAN b7 C MIXOLYDIAN b6 C AEOLIAN b5

by [O) Aof [ B G
- 3 6 | % 3 .
3 5@ [ b 2 % a:Eg%) by 2 %
= b b
5

5 2 3 2 350 v
b?? Q—J "oy hF By

7 3 6 2 = 7 2%} g
Qb | 35 @4 |3

- 3 o b 5
25 (D 2 K ?

3 12 ] 2 1% ?

$

4

3 =4 3 :
15 TE by 23 B D ady 2 5 8 (P aby 2
- b b b6 ; bF bis b6

6 2 9% ¥ 17 2 3 4 17
blz ? Bz 47 | % 7 bbb | 4 97
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MELODIC MINOR MODES

C SUPER LOCRIAN

Up =5 bp b bl U3
2 B B

15‘® by
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b by
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PENTATONIC SCALES

The minor pentatonic scale is a five note scale made up of the intervals 1 b3 4 5 b7 (from the
root of the minor pentatonic scale). For example, Aminpent=ACDE G.

In the key of C major, CDEFG AB C D EF G etc. ... you can extract minor pentatonic scales
starting on Il (D), Il (E), and VI (A).

INC: limnpent=DFGAC
N minpent=EGABD
Viminpent=ACDEG

It is true of every major scale that minor pentatonics can be extracted from Il, 1ll and VI (the
same degrees that produce minor 7 chords, if you remember from the section on the
harmonized major scale ).

The major pentatonic scale is a five-note scale made up of the intervals 123 56. e.g., Cmaj
pent=CDEG A

In the key of C major, you can extract major pentatonics starting on | (C), IV (F), and V (G).
InC: | majpent =CDEGA

IVmajpent =FGACD

Vmajpent =GABDE

It is true of every major scale that you can extract major pentatonics from |, IV and V (the same
degrees that produce major triads).

Notice that the major and minor pentatonics are inversions of each other (contain the same
notes).

InC: | majpent=CD EG A=same notesas VIminorpent=ACDEG

IVmajpent=FGACD=IlIminorpent=DFGAC
Vmajpent=GABDE =Ill minorpent=EGABD
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BLUES SCALES

The minor blues scales are six-note scales: the same notes as minor pentatonics, with the
addition of bS. The intervals are 1 b3 4 b5 [nat.]5 b7.

InC: llminorblues= D F G [AY Alnat] C

liminorblues= E G A Bnat] D

Viminorblues=A C D Eb| E[nat] G

Even though the b5's of the minor blues scales are not in the major scale (for example, C
major does not contain Ab, Bb or Eb), the blues scale is such a strong sound that your ear will
accept the extra note with no problem, adding spice to the regular pentatonic sound. So any
time the minor pentatonics are appropriate, the minor blues may also be used.

The major blues scales are six-note scales, the same notes as the major pentatonics, with the
addition of b3. Theintervalsare 1 2 b3 [nat]3 5 6.

InC: | majorblues =C DEb E[nat] G A
IV major blues = F G Ab A[nat.]C D
V major blues =G ABb B[nat.)DE

Notice that the major and minor blues are inversions of each other. (This is essentially the
difference between blues and country styles).

InC: | majorblues=CD EbE[nat]G A = VI minorblues = AC D Eb E[nat.] G
IV major blues = F G Ab A[nat.] C D = Il minor blues = D F G Ab A[nat.] C
V major blues = G A Bb B[nat.] D E = lll minor blues = E G ABb B[nat.) D

Again, even though the b3's of the major blues are not in the major scale, your ear accepts
them and so the major blues may be used any time the major pentatonics are appropriate.

Since the major pentatonics/blues scales contain the same notes as the minor pent/blues,
the use of the minor is more common in contemporary pop, rock and jazz (the major
pent/blues are used in country music). | refer only to the minor pent/blues in this book and
leave it to you, if you want, to remember that the majors are available as well.
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Opening/Foreword

Soloing Concept
Examples 1-9

Examples 10-14
Examples 15-20
Examples 21-26
Examples 27-33
Examples 34-37
Examples 3843

Example 44 (Cat Pause)
Example 45 (Cat Sneeze)
Examples 47-52
Example 53 (Stickman)
Examples 54-59
Examples 60-69

Example 70 (Bumble Tree)
Examples 71-75
Examples 76-78
Examples 79-81

Examples 82-85
Examples 8688
Examples 89-92
Examples 93-95
Examples 96-105
Examples 106 (DX9-Trillion)
Examples 107 (Fried Zucchini)
Examples 108-111
Examples 112-117
Examples 118-120
Examples 121-124
Examples 125 (Northbourne Avenue)




FRANK GAMBALE
THE FRANK GAMBALE TECHNIQUE
BOOK 1

Frank Gambale is one of the most distinctive guitar players on the
scene. He sounds like a happy hybrid of a jazz player's love of har-
monic lines, a metal player's love of arpeggios and a full singing legato
tone, as if George Benson, Malmsteen and Holdsworth collaborated
onasingle solo. His speed/sweep-picking technique is already legend-
ary, so this new book is a welcome instructional publication.

The Technique Book looks at the way Gambale solos over chordal har-
monies. The method is structured around six basic chordal types (minor
7,maj 7,dom 7, altered dom 7, min 7 flat 5, and diminished) approached
five ways: by diatonic scales (selected based on the tonality required),
pentatonic/blues scales, four-note arpeggios, triads (both as notes and
chordal fragments) and two-note intervals. This book is the first of two
and covers the first four chordal types. '

The Technique Book is a method for examining what all these
possibilities sound like over a given chord. Gambale provides all the
options and then tells you what his preferred sounds are in context.
It ends up that what Frank plays are moving harmonic progressions

- superimposed over more or less static chords or vamps. The melodically
phrased progressions selected give his solo lines harmonic interest and
internally generated movement (in contrast to the usually single modal
approach used by the average rock player).

The Book is an exposé of how to use rather simple musical materials

to create sophisticated solos by combining them in specific ways.
Without burdening the player with overly theoretical jargon, Gambale
shows how to play harmonic extensions to basic chordal sounds that
end up sounding rather “hip.” Jazz players have been using these tech-
niques for decades and this book explains them to the guitar player.

A short and pithy appendix covers all the theory basics you need. If
you follow the fingering notation you will gain insight into Gambale’s
mastery of the fretboard.

Examples of what each scale approach sounds like are on the accom-
panying audio cassette. The examples are well chosen and sometimes
he plays them at several tempos, even at his usual blistering rate. The
tape begins and ends with some typical Gambale soloing for those who
dont know why he is considered a guitar hero.

The Frank Gambale Technique Book is a valuable source of new ideas 59 USMW&!LL .

forthe guitarist wishing to expand beyondthe usual melodicterritories.  ¢24.95 MMBKOOO2AT
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