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Preface

Theddea for this book originated in the 19702 when the authorwas-a gullar
Instructor at a muske store. During that period. he stumbled upon something tial
demonstrated that despite vears of lessons and countless books and pourses, his
teanching metheds were still pretty disorganized, While mapping out a student's
- seale forms for the zillionth time, be finally recognized thatalthough there were
- seven [undamental tonal orfentations (modes). there were aciually only flve rele-
vant guitar patterns, which comresponded (o certain recurring chord forms as well,
When the seale forms were rearranged to be played lengithwise along the neck,
everything Anally 0t together for the first ime Inyears of playing and teaching. He
became aware that there was a guitar-specilic pattern organlzation that was comy-
pletely separate from the various musiceal considerations such-as theory, technique
and style. He eventually. came (o the conclusion that the issues of Lhis pattern
arganizatlon should take ficst priority over the fssues of music or style, ([ o truly
strictured learning experience was Lo ocour,

' Fretboard Logie evolved from the discovery that as a resull of the guliars
Luning, number of strings. and string to string, Intervals (Gth, 4, 4th, 3rd, 4th).

- exactly three separate and spectile pattern (ypes oceur-on the [retboard: Chord

- Forms, Seale Forms and Lead Patterns. For learning purposes. each of these three
pattern lypes will be examined. in the same four contexis: First, as Basic Forms;
csecond, as Forms in Positions: third, as forms-in-CAGED Sequence along the fret-
board; and fourth, Naming themn musically. from their form and posttion. There
are five basiec Chord Forms, five hasle Scale Forms, and two hasic Lead Patterns,
~and they are integral to one another as patterns,

A-word about the format of the book. Given what Is known about lesrning
and the funetion of the two hemispheres of the braln, commonly known as lefl and
- right brain, the pages of the book have been divided inte half text and hall graph-
les whenever practical. The pattern nature of the frethoard also lends (tsell (o (his
approach. Important concepts and peints of interest are captioned tn shadow
boxes. Relevant ferms are italicized or boldfaced. When boidfaced. erms are
delined in context and included In a glossary at the end of the third and last vol-
ume of the serles,




Introduction

The gultar bas changed inmany ways since It evolved away. [rom its ances-
tors bul the tuning system ol six strings tuned EADRDGBE. which I= lundamentally
different from any other instrument, has rejgned as the standard for-hundreds of
years: The reason for this is thatmo one has vet been able to improve on it nor.as
you will see. are they ever likely to. Infact, many players have taken this aspect of
the instrument for granted without ever guestioning it. When you consider that
virtually everything that Is played on the instrament gets “llloared™ theough this
iunlnn systom, it-is ronic that of the millions of people who play. very few fully
understand the reasoning behind the piteh selection of the strings. Yet. what could
be more essential than a working kmowledde of the instnument sell? Most guttar
methods tackle bits and pleces of many subjects and presenl them callectively-in
the equivalent of baby steps. Frethoard Lagle SE Part Twill teach you o great deeal
abowm st ane l:hlng. how the tuning works out on the fretbhoard In terms of pat-
s,

First o Wttle background. is in order, In this introduction, we'll look at the dil-
ferent elasses of tunings for stringed Instrumemts, and then diseuss monophonic
versus polypbonic capabllities, Next we'll examine instruments that Inerement 1n
one op two dimensjons and some of the problems assoctated with Interpreting
music given the different designs. Finally we'll make some observallons on
crgonomics and the human interface. and conclhide with a comparison of methodls
and a discussion of objectives.

_ There are two primary classes of tunings for stringed instrumenis. They are
elther symmetrical, meaning equid string Lo string intervals, or chordal, meaning
tned ton specific chords For example, most of the siring family, violins, yviclas,
ele., are tuned symmetrically in 5ibs. The electric bass Is likewlse tuned In
siraight 4ths. On the other hand, traditional fve-string banjo tuning 1s GDGBD,
‘making an open stringed G Major chord and a pedal steel s tuned w etther an
Eath or a CBth chord. The gultar's tuning system s aelther symmetrical nor
chordal. 1t s literally In o cluss by itsell. The notes EADGBE from bass to treble,
esull tn the Intervals of 4th, 4tk 4th, Srd, and 4th. The tuning produces the
Itervals which ereate the patiesn organization on the lrétboard,

A monophone |5 an Instrument which can only protuce one tone al a time.
I an instrument |s polyphonie, I Is designed o produce multiple tones strmultn-
govaly, making harmonic material such as chords and their voleings possible,
Instruments of the brass, weodwind and string families are generally monophonie,
vhoard Instnuoments such as planos, organs, ele,, are polyphonie, Normally,
monophones are played in groups auch as brass bands, string quartets, and sym-
phony orchestras. The members of the string lamily, Inchding violins, violas, eel-
1§, ele,, given multiple strings, can produce more than ane aor two notes atl o time,

i%



Introduction

but the curvature of the bridge makes plaving more than two simultaneous notes
impractical in continuous usage, Even with o relatively fat bridge, the gullor
would have a-aimilar problem given the lmitation of [our fretiing lingers, If not lor
the difference in tuning systems. The pattern organization produces an optimiza-
tien of four fretting Nngers. and therefore a practical palyphony.

Another difference incoverall Instrument design concerns whether the notes
increment in only one or twodimensions. On a keyboard, the notes get higher or
lower In only ene dimenston (rght w left). On & vieling the notes increment (o’ two
dimensions creating a matrix of the playing area. (n 2 matrix. there can be several
duplicntes of the exact same pitch, whereas on.a kevboard. there is one and only |
one of each.When reading for & matrix instrument. a deéstgnation or a cholee must
be made 10 determine which of the avallable dupli-:ama I8 to be played. However,
the svmmetry of the tuning means that the musical palterns, such as whole step,
whaole step, half step, ete., will continue (o apply from position to position and
string to siring. making eertain note cholces more logical than others. Put another
way, the shape of, say, a minor seale will be the same an any string and In any
position. The odd interval on the gultar prévents:this; With piano, there are several
one-ta-one correspondences which simplify things lor the person reading music
One linger piays one key, producing one piteh, represented by one dot on the staff
in standard notation. On guitar. a separate designation 15 often necessary Lo specl-
fv the string upon which a note should be plaved. It wouid appear that sinee the
guitar incremenis in two dimensions. producing multiples of most notes, combined
with the irregular intervals which eliminate musical symmetry, that we are provid-
ed with the worst of all possible worlds In terms of design. That would be true only
il vou attempt o understand the guitar in terms of the matrix of the violin. or the
palyphony of the keyvboard, The gultar cannol be truly understood in termy of
elther the violinn or the plano except by contrast and comparison {although [ am
convineed that many teachers and guitar method authors have attempted both),

A major premise ol this method s that the lssues of the guitar should be
understood separate from the issues of musie for learming purposes. They are
always al work logether while playing, but while learning. they are best kept apan
in ane's mind. The guitar s imbued with a patiern organization which can be con-
siclered an ergonomic inlerface between the player and the music he or she plays.
On the Instrument side. the patterns are the interface for the four fretting Angers
as output devices, On the musle side, the tone groups and rhythms combine to
produce n vibratory Interface for our cars as inpul devices, which we percelve as
musle ef differing quality and character. Those qualides and characters in turn
become perecived as styles and physiologleal messages to which we responed as
human belngs given our own background and develapment, The [rethoard, o
repurpese the old tre ad, i3 where the rubber meets the road, i vou're familiar
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with computers, think of & plano kevboard as o hardware Interface, By contrast
Lhe gullar's should be constdered a soltware Interface, and nol so cbvious, The:
concept of Interface can also be related to the typewriter kevboard In an dnterest.
Ingg, Il samewhat bizarre, way. Mogt people never gquestion why each keéy is placed
where Il Is onca lypewriter or computér keyboard. Il asked. they usually think
what Is termedthe "OQWERTY " organization; was developed lor speed and ease ol
typing. Infact, the reverse |s trues The mechanical Inkages of the old style type:
wrilers were eastly overrun and Jammed by anaverage typisl. The designers were
unable to come up with a speedier design-so gome “Dilberfian™ engineer hit upon
thetdea ol slowing people: down, The typewriter Interface was designed (o actually
slow down the user to prevent key jams. Fortunately; the guitar's inlerface was:
designed o improve output, unlike the typewriter Keyboard.

Fretboard Logle was developed to help guitarists achicve thelr musleal goals
regardless of whatever style of music or type of guitar is preferred, By becoming
acquainted with the guitar’s Interface, you'll be able to apply other areas of study
ina more organized manner. A large percentage of gullarists are selfl taught and
tely on gathering random nuggets of imformation from here and there without
much In the way of a game plan, Unfortunately, s thorough grasp of the frethoard
Layoul s naot really the kind of thing that you can pick up off a recording. or learn
Trom a (riend. It tends w get lost in the sauce. as the covk sald,

Mosl gultar books [all Into three eategories: Popular arrangements, methods
and whitl can only be termed reference books. Many books that are advertised as
(eaching methods are actually only useful for accnslonal reference material, since
the material |8 nol presented with any semblance of organization or structure, The
attitucke of the authors seems 1o be, “You Mgure L oul.” Fretboard Logic Is not jusl
another mindless “chorel enevelopedia™ or redundant "seale and mode” book. How
thords and scales work oul on the gultar 1s actually explained In terma of the fret-
board pattern organizatiotr. On the other hand, a lot of guitar methods overwhelm
even dedicated students by nving o cover reading. theory. technique. repertoire.
givle, ele., all al one Hme but en a simplifled level. Many teach songs that are of
no Interest excepl perhaps. to small children. Books that are style orlented such
A5 rock. heavy metal, blues, jnzz, country, and classical methods, often do much
the same thing. limiting the focus o certaln kinds of musie, guitars, techniques
and/or artists. The prablem with this is they often try o do too much al one time
without proper foundations. and [requently students Just drift away, perhaps
blaming themselves for lack of tlent. And another thing. Educational publishers
prefer 1o use public domain material sinee they don't have to pay oul composer
Tovaltles. Maybe you don'l wani (o play scngs thal were a hit 75 vears ago. 'The
classie one for this 1s the Kid who went into his (st gultar lesson dreaming of
“Eruption” and came out plaving "Go Tell Aunl Rhody.”
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With all that sald, | want to conclude with some observations thal may surs
prise vou. As a practicing gultarist. | am of the Drm-bellel that no'one else can
make vou a hetler player. It is up to each ol us as Individuals 1o stand out among
the athers. There 18 no method, gimmick. book or video which has the ability o
make you play better or worse. Belng aogualily player means:continually practicing
anid playing with the Intent of improving. never g@iving up and often sacrificing
much in the process. You can't substitule a (ew weeks or months of inlense effort
for years of sustatned effort. That's not even the worst of it, It Isall tog casy o lose
the hard won ground gained by sustained pmetive: toa few weeks or-even days off
from the grind. Ok, so you're thinking, “Well, what about those self~taught guys
who never read a book or took:a lesson and play Uetier than alot of guys who
huave taken lessons for years?™ As far as I'm concerned, any gultarist can reason-
ably clalm that he or she s sell-laught even if they've taken yours of lessons anmnd
read countless books, The reason (8 that only we a8 individuals can make that all
important leap from theory to pructice, and practive to perfection. Also, it eomes
casler lor some than others.

I see Fretbourd Logic as a-Kund of rosetta stone lor gultar players. In other
words, It s merely a learning tool. On the other hand. It won't make anvone a'bet-
ter playver untll they Mnd a way to use ito produce music that other peaplie wanl
ro lisien to. Each of us has to Uod our own way o make that happen.

xu




Although musically, chords are groups
of three or more different notes plaved at the
sume tme, on'the gultar they are realized
through Five Basie Chord Forms, or shapes.
Not three as shown in the Hithe chord com-
puters and certalnly not dozens, as sugdest.
il I the chord encyclopedias.) There are
xactly five fundamentally different ways to
plm chorils as fretboard forms provided lor
by the tuning. These forms are the C, A, G.
£ and D Forms. They are presented first as
npen, or unbarred forms: using the first

three fingers of the lelt band: Thy can be
sidered the cornerstone of the fretboard's
t- Im-n organbzation,

_ Far beginners. the creles show where
Sun place each fretting Ninger, just behind
the frets without touching them. The num-
Im the circles represent which finger of
,, tefi hand to fret with so that the Index =
. Mlddle = 2, Ring = 3, and Pinky = 4. The

' H p.-.mm up and down represent the six

2, mnd the lines golng across are the
Thr dark bar.at the top Is the nut,

e -:u.r_lng open position,. An "X over 2 string
imns don't play i with the right hand. and
in 1 means play 1L unfretted or open. Open
tan menn unfretted or unbarred.

I vou're @ Just starting oul you Can
Bige how well vou know a chord Torm by
being able to do these three things:

_' CPlay all the chord tones (fretted and
open] clearly with no buzzing or muted

2 Memorlze the lorm.

| Make the changes from chord (o chord
ilekly and aceurately.

The Five Basic Chord Forms

(This is the
Fretboard
Description.)
{(This is the
Chord Name.)

A Form

Open Position
(Guitar
Description)
A Chord
{(Chord Name)

G Form

Open Position
(Description)
G Chord
(Name)

E Form
Open Positon

E Chord

B Form
Open Position

2 Chored




Forms and Positions - Chords

The next stage s (o treal the apen
chord forms as moveable. 50 they can be
dezeribed as Forms in other Positions. This
involves using the Index linger'to bar, [aka
barre) or cover simultancously. some ar all of
the strings while fretting the Chord Form
with the three remadning (ngers. This will
require mare.sirength and accuracy . than the
open chords. and s usually easier on the
electric guitar than the classic or steel string
acoustic.

