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SCALES

Scale - Cones fromthe Latin word scal a neani ng " Ladder™.

A scale is a set pattern of notes put into ascendi ng or
descendi ng order. The nost popul ar used consi st of seven
notes, these are: 1) Major 2) Natural Mnor 3) Harnonic
Mnor 4) Melodic Mnor. There are also 5 note scal es

1) Major Pentatonic 2) Mnor Pentatonic (Penta=5 Tonic=
Tone) 6 note scales: 1) Blues 2) Wwole Tone. Another 7
note scale that is considered an altered scale is the

D m ni shed scale. The D m ni shed and Wol e tone scal es are
al so considered to be symretrical, because theyfollow a
repeating pattern of whole steps and half steps. And
finally, a 12 note scal e naned the Chronmatic scale. | be-
lieve it was given this nanme because it consists of all 12
notes, and when played rapidly it has a very shimery or
shi ney sound sort of |ike chrome. This nay be correct or
it may just be a way that | was taught to renmenber it by
sone col orful Teacher.

The nost common, and t he one you should be nost famliar
with is the Major scale. The Mijor scal e consists of
seven notes set in a specific whole-step half -step
(known as 1S & 1/2S from now on) pattern. W neasure steps
on the guitar as frets. Every fret =1/2 step, therefore
every 2 frets =1 whole step
The specified pattern for the Major scale is:

whol e-whol e-hal f -whol e-whol e-whol e-hal f
I n other words, the di stance between the first and second
notes is 1 whole step, between 2 ¢ 3 is 1 whol e step,
between 3 & 4 is 1/2step and so on. Therefore to construct
any Major scale, begin with its root and foll owthe 1S-1/2S
f or mul a.



SCALES QONT.

In Music we use a total of 12 notes, no nore no |ess.
They are:
_A#, c#,

A -B-C- —D—D#/ -F#/ -G-

Bb Db Eb Gb
1 2 3 4 5 A/ 17 R o 10 11 12 (1)

Every note has a Major scale. Use the Major scale

1s-1/2s pattern to construct it.

Bef ore doing so, oneinportant thing that you need to

real i ze may have slipped past you. If you | ook at the

chart, you will notice that 2 notes are mssing, they are

B#/Cb and E#/Fb. These 2 notes do not exi st because the distance
between B&C and E& is only 1 step, every other natural

note (A-B, &GD, DDE, FG GA has 1 whol e step between

them That is just the way the notes occur. Study and

renenber that chart.

On the chart we see 2 kinds of notes, 1 letter naned
notes and 2 letter naned notes. The 2 | etter naned notes

are said to be "ENHARMONI C' neani ng the sanme tone with

2 different nanes. |If you |look at a note, say, A you wll

notice that to the left of it is G#/ and to the right

A# Ab
of it is /Bb.Oneither side Ais followed by # or a b



SCALES QONT.

On the guitar neck find A(5th fret first string). Now

nmove your finger toward the tuning pegs or lower (flat).

That note is on the 4th fret whichis 4 step below A
or A flat. Nowfind the note 3 step above A or the 6th
fret, this note is known as A sharp. You can alter any

note in this manner.

Again referring to our chart, if we take all of the

Natural notes, or notes without sharps or flats, we get:

ABCDEFG

When we anal yze this pattern and wite down its 1s 1s

pattern, we get:

(renmenber between B&C and E&F is only % step)
If we rearrange this pattern so that we start on C,

we get the 1S-3S pattern equal to the Mjor scale.

Thus the scale of C Major has no sharps or flats.



SCALES QONT.

Havi ng | earned howto use the 1s-3s fornula, let's
construct another exanple. Use G

G, Ay B%C.I Dy E, F NI Renenber between
Eand » is onlt { step. So to nake this one whol e step,
which is what the formula calls for, we nust increase the
di stance by { step. So F becones E#! The correct spelling
of the GMajor scaleis: GABCDETF# G

Get the picture? Good, now let's do F Myj or.

D d you renenber that there is % step between the A and B

thus creating Bb?

Hopeful Iy you' ve | earned sonmething fromthis. A scale is

a songs vocabul ary, and we need to know how t o const ruct

a scal e to speak the | anguage of that song. As you can see
scal e construction is not hard, as a matter of fact it is
quite mathematical. Al you do is followa particul ar
formula and you' ve done it. OO course this is only one

of many scales, but | feel that this is the nost inport-

ant one.



SUPPLEMENT TO SCALES

VWHOLE STEP HALF STEP FORMULAS FOR OTHER PCPULAR SCALE

1) Major Scale 113111 3
2) Natural Mnor Scal e 1311311

3) Harmonic Mnor Scal e 13411415 3%
4) Melodic Mnor Scale 131111 3

5) Maj or Pentatonic Scal e 11151 1%

6) Mnor Pentatonic Scal e 1211131

7) Blues Scal e 131 3 3 13 1

8) Wwol e Tone Scal e 1711111

9) Dmnished Scale (3 1) 11113131
10) Di m nished Scale (1 1} 13131351 3
11) Chronatic Scal e 333332333333
12) Altered Scal e 31311313

These, | feel, are the nost inportant scal es that

are used. There are nore exotic scal es, scal es of the
East, and variations on the above scal es just to nane

a few Notice that the D m ni shed Scal e has two forml as,

One begins with a half step the other with a whol e step.



| NTERVALS

An Interval is defined as the di stance between two notes.
Usually the low note is designated as the root and the
di stance is nmeasured up fromthere.

To fully understand intervals, let us first reviewthe

Maj or Scale. Let's use C Myjor:

The seven note nanmes al so have synonynous nunerical nane.

In the key of C Major they are:

C DEVF GADBC

1 2 3 4 5 6 7 8
The nunbers are pronounced: Root or Unison (1)
Second (2) Third (3) Fourth (4) Fifth (5) Sixth (6}
Seventh (7) and Cctave (8)
And so, when neasuring di stances between t hesenotes, start
with the root ¢, and neasure to the note above. Try GD
Cis theroot and Dis a second up, so the interval is a
Maj or second. Try Cto A, Cis theroot and Ais a Mijor

sixth away, so the interval is a Maor S xth.

Each Interval al so has a proper nane, kind of |ike M.,

Ms. or Mss. The nanes are Major and Perfect.



| NTERVALS QONT.

In the key of C Major, the nanes are:

C - C Wni son
C - D Mgjor 2nd
C- E Mgjor 3rd
C - F Prefect 4th
C - GPerfect 5th
C- AMjor 6th
C-B Mgjor 7th
C - C Perfect Cctave

There are also formulas, using 1s - %8, to figure out

intervals. They are:

C-C o steps Unison
C-D 1 step Mjor 2nd
C-E 2 steps Mjor 3rd

C - F 2% steps Perfect 4th
C - ¢ 33 steps Perfect 5th
C- A 4% steps Mjor 6th
C- B 5% steps Mijor 7th

C-C 6 steps Perfect Cctave

Just start with a root, count the nunmber of 1s - fs,

use the chart, and find the I nterval nane.

10



| NTERVALS QONT.

Do you renenber that notes can be altered by either
raising or lowering the pitch? You do this by either
nmovi ng your finger up, to raise the pitch, or down to

| ower the pitch. Move just one fret at a tirme.

VIl we can also alter the intervals in the sanme way.
The reason we do this is to construct other scal es and
to create different "HARMONI ES' in a song.

Now, t here are only certain changes that can be done to

Maj or and Perfect Intervals. They are:

D mnished - Mnor - NAJCR - Augnent ed
D m ni shed - PERFECT - Augnent ed

Notice that the Major has three alterations and the
Perfect has only two. |'ve got ny ideas on this. There
are 3 Perfect intervals, they are Perfect 4th, Perfect 5th
and Perfect Unison (or Cctave). In the Major Scale 2 out
of 3 of these intervals have another natural interval

one half step below them 1 below Perfect 4 is Major 3,

._s

3 step bel ow Perfect Unison (Cctave) is Major 7.

Now as far as perfect 5th goes, the flatted 5th is quite
a uniqge interval. The b5 is the exact mddl e of the Scal e,
and causes the nost TENSI ON of any other interval. There
may be a different theory as to why these intervals occur,

but this theory nmakes sense to ne.

11



| NTERVALS QOONT.

So, the nanmes of all of the intervals, wthin one

octave (between C and cC) are:

(& D E F G A B c
P1 A1 M2 A2 M3 P4 A4 P5 A5 M6 A6 M7 P8(1)

D2 m2 D3 m3 D4 A3 D5 D6 m6é D7 m7 D8 A7

As you can see, all Perfect Intervals can be altered to
ei ther O m nished or Augnented. Al Myjor Intervals

can be altered to either D m nished, Mnor or Augmented.
Now, when asked to neasure an interval within the C Mjor
Scal e, the root may not always be C W can neasure the
di stance between any two notes. Just consider the | ower

note the root, and nmeasure up fromthere, using whole

steps and half steps. Here's the chart:

P Unison 0 steps
A1 n2 3 step
M D3 1 step

A2 m3 13 steps
M8 D4 2 steps

P4 A3 2% steps
Ad D5 3 steps

P5 D6 3% steps

mé 4 steps

M6 D7 4% steps
A6 n¥ 5 steps
M/ D8 5% steps

P8 A7 6 steps
* P= Perfect M= Major m= minor D= Diminished A= Augmented

12



| NTERVALS QOONT.

Now, let's neasure some intervals. Al you need to do is
count the nunber of 1s - %s between the two notes, refer

to the chart, and there you have it. But renenber when

counting 1s - %S,thereis only % step between B & C,

and E & F
Ckay, Let's try Cto F

Cto C# st ep,

Nf=

=

C# to D 3 step,

D to p# st ep,

N|=

D# to E st ep,

=

E toF % step (E to Fonly % step)
2% steps
Look at the chart, find 2% steps, what does it equal ?
It equal s a Perfect 4th.
Now try A to Db.
AtoB 1 step

|_.

BtoC 3 step
Cto Db 3 step
2 steps
Look at the chart, it says 2 steps equal s either
a mgjor 3rd or a Dmnished 4th, which is it? Well,
now s a good tinme to address this issue. There is arule
pertaining to this, and the rule says that the interval

is a D mshed 4th.

13



| NTERVALS QGONT.

V¢ were asked to neasure the di stance between A and Db.
Dbi st he key as to why the interval is a p4. If you | ook
at the key of A Major, AB c# DE F# G# A you see that
D is the 4th. That neans that Db is sone type of 4th.
Using the chart we find that an interval of 2 steps
is either a Major 3rd or a D mnished 4th. Know ng that
we nust find sone sort or 4th, we know that the correct
answer is a D mnished 4th.
D d you understand that? It can be a little confusing.
So let's try another one. F to Eb

FtoG 1 step,

Gto A 1 step,

Ato B 1 step,

BtoC step

Nl=

CtoD 1 step,
Dto Eb

S

ste

5 steps, Augnmented 6th or mnor 7th
How many letters away is Eb fromF? Count F as 1,
Gas 2, Aas 3 Bas 4, cas 5 Das 6, and E as 7.
Ckay, so the answer is sone kind of 7th. If Eis the
Major 7th then Eb is minor 7. Easier? | hope you have
It now, if not you should ask your teacher or maybe

go to the library and | ook up Intervals.

14



| NTERVALS QONT.

You can nmeasure any 2 notes like this and al ways

come up correct.

I nterval s have al ways gi ven students trouble. | believe
it's because we use the words second, third, fourth,
fifth, sixth, and seventh to nean two different things.
In the key of C Mgjor, Dis the second degree of the
scale. True! But, the distance between F and Gis a

Maj or 2nd. How can this be? Wll, Dis the second

degree because that is its nanme, and the space between
Fand G(which in the key of Cis the 4th and 5t h)

is 1l step or a Major 2nd. You nmay be able to renmenber
this alittle easier if you think that an Interval wll
al ways have that nane before it, |ike Major or DO m nished.
The Scal e degrees will only be called a name |i ke second,
third etc..