For now, the pesition is simply the
number of the (ret yvour index [Inger is bar-
ring. For example 7th posltion |s barring the
7th fret using any form. The point is to rec-
ognize and ldentily chords by thelr Form and
Positlon, Almast any chord that can he
played as an open forme-can be used In other
positions. To nolate a posttion other than
open, 4 number Is placed next o the frel
marker. If youw.are new to bar chords. start
oul by making the open forms using the
2nd, 3rd, and 4ih lingers of the left hand as
Mustrated In the lell hand column, Next
make just the bar alone In varlbus positions.
Then combine. The first two or three posi-
tions are the hardest, so don't waste too
much time trying to fret them there at
first.

Three exercises for becoming familiar
with forms and positions and making your
hand stronger lor bar chords are as follows:

1] Start with the open forms using
Just the last three lingers and, releasing
pressure, slide up the frets, fingers on
strings. playing each as you go.

21 Bar nny position and then ehange jusi
the forms.,

3 Combine the two previous exerclses by
playing up the neck from the open positon
and changing the form each tme you move
o A new position,

=

Last 3 Fing&rﬂ

r'h-
g
2

il

A Form Open
Lasl 2 Fingers

i

G Form Open

Last 3 Fingers

£

E Form Open
Last 3 Fingers

i

[} Form Open
Last 3 Fingers

Number Indicales
frositdon

H.

7th Positlon Bar

Sth Position
Hall Bar

). 8

E Form
10th Positon




Forme and Positions - Chords

The left column. [Hustrates the Five
Basie Chord Forms I the Sth poesition.

You will sean realbze that there are two
easy bar chords, two hard ones, and one In
‘the middle. The E form and the A form are

the eastest, the G and D are the hardest
Ibecause of the reach) and the C form is
csoniewhere o bebweer.

: In order to make them more acces-
_sible for beginners, the forms have been
illustrated in the right hand column with
‘alternate fingerings and partial forms. It's

usuallyeaster to play them using partial
forms. I cach case, how you actually use
them will depend on the ciraamstances,

Sinee the Eand the A forms are the
Seast difficult o play, they tend (o get used
{he most. and the rhythm part In many pop-
ilar galtar songs consists of one or another
ol these forms moved around In various
| pusitions. Regardless of the style of music
Cour prefer, vou'll soon find vou need facility
with more than just the most common ones.
Practlec cach form equally - In various posi-
Hons and don't lHmil yoursell to Just the easy
fes,

The harred chords are considerably
aore difficult than the open chords espectal-
Iy on acoustlc gultars. [f you are having
‘frotible with them., have your gultar restrung
with the lightest possible strings, and ask
vour repairman Lo set vour action or relative
string helght. as low as possible. I they sl
seem too hard Lo play. vou can even loosen
the string's tension to a lower piteh until you
1d up strength.

vaster (o recognize them as full forms but it's

3

EWE

LRy

C Form
Sth Positon

57

A Form
Sth Position

)

= |

0 Farm

Sth Position

5 3

E Form
Hth Position

5 T~

Q@
@ |

1D Form 5th

Pos.

Forms in Gth Pos, .B?r Variations

’%h

AForm Ist &
drd ngers only

R

Partlal G Form
Bass Strings

iy

1]

E Form st &
3rd fingers only

LKE h
@

Partial D Form




Forms and Positlons - Chords

Flay through the following assorted J 4 |
forms and positions saying the deseription 4 _ﬁ
oul loud as you go. Now Is the tme (o get
inta the habit of using the fretheard deserip- j b
tlons, Say "C Form. 4th Position” not “C in
the 4th positon” or “C chord, Ath position,” C Form A Form

Verbally distinguish the guitar forms from 4th Position 4rd Position
the chord names from now on.

For now It Is important to identily

them by deseribing what your eyes are sée- 10 _.J-ll-H..“ 1 |
ing and vour [ingers are plaving. The formis i
what vou play. the chord 1s what vou hear. ﬁ

Note that the C and E forms are directly
adjacent to the bar, whereas the A, G and D
forms reduire o space of one frel between the G Form_ C Form
har and the form. 10th Position  11th Position

in the begnming. hand fatigoe may be
& problem. In Tael, the stroin can show up In
yvour shoulders and back as well. 1 . IEJ:'F:m-
Fortunately the more you play. the stronger (2)
you get, ' bet any arthopedist would advise @ |
vou to get up and do some strétching exer- @
cises i your hands got Hred but you want to
kewpat 1L Also don't forget alioul the numer- E Form G Form
ous partial forms, If vou can/'visualize the 12th Position \5th Position
parttal G und D forms with no trouble, don’l
hesitate to substitute them lor the full forms e
for case of plaving. 2

The important thing 15 to keep in mind 2
that there are 5 forms to cheose from - not 4 Iﬂ
| just two or three. There is no doubt that

many readers have bought huge chord books A Form_ E Form

and then wondered how In the world you 2nd Position nd Positi
were supposed 1o remember all the different 4 e

| chords graphed oul in them. If vou ry 1o % .
memoerize them yvou'll probably only remem- | t—— —
ber g lew of Lhe more comman ones. The way | = _1-“
‘ Lo learn them eusily und permanently s to
be able to build them from one or another of @
the Mve baste lorms. This chord “bullding” is i 4
taken up In detall In Part 11, and It s based D Form._ 13 Form

on what (s being presented here. 6th Position 4ily Position




The CAGED Sequence - Chords

ILyou've never sedn this before; by the !
time you finish the seetion. you'll under- ’
stand why the author considers the inven-

toris) of the gultar's tuning system nmong : : :
the unsung heros In'musle history. | don't ;&? « ._(.;'
Knaw who gets The eredit. but I've alwavs

wondered Il he orshe thought (tout, triecd a | '@ Form Open Pos. A w
ilion combinations. orjust stumbled onto i1 'C Chaord
Because thelr gultar was always out of . tune. 'T}

Whien the five basle chord forms: are

armanged In order along the length of the 34]"- I i | .
fretboard; they produce a contiguous C-A-G--
E-D Sequence that provides the player with E
i [atlsare method for finding thetr way '
around the neck, formt by form. No matter
which fornuor position you are using. the
{"El) Sequence |s all around you, L

; atsal the twellth fret and continues ]
lmtlt you run out of real estale: Each form )

n the sequence 1y the exaet smne chord .

. G

A Form 8rd Pos.
¢ Chord hn

mmiesically, played flve different ways, guitaris:
caily, The end of one form is the beginning Cg The CAGED
I'Lhr: nexlt. @) Sequence

G Form 5ih Pos
In order 1o convey the structure of the C Chaord
CAGED Sequence. we have Jumped some-
what oul of arder by naming, or identifying
musically, some chords without having laid s
{he proper groundwork for this. Naming
chords is taken up in the following section.
-,' thile you play each form of the CAGED
! qumna- visualtze the forms that are adjn- .
it (o it Keep in mind that you are travers- E F'g'g: ;’:lpﬂﬁ'
¢ the [retboard form by lorm, as apposed i
‘ _pmﬂu-:n by position. If your hand gets
lred from the constant pressure, just lay m,,--i-“‘-l—H
¥ fingers on the strings with liitle or no
ji--m sure applied and proceed through the
MUEnCeS,
. The essence of this procedure s that
¥ou are playing the same music chord using D Form 10th Pos,
diiferent gultar forms In a sequence, ¢ Chord

i




The CAGED Sequence - Chords

The end of each form s the beginning
of the next. The sequeénce never changes rel-
atve 1o ftsell. In other words, it can start in
any positian, with any of the basic forms,
and the others will always be in the'same
location relative to Il Onee you have estab-
lished any ferm in any positlion, you should
be abile to recognize the sequence starting
with the next Torm directly above and below
the one you are playing,

Only the {'.:AGEIJ Sequences starting
with the open C Form and G Form have
been diagrammed bt you shonld be famillar
with the concept as a whole. The next exer-
clie (not lllustrated) 1= to play through the
CAGED Sequente for chords starting with
e A, E. and D forms I the open position.
Then start with forms in the middle posi-
tions and do the sequence in both directions.
If you don't understand the sequence well
enough Lo do them without the graphs, go
Back 1o the beginning of the section and
keep playing the diagrams untll =it elieks.”
Each Hme through gets easier and more
familiar. You have to pleture the forms that
are adjacent o the ones you are actually
playing, The trick seems to be 1o hold the
form in place untll yow've visuallzed the next
one. Remember thal the approach o the
Seale Forms and Lead Palterns will be based
upon what is shown for the Chord Forms.

The colummn onthe right shows an
extended version of the CAGED Sequence o
tllustrate that it continties on for as far ns
you can play, Electrie gultars generally have
& muore aecessible fretboard than thelr class)-
val and acouste counterparts, so a langer
pereentage of the playing area 18 going (o be
usible. All of the chord forms in the
sequence are completely separate from
each other except for the C and D forms,
which share & note on the second atring.

G Form Open Pos. B
G Chord

E Form 3rd Pos. A
G Chord

R oo

D Form 5th Pos.
G Chord

The CAGED
7 Sequence

é' Extended

C Form 7th Pos.
G Chord

10

A Farm 10th Pas.
G Chord



Naming Chords by Form and Paosition

- This secton will require somewhat more:memntal ellort on the part-ofl the:
ender than previously. Up to this point. the majority of what has been presented
hns been relatively easy to visualize on the [retboard. Some Ideas are not caslly
Hustrated and have to be grasped in a more abstract manner, Naming chords by
mimting letters and accidentals 1s an example.

80 far we have used only descriptive terminologly. Forms. Positions, and
sjuences only deseribe whit (s happening on the [retboard In s guitar orienta-
ait. The next step 1s to name the chords n a musical orfentation. Again, the form
whm you feel and see on the fretboard whereas the chord Is what you hear
; wed. In the last seetlon we used different forms to [}lay the same chord, Here
kel use the same form Lo play different chords. Some m:amplcs of chord names
'T E. Ab, B, and F#. Examples of chord types would be major, minor, suspended,
and mugmented seventh, A complete chord ientification including both pame and
.5' would be something like € min., Ab diminished, and C& mnj. 7th,
-"'-r _' tions and symbols are generally used rather than the complete wrilten
pame and type. This section of Part 1 will discuss naming the chords only. The dif-
ent chord types are another subject altogether. and are taken up i Part 11

Aminimum of thrée things are necessary to identify chords by thelr correct
misical narme: You need o know: 1] The music aiphabet. 21 How accidentals
f py and flars) work. and 3) How to count fret by fret using leiters and aceiden-
_-_-‘i 5. [Usounds ridiculously simple bul it winds up being harder than Il seems..

I.t!l-l'.'l.nﬂ on your [Ingers ean be a (ransitional help but only if you do It right.
Spread your fingers out wide and hold them stlll. Use a finger of the other hand for
..'_.: mting, not the thumby, This probably looks suspiciously like I'm teaching people

e r "ABCs" and how to count on thelr lingers but, ah well, there's no denving it.
L 1 Better pultaring through Pre-K basics. Here does:

1 .?'he miusle alphubel uses only e first 7 letters, ABCDEF and G. (No H. 1, ete.)
futs need to know il forward and backwards from any letter. 1t Is also important to
1 'Ik of it as @ circle so that the letter after G is A, and the letter before A s G,

] I.ﬁ sharp (§) s when you raise any note or chord [move It one frel towart! the
-|~ +1 The term “ralsed” indicates the piteh 1s higher by what Is known as s 1/2
tep. At { b) 1s when you lower a note or chord or (move L one (et toward the
sadstock). The note above A 1s Af; the note below E is E b (for nowl.

* Tvn count fret by fret. you combine the letters with either the sharps or flats,

Bt not both. For now. we'll put a sharp in between each letter and count forward.
-r-_r counting rule is: lelter. then same letter sharped: next letter then same letter
'J tirped, and a0 on. There are two exceptions to this. The exceptions are the
jairs B and C, and E and F. There 15 no § or b In between Boand C or E and F.
garting with the letter A, and counting one retata tme, the order of notes aned
thords is: AL AR, B, C.C#. D, DA, E.F, Fo. G. GFand back to'A. Regardiess what
Biter: form-or position vou start from. they count the same. Il counting on vour
igers gets I the way, don't use it




Naming Chords by Form and Position

This svatem of counting letters works o~ Open A

the same for niotes and chords. The graph on ‘Eﬂ
the lefl shows Lhe notes startng with the Sth T
string open A, The graph on the right shows
the fret-by-fret counting of the A Chord
Form. Column 2 s continued on the next
page. All livé forms work the same way. The
order of the fret-by-fret counting stays the
same, 1t just'depends on which letter, nole
or form you start from. Il vou start with an < -
open C Form. start your esunting [rom the
letter C. IT you start from the E Form, start
counting with E, and so on.

Don't fordet the B-C and E-F rule.
There is no sharp or flat between these
pairs; On a plano keyboard we naturally 121
tend to see groups of three black keys and A# Chord
then pairs of twa. I you look Trom the point
of view of the white Keys, vou'll notice that < _|-|"H
there are two palrs of notes that don't have a :
Black key between them, Those notes arc B
& Cand E & F. The B-C and E-F palrs are [
easy to see on the plano, but an Lke gultar :
you just hiave lo réemember them, : 2

As vou are playing the forms fram the < Z A Iﬂ;ﬂ éf:fdPﬂL
open position, start by using the last three i
Ingeérs, and as you move up, count the bar The notes of
finger Lo mark your place. After «ll. (he bar theAstitng
designates the position. This way the count- fret by fret )
ing procedure Is the same for every form.
Otherwise vou'll have to count something
different on each form, and it will rake

N
D

A Foarm Open
A Chord

e mmm—

=)' &) (%

) )

=

A Form sl Pos,

=

o
]
\

longer and be harder for no good reason, A Farm 3red Pos,
C Chord

)

¢ You name chords by counting lret
by fret from the apen position, or
nul. starting with the letter of

the form you are using. N

a’

A Form 4th Pos.
conl. next pages C# Chord




Naming Chords by Form and Posltion

The graphs on both sides continue the
fret-byv-fret counting of the A form from the
previous page up to the fourteenth fret

Bon'Uspend teo much tme or effort
trying to play chords in the first lew barred
positions. perfectly. That's where the string
tenslon s highest Just coneentrate Instead
an keeping the form Intact during the Inilial
transition lrom the open formto the barred.

CThat seems Lo be where things are most like-
1y to go to pleces formwise. It is natural to
wan! to play the open forms the easy way al
st but Il only makes It hander for the tran-
sition to the barred forms and so harder to
name the chords. After von gel used 1o the
dea of naming by counting the letless, it
won'l matter so0 much which (ingers vou use.
I you have previously learnied Lot identily
‘chords by naming the “roo” on the fifth or
sixth string, please try to avold this. It is old
Anshioned and not well thought out. It
requires Lhe use of several different means 1o
accomplish one thing. It also tends (o canse
; avers Lo think they can base everything on
i two eanlest forms, Again, pet Into the
hablt of verbally distinguishing between the
form you are using and the actual chord
mme. 1 s iImportant that the terms and
repts be differentiated and applied. The
kev (o being nble (o count the forms fret by
iret is 1o practice saying the musle nlphabet
AAYB C Ch DDA EF Fi GG A.) over
fid over untll you know it without mistakes
any letter. Then, when you add the
irms on the frethoard, you can better divide
'- T attention between the mental and phys-
U requirements, Counting the fals 1s

fler simply becanse we aren’t used o say-
thn dlphabel backwards especially with
'~. m_!-dt:d comfusion of the the B-C, E-F
Fﬂm‘ﬁh

0 o O O

A Form Bth Pos.

D Chord

A Formv 6th Pos.

D# Chord

o

3

A Form Tth Pos.

E Chord

B:"’%“h

X34

A Form 8th Pos.

o

F Chord

'l.*'i

A Form Sth Pos.

F#¢ Chord

PUPY, e

A Form 10th Pos.
G Chord

e

A Form 11th Pos.
G# Chord

1242 | I.""L

A Form 12th Pos.
A Chord

13;"""+'l-

A Farm 13th Pos.
A# Chord

N

A Form 14th Pes.
B Chord




Naming Chords by Form and Posltion - Sharps

The left column graph counts and
names the fArst five positlons using the E
Form.

The right hand column counts and
names the frst ve posilions using the C
Form.

Don't forget that the position is the
number of the fret vou'are barring wilh your
Index finger. U is the same for all the forms.

When you've completed these exerels:
es, count up the remalning forms that aren’t
Hlustrated toat least the ]12th posidon. If
you do them right, when you gel there you
will be on the same chord that you started
with,

If you're starting out, a good way 1o
practice counting up the frets for naming is
to pul a form, any form, In any position and
hold Ib in place. Don't let (U move, Then, with
the index finger of the right for non-fretting)
hand, count up to the bar by starting right
on the nul and laying vour index finger
neross the strings just Like it is a bar, Count
and move this “bar” as yvou.ge-untll it is on
top of the bur of the fretting hand. It is o
simple method bul also visually orfented,
and has oftéen made the difference belween
whether a student leamns ta name chords
correctly in one siliing or noL

The key. | believe, I8 10 remember o
start counting with the letter name of the
lorm you are using.

10

E Form Open
E Chaord

E Form Ist Pos.
F Chord

E Form 2nd Pos,
Fi Chord

3 ! t 0 J
b

E Form 3rd Pos.
G Chord

Y e

E Form 4ih Pos.
G# Chord

C F‘-:mn 3rd Pos:
D# Chord




‘Naming Chords by Form and Position - Plats

Having done Il with-sharps, and gone
up the frethoard suecessfully will make the
pext part. going down using lats, easier.
I'l.'nz.' the chords starting in the lelt column
ving boths the form and position and the
t:lmrd name; then dothe right column and E'Form 12lh Pos: ' E Form 7th Pos.
ontinue onto the next page. E Chord B Chord
Working with flats, evervthing is

I, and so a-lttle more dillleult, The
v lo dosing this 1s Lo say the musie alpha- Tl g
:- o uaing flats backwards a few tmes for - J

Cpractice before starting. The (dea la-1o get X4)

he ordér stralght in your mind so that - -

Usoking ot the different forms and positions

L thinking new names wan't throw you E Form 1lth Pos. E Form 6th Pos.
il Also, vou probably ldentify certnin Eh Chord Bb Chord

Horms and pasitions as sharped. and this
fan dlso throw yvou ofl. As'with the sharps.
unce you see il for'a couple of forms, the -ml""' ~ S =il % ~
process becomes: automatic. Again. {tis ' ;
pre important o know how the system;

: _lts than to memortze chord names with
B0 real understanding. - :
You will quickly realize that the E Farm . 10ih Pos.  E Form 5th Pos.
whiords 0 between the letters have two pos- D Chard A Chord

Bble names. For exnmple, Bh when count-
§ dowy the fietboard, Is the same as A#
'3."5 s counting up. For now elther nume s g
porrect. Later on, which one is to be used
¥ill be determined by a music coneept

_'r " 1 HS I‘i\‘:}h

E Form 9th Pos. E Form 4th Pos,

Music's meant to be fan., not like Db Chord Ab Chord
Bome crass musle machine... that's ot

Srhat we care about al all. We care a —— _
ttamn fot about musle bul like, so what B - 3 T~
W you mess up a couple of chords? Big

feal The point is you tried. and that's 4 ;
wihat counts.,

Johnny Rotten @9 E Farm 8th Pos,  E Form 3rd Pos

C Chord G Chord

1



Naming Chords by Form and Position - Fiats

The column on.the-left completes the
E forms counted down a fret at a time Irom
the 12th position from the preceding page.
ending with the open E Form.

On the right. the G Forms have been
diagrammed for five positions starting at the
12th using Nats. These are not conUnued on
the next page, but count down the fretboard
uniil vou reach the open G Form . anyway, If
vou have done it right you will wind up at
the open Gochord. Next eounl dovwn the
other three undiagrammed [orms fram the
12th position. You should end up at the
familiar open chord each Ume. Don't forget
to try using the index (inger of the right
hand as a movalile counter, While holding a
form In position for naming. lay the Index
across the nut and count up or down o the
frelting hand bar, one frel at a time.

.b Distinguish between Naming
chords by counting a [ref at a e,
and connectng the forms by the
CAGED Sequence. Counting fret by
fret will give you the ¢orrect name for
any chord, and the CAGED Sequence
glves vou the overnll lavoul of the

[Fetboard plus a shorteut o naming, N
-

Recap

By now vou should be able Lo recoy-
nikze all five Basic Chord Forms In any posi-
tlon, eonnect them In CAGED Sequence from
any positlon, and name the chord from any
form and position.

Now would be a good Hme o go back
and review everyihing from the beginming. 1t
always makes more sense the sceond Ume,
and vou may discover something you
missed.

12

E Form 2Znil Foa.
Gb Chord

E Form 1510 Pos.
F Chord

]

E Form Open Pos.

E Chord

2

G Form 12th Pos.

G Chord

N=mmme

®

¢ Form 11th Pos.

Gb Chord

Y o e

N

G Form 10th Pos,

F Chord

®

G Form 9 Pos.

E Chord

3

G Form Bth Pas.

Eb Chord




Scales and Scale Forms

Whereas chords are notés played simullancously, scales are groups of notes
played In succession, Aswilll the Chord Forms, the gultars tuning provides lve
apeellic patlerns for these as well, and they correspond Ina precise manner.
Although the Chord Forms are held In place and faicdy casy to see and remember,
Scale Forms must be visualized as a continuous pattern when being learned, since
‘only one nole &l a Ume Is played.

Over the vears Pve encountered various labeling and coinage for the Five
Hasic Scale Forms, | believe they have been. more or less pasted on by well-mean-
ing but {ll-informed guilar teachers. Among them are the Greek modes (londan,
Dorlan, Phryglan, ete.), Roman numerals and alphamumerics (Form 1, Form 1A,
Form 11, Form HA. etc.), primary/secondary terms Uke “tmnsitional paticrns.”
deseriptors like “boxes.” and stylistie names [ike "blues seale™ and “rock pattern.”™ |
tinagine few things to be more confusing o & gultar student than the varlety of
wrbitrary naming conventions given to the Basle Scale Forms. The problem stems
4t jeast partially from the music vs. Instrument overlap. Also, terms used in one
field of endeavor are often mlSused, varied or corrupted when applied in another.
Tremolo and vibrato are a good example of this type of confusion. Tremolo, by defl-
nition, Is a steady change in volume whereas vibrato Is a change in plich. So natu-
fitlly the gultar companies call their pitch changing bars, “tremoles.”

Similarly, the Greek names for modes pertaln (o 2 musie concept and have
Al Iunr:tinn on a frethoard unless you choose to llmit yoursell Lo playing to and
lrom the B strings starting with a certain Anger. (Any teacher who still ases the
rd‘ﬂ-r. modes 1o Identify Scale Forms to a beginning guitar student should be
Nlogged.) 1L Is easy to see how Lhe mode and Scale Form confusion began. however.
The assaciation belween the two scems convenlent with respect o the aforemen-
lioned E strings on efther end of the fretboard. It is similar 1o the limitation that

=1 ours when playvers use the fifth or sixth string 1o ldentify chords with. On a gul-
'il_- ._'.lhf:'uuly naming convention that is sulfictently comprehensive Is (o identify the
tle Forms by thelr corresponding Chord Form, You will see thal the Scale Forms
i h-l: visualized as a nutural continuation of the Chord Forms, instead of a sepa-
] ll: and unrelated enlity.

We tend to take the paths of lenst resistance when learning. and you will

I 1 It caster to learn the Seale Forms by developing them as pattern extensions to
l- chord forms you already recognize than the arbitrary 1A form or the arcane
bmlj.rdiﬂn mode. Trust me. And another thing, The dot scheme on guitar fret-

s should go down in history as one of the worst design mplementations ever,
ht along side color coded kevboards on those old electronic organs. How Lhe

'_ nt fretboard dot placement acherne has lasted. Fll never understand, With the
ixeeption of the ones at the 12th and the 5th frets, they just seem Lo get in the

The most basle scales consist ol live notes and-are called pentatonie, or
vetoned. There's nothing complicated about thot particular Greek term.

13




The Five Basic Scale Forms

Justas there are Chord Forms that YTYTY
are easily recognized |n any posilion, there QXD | ©
are also Seale Forms thal make patlerns
which ean be enslly learned: and used. There
Is a O Scale Form that corresponds lothe C
Chord Form. an A Seale Form that 13 reélated
1o the A-Chord Form, and so on.

Since the Scale Forms are not held in 4 Fingers: 4 Frets
place like the Chord Forms, the general idea
behind which finger to use for which note Is
four fingers to four frets, as (lustrated in the
top left diagram. For example, if you are
plaving a Scalie Form in the second position,
the Index finger Irets the necessary strings
at the 2nd (ret, the middle finger frets the
strings al the 3rd frel the ring frets them at
the 4th, and the pinky takes the Sth. : :

However. you will soon encounter Hiﬁ"ﬁﬂg“ﬂ
Scale Forma that span more than four frets. SN EoA AT
This requires what {8 termed a finger exten- "
slon, meaning a note {hat Is played either
above or below the vaual four Iret ared. The
position does not actually change though,
and for all practical purposes, only the Index
and pinky lingers make extensions.

Not all Scale Forms will begin with the
index [Inger. and not all Scale Form posi-
tiens will be designated by the firsr finger.
The Index is sometimes treated as an exten-
ston so the Scale Form ¢an' better corre-
spond to the Chord Form.

The graphs in the left hand column
illustrate basie finger position for Scale
Forms amd extensions. Play through each of
them one string at a tne, ascending and
then descending. The right column {llus-
trates the Five Basic Scale Forms. The D
Scale Form is the only one of the five basics
o require an extension. The [ingerings
shown are optional, and as with chords, the
correct fingers 1o use for scales will depend
on the partlenlar clrewumstances

(w

Scale Form

14



The Five Basic Scale Forms

L The left hand column lllustrates that
the Chord Forms are actually an integral
it of the Seale Forms. This alse shows
why calling the Seale Forms anything else
flits the subject into another area of discus-
Sim. The term “C Scale Form® {or C Form
Seiile) 15 o purely gultar oriented designa-
tlin, and doesn't apply to any other instr-
menl. As with the different types of chords;
#rning different types of scales will be «
fitalier of developing them from the basie

ul L LY
~ Practice playing the Basie Scale Forms
Lvirfous positions, Learn them forward
ind backward from memory. When playing
fith o pick. it ts a good 1dea to start with a
w1 stroke and alternate directions for
#ach noie. It will be hard at first especiaily
fien changing from string to string, but dis-

! '1 Hmes over later especlally in terms of
peed and accuracy. If you are using your
figers Lo pluck the sirings. alternate them
well, using thumb and Index or middle

g iriclex.