Hopeful Iy, you now understand | NTERVALS! Agai n, just

i ke scales, this is another Mathenmatical subject.

Use a formula, find an answer.

15



BASI C NOTATI ON

W' ve tal ked about Scal es and Intervals and we' ve used
all of the note nanes possible i.e. A#, C, Db and so on.
What we haven't discussed is how these notes | ook nusic-
ally. There are a few things that need expl ai ned before
we go on. The next chapter will be on rhythm but to
under stand rhyt hm not ati on, we need to know tine sign-
atures, and what notes look like. So, if you | ook at

exanple 1, you will see a STAFF

The Staff is made up of 5 lines and 4 spaces. Each |ine
and space has a specific nanme. The |ine or space that a
nota sits onisits nanme, like A or F

Now, positive designation of the lines and spaces is
determned by the A EE. There are a nunber of CLEFS,

but 6 string guitarists basically only use just one,
although 1"l showyou 2 The nmain one i s shown in exanple

2, thisclef is called the "TREBLE CLEF" or the "G CLEF".

Ex. 2 W

16



BASI C NOTATI ON GONT.

It is called the "G' CLEF because it tells us which
line is considered G Then once you find which |ine
is G you can conplete the staff fromthere. The line
that is considered Gis, the 2nd line fromthe bottom

As in exanple 3.

. D)

Ex. T

i

ah

We can renenber that the G CLEF desi gnates G because
there is a "Bull's Eye"” or target that rests on the

G line, see exanple 4.

Ex. 4 h

ap

Now t hat we know which line to start with, we can

fill intherest, all we need to knowis in which
directionto go. If we go up fromG to the next space,
we get A up fromA to the next line B, to the next
space C and so on until we get to the top line F

Now, go down fromour first line G to the bottom
space F, and then finally to the bottomline g,

See exanpl e 5

17



BASI C NOTATI ON GONT.

el

To nmenorize the |ines and spaces, there are two hel p-
ful phrases. For lines it is: Every €ood Boy Does Fine

For spaces it is the word E - A - C - E See exanple 6.

Ex. 6 il

IO

The other def that 1'11 show you is the "BASS CLEF"
or the "F CLEF'. (oviously called the "F' CLEF because
it denotes where F will be |located on the staff.
Exanpl e 7 shows the clef, the F |ine and the rest of

t he Bass d ef note nanes.

\
(@]
v o]

These Basic Notations are the building bl ocks of Misic.
The faster you learn to recogni ze them the easier it

will be to read and understand Misic.

18



BASI C NOTATI ON QGONT.

If you think of the staff as a road nmap, and the clef
as the | egend, then we nust notate sonething to equal

amle, this will be a MEASURE A neasure is a part

of the staff. The staff is broken down i nto equal
neasures. A neasure i s the space between two BAR LI NES.

You will also hear Bar Lines called MEASURE LI NES, they

both nmean the sane thing. See Exanple 8 (Al exanples
will followthissection on nesures, endings and signs),
You will learn nore about neasures in the rhythm chap-
ter, | just wanted you to be famliar with the term
Ckay, one last thing that conpletes a map i s, what route
to take. This is designated by the "REPEAT SI G\S',

"ENDI NGS' and " CCDAS'.

Repeat signs |look |ike double bar Iines (neasure |ines)
with two dots. The dots can be on either side of the |ines
dependi ng on which side of the line is to be repeated.
Exanpl e 92 shows a repeat sign with the dots on the

left side. If thisis the only repeat sign so far, in

t he song, then you nust repeat all the way back to the
begi nning of the song. Exanpl e 9B shows 2 repeat signs.
The first one has the dots on the R GHT side of the

bar 1ine, the second one has the dots on the left side

of the bar line. This neans that the nusic i n between

these 2 signs is to be repeated. 9c shows the sane as

98 except, there is an endi ng nunber above the | ast

neasure in the repeated area, and anot her endi ng nunber
over the neasure immedi ately follow ng the repeated area.

19



BASI C NOTATI OGN QONT.

Wat this neans is that you play the nusic between the
2 repeat signs usi ngﬂ first ending, then after re-
peati ng the passage the first ending and go right
into the second ending. This doesn't necessarily nean
the end of a song, just the endings to use on the re-
peated piece of nusic. You nmay see the first endinq
nunbered nore than once, if that is the case, repeat

t he phrase between the 2 repeat signs using the first
ending as many tinmes as designated. |In other words,

If there are 3 nunbers in the ending, as in exanple

9D, play the phrase once, twice and three times using
the first ending. Then repeat the phrase once nore
again, only on the fourth tinme use the 4th endi ng.

Al so, the distance between the 2 repeat signs has no
l[imt, it may be pages long. Just nake a nental note of
the repeat sign with the dots on the right because you
will see another repaet sign, with the dots on the left,
telling you to go back to the first repeat sign
Now | et's tal k about the CCDA. The CCODA is defined as
" .. a short passage added at the end of a conposition
toround it off" A Coda is nusic that you will find
witten at the end of a song, with a sign next to it
that | ooks |ike the sign in exanple s. The word " CODA"

usual | y acconpani es the sign.

20



BASI C NOTATI OGN GONT.

Now, at the end of a song that includes a Coda you
wll find one of two phrases: 1) p.c. al Coda
2) DS al Coda These phrases respectively mean:

1) Da Capo al Coda or repeat fromthe beginning until

you see the Coda sign

2) Dal _Segno al Coda or repeat fromthe sign unti

you see the Coda sign.

The signs for these phrases are in exanple 9F.

Once you play the nusic between either the beginning

and the Coda sign, or the Sign (¥) and the Coda sign,

go straight to the Coda at the end of the score and
finish the song there. (Goda is not hard to understand
once it is explained.