The forms in the right column have

el contrasted Lo show thal the end of one
ithe beginning of another. The "hottom™ of
i€ C Farm Is the "top” of the A Form. The
llom of the A 1s the top of the G, the lop of
i 13 form Is the bottom of the E, and so on.

ipline yoursell now and you will benefit

!r When leaming scales. try o
~ play as slowly as possible for acou-
mcy tho Mrst few tmes. I the first
few tries are correct. iU will be much:
tasier than uying 1o unlearn a

rush job. The best way Is lo play
derd slow until you are familiar ﬁ

with the form.

15
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Forms and Positions - Scales

Describing scales by form and paaltion
is similar to the method for chords: The pat-
tern atays the same. bul s moveable and
can be played in various locations on.the
frethoard. The matn difference stems from
the lact that the position of the Scale Forms
is not always referenced by the index finger
as were each ol the Chord Forms. The C and
G Scale Forms are located by the Index ke
the chord forms. For example If vou were 46
play & G form scale in the 4th position, your
index would [rel the strings al the 4th fret.
As drawn, the D Form s also positioned by
the fndex but containsg an indey extension
that noves It temporarly oul of place,

The A and E Beale Forms (*) are not
referenced by the index finger for posl-
tion. The Index notes In these wo scale
lorms are lreated like extenslons in order for
the Scale Forms 1o beiter follow the Chord
Forms as patllerns.

The graphs in the lelt hand column
llustrate the reference point of the Basic
Scale Forms in varlous positions. The graphs
on the rght show Lhe relative positions of
the cormmesponding Chord Forms.

My daddy knew a lot of gultar
players and maost of them didn’t work,
s0 he suld "You should make up vour
mind (o elther be o guitar player or an
electrictan. but | never saw a gullar
player that was worth a damn.

Elvis Preslcy

b

2000 1

C Scale Form
2nd Posttion

G Scale Form
7ih Position

E Seale Form
1oth Positdon

D Seale Form
12th Posiuon
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A Chord Form
5th Position

G Chord Form
7th Fosition

E Chord Farm:
Oth Position

e

D Chord Fomi
5t Posltion
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The CAGED Sequence - Scales
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The CAGED
Seale Forms
Connecled

This serles of graphs is Iniended to

ire you away from thinking of the scales as
st flve separate forms, and Into seeing

pert also as parts of a contnuous whole,
Gich Scale Form s Lhe same [lve notes

ilyed al least twice In different positions
b Ing with a different note.

~ The graphs are shaded to llustrate
_‘ the bottom of one Seale Form is the top
lanother. The diagram on the left shows
low the Basic Seale Forms appear whien
innected end o end on the frethoard.

. In this view, you should be able o see
Hat the CAGED Sequence applies equally to
Wtlt seales and chords,

BT & i
O OO

E Scale Form

D Seale Form

J

The Chord Forms
are generally sepamte
from one another. The
Scale Forms all share
notes with adjacent
[orms on elther end.
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Naming Scales by Form and Position

As with the chords, we established five
basic forms for sciles, and described them
I terms of form and pasition. Then we
viewed them as five parts of & contguous
sequence spanning more or less the length
of the fretboard.

Now we will idenufy them by name,
and later. in Part 11, by type. Naming scales
requires the same tools that naming the
chords didh. and sinee you've gone through
the procedure already, vou'll find it easter, If
not automatic. If you find this sectlon difm-
cult, it would be a good idea 1o go back over
the section on naming chords.

To lind the catrect name of a Scale
Form. count frel by [ret using the musie
ulphabel with elther sharps ascending or
{lats descending starting with the letter of
the form you are playing. A quick review ol
the music alphabet ascending starting with
theletter C: CCRDDVEFFFGGNAAR B
undd back 1o C. Using flats and descending
siarting with E: EEbD Db CBBb A AL G
Gb ¥ and back 10 E.

The use of sharps only, when ascend-
ng, and flats only, when descending. is a
simplification lor the purpose of locusing on
the issues at hand, The fingering suggested
Is also lor leamning purposes only. and onee
vou know the forms. vou can substitute
whatever works best far you,

Some Scale Forms cannol be played

from the open position, making the counting
somewhat more difficult than lor chords.

When In doublt, refer 1o the corresponding
Chord Form. The graphs show the scale
names of the C form in cach position start-
ing with open nnd ending with the 14th on
the next page. Play the form In every post
ton and name it out loud as you go,

s | O

C Scale F Seale

ax
C Form Ist Pos.  C Form 6th Pos,
Cr Scale F# Scale

C Form 7ih Pos.
[ Scale G Scale

4 !
C Form 8th Pos.
Gt Scale

C Form #th Pos. € Form 9th Pos.
E Secale A Seale
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1ing Scales by Form and Position

The column on the lelt completes the
f Seale Form clrcle from the previous page
e continues up lo the 14th fret.
The right hand column counts the A
Form [rom the lst position to the Sth.
Is no open poaltion possible lor the A
it scale. Play the A form in-each position
B pamie I as you go. Don't forger that the
+.I and the E form treal the Index finger
& in extension to better [llow the Chord
s and the sccond linger determines the
Tect position,

The other Scale Forms are [lustrated
Plust-a few positions rather than the entire
glie of the fretboard. Again, It Is more
jonal 1o know how the system works
B Lo rely on memorization. As you
figress. you will automatically remember
b you use the most anyway. If you are
wing trouble. go back to the Chord Forms
®l count them fret by fret, then vy it with
senles agaln.

It is a decisive moment [or
villzation when man lays aside his
prows and devoles himsell Lo phack-
B bowstrings for musie. He can be
By vulnerabile at that polnt, ns
Bvid discovered, in the Book ol
iigs, when he found himsell sudden-
the target of a tosged spear. Bul
% very vulnerability Is a preconcl-

il [0 all art. which reposes in (ragile
finrs rather than in swords. And

s the history of the gultar is essen-
Mlly the story of some of man's best
ments...

Frederic V. Grunfeld
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Naming Scales by Form and Position

 The columm on the lelt names each of
the G Seale Forms from the open position to
the 4th, Even though they aren’t pictured,
continue on and play through each position
until it repeats al the 12th fret and see if
vou come back 1o G, If vou do, you've done It
right,

The Adght hand column shows the E
Seale Forms. Here again, for naming purpos-
es, the E Form, like the A Form,. behaves as
if the Index were an éxtension, and the posi-
tlon Is referenced by the second finger
instead of the first.

Since there s no possible open E
Form, the series starts in the 15t posiiton.

As with the G Form Scale, only five
positions ol the E Form are (Hustrated, but
you should agaln play them all the way up
the neck, naming each dilferent scale as you
g0,

8 Siale

A Scnle

Ad Scale

4OOOAXD
l.lll

B Scale

G Form 18t Pos.

G Form 3rd Pos.

G Form -'H.h Fﬂﬁ.

F# Scale

E Fr:rrm 4Lh Pos.
(if Scale

GG | (38
E Form S5th Pos
A Scale



iing Scales by Form and Position

. The last of the Baslc Scale Forms, D
Form. like the A and E. also cannot be
layed open. so iU too will begin In the Lst
h itlon, [t s dlustrated such that the posi-
lon Is determined by the first finger, with an
index extension on the third string. The

eries continues n the right hand eolumn
Uy o the ninth position,
The Importance of being thoroughly
amiliar, with all five Scale Forms cannot be
mphasized. Since Lhe notes are the
Jume fve. plaved with different patterns,
h: natural tendency is touse the form or
prms Lthat are casiesat to manage. Of the five.
e G [orm is without a doubt the most often
e I beginning lead playing. but this can
pecome [imiting. The different look and feel
il the flve forms will cause you to phrase
Higs in a way that is more unusual and
trhaps more Interesting,

-'F

By this thme you should have the same
il for the Basie Seale Forms that you
tuired for the Chord Formes. You should
able to recoginize and play all five Forms
¥ Position, visuallze them In CAGED
Buenice. and Name a scale by it Form and
Gisilion, Because of the relative degree of
eulty, you should expect to play the
file Forms about 10-20 times as much as
B Chard Forms to get control of them,
Wiys distingulsh between the frethoard
1 ption and the exact music name. |l you
ihinking the description, use the words
mand positdon™ as in "C (Scale) Form,
il Position”. I you are thinking key, use
name as in "D Scdle.” When talking o
ier guiiar players, the physleal description
iseful, but other instrumentalists are only
i1t to be aware of the musical terms.

2]
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Lead Patterns

There are Two Basie Lesd Patterns
which result from the gullar's tuning. This
new arrnngement gives us the abllity Lo
access more notes, und enables us to play
things that would be Impoessible otherwise.
The term Lead Pattern has been adopted
primarily 1o distinguish these types of pal-
terns from Scale Forms. bul also o convey
that they are olten used. o seloing, improvi-
salion and lead plaving. It is o gultar orient-
ed name [or a different form of scale. or
more precisely, a symmetrical, extended.
scale form which Is played along the fret-
board instead of neross i Whereus the Scale
Farms are regular patlerns in one position.
the Lead Patterns are regular patterns in
severi] positlons, [You get bonus polnts I
vou nolleed that the Lead Patterns are made
up ol just.the small or whole-step reaches of
the Scale Forms,) They are (lustrated frst
showing the notes numbered In ascending
otdor In the le hard column. The fight
hand eolumn lustrtes that each Lead
[Pfattern can be viewed as three groups of five
notes with an adjustment made lor the
smaller interval of the 2nd and 3rd siring
pair. | hope you appreciate the elegnnoe of
the system when vou realize that LP)
descemding, is the same 3 motions soring-to-
string and position-to-position, as LP2
ascending. (And vice versa. See next page.)
This may lake a Httle longer to grasp. but |t
will e warth IL

The Lead Patterns represent the third
distinet pattern type that occurs solely as a
resull ol the gultar's luning system,

ﬁ Visualize the lead patlerns
ns all ve Basic Scale Forms
jolned together, and then divided
Into two eqgual parts. J\

Lead Pattern 1

Lead Pattern 2

Lead Pattern |
Ascending Groups

Lead Pattern 2
Ascending Groups




L Patterns

L In these diagrams, the two Lead

iterns have been (lustrated showing a fin-
_n g convention which is limited to the
ilex-and rng fingers only, so the player
i coricentrate on Jearning to move from
_,’ lon to-position smoothly without having

Fihany fngers get (v the way.
The arrows Indicate posltion changes,
#Ir-li?;-é and are shown In ascending order
¢ Lop two graphs ancd d{-..-m:ndmg order
e bottem twe, The fingering, as usual,
Tth:enmn n matter of cholee given the cir-
limstances later on. The Important thing
it niow Is to be able to play the palterns
various positions without getting lost in
& dots on the neck, One of the first things Lesd Potiern Lead Pattern 2
puwill notice about the patlerns Is that Ascending Ascending
B use a stepwise. or two frel motion.
gy progress in a regular fashion until they
the 2nd and 3rd string, and then the
fern changes @ half step “linger

jeeze” and then It goes back to being
. The finger motion of each three fives In
il Ascending, Is to change strings then
e positions. This Is the same for LP2
Boending. The motion of each three (ives in e
ma::t:ndlru_.,.. Is to change positons, then
mge sirings, This is the same for LP]
~'-- ;.dlng. As with the Chord Forms and SALXIAL
¢ Forms, these palterns are the basic
iework for n significant portion of the i
ntzation of the fretboard. Playing these
:._ trns 1s not “playing lead” per se, bul s
LI you want to really play lead, learn
Bmale Lead Patterns, and then experi- 1Y |
1.1rlth putting the notes logether into
mses, or musical stulements, combined

i other elements such as tonal groupings,
derent rhythmic statements, articulation
iniques, ete. This Is further discussed In Lead Pattern | Lead Pattern 2
5 11 and 11 Descending Diescending




Forms and Positions - Lead Patterns

The graphs on the rght llustrate the
Lead Patterns' proximity to one another, In
the left hand column, Lead Pattern | played
in the 3rd positon s the equivalent o Lead
Pattern 2 played in the 8thoposition. In the
right hand column. Lead Pattéern 2 played In
the 3rd position (s the same as Lead Patlern
i in.the 10th position. (The first tme you
read the above. it will be about as clear as
the ground water In the Love Cannl. but it
will make sense sooner or later.] As you play
them you'll hear the similarities.

Tonally, each Lesd Pattern s the same
five noles played I the Scale Forms but with
more range. The primary difference (s that
they mun lengthwise instead of widthwise rel-
ailve to the [rethoard. The Scale Forms are
all of the avallable notes In one position. and
the Lead Patterns are a few notes from each
Scale Form in severil poaltions. When both
Lead Patterns are illustrated side by side, all
of the notes ol the Five Basic Scale Forms
are accounted for.