You nmay al so see the phrase DC al Fine, or DS al Fine.
These nean fromthe beginning to the Fine or finish,

or fromthe Sign (5) to the Fine or finish. The signs
for these are the sane ones used for exanple 9rF except,
you play until you see the word "FINE",or finish,
witten above or bel ow a neasure, this is where the song
ends.

And finally there is the DOUBLE BAR LINE this usually

signifies the end of a song or passage or key. This | ooks

just like a repaet sign, only wthout the dots.

21



BASI C NOTATI ON QGONT.

Ex. 8 - Bar Lines (nmeasure Lines)

X

9A- Repeat Sign used when you repeat fromthe

begi nni ng

X

9B- 2 Repeat Signs used when repeating what is found
I N between.

9c- 1st and 2nd endi ng

9p- Mul tipl e endi ngs

9e- Coda Sign

9F- Da Capo al Coda, pal Segno al Coda

9G- Da Capo al Fine, pal Segno al Fine

Ex. 8 Ex 9a
T
MPASHRE =1
: i
T A
MEASURE LINES - — —
e Bx._9c 7 .

Ex. IF  pC  al Coda. D.S.:sal CodaB%: 26 DC al Fine. DS % al Fine

I
| | |
| i |

22




RHYTHM

Rhythmis defined as a regular or neasured fl ow of
sound or of action; measured periodi c novenent; re-
gul ar recurrence; synmetry.

In sinple terns when you hear a song and tap your foot,
you are keepi ng Ryt hm

Wien you | ook at a note you see two things: 1) The
appearance of the note ie. flags, stens and note heads.
2) The pl acenent of the note, on what line or space it
appears. The appearance of the note tells us how | ong
or short tolet it ring, whichis called duration.

The pl acenent of the note tells us what pitch to play.
In this Chapter, we will deal with both appearance and
pl acenent .

First,let's | earn what the notes look like. Let's

start with the WHOLE NOTE. ( Suppl enent Page A will have

all of the notes and their values, that we tal k about).

In the nost common tine or 4/ the WHOLE NOTE r eci eves

4
4 BEATS. What that neans is that you let the note ring
for 4 whole beats, no nore, no less. That's 4 conpl ete
beats. A beat equal s one foot tap.

The next note you see is a HALF NOTE wow, if a Wole
Note recieves 4 beats, how many beats will a half note
recieve? What is half of 42 2 That's right! Do you see

what we're doing? W're just dividing in half!

23



RHYTHM GONT.

The next note is a QUARTER NOTE. |If a whole note recieves

4 beats, a half note recieves 2 beats, how nany beats
will a quarter note recieve? 1 is the correct answer!
So far:
WHOLE NOTE 4 BEATS
HALF NOTE 2 BEATS
QUARTER NOTE 1 BEAT

If you are having troubl e renenberi ng these nunbers,

t hi nk of Mbney.

1 WHOLE DOLLAR 4 QUARTERS
DALLAR 2 QUARTERS
DALLAR 1 QUARTER

=

N|—=

Ah Yes, nowit's easier to renenber. Ckay, CGet those

under your belt and tackle these next:

L ONE EI GHTH NOTE 1 BEAT
', ¢  ONE SIXTEENTH NOTE 3 BEAT
L ONE TH RTY SECOND NOTE '/, BEAT
L ONE SI XTY FORTH NOTE 1/, pear
'/,,5  ONE - ONEHUNDREDTVENTY El GHTH NOTE 1 /,, BEAT
t s ONE - TWD HUNDRED FI FTY SIXTH NOTE '/, BEAT

24



RHYTHM GONT.

And it can keep going but that woul d be ridicul ous.

As you can see, notes are just divisions of other notes.
There are quite a nunber of conbinations of these
notes, but I onlt wanted to show you what they | ook
like and their value. It will be up to you to math-
ematically figure out what a conbi ned nmeasure woul d
sound |ike.

Just as there are notes that designate howlong to
hold a note, there is a notation to tell you how | ong
NOT to hold anything. These are called RESTS. Their
chart is on the Suppl enent Page. Just think of each
note having a rest of the sane value ie. Wole Note-
Whol e Rest- 4 Beats, Half Note- Half Rest- 2 Beats and
Quarter Note- Quarter Rest- 1 Beat and you can keep
going EEghth Note and rest, Sixteeneh Note and rest
etc. etc. etc.

You "Hol d" a Rest for just as long as you hold a note.
Rermenber, when you "Play" a rest, do just that. DO NOT
| et sonething ring through the rest. Wen you rest you
nmust "Play" SILENCE. Miute anything that may ring

There are deviations to note and rest duration. They are
the DAOI and the TLE These are easily defined. The dot
will be found directly to the right of the note that

it isto affect. It only affects the duration not the

pi t ch.

25



RHYTHM GONT.

The dot works like this; If you have a dotted hal f

note, in other words, a half note with a dot directly
totheright of it, it recieves 3 beats. The way that
you get this is, the dot recieves one half the duration
of the note that it affects. So, a dotted whole note
woul d reci eve 6 beats, because a whole note gets 4 beats
and the dot gets { of that which would be 2, so 4+2=6.
Try a dotted quarter note, the quarter note recieves

1 beat, the dot recieves { of that which woul d be

% beat, so 1+4= 11 Beats. Get it? Good | hope you will
try the rest of the notes that are on the Suppl enent Page.
The TIE does just that, it ties two or nore note to-

gether. And when it does you pick only the first note,

and hold it for the total of them



RHYTHM GONT.

| mentioned TI ME SI GNATURE before, now s the tinme to

address it.
At the beginning of a song you'll always find the

Time Signature, it looks like a fraction. (See Supp-

| ement Page) Think ofthis fraction as 2 seperate nunbers.
4

If you see think of it as 4 and {. THe top nunber

4 7
4 means that there are 4 beats in 1 neasure (renenber
neasures?) that is all that you tap your foot for.

4 times for each neasure that goes by.

The bottom nunber or ; neans that the  (quarter note)
reci eves one of those beats. Do you understand where |
got these nunbers? You don't actually see 4% you see
4/4, just take the top by itself 4, and then take the
bott om nunber 4, and think of it as the bottom nunber

of the fraction %.

Ckay, in 4/4 time you play 4 quarter notes in a neasure,
because the quarter (bottom nunber) reci eves one beat,
and there are 4 (top nunber) beats in 1 measure. There
are other tine signatures |like 3/4. This means there
are 3 beats in a neasure and the quarter note gets one

beat. Get it? Good. Now take /., what happens here?

8
Seven beats (top nunber) in a neasure, and the 1/
(ei ghth note) recieves one count. You see that thg quarter
note doesn't al ways recieve the one beat, although that

IS the nost popul ar signature, it does not always

happen t hat way.

27



RHYTHM QGONT.

I need to nention that when the eighth note recieves
one beat you nust base all of the other notes on this.
In other words, if one eighth note = 1 beat, then 2
eighth notes (or 1 quarter note) gets 2 beats. 1 half
note which equals 4 eighth notes will recieve 4 beats.
Do you underestand this? Al of the notes are rel ated
to each other in the sane way, no matter what the tine
signature is. It just depends on the tine signature
to l et you know which note recieves one beat. It wll
al ways take two half notes to equal a whole note, two
quarters to equal a half, two eighths to equal a quart-
er and so on.

2

So, let me ask, can you have

/,5 time? NO you can

17
have 2 beats in a neasure but, there i s no sevent eenth
note to reci eve one beat. Renenber the bottom nunber

has to be the nane of a note:

/1 whol e note gets one beat
?/2 hal f note gets one beat
?/4 quarter note gets one beat
?/8 ei ght h note gets one beat
?/16 si xteenth note gets one beat
32 thirty second note gets one beat
'?256 '?128, '?64 etc. etc. etc.
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Time Signature - T(

SUPPLEMENT PAGE A

Whole Note

4 Beats

Half Note

2 Beats
Quarter Note
1 Beat
Eighth Note
1 Beat

Sixteenth Note

+ Beat

Thirty Second Note
1/8 Beat

Sixty Fourth Note

1/16 Beat

One Hundred Twenty-
Eighth Note '/, Beat
Two Hundred Fifty-

Sixth Note 1 B eat

/64

W wg w W

I 29

Whole Rest

4 Beats
Half Rest

2 Beats
Quarter Rest
1 Beat
Eighth Rest
1 Beat
Sixteenth Rest
+ Beat

Thirty Second Rest
1/ Beat

8
Sixty Fourth Rest

1

/,¢ Beet

One Hundred Twenty-
Eighth Rest '/, Beat
Two Hundred Fifty-

. 1
Sixth Rest /64 B eat




KEYS

Keys coul d be conpared to different types of "accents".
If you think of all of Misic as the English | anguage,
think of the different keys as different accents, like
a Sout hern Accent, a New York Accent, a Texas Accent,
and so on.

There are twel ve keys, and what a key does is let the
pl ayer know what notes the witer used and this in turn
| et s he/she know whi ch notes to use and al so whi ch notes
not to use

The Key is the sane as the Major scale idea. If the

key is A Major, you would use the A Major scale, if

the key is F# Major you woul d of course use the F#
Maj or Scal e, and so on. You find out what key a song

Is in at the Key Signature. The Key Signature is | oc-

ated at the begi nning of the piece right next to the
Time Signature. The Key Signature is nade up of either
Sharps (#), or Flats(b), in a particular order. You

may al so see a Key Signature with no sharps or flats,
this would nean that all of the notes were natural.
Renenber that when a Sharp or a Flat is used, it affects
the note it is next to, in either sharping it (in-
creasing its pitch) or flattening it (decreasing its

pitch).
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KEYS CONT

Renmenber when we di scussed scal es, and we tal ked about
sharps and flats, we said that the accidental (sharp or
flat) affected the note that it sat next to. That's
true but, al so renenber that when the nmeasure that it
was i n was through, the accidental was cancel | ed.

Wl |, could you inmagi ne a song that had all r,c,G,D and
A sharps, and what that paper would |l ook |ike? This is
why we have Key Signatures. The Key Signhature is |oc-
ated only at the beginning of the song and it is up to
t he player to renmenber which notes are affected.

Al t hough the seasoned player usually just learns to
recogni ze the fretboard in a particul ar key, so there
IS no conscience effort to renenber which notes are
affected . The player sees the Signature and then vis-
ualizes the fretboard in only that key. This of course
comes with much time and practice. It won't happen
over ni ght.

Al so, in the Key Signature, just as in the Major Scal e,
you may have sharps or flats but never both. If you
use a sharp to affect a note, you nust use all sharps
to affect any other notes, same with flats. The only
exception to this rule is if the key changes, which
can happen. You will see a new Key Signature if the
key changes though, they won't just assume that you

know t hat the key is changi ng.
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KEYS QGONT.

Once you know what notes are sharpened or flattened,
you can construct its 1sS-is patternto find out its
Maj or Scal e, which of course would al so be its key.
You can either do this all the time, or nmenorize the
nunber of sharps or flats that appear in what key.
Now, | nentioned that the accidentals occur in a

particul ar order, the order for Sharps is:

F C G D A E B

The order for Flats is:

B EADGTZCF

Notice that the orders are exactly opposites of each

other. They appear in a particular order also :

<
-
>

._.
Y

a'd
A
|
3
|

InNY P

N |\ —
TLtﬂVjQ‘\{:QT'* '
=

-

*Notice that the line or space that the note sits on
goes directly through the mddle of the accidental.
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KEYS CONT.