The patterns should be learned well
encugh (o be plaved in any position possible
using elther one or both. To accomplish this
with Lead Patterns. it will help to be able o
move as easily from position to position, as
from string o string. So practice using the
siring itsell as a gulde when changing posi-
tlons and don't take your finger completely
ofl when moving. As with the Chord anc
Scale Forms, the use ol the term position s
for descriptive purposes only and pertains to
i frethaard location. Saving "Leéad Pattern |
in the 4th Position™ will only make sense 1o
another guitar player. The players of Lhe
ather Instruments in the group will have to
have it tmnslated to & scale. a key, or num-
ber in order for it to make sense to them.
This Is discussed In Lhe secllon entitled
Naming the Lead Patterns.

Lead Pattern |}
drd Position

Lead Pattern 2
Bth Position
Darkencd

L0

Lt

Lead Pattern 2.
Srd Position
Darkened

Lead Pattern |
10th Position



The CAGED Sequence

The diagrams to the righl show the
ﬂnnshlp between the Lead Patlerns and
i Five Basle Chiord Forms in Sequence.

e Chord Forms are darkened. Notes have
'.~- 1 added where necessary for clarity.

. Bv now you should be able to appreci-
i the pervasive nature of the CAGED
juence on the guitar fretboard. The Chord
Urms, Scale Forms and Lead Patterns are
B integral to this unique armangement: In
i1, mo matter what you are trying to
womplish on the frethoard, you'll be work-
wllh!n or without the CAGED Sequence
way or another. The more aware of this
m the easter your job will be when it
mies time 1o apply what you know to the

_ _l'hml:m

“With the Lead Patterns, the sequence
fiictions differently than with the Chord

3 Eq::ulr,- Forms, Belore, each form pro-
..'.4:~--- along the length of the fretboard In
AGED order. Since the Lead Patterns flow
lbng the [rethoard as opposed Lo across It,
# CAGED Sequence becomes stationary
tive to what yvou are plaving. Its lunction
-1 more on the order of a series of guide
sits along the way.

- Lead Patterns

®

Lead Pattern 1 Lead Pattern 2
CAGED Chord CAGED Chord
Forms Darkened Forma Darkened
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Naming the Lead Patterns

Naming the Lend Pallerns requires one
more step than naming either the Chord or
Seale Forms. The Lead Patterns are refer-
enced by the first Chord Form of the
CAGED Sequence included in the pattern.

Lead Pattern. | I8 referenced by the €
Chaord Form and Lead Paltern 2 18 refer-
enced by the G Chord Form. Given this, it
wﬂl tow be helpful to deslgnate them as
Groups - the C Group and G Group, This
arfentation also gives the player something
more visual to grusp than the somewhat
arblirary “Lead Pattern: 1* and “Lead Pattern
2" for naming purposes,

In the top lell graph, LP1 or the C
Group. beglns an the third [ret, and so it
corresporids 1o the C Chord Form In the
open posilion. theréfore. U is In the key of C
(for now]. Il s a C Group Lead Patern (gual-
tarwise) and a C Seale (muslewisel,

In the top right graph, LP2, or the G
Group, begins on the 3rd fret, and corre-
sponds to the G Chord Form Ine the open
position, and so s in the key of G, musical-
Iv.

The lower graphs illustrate this in
higher positions. In the graph on the bottom
ledl, the € Group Is plaved from the 7th posi-
tion. Thix corresponds muosieally with the C
Chord Form In the 4th position which Is an
E chord. Therelore the Lead Pattern is In the
key of E. or.an E scale (for now).

The bottom right hand graph shows
the G Group Lead Pattern in the 7th posi-
ton. This malehes the G Chord Form in the
4th positton which is a B chord. So this Lead
Pattern i In the kKey of B, or a B Scale. II
vou can name the Chord and Scale Formas,
yvou will also be able 10 name the Lead
Patterns provided vou remember 1o reference
it 1o the eorreel Chord Form,
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ng the Lead Patterns

These graphs have -been drawn to
pthat the naming of Lead Patlerns can
r.!l:rm.' with Scale Forms. just as with the
-2_-n ord Forms, so they have been matehed up
with thetr corresponding Scale Forms.

The CC Group In the lefl column match-
5 the © Scale Formy in the 8th position so

: hc:,r is Ab.The G Group In:-the |1th posl-
an matches the G Scale Form in the 8th
position so the key s Eb. Using the Scale
Forms Instead of the Chord Farms for a refs
fience [sn'l really as easy visually, bul has
deen included for the sake of compleleness,

| Al every opportunity an effort has

i made 1o differentiate between the gul-
ir description and the musteal Identity.
dliords, senles and keys are musie concepis
mmmon to all (polyphonie] instruments.

| rd Forms, Scale Forma and Lead

falerns. as deseribed here are specific to
guuar and are the sole result of the
ments luning.

3G .F

. This is the end of the third section of
Tithoard Logic SE Part 1. By now you

fiould be famillar with the Lead Patterns in
juch the same manner as the Chord and

| sile Forms which preceded them. You

.'-~ I be able to recognize and play both

il Palterns in any position on the (ret-

d: You should be able 1o visuallze the

) Sequence [orms In relation to each
hem, and you should be able Lo use the C
il the G Chord or Scale Forms as a refer-
e Lo name them in any position. Here Is
pitch to reread and replay every-

ng from the beginning. After vou've done
W lime or two, take the test. Then put

1) Lthe book Tor a while and come back to
dter. See Il 11 stuck.

I.'ﬁ ol

8 8
11 Il
¢ Group G Group
11th Positlon 1 1th Position
Ab Scale Eb Scale
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Finale Part I

The Basle Chord Forms, Scale Forms, and Lead Patlerns are the three fun-
damental componerits of the pattern organlzation of the frethoard, They result
from the implementation of six strings tuned 4th, 4th, 4th, 3rd, and 4ihand
evalved 88 A means to confer true polyphonic eapabilitieés upor the nstrument
@iven the lUmitatiort of four Iretting ngers. This [rethoard organtzation is the inter-
face between Lhe gultar player and the musle he or she plays. | believe [ts compre-
hension Is essential o the knowledgeable applicatlon of musical ideas 1o the @i
tar. Part | fecused on this pattern organization exciusively as the gultarist's firs
priority. Consider it just a foundation upon which to bulld, Without an under-
standing of why the instrument is tuned the way it is. learning the gultar can be
unnecessarily frustrating. While the guitar's overall design and capabilities have
evolved through advances in technology and changes in musie styles. the tuning
has remadned the same, It s simple and efflclent. [tworks porlectly. Although It is
less than obvious, as you have seen, !t can be learned in s short amount of time
when not elouded by other Issues, IUls Important that gultar playvers, even more
than other Instrumentalists. leam (o distinguish the realm of the Instrument’s
interface from the other areas of learning to be taken up. The frethoard relation-
ships Introduced here are merely a framework within which you cun work to
extract musie from your guitar.

There are a total of three parts (o Lhe series. The next, Fretboard Logic SE
Part 1l continues [rom this point and covers the tonal elements of music exclusives
v, You will learn o play different types of Chords. Seales and Arpeggios. by buld-
ing them up from the basie fretboard forms. Our approach s faster. easier and
more direcl than either rote memorization or the cut and try approach. Groups ol
lones can only be expressed two ways: as played together or in succession.
Chords are groups of tones played at the same {ime, Scales are tones played one
after another, and Arpeggios are a hybrid whereby chords are played like scales.
Each are presented within the context of the patterm-organization discussed here.

I hope the Dilowing test provides an Incentve to - you guessed it - reread
and replay everything. | encourage feedback. so feel free to write with-any ques-
tions, commenls, eriticiama or sugdestions on how to Improve the method: (If you
waint to help out, tell the folks at the store to keep us In stock.) I've put many
years of work (nto these lttde books, and done countless rewrites o make them
more accurate and readable (and yes, | sull fnd wypos). 1iruly hope they help you
gel more oul of your gultar. The bottom line is this: You've made o good dectsion
in your eholee of an Instrument. As a vehicle for self expression, the guitar is see-
ond to none. And one more thing. The only way I've ever been able Lo learn any-
thing difficult is to just keep at L untd] 1t somehow sinks in. Consider that whenes-
or St'll‘lll'."lhh‘lg new s p!‘l‘.‘.!-iﬂiilt'.‘tl. our brains have to L it into what 1s ealled our
"frame of relerence,” Maybe thils Is o litde like breaking eges to make an omeleL |
belleve Lhere s a natural resistance to changing the status quo. Anything of value
will not usually be easily attalned, and learning (o play the guttar Is no exception.
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| The two chords In the first column are
snmen i many chord books, Can they
ko bie considered basic chord lorms?

AL 1

i the E form chord Is grouped on another
L of strings [such as the 2nd. 3rd & 4th),
Ul it still be an E form?

| Descilbe the 5 chortls In the right column
) ferms of form and position.

) Give the names of the 5 dlagrammex!
lords in question number three,

il Which (wo pairs of notes do not have o
rp or fint in between them when counting
L by [ret 1o name a chord?

UIn the CAGED sequence, which two chord
s share w note? Where?

"What flat chord is the same as AR? What
' r 0 chord 18 the same gs Eb?

L Name the scale played when the C form
It the 5th position. Name the chord

.' { I8 the term for a live note scale?

Name Lhe three types of patterns which
it on the fretboard as o resull of the gul
M funing system.

#1
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11) Describe the Scale Forms In the left
hand column in terms of form and position,

12] Name the scales in guestion 11.

13) Who Is funnier, Elvis Presley or Johnny
Rolten?

14) Which Scale Forms treal the index as
an extension Instead of the position marker
In arder to correspond more ¢losely to the
chord form?

15) What are the four separate ways chaoril
forms. scale forms and lead patterns should
be learned and understood?

16) Which Chord Form ldentifies Lead
Pattern 17 Lead Paltern 27

17) What position would you start the G

Group on in order to play & B scale?
(See dingrams on next page.)

18] Name the scale if you play the C Group
from the 2nd fret.

19] Name the scale il vou play Lead Pattern
2 (rom the 1si fret,

20) What Iret would you start Lead Pattern
2 an to play a G# scale

30




#18) #19)

a)




The Answers To All Your Problems

1] The F and B chords pictured are often
misreprésented as basie lorms. They are

really only portions of other Chord Forms.
The F cherd pictured s a portion of the E
form In the 181 positon. (The Bchord Is a
pertion of the'A form in the 2nd position.)

LB

2] No. The forms retain thelr.character only
along the length of the strings. not across
them. The form as deserlbed would be an A
minar lorm.

4] € Chord Form 1st pasition.
E Chord Form 9th position,
G Chaord Form 3rd position.
D Chord Form 12th position.
A Chord Form 2nd position.

4] C# [or Db)
C# [or Dh)
Al [or Bb)

D
B

5 Band C. E and F.
6] D form and C lform. 2nd siring.
71 Bh., Da,

8) F scale,
F chord.

9] Penlalonle.

10] Chord Forma. Scale Forms and Lead
I"alterns.

11] E Scale Form st position.
G Scale Forni 5th positlon.
A Scale Form 4th positon,
C Scale Form 12th position.
I3 S¢ale Form 3rd position.

12y F
[ &
CH (or Dh)
64
F

13 Wrong. Fred Grunfeld, Clearly a
rick gquestion.

14] The A scule form and E scale
formi.

18] 1. As Baslc Forms
2. As Forms In Posilons
3. Within [or without) the
CAGED Sequence.
4. Named as a musical entity,

16) C form.
G form.

171 7th position.

18] B seale.

19 F seale,

20] 4th fret.




[he four ways cach pattern type musl be learned are;

Fretboard Logic 12 Step Program

Here 1t s one last time. Condensed. The reasoning behind the guitar's tun-

i sysiem is {o make the Instrument & practical polyphonic given the limitation of
pur fretting fingers. Beeause of the tuning, EADGBE. and the Tesultant string to
|= ng intervals, three distingt pattern types occur on'the frethoard, They are

'=* ord Forms, Scale Forms, and Lead Patierns. They are organized and interrelat-
Eito one another as patterns and can be consldered separate from typical music
sues such as piteh and Ume.

. This pattern organization can be overviewed In a series of twelve sleps as
liistrated below. The three pattern types each must be grasped four Separate
¥iys In order for the gultarist to have a functional understanding of the Interface
jetween the plaver and the musie he or she plays.

s Baste Forms distinet from one another and from other pattern Lypes.
il'As Forms o be used invarfous Positions on the fretboard

| As formas in CAGED Sequence along the fretboard. and

| identified and Named as music entities.

Five Baale Chord Forms

Five Basle Scale Forms

Two Basie Lead Patterns

fhord Forms in Positons

Scale Forms In Positions

Lead Paterns in Positions

Chord Forms In
CAGED Sequence

Scale Forms In
CAGED Seguence

Lead Patterns Overlying
The CAGED Sequence

hiord Forms In Positlons
Named As Chords

Seale Forms In Posiuons
Named As Scales

Legdl Patterns ln Positions
MNamed As Sciles
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NCT

oY

A Form

{: Form

E Form

D Form

NCT B:d NCT 3

These graphs were Included to (llustrate that the placement of the 3rd any-
where but the 4th string pair [from the bass), produces more non-chord tones
(NCTs). and s0 are less optimal given the limitation of three fretting lingers per
form. The two lefl hand columns were common lute funings, and are the Interval-
lic eguivalents ol: CFADGC [4th 3rd 4th 4th 4th), GCFADG (4th 4th 3rd 4th dihl
The third column is standard tuning. included for comparison.
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Information is anything which reduces uncertainty.