Let me give you the chart of Keys in order with

the number of sharps or flats that are contained in

them:

C#

L Cb

L—Gb

L Db

Ab

Eb

Bb

CDEFGABC
GABCDETF#G
DEF# GABC#D
ABC#DETF# G# A
EF# G# A B C# D# E
B C# D#¥ E F# G# A# B
F# G# A# B C# D# E# F#
C# D# E# F# GH# A# B# CH#
Cb Db Eb Fb Gb Ab Bb Cb
Gb Ab Bb Cb Db Eb F Gb
Db Eb F Gb Ab Bb C Db
Ab Bb C Db Eb F G Ab
Eb F G Ab Bb C D Eb
Bb CDEbF G A Bb
FGABbLbCDETF

CDEFGABC

IN

N W

Sharps
Sharp
Sharps
Sharps
Sharps
Sharps
Sharps
Sharps
Flats
Flats
Flats
Flats
Flats
Flats
Flat

Flats

*Notice that there are 16 different keys and | said

that there were only 12. Well,
1) B-Cb 2)F# -Gb 3) Cc# - Db you will

if you look at

notice that

the tones sound the same even though they are spelled
differently.
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KEYS GONT

Looki ng at the chart you will notice that between

the keys there is only a one note change.
FromG(GABCDETF#G)toD (DEF# GABC# D),
the notes are the sane except that the Cis sharpened,
that is only a half step change. And that happens all
the way through the keys ( renmenber that there are 3
keys with twins, don't count them seperately) This
common pattern of changes nakes a conmon | nterval
Pattern between the keys, that interval is a fifth.
There is a fifth between the root of 1 key and the
root of the key that occurs when only a 3 step change
is made to the original key. This sane pattern goes

on between keys and is commonly referred to as the
Grcle of Fifths. You nust remenber that when you take
one key and alter its 1S 3S pattern sonewhere by 1 step,
You change the 1s 1s pattern. Thus the Major Scal e
nmust change because to have a Major Scal e, you need
tofollowthe 1 1 2 1 1 1 % step pattern. The root

change between the 2 keys will b 0 0 12T] -0€-4s



KEYS QONT.

ment. If there is a cl ockw se novenent there nust be
a countercl ockwi se novenent, there is. This novenent
is called the Grcle of Fourths. It is called this
because the di stance between the keys is a fourth.
Also if the cl ockwi se novenent is upward then the
count er cl ockwi se novwrent nust be downward, it is.
Using the chart, if you begin with Cat the top of the
page and nove down, you would nove in fifths, if you
begin with C at the bottomof the page and nove up,
you will nove in fourths. Here is the chart that is

commonly known as the Grcle of Fifths/Fourths:

c C RCLE CF FI FTHS
G
F
D
Bb
Eb A
\ Ab
\ E
Db Cb
# Gb : B
CIRCLE OF FOURTHS C #'"
F
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KEYS CONT.

So far, all we've tal ked about are Major Keys. There
are, of course, Mnor Keys-And, if there are Mnor Keys,
there nust be Mnor Key Signatures, well sort of.

There are only 12 Key Signatures, but, there are 12

Maj or Keys and 12 Mnor Keys. This | eaves us 12 Key
Signatures short. A Mnor's key signature does not

ook Iike A Major's, it happens to look Iike C Mjor's.
A Mnor is said to be the RELATI VE M NCR of C Mjor.

The Rel ative Mnor key uses the Key Signature of its

Rel ative Major. So, we need a chart of all of the re-

| ati ve keys together. But first | will tell you howto

figure out which Mnor and Major Keys are rel ative.

If you take a Major Scal e (which would be of the Mj or

Key of the sane nane) let's use C Myj or:
CDEFGABC

Find the sixth scale degree, A and that is the root of

the Relative Mnor Key. Nowtry F Mjor:
FGABOLCDETF

Find the sixth, D So, D Mnor is the Relative M nor

of F Magjor. Cet It? Good!

Let's try it in reverse, the key is F# Mnor. Nowto

figure out its Relative Major go up 13 steps.

FFtoG=21GtoA=1s0, F#toAis 13 steps (mnor third

interval) away. Therefore A Major is the relative

Maj or of F# Mnor.
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KEYS CGONT.

Here is the chart of Major Keys and their Relative
M nor Keys. Al so, just go backwards fromthe M nor

Keys to get their Relative Mjors:

MAJCR KEY RELATI VE M NCR KEY

C A

G
D B
A F#
E C#
—B G#
F# D#
C# A#
L;ij Ab
Gb Eb
Db Bb
Ab F
Eb C
Bb G
F D
C A

*pon't forget that 1) B - Cb 2) F# - G 3) c# - Db
are pretty much the sane keys just spelled differently.
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CHORD CONSTRUCT ION

Before we get into this chapter, you nust nake sure that
you understand Scal es and Intervals, do you? Quick, what
is the 18 s pattern for a Magjor Scale? 1 1 2 1 1 1 %,
good! In the key of C, what is the interval distance
between C and F? A Major 4th Geat! How about between

C and ©? Not a Major 5th (that would be C - G}, a

D m ni shed 5th, correct. Al right you do know what you
are tal ki ng about.

Now, let's talk about sone terns. Interval is the dist-
ance between 2 notes. An Interval is not a chord it is

a distance. The small est chord possible is a TR AD.
ATriad is a three (tri) note chord. You need at |east 3
notes for a chord, but how do you know whi ch ones to use?
VWell, arule that you may not know about but you need for
chord construction is: Al chords are built in Thirds.
That sinply nmeans this; take the root C, root is the
base for ths chord, the chord is nanmed for the root. Ckay,

Cis our root, for your reference, here is the C Major Scale:

CDEFGABC

Cis theroot, what is a third up fromthere? Don't
worry whether it is Magjor or mnor just tell ne a third
anay. Cis afirst pis a second so Eis the third.

Cto E okay what is a third up fromE? Eis afirst, F
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CHORD CONSTRUCTI ON GONT.

is a second so Gis the third. So, the C Major Triad is
spelled GEG

Now, | realize that we said Cis the root, whichit is we
are spelling a C __ chord, sone type of a Cchord. In
our first interval we used C as the first D as the second,
and Eis our third, correct. W need to find a third up
fromE, so we used E as our base for the interval, but
why? If Cis our chord root, shouldn't we have used C?
Vell, we are building a chord and the rule is that you
build a chord in thirds. That neans a third on top of
athird ontop of athird. So, if we only used C as our
base for neasuring third intervals, we would keep com

ing up with Cto E W'd never cone up with anything el sel
What you do is find a third up fromC, which is E, then
find a third up fromE, whichis G If w wanted to keep
going we would find a third up fromgc, which would be B
So , our chord is spelled CEGB W found all of our
notes in the chord by using the rule of building in thirds.
To find out what scal e degrees Ww ve used, let's conpare

the notes of the chord to the C Maj or Scal e.