Clanicle Shannon
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Preface

.~ The Fretboard Logle Series began when, after years of thinking otherwise,
the author finally came to see that the gultar's tuning system represented @ com-

, b:i:.- separate endeavor from the typleal edueational requirements of other musi-
eal instruments. As iU developed, he felt that It was something unigue in the feld

| gmtar methods and also very tdy, sinee It focused on this fretboard pattern
prganization to the exclusion of everything else, It distinguished lsell from many
arlier method books by avolding the tendency to muddy things up by touching on
ginny toples superficially and was, In a sense, clean and well defined.

So upon lts complietion, there was no intentlon on the part of the author, of
Bpening up the can of worms that the next levels of Involvement represented. His
udents and readers had other Ideas, however. and they persuaded him lo
gontinue on from that point. After numerous false stans. a decision was made 10
it the second effort to the subject of the (onal elements of musie as viewed with-
| tht: context of the pattern organization described In Part [.

 As the secondd effort progressed. the author agaln became concerned with
polding anything that would distract from the eentral purpose of the book. Every
fort was made to prevent it from becoming one of those typieal methods thal
alks & litle BIL about & ot of different subjects - usually growing enormous In the
; otess - but one that never really nalls down anyvthing in a meaningful, original
asting way. It was and Is his intentlon to continue to approach the gultar in a
umnu:. il somewhat unorthodox. way.

As a practical matter, Part [ (Vol, 1) could be considered a well stocked
mnal tool box™ for guitar players. The idea is to provide the basie tonal elements
I music In a format that is consistent with the Instrument’s design. Part | deall
fith the fretboard aspeets of playing. Pari 11 will fecus on the tonal slements of
uisic taught In the context of the freétboard patiern erganization.

Chords, Seales and Arpeggios are nol really musie per se, bul you will use
lem Lo make your own musie and Lo fully understand the musle of others.
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Inside every fal book s a thin book trying to get out.

AnOnymous
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Introduction

Part 11 has been designed to-build on the joundatlons established in Part |, If
jou have not yet completed Part [, what is written here will be more difficult and
bon't work as intended because the structure that supports it will not yet have
eatablished. | can't stress strongly enough Lo Jearn the material o Parl |
fore continuing from here. I you have Just completed Part |, you'll know that

e of main differences between this approach and the others s that the various
ponents that make up music have been separated from oneanother so that
el may: be more closely examined. learned and retained. The focus of Part | was
e unigue and - langely unappreciated reasoning behind the guitar's unusual plich
plcction - EADGBE, This tuning was implemented as a way to combine simple
jottern recognition with lelt hand efficlency. It takes a while to explain this thor-
BEhly, but Interms of your guitar plaving education. the layout of the frethoard is
#si the beglnning.

As @ guitarist, the other aspects of music, Including theory, technique, and

be different styles of musle, must each be understood through this tuning system.
iherwdse you will find yoursel! reduced to guesswork or rote memorizatlon much
fihe dme, I you'study theory, you are taking anintellectual approach to the

eh and tme relationships in musie. I you aré working on' technigque, you are

g with the physical requirements, amxl siylé refers to' the varlous combina-

T uI clements which produce music to your liking. You no doubt prefer certain
ppes or kinds of music to others and that, loo, can change from tUme to time.

e of the more common styles of music are rock. metal. blues; country. classi-
[z, and bluegrass: Learning musie from copyving records or reading could be
scribed generally as ananalytical approach, where you slowly assimllate a little
fmm each different arca with each plece yvou learn, Il you wrile or compose, you
B putting your creative lacultes to use.

Fretboard Logic is, at its heart, a guitar-oriented approach. It makes no

Eumptions aboul which of the various components the player prefors to study, It
5 1ol preseribe or endorse a particular style or technique and is not musie the-

y per se. It tries 1o provide Information that Is common to all of the aspects of

ar plaving, expanding outward from the fretboard pattern organization.

ating the dilferent components of music separately Is to the benefit of the

pileni two ways. [t makes things easier bolh on the front end when leamning. -and

rm. when applying them in various playing situations. However. as progress s

+ this separation becomes more and mare dillicult, The lines between the

yles of musie, creative vs. analytie thinking, feelings and thoughts, ete., will

some blurred. Words and tmages used o deseribe musteal entitles beeome less

;~» ve as thelr meanings overlap and become vague. SUill. from a teaching stand-
il It s lmportanl lo be able lo distinguish them from the outsel, regardlesy ol

_ll:w-r long or short term objectives the player hos in mind. Just as we may
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vitlue different styles at different times of our lives, the level of Interest and skill in
the component areas of music changes from time to time for each of us. A
conscious effort was made to focus exclusively on the gultar's pattern organization
in Part |, Similarly, Part 1l is confined to the lonal elements of musie Ina
gultaristic orjentation. Rhythmie and other elements are separated away so0thil
the comman tone groups canbe more carefully examined. Part I starts by
developing the different types of Chords, Scales. and Arpeggios. and ends by Intro-
ducing some of the more significant components of music, with an emphasis on
understanding how they work within the context of the fretboard operating svatem.

In the past. the learning of the tonal elements has been relegaled to one of
two divergent philosophleal approaches. The first approach la the "bootatrap®
school of thought, where chords, ete., are considered merely items of inlormation
o be learned by rote memorization, le., without a frume of reference, Teachers of
this school feel It 15 best to get them out of the way as soon as possible, and get on
to more nportant matters. Unfortunstely, (f vou happen to lorget a chord or scale.
for example, you must go back and memorize it over again from seratch. This
vecurs all too often because withoutl supports and without integration, new infor-
mation tends Lo get lost in our brains - the old “in one ear and oul the other”
effect. The net resull is that gultansts retain only a small portion of what they
tearn and become handicapped when the time comes for more advanced activities.

The second school of thought is what Is belleved to be the more academic
method. [t considers tone groupings in terms of thelr most basic sub-components.
In other words. chords. scales and arpegdios must be broken down Into intervals
and Individual notes to be understood. Because of the unique nature of the gultar
I deem this to be something akin to viewing the elephant through n micrascope - &
reference Lo the five blind men and the elephant fable, This method presumes that
Il you know the notes on the [retboard. and also know the notes of, say, a Bbm7bi
chord, then playing it is a simple matter of combining them. No probilem - If you
happen to be on a keyboard. The problems for guitarists are many. First, the
prerequisite Information lisell Is a steep learning curve. In order to make one
chord your have la know the key signature, Lhe notes In the key, the noles In the
vhord, and the formula for the chord. Alter you have all this Information then the
real work Degins. On a piano, there s only ane of each pitely, and the notes are
lald out in a line, In one dimenston, On a gultar, there are multiples of most notes,
and they are lald out In an lrregular matrix. So alter all that. you have 1o come o
A decision about which siring upon which to look for each note, and whitch of the
avallable notes Is going (o be the mosl appropriate In the context of how long and
strong your fingers are. As you can guess, there are a mind-boggling number of
permutations of each ehord within the cantext of a note by note approach. So It
comes down to cut and ey, The difficulty of this method makes the previgus
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fiethod of rote memorization look pretty sensible by comparison.

Do either of these approaches sound familiar? 1'll-bet they do, If you were
Mistruted by elther of them, don't fee! oo -bad. They are an example of how the
dninant Influences of other Instruments, especlally keyboards, have corrupted
ie/leaching of the guitar (or hundreds of years, It may be another hundred vears
fore the-academics and bootatrappers (gure that out. Far those of us who want
3ot only play, but understand what we're doing, there is an alternative. It bolls
rwn o looking at the gultar as Il it had an Interface ol its own Independent of the
jiano (or violin). widch it does. The method for learning tone groups here is (o
mbine a minimum amount of information so you can bulld them without guess-
ik or rute. By relying more or less on the basic (rethoard Torms provided by the
iming. and the formula of each tone group. vou can bulld any tene grouping. In
iy key, easily,

. Chords, scales and arpeggios can be considered the baste bullding blocks of
;'. psic aned they are all derived from the same origins: the notes Ina key, The dil-
TRnce between them Is the order in which they are taken and the way they are
‘r.-d To prepare vou {or the process of combining frethoard and music elements,
¥ & good |dea 1o make sure you are familiar with some of the basic lerminplogy
ged i musle. and prepare you In advance for.a few of the many Ungnistie pltfalls
t awalt you, Many lerms in music are bandied about casually, with their mean-
s nol very well deflined. The terms note and tone, and key and seale, are good
amples. Strictly speaking. a mote Is a concepl which represents a plich unit [ire-
;.ﬂ v) and a tone Is an actuality - the vibrations vou hear, When you play-a

it 1t produces a tone In other words you ean't hear notes and you ean't write
pes. The same relatlonship exists for the terms Key, a concepl, and scale, an
ftnality. However, ask Just about any music teacher on the planet where the

gles of chord come from. and he or she will say with absclute certainry. “From a

e I it didn't produce logle jams later on, I'd even be willing to let 1t go at that,
’ lc- avold the argument, but here's what happens. Scales have both even and

f degrees: chords have only odd degrees, and 1L makes all the difference n the
orid when bullding. (dentifying and using them lor more Important purposes,

'- i lerm ke Sus, 4, Instead of Sus, 11, only confuses things unnecessardly,

0 the very words we use can lead 10 more or less understanding of both the more
idamental and more advanced lgsues in music,

A key I1s a group of related notes [or tones, Il you must), The word note and
e are often used Interchangeably, but again, here, tone 15 1aken to mean the
und produced. and the note is Lhe ldea we manipulate. The concepl of key
iy combines three things: 1) seven notes ol the lwelve tone sysiem. 2) the
poseven letters of the alphabet. and 3] alterations known as sharps [(#) or
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flats (b). For example, the notes-In the key of C are: C D E F G A and B. The notes
in the key of F are: F G A Bb C D and E. The notes in the key of D are: DE F# G
A B aned Cn, Each key has at least one note different from the others designated by
is signature, which s the number ol sharps-or the number of fats, given in s
specific order. Chords are groups of three or-more noles thal are selected from
every other degreedn a key (the odd ones), and played simultaneously. A "C chord!
is tie notes C, E, and G played together. Inversion is when they are-played inany
other order. G:C E Is the same chord with the noles Inverted. All the chord tones
in that keyare CE G B D Fand A, Remember thiat chords nre every other note -
the otld numbers - in a key. Scales are groups ol tones thal are made up of each
nole In the key: bul played In succession. For example, in the key of C, the C achle
is: C D EFGAB and C, forward or back. aone afier another. Arpegglos are chords
that are played like seales. In ather words, instead of playing the chord tones all al
once. vou would play each tone one alter the other. perhaps up and back.

Most of this section is devoted to establishing: the Chords, Scales and
Arpeggios from which you will fearn to better understand the music of others, and
experimoent with your own musical ldeas, Itis the next logical step after you have
mastered the lavoutl of the fretboard. This ahould nat be 1o the exclusion of acgulr
ing a repertoire of pleces to play: That's the other halfl of the battle; Leaming to
bulld tone groups s a way of understanding an important part of what's going on.
After that, other components of music will be Introduced so each person will be
able o choose for him or herself which direction to explore next. in order (o
achieve their awn objectives. A few of these aréas Including theory, technique,
style, thythim, and lead playing, are Introduced briefly at the end.of the book. By
the time vou have {inished Parts | and [, you will have been exposed 1o the operals
ing system of the guitar and the basic tonnl elements of music. When vou examine
the type of music vou're Interested in, vou will hopelully see it in & new Hght und
comprehend IL on dilferent levels, By the way. the work gels harder as vou
progress, but that is pmturalk Besides, il you have come this far, it 18 likely you
have more than just 5 passing interest In the gultar

One or two more obsenations and we'll get-on with 1L When most people
wanl 1o (each themselves gultar, they go out and buy a chord book (o learn ehords
from. and a sungbook 1o learn the songs they'd like o play. It seems like all they
need o do 1s memortze the chords one by one and add aright band strumming of
picking pattern and they'll sound pretty much like the record. If you've tried this -
| sure did - then you already know that I's not that simple. There are a couple of
things worklng against ve, First of all, there are many types of chords and numer
ous wavs ta lorm them on the neck, and they aren't all ensy 16 use or remember.
Second. trying to make sense of the way things work on the [rethoard s not exact-
Iy the easiest thing in the workd. Third. the forms used In the songbook are often
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dmplified, | belleve, to keep from searing off potential buyers, and often don’t
seund quite right. A common misconception about songbooks s that the artists
iemselves are responsible for thelr content and nccuracy.

In Part I, we explored the basie chord and scale forms or shapes. as a func-
Hon of Lthe gultar's pitch selection. In Part 11, the next step Is to learn the chord
d scale types as a functlon of the twelve tone system in music.

Chords are classified into "amilies” by how many different notes they have,
usually either three or four. The [amily of three-note chords (s called Triads, and
there are lour basie types: Major. Minor, Diminished. and Augmented. The five
basic chord forms are all major triads. The family of four-nete chords (s known as
ihe Sevenths because of the addition of the scvenih degree, and there pre six pri-

pary types: Major Seventh, Minor Seventh. Diminished Seventh, Augmented
Seventh, Dominant Seventh, and Minor Seventh Fiat Five.