C DEVF GABZC
1 3 5 7

Do you notice sonething, W' ve used every ot her note.
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CHORD CONSTRUCTIT ON OONT.

This is the short way to construct a chord. Instead of
sitting there thinking this is a third of that and that
is athird of this, we can just use every other note.

Here's the gui de agai n:

C DEVF GADBC
1 3 5 7

Use our second mnet hod (every ot her note)

CEGB See it works!

Let's now anal yze this chord. First let's find out

what kind of third Cto Eis. Cto Eis 2 whole steps
so, it is a Maor third. (if you need help refer to the
chart on Intervals in the Interval Chapter) Now, we've
got two wats to nmeasure this next interval, let's first
nmeasure fromour third E Eto Gis 14 steps or a mnor
third. The second way to neasure is fromCto G
Cisafirst, Dis a second, Eis a third, Fis a fourth,
and Gis the fifth, soCto Gis a fifth. Cto Gis 33
steps, so that nakes it a Perfect Fifth. And finally,
Gto B, the distance is 2 whole steps, or a Major third.
Al so, we can neasure the distance between C and B This
interval is a 7th. 5% steps nakes it a Major 7th. So,
after all of this analysis (I feel like a therapist) Here

i's what we know
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CHORD CONSTRUCTT ON GONT.

Maj or 7th B Maj or 3rd
5% steps 2steps
Perfect 5th G m nor 3rd
31 steps 1% steps
Maj or 3rd E Maj or 3rd
2 steps 2 steps
C.

This shows us 2 ways to construct the sane chord. Using
either Major third upon mnor third upon Major third, or
using C as the base for all of the intervals and construct-
ing a Major third, a Perfect fifth, and a Maj or seventh.
This is a fornula for a particular type of chord, that
chord is a MAICR 7TH CHORD. Take any note and constr uct

a chord fromthere using either of these two formulas,

and you will cone up with a Major 7th Chord.

If you renenber, we started out constructing a triad. If
we get rid of the seventh and just use the root, third,
and fifth, we've constructed a C MAJCR TRI AD, t hat

chord would sinply be called a C Major Chord. To construct
any major chord just use the previous formula mnus the
7th and you will get a Major triad.

There are basically three types of chords; Mjor, mnor,
and Dom nant. You've got the formula for the Mjor chord,
here are the fornmulas for mnor, and Dom nant, conpare

the three fornulas to see the differences.
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Maj or 7th
5% steps

Perfect 5th
3% steps

Maj or 3rd
2 steps

Here are 2 fornul as each for

MAJOR

7th

5th

3rd

Root

Maj or 3rd
2 steps

m nor 3rd
13 steps

Maj or 3rd
2 steps

M NCR

7th
m nor 7th
5 steps

5th
Perfect 5th
34 steps

3rd
m nor 3rd
1% steps

Root

Maj or,

m nor 3rd
14 steps

Maj or 3rd
2 steps

m nor 3rd
13 steps

m nor 7th
5 steps

Perfect 5th
3% steps

Maj or 3rd
2 steps

m nor and Dom nant chord buil di ng.

DOM NANT
7t h
m nor 3rd
14 steps
5th
m nor 3rd
1% steps
3rd
Maj or 3rd
2steps
Root

On the left is the fornula that you would use it you were using the root

as the base and building the different intervals fromthere. On the right,

Is the formula for building the chord by stacking different types of third

intervals on top of one another.
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CHORD CONSTRUCTI ON QGONT.

It would be best to nmenorize these formul as so that
you can build any one of these types of chords. |
know that this |ooks |ike alot of information, but
you al ready know how nany 1S 4S these intervals
are, fromthe Interval vhapter. So, all you need
to manorize is the order of the intervals. Al so,
each exanpl e has 2 ways of constructing the given
chord, either the order of thirds, or what type of
a 3rd, 5th, and 7th you would use. Here is a quick

summary of that page:

Maj or 7th Chord

1) Major 3rd, mnor 3rd, Major 3rd (from root)
2) Mjor 3rd, Perfect 5th, Major 7th

M nor 7th Chord

1) mnor 3rd, Major 3rd, mnor 3rd (fromroot)

2) mnor 3rd, Perfect 5th, mnor 7th

Dom nant 7th Chard

1) Mjor 3rd, mnor 3rd, mnor 3rd (from root)

2) Mjor 3rd, Perfect 5th, mnor 7th
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CHORD CONSTRUCTI ON QONT.

Not too much info, is it? And, if you remenber only
one formula for each type you've cut this inform
ation in half.

If we ook at the Maj or Scal e agai n:
CDEFGABTC
1 3 5 7

You'll notice that we've only used half of the avail-
abl e notes (4 out of 7) what about the other 3?2
Well, we can't just use themin order, 1, 2, 3, 4
etc., we nust use themina particular order. Here's
what we do. W extend the scale into two Cctaves.
This | ooks |ike this:
C beE F GA B CDEF G AB C
1 3 5 7 9 11 13

(2) (4) (6)

Look at 9, 11, and 13 on the chart. 9 is D, 11 is F,

and 13 is A well, | thought that p was 2, F was 4,

and Awas 6, it is but, if we build the chord in

thirds, (which we do), we nust go all the way through

the scale once and start intoit a second time (2 octaves)
to get to these notes. This is good because thes notes
sound better an octave higher when they are bei ng play-

ed with the notes of the first octave. These notes,

9, w




CHORD CONSTRUCTIT ON QONT.