— Beyond the seventh chords are ninths, elevenths, and thirteenths which
it to become more and more esoteric as you venture farther and forther from a
veonizable reference tone, or tonle. As you travel away from the tonle, the sub-
el eventually changes (rom the discussion of chords per se, to the study of chord
ubstitutions, for the purpose of achieving a particular harmonle eflecl. This
Becomes a matter of style and taste at some polnt, and no longer a purely objective
liscourse on chords. Just as & rock player oflen uses dilferent sound effects such
= distortion, cherus or delay. to give his or her music a certain type of feel, a jaz
liver will substitute unusual tonal material o create harmonle interest. You may
iive noticed that these two components of music tend Lo cancel each other out. In
pther words I the gultar has a great deal ol sonie activity, then more harmionie
activity Just creates sonic conlusion « commonly called noise. In lact, i 1s hard Lo
flislinguish between even a major and a minor chord I there I8 Jusl distortion In
e guiltar sound, but, 1 digress.

I vou learn the Triads and Sevenths, you will aiready have a fairly extensive
. r-::] vocabulary plus you'll know the procedure for constructing anything else

o might need in the future. The first sectlon is devoted to the bullding process
thu! you will always have them avatlable withoul having te memorize 4 couple

) f hundred pages of "bits and pleces” out of an ordinary chord boolk. In retrospect,
im pretty sure that some ol the guys who put those books together got the idea
'1 sinee we have four fretting fingers. chords should be learned as four-stringed
ntitles - and o lot of guitar players have been ballled ever since.

After the chords, the scales and then the arpegdios will become progressively
sler o understand, hut harder to play,
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We dem't know a milllenth of cne percent about anything.

Thomas Edison
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ys and Formulas Triads

It order to understand the nature of the different chore types It Is helpful to
ke 1 moment and examine where they come from: keys, In western music, kevs
i groups of seven notes in which each s tdentifled by a letter of the alphabet

mn A to G, There are basically [fteen keys and each has one ormore notes that
fo different from the others and which are specified by a sharp [#) or a lat (b),

e Key of G for example. s comprised ol the notes G A BIC D E and F8. The dif-
ferice between the key of G and the key of C is the F note. There 1s no F in the

¥ ol G. F¥ 18 a completely different tone although It borrows part of lis name

oin o confuse vou,

The important thing to recognize now is that each key Is-equivalent {0 the

. &5 far as chord types are concerned. In order o cormelate them, o number

e 15 placed on cach note or degree of the key. In the Key of C, first degree is C,
ccond (= D, the third iz E. the fourth Is F. the Ofth iz G, the sixth 1= A, and
"l:t‘llh degree in the key 'of C is B In the key of G, G=1, A=2.8=3, C=4. D=5,
_aml Fit=7. Every key Is the same with respect o each nole’s degree. This is
e chords get thelr musical dentity. Musically, chords are made up of (e odel
1 hered degrees In a key. Different types of chords are made by allering various
ees using sharps or llats. Any major chord, for example, Is simply the lirst,

L oand Mth degrees of a Key (1 3 5] Any- minor chord is the first, (atted thicd,
W ilth degrees of 2 kéy (1 b3 5). The degrees ol i chord can be "spelled” out
merically. {Hey. If you can add with letiers In algebra, you can spell with num-

| th-muslc.)

These odd-numbered note groups with the various alterations that ldentify
ehord type are cailed chord formulas. Combined with the notes in a key.
bgive the correat spelling for any chord. So a C major chord 1s spelfed C E G.
.G minor chord 1s spelled G hB D (spoken G, B flat, D). If. from the preced-
r it can spell C minor and G major yoursell, you've got the basie klea.

piiins are the musteal (tonal) side of the story. just as the CAGED System 1s
Ilar side, In order (o know the musical aspect 1o chords, you need to know
'..';. tes are In the Rey, amd the chord's formula. Combine them and you under-
"_ earh chord's misical nature.

o bulld chords on the gultar using the Fretboard Logic method, the mini-
iiyou need to know is its formitla, and the order of the degrees i ench of the
sic chord forms. Pul these together and you can bulld any chord. One chord
yed Lthrough ench different form will sound both similar because they are
me notes, and different because of the arrangement of the tones. When
-ﬂ.ﬂ." combined info musical sialements or sequences, they become what is
3 progression. A more genceral term for how chords work Is harmony.

iy can be constderesd the overall vertical relationships of the notes in musie.
rmulas for the basic triads are as follows:

Major-135 Augmented - 1 3 #B

Minor - 1 b3 5 Diminished - 1 b3 b5
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Triads - Major: Degrees

The Nive basic chord forms are all
Major Trinds, and the formula (or Major
Triads Is 1 3 5.

In the leflt hand colummn, the forms are
lustrated as open chords with only the 1 3
5 part. or Nucleus. ol each Torm shown as
degrees below. There tsn't & nucleus within
the D form chord. These diagrams show the
relationship between {orms and degrees on
the frethoard, It's iImportant to recognlze on
which three strings ench form's 1 3 5 nucle-
us is, as soon as possible,

The right hand column shows all the
degrees below each string of the barred
forms, Learn these and practice locating the
equivalent tones so vou can determine where
the degrees are for ench form by ear.

The root, ar [lowest) lirst degree of the
chord, is marked with an R. The rool for the
G and E forms s on the sixth string. the
root for the C and A 18 on Lhe fth, the the
rool lor the D form 1s on Lthe [ourth string.

-h- In music theory, the lerm
Inversion ls used Lo refer to chang-
Ing the order of the notes In a chord
a0 that & degree other than the root
is the lowesl note. The first Inversion
has the third In thre bass. The sec-
ond Inversion has the fifth In the
Lass and so on, The term for an
"unlmverted” chord 18 "root position.”
since, on a plano, changing position
and mverting the chord are Insepa-
rable. However the term position has
a completely different meaning for
the guitar so o different deaeriptive
term is called for. The termn we will
adopt for an adjacent string | 3 5

tone group is nuclens. ‘h'

Nucleus Shown
y

R

Mo R Nucleus



- Alterations

The left side graphs show the nuclear
jorms. so that the restof the notes of the
o wre omiited. 1L might be hard Lo recog-
fize them at first, bul they are taken dirvectly
drom the lorms on the preceding page but not
fvessarily the same positions. Again, some
lorms can't be played open. When the chord
riis are stripped down like this, iUs casker
a'lm:n-'r the provess of alteration which
produces the different chord types. This s
¢ heart of the Fretbonrd Logle method of
mibining a musie formula with a frethoard
1 1o build the different types of chords,

The term alteration periains to chang
g @ degree other than the root, (n hall step
fitrements. By ralsing or lowering (sharping
- ﬂumnﬂ] the chord tones. you change the
Wpe of the chord, Each chord type’s formula
ceiftes the alterations. For example, the
ormula for o minor is | b3 5, That requires
Mt vou alter the 3rd by lowering it mean-
i, play the string one fret lower In pltch
vl the headstock). When you sharp-a
e vou move one fret closer fo the gultar

The graphs on the right are examples
tlterations that produce the minor nuclear
. When alterations are made, the fin-
ring 15 adjusted In each case to allow for
r most comiortable grip. The G Form
i }l:u.-: is on strings 6. 5. & 4. the C Form
litlens (s on 5.4, & 3: the E Form Nucleus
pon atrings 4. 3, & 2; and the A Form
lUcleus is on 3, 2, & 1. Again, there Is no D
Em Nucleus,

By now you should be able to apprect-
it that aitempts to grasp these relutlon-
ps by nssimilation from plaving by ear.
iding music or by rote memortzation from
inary chord books can lead Lo wasted

me and bad craziness.
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[TT®

1 ':i 5
C Form Nucleus
Sringa 54 & 3

X 5 A

) 1 3 5
A Form Nueleus

Strings 32 &

o1l

4

3 5
[ ]F-‘.}m] Nucleus
Strings 6 5 & 4

1

3

1 3 8
E Form Nucleus
Strings 4 3 & 2

Alterations

-

@

135
C Minor Form

Altered 3rd

e

1 B35
A Minor Form

Altered Srd

Eli

3

é- hlnnr Form
Altered 3rd

ol
i

| K3 5

E Minor Form
Altered 3rd




Triads - Minor

So far. In order to demonstrate the
alterations that produce the varjous chored
types, the forms were reéduced to the bare
minimum, In common practice, the basic
chord forms are aliered In their entirety to
make the dilferent chord types: For learning
purpases, both ways are used throughout
this section - the leil column more lor
instruction, the right more for commaon
usage. The formula for Minor chords is 1 b3
5. The commeon abbreviations are min. or m,
as In A min. or Cm.

The left hand column Hustrates the
Minor Triads as nuclear forms with the basic
degree relationship shown below. The right
hand column shows full forms using & bar
with the complete degree relationship given,
If you want to play. say. an apen A mino:
you can use the barred form (withont the
bar) in the open position, The same goes for
the G E and [ forms,

In practical application, we must
decide which of the available [orms Is appro-
priate. Some forms are golng to be casy and
some will seem like they are more trouble
than they're worth. Having a grasp of the
mechanics of chord bullding and a larger
chord vecabulary means you are going to
have more cholees, You can always play
through the five forms and then choose
which sounds or works the besl, Sooner or
later you will s¢e that there nre other possi-
ble variations for the different chord Lypes.
especially I you don’t mind stretching across
the “borders” and borrowing tones from 1wo
adjacent forms, or using portions of basic
forms. It doesnt make any sense to try to
Hlustrate or explain every possible comblna-
tlen (unless ol course, you're trying to sell a
thick book). Instend, you should experiment
with the basic ldeas and come up with varia-
tlons and vusages on your own.

Nucleus

"

: i
A Minor Form
Nucleus

X

1 13 5
G Minor Form
Mucleus

ERI00]|
I b3 5
E Minor Form
Nucleus
) O

§1 61 B2
D Minor Form

Cipen

1.83'5
C Minor Formy

Barred

515|655
A Minor Forml
Barred

| b33 1
G Minar Form

Barred

51 5
[ Minor For
Barred



‘Triads - Augmented

The formula for Augmented Triads Is.
1 3 #5. The common abbreviatdons for aug-
mented are aug., and +, as in G aud or F+.
The Augmented chords are one of
what are termedd the symmetrieal chords
since the dislance from each lone to the next
8 the same I half steps or frets. This ts not
hsy 1o visuillze on o rethonrd, by the way.
th note-is four frots (five frets Inclusive),
iy & major third interval from the other. An
terval I8 two notes specified by the dis-
ance between them In terms of hall steps,
~ On most Instruments, especially the
. Intervals are considered the primary
' I: ::umpurmnu: of chords, but on the gul-
i there 18 @ good reason 1o think of te dif-
rent [ypes of chords in terms of how they
Blile 10 the pattern organization nsiead,
liervals per se will be explored in Volume 11
art 110).
~An Augmented chord's symmetry cre-
fes a similarity In the forms. Usually the
grms are distinet from each other In terms
L their shape. but symmetrical chorrds often
ik exactly allke, although they are derived
_' dilferent basie forms on the gultar. An
peresting result of thelr symmetry Is that
by tean be Identified by any note in the
bord. For example the C aug. chord con-
As the notes C, E, and G4. It can also be
rectly called E aug.. GO aug. or even Ab
r’umuu:r result of this is that there are
ally only four (mmusieally) dilferent
Mmiented chords,

- The left hand column shows the
titiear forms which were made by ralsing
e liith degree. Only the root. third. and
pa fifth degrees are given
The right hand column shows the
s as either barred or extended forms
i mch degree given below.

;
|

Nuclear Formas
X .

3 6G
C Aug. Form
Nucheus

Bt

L
A Aug. Form

Nucleus

:

3

L' 3 w5

G Aug. Form
Nucleus

5 b8

I 395
E - Aug. Form
Nueleus

Full Forms

@
)

1 8.5 ]
¢ Aug, Form

Barred

X X

TR 5 65
A Aug: Form

Extended

1 3x5 1
E Aug, Form

E’gﬂended

4

T45 1 3

D Aug. Form
Extencded




Triads - Diminished

The formula for the Diminished Triads Nuclear Forms Full Forms

s 1 b3 b5, The abbreviations are dim, and *. ) X
as I C dim. or F?. Like the augmented @ == {
chords, Diminished chords are symmetrical
in that the distance from one note to the @
next is the sane in terms of hall steps. Each : @ @
note is three frets (four inclusivel, or a minor
third mterval (rom the other. Any note in the E}
chord can correctly ldentify or name the 1 b3 LG b3 b5 | B3
chord, and this allows for only three cont- C Dim. Form- C Dim, Form
pletely different Diminished ehords, Nucleus Barred
A et 3
The lefl column Rlustrates the nuclear fp
forms with root. flatted third, and flatted s
ffth shown, @' )
The right slde column shows the 1 B3 bs 1 hﬁj: o
Diminished chords as barred forms. As A Dim. Form A Dim. Form
belore. the ill:l;rﬂﬂli nre _I.!.l"ﬂ"ﬂ for each HLF'tﬂg Mupelapis Barred
that has a chord tone. ¥ :
D e mme

With the Diminished chords, there is
little practical difference between the triads
and sevenths, E E’

4 4
1 b3 b5 i bl bl e3
G Dim. Form G Dim. Forn
Nugleus Barred
X X x
The maln thing the public demunds
of a composer s that he be dead. I b3S I b5 1k
E Dim. Form E Dim. Form
Nucleus TBarred
Arthur Hoenegger =
13 bS | B
[ Aug. Form




Major Seventh Seventh Chords

The Seventh chords are four-nole Nuclear Forms Full Forms
arvds comprised of the Lst, 3red, 5th, and jn:

il degrees of o key. As with the trisds,
smtlons produce the différent chord ypes.
e Sevenths and thelr formulas ave: %
alor Seventh: 1367

Seventh: 1 b3 5 b7 L3 & 7 31 =
pgmented Seventh: 13 #5 b7 i M
jiminished Seventh: 1 b3 b5 bh7 —

i nt Seventh: 13 5 b7
por Seventh Flat Five: § b3 b b7

. The commuon abbreviations for Major
enith are Mal, 7 and M7, as in E Maj. 7 (ﬁ
i Els M7, Here again, for the sake of clir-
_ill'll.l congisiency, the chord types will be 515735
seribed using the three letter abbrevia- A Ma). 7 Form
iny acdding degrees and allerations when 5 Hirred

' ‘I'.!E dlagrams lo the right are the

Alor Sevenths. The left side column shows

et uninverted. Only three Major Sevenths
@%

v

e uble to be played as nuclear forms: C,

ind E. The C form nucleus s actually

iycd with a three-string. or hall bar. 35 7

The right eolumn lllustrates the barred G Maj 7 Form

s with each degree shown. The G Maj. 7 Nugleus

i 15 not able to be played with a bar and B3

s omitted. As we progress Iinto bullding e

‘dilferent Seventh chords, you'll reallze

it there will be fewer patterns that are:

_; to recoinize as dertved from o basie @
- By gow you should be famillor enough WEE i B 7

I.'|1t method of combining the musle for- £ Maj, 7 Form E Mal. 7 Form

iwith the mmm[' form to be H:h'rlt' L0 con- Nucleus Barred

At them voursell anyway, By learning (o

) them on your own, you won'l have 1o -H'i"'-

ip what you're daing and reach for a-book.

1. or glzmo, every tme vou are searching

st the righl muml I'I1.L-=. miakes cregiive . B

erimentlation more accessihle. ) Maj, 7 Form

Barred
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Sevenths - Minor Seventh

The formula for Minor Seventh chords
I 1 b3 5 b7. The common abbreviations are
min. 7 and m7.

The left gide column shows the
nueclear forros of all but the A min. 7 and the
D min. 7 forms. As vou can lell. some of
these are a long stretch, The Gamin, 7 form
seems almost unplayable but was Ineluded
anyway for completeness,

The right side column (Hustrates the
barmred forms of the Minor Sevenths with
cach degree shown,

In arder to acguire the b7 in the
barved forms. a rout s lowered two frets,
Lowering it one fret makes a seventh degree,
lowering two Is then a (lat scven.

J

Triads are so namexd for hay-
Ing three sepamle lones. Seventh
chords, on the other hand. are
named by the addition of the sev-
enth degree. Thia semantlie distine
Uni has pmmptﬂd sOMme musle
educators o reler Lo the sevenths
as queatredds or lefradsto:bettor Tol-
low the designation lor three note
chords (as opposed o, say. calling
triads “filths."] You mayhaps will
encounter such terminologieal
obfuscation and/or disparity In the
fleld of musie which you must
heneelorth eschiew, The term for
this i=, um. embafllement. Juslt
don't ask me whal a ritone Is.

Nuclear Forms
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Sevenths - Augmented Seventh

The formula forthe Augmented

venths Is 1 3 #5 b7, This (s the samo as
Sideding a flatted seventh degree (o an aug-
mented triad. The common abbreviations are
nug: 7 nnd 47, as in GF aug, 7 and Eb +7.

~ The column on the left Hlustrates the
fucieus forms and again, only the C G and
E [orms are available. This s due to the
frater number of sirings required by the

iticleus ltself,

The eolumn on the right shows the
I'matl forms. and here only the A and D
larins are possible.

You've probably noticed by now thal
pme: Lhings that are easy o understand are
aril to play. and vice versa, For example, it
K easy to sce how to derive the G aug. 7th

: but it is a ridiculous reach. and won'
8t used much for that regson.

Cogryright 1957 The Fuar Shile. Univerzal Prow Symdicate
Lsed with perrviisshon. AN mgils masmved.

~*No, no, no! Whal are you deoing?.,
Fitth leg! Filth teg!™

Noclear Forma
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Sevenths - Diminished Seventh

The formula.-for the Diminished
Seventh chords Is 1 b3 b5 bb7 (spéken dous-
ble Nat 7). The abbrevigtions are dim. 7 and
*7. The double flat seventh degree might
seetm unusual at first but It s nothing more
complicated than lowering a b7 degree one
more fret. You will probably notice that it
changes to the next note in the music alpha-
bel. For example, an Abb Is the same nole as
G enharmonically, (Its tonal equivalent) but
it I8 incorreet W call 16 G i this context.

The lelt slde diagrams are some world
class reaches thal were Included for the sake
of completeness, IU's no loss If you can't
make these forms. Most people can only
reach them above the 12th frel il ot all.

The [ull forms are easler (o manage
and will. be no trouble to play. The
Dlminlshed Sevenths, lke the Diminished
Triads, are symmetrical. In fact, these Triads
and Sevenths can be considered inter-
changeable since there s no functlonal dif-
ference between them in any musical con-
Lext.

Al this stage, vou might be feeling like
the stidy of chords on the gultar is getting.
um, oul of hand, Many of the nuclear forms
are 100 long to reach plus the barred and
extended chords don't necessardly follow Lhe
basie forms. Not only that, there's hardly
any consistency changing from a oucleus o
a barred form, Don't worry aboul L
Remember these are symmetrical chords.
This method of learning chords (rom the
basic lorms combined with each chord's for-
mula is designed to provide you with options
and overall coherence, You get to decide
whal Is right lor each situation. As you go
back over evervihing. the approach becomes
more sensible. Besides. after the Diminished
7ths. the hardest part Is over. so quil com-
plaining. Geez,

Nuclear Forms

&
Bl

§ B3 bs LT
C Dim. 7 Form

Nueclewus

gﬂ_}

Full Forms

bS | b5 bb7 ki b
A Dim. 7 Farm

Barred
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[ 13 b5 L7
G Dim. 7 Form
Nuclieus
i L
i ' 1 b5 1 bBIbhT
E Dim. 7 Form
4 . Harred
I B3bLS bby :
E'IMm, ¥ Farmn .
Nucleus
&
| b5 b7 b
D Dim. 7 Form
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Sevenths - Dominant Seventh

The lormula {or Dominant Sevenths,
fich are alao referred (o as just Sevenths,
1 35 b7 The abbrevinlions are dom. 7

7. as In A dom. 7 and C7.

The Dominant Sevenths are easier 10
jeal with than the Augmented or Diminished
evenths, and one reason s that they follow
i basle formy more closely. However. with
it Dominamt Seventh chords, the chord
become completely scrambled, and
jitlear forms are impossible. You may have
jtieed that it became more and more diffl-
il to make the nuclear [orms as we pro-
ool

L ‘The open and barred forms, are pre-
eited in the lell and rght columns. In two
(e [orms, the open C dom. 7 and the

rredd G dom. 7, a less Important ¢hord

e has been omitled. Ellminating unneces-
Iy chord tones s an Importagt concept In
il ballding. and applics later to what are
tnmonly known as altered and extended
prds. In the lefi hand columng the first

I the open C dom. 7. There is no 5th
Biree n the chord at all. It can be left out
can=e 1t 1s the least iImpornant to the over-
' t"hﬂmﬂt:r of the chord. Leaving It out also
s the C form ta be plaved comlortably.

b the right colummn are either the barred or
veable verstons of the same chords. You'll
Blice thot the C dom. 7 form Is not able to
Barred and ls played with the end strings
ited or unplayed, The G dom. 7 form s
jerent from the open forn in that the al
=enth degree |s played on the founth string
of the first. In many of these forms.,
g ortler of the notes or the chord's voleing
i be changed. For example, in the A dom,
il lorm, the b7 can also be played on the

=l string, third Irel. Knowlng where the

s of each form are makes other things
lble later.

'
| i

25

4 1 Fhi ] 1 @ b7 1

C Dom. ?’F:}rm C Dom. 7 Form
Open Moveable
l E‘

BT K-35 | '5hT 30
ADom 7 Form A Dnm 7. Form
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;) (2)
() | (@
3 8 1 3 b7 | 3 b7
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EDom. 7 Formm E Dom. 7 Foarm
Open Barred
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51 860L7 3 51 65 b7 3
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Sevenths - Minor Seventh Fiat Five

The lormula for the Minor Seventh
Flat Five s 1 b3 b5H7. The more commaon
abbreviations are min.7 b5, -or m7 bS. This
¢hord was onece called Hall-Diminished bui
that term' Is seldom used anymore since It
behaves In the context of a progression more
like an altered Minor than a Diminished
chord, The term for this “behavior” of chords
is function, and s explored in detall in Vol
[l tiv the section on Progressions. One of the
goals of this approach 14 ta ftee you from the
tyranny of memorization 8o you can progress
o understanding how things work together.
That's when It starts (o get a lol more inter-
esting and productive. The left column
shows the min.7 b5 chords as either nuclear
or open lorms, The € min.7 b5 and the E
min.7 b5 lorms are the only two thal have o
nucleus, The right hand side lllustrates the
full barred verstons for the C, A and D
[rms. The D form emplovs a double bar
asing the index and third fingers.

Recap

Chords can be grouped genarally by
the mumber of different notes they have, and
specilleally by thelr rmulas, Triads have
three notes and seventh chords have four. A
lormula is each chord tvpe’s unique lnger-
prinl of altered degrees. There are four
Triads and six Sevenths, and together, they
comprise a large portion of whal actually
gets used in-most kinds of music. in order w
budld the different types of chords on guitar,
we apply the musie formula to the fretboard
form. On the fretboard. the CAG Eor D
form 15 altered by moving a Iretting finger up
or down lo correspond o the chord's formu-
la. When learning, the nuclear forms are
easlesi o grasp, but In actual usage, the full
or barred forms tend to get used the most.

i h_v?hﬁ:h? b3 T bi bab7 s
C:Min. 7 b5 Form C Min, 7 b5 Fos
- Nucletis Barred
E = g

@ @ %)

I b5 b7 k3 | b51L7 B3
A Min. 7 bS Form A Min. 7 b5 Foi

[(Moveable) Barred
it

I h3bL7 | b5
G Min. 7 b5 Form

4 Open

-

I babdh by
E Min, 7 b Form

Nucleus

2 Min. 7 b3 Form [ Min. 7'b3 F
Open Barred




Diatonic

ln'Part 1, the smallest Scale type. Lhe
nle, was Introduced and llustrated
B4 paltern extension or continuation of the
asic chord forms, as opposed to a com-
lieicly Independent grouping. The Diatonic
sciles are seven note groups which can alse
p viewed as extensions or continuations of
Both the Pentatonic scales andd the basic
hord forms. Contrast the difference in the
eaning of the terms “pattern extension”

i “finger extensilon.” They're not the same.
. The left band column s a review ol the
vt baste seile forms. showlng the integral
Hiord forms darkened. All the Pentatonle
file forms except the D form are able to be
Plved within the standard four linger - lour
¥ position. The D form requires a finger
Klengion In that a inger {8 extended beyond
it four fret ares.

The right hand column llustrates the

W Diatonie scale forms, Now the A, G and
Morms span more than four [Fels. In some
s the fngerings given for the Diatonje
file forms differ completely from pentaton-
aml somelimes the patlerns just seem (o
notes added. Learn the distonic pat-
ms by playing them in different positions

i the neck and count the (rels to name the
e 11 is Important o alse play them
AGED Sequence as you did with the penta-
ics. The Diatonies are somewhal more
Micult than the Pentatontes, and may take
dittle longer to learn,

Agaln, please don't confiise these fret-
ird patierns with modes. This I8 a com-
it error even amoni teachers and gullar
hod authors, The mode Is o musical

Nidl) orfentation, and the [retboard lorm s
Sultar (pattern) orfentation, A mode cannot
dletermined untll eertaln constraints are
iposcdd, This is discussed Jurther stariing

| pigte 68,
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Scales

C Scale Form
Penlatonie

A Scale Form
Pentatonie

0 Scale Form
Pentatonlc

E Se¢ale Form
Pentitonic

[¥ Senle Form
Penlatonic
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G Scale Form

D Scale Form
[riatonic




Scales - Diatonlc

In the right hund column, the penia-
tonde seale forms have been darkened to
expose the addittonal notes that make the
diatonlcs, usually one per. string. As presents
e, ench Diatonlc Scale Formowill give access
to o litte over two octaves, or spans of elght
noles, across the width of the neck. As with
the pentatonies, these seale forms will later
be connected together into more symmetrical
grouplngs known as lead patterns to allow
continuous aceess along the length of the
neck as well os across It This will enable the
gultarist to span three or even [our oetaves
on gultars with enough access,

The ability to visualize the available
notes Inany part of the fretboard I1s a prima-
ry part of being able 1o function in the van-
ous playing situations you will encounier.
Knowing the lorms is one part. Learning how
they are used In combination with other cle-
ments of music s what will get you really
Sloked,

More emballlement. The term
Diatonic means "two-toned” as In
cdislogue. This pertains to the two
types of motion - hall slep and
whole step - [rom one scale degree
to the next, | has also been defined
“dia” as In dlameter - meaning
through the tones. These derivations
should be contrasted with the mean-
ing