As the title of this nmanual says, "Basic Theory",
I"mnot going to get show any extensions or alter-
ations as thes are nore advanced ideas. | just want-
ed you to see howto construct the three basic types
of chords, but I did want you to know that chord con-

stuction can be quite advanced.
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HARMONI ZI NG SCALES

HARMONI ZI NG - Oreati ng har nony

To create harnony we build chords. So, when harnoni zi ng
a scale, we take each note of the scale and build a chord
fromit. In the key of C Major, we build a chord (using

thirds) fromevery note of the scale:

CEGB
DFAC
EGBD
FACE
GBDF
ACEG
BDFA

Noti ce that we used only notes found in the C Mjor

Scal e, that is because we are HARMON ZI NG THE C MAJCOR SCALE

Now that we've built a chord off of every note, we
nmust anal yze them W'|ll need to renenber the chord con-

struction fornmulas for easier analysis. Here we go:

B
\MAJOR 7TH

G
T4 pERFECT 5TH
E
MAJCR 3RD
(B

What kind of chordis this? Use the chart to find out
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HARMONI ZI NG SCALES QOONT.

What did you cone up with? A Major 3rd, a Perfect 5th,
and a Major 7th is the formula for a Major 7th chord.
So the chord in question is a C Major 7th Chord. (Re-
menber, if you don't want the seventh don't use it. You

will come up with a C Major Tri ad)

Let's build and anal yze the rest of the scale:

\\m nor 7th \,m nor 7th
\ Perfect 5th G\\Perfect 5th
F%m nor 3rd }?Sm nor 3rd
B _EB&
D mnor 7 E mnor 7
F.

E.

\_-I\/aj or 7th
~

>Perfect 5th

\minor 7th
D .
\\Perfect 5th

A Baoli
/ >Maj or 3rd /~Major 3rd
s J _Gﬁ )
F Major 7 G Dom nant 7
A\
\/m’nor 7t h ~.mnor 7th
E / F
. Perfect 5th \D m ni shed 5th
m nor 3rd %m nor 3rd
_A" _B
A mnor 7 A minor 7 b 5

(2)
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HARMON ZI NG SCALES CONT.

These are the chords that are built fromthe C Mjor
Scal e, using the notes that occur naturally in that
scal e.

Going one step further, let me tell you that in any
key this is the order and the type of chords that are
found in that key. If we were in G Major, the chords

woul d be:

G A B C D E F#
Mj 7 min?7 mn?7 Mj 7 Dom7 mn7 mn 7%

This formula is the sane for all Mjor Scal es,

wheather it's B, F‘#, D,Eb and so on. So, the chord

types that appear ina Mjor Scal e are:
Maj mn mn My Dom mn mnor 7b5 Maj
Here are sone ot her nanes for the chords in order:
Mj 7 mn7 mn7 Mj 7 M 7 mn7 nin7% M7

| ii iii Y Vv vi vi i VITT (1)
TON C SLPER TON C MEDIANT S_LB DOMINANT DCMINANT 9B ¥EDIANT LEAD NG TONE OCTAVE
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HARMON ZI NG SCALES CONT.

These are terns that you nay run into and | just want-

ed you to see them

Knowi ng how t o harnoni ze a scal e hel ps you i n many ways.
It helps you in songwiting, by letting you know what
chords you may use in the key you' ve chosen to wite

in. In Lead playing it helps by letting you know what
chords can be played under the solo so that you'll know
what tones are nost inportant. And in figuring out songs
it puts enough restrictions on your choice of chords so
that you are not hunting for the next chord for an hour,
you' ve only got so nmany that you can use

Now you can use this basic concept in harnonizi ng any
scale. If you go to your scal e suppl enent page, and

take any one of those patterns you can build a scale with
the tonality of the particular scale type you have chosen
Then, you can Hanoni ze the chords that pertain to that
particul ar scale. Thus giving you all of the infornmation
that you need to wite, solo and so on. Just build chords
inthirds ( every other note) fromevery note in the scale,
anal yze the type of third, fifth seventh and see what
type of chord you have. Do this to all chords and you
wi Il have harnoni zed an entire scale. Then it is up to

you to use it to your own |iKing.
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NOTES ON THE GUITAR NECK

FRETS # 1 - 12

(FRETS 13 - 24 ARE EXACTLYTHESAMEAS 1 - 12)
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5 MAJOR CHORD FORMS

(F MAJOR USED IN EXAMPLE)
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5 MINOR CHORD FORMS
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3 TYPES OF CHORDS

MAJOR 7TH DOMINANT 7TH MINOR 7TH

MAJOR S8RD "2 STEPS MINOR 3RD =1 112 STEPS

PERFECT S6TH 8 112 STEPS

MAJOR 7TH -6 112 STEPS MINOR 7TH — 6 STEPS

P OR TT:TH . OR 7TH ‘ INDR 7TH
) FECT FECT 8TH ‘ ECT ST
' OR 3RD ‘ﬁ? JOR 3RD ‘ R SRD

HARMONIZED C MAJOR SCALE

B MINOR 7 b8
A MINOR 7TH C MAJOR 7TH
D MINOR 7TH FMAJORTTH i1
C MAJOR 7TH E MINOR 7TH A ! Q -

o [0 (@) bal

= Q X & s

ey ot Q ba Q o

! 3 Q =
2 O
I i i v Vv Vi vii VI (1)
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Wll, this is where | leave. | hope you have | earned
sonet hi ng about theory. You nust realize that each

and every thing that we've di scussed in this manual

can be el aborated on i nmensely, and your private in-
structor can tell you nmuch nore in person than | can in
this book. Please take advantage of a teacher, there is
not hing li ke a student/teacher rel ationship to spark
inspiration. | can't tell you the feeling that | get when
a student of mne all of a sudden realizes howto solo
in key, or wites a chord progression all by thensel ves.
It is an inspirationto me also. A teacher al so can help
you devel ope coordi nati on and dexterity qui cker and

easi er than you nornmally can on your own. Al so, one
other thing a teacher can do is to nmaybe open up your
nusi cal tastes, so that you can becone a well rounded
musician. This is a goal that we all as musicians should
strive for.

Renenber, don't give up, don't lose faith and practice

what you don't know, not what you do

Musically yours,

DA, L
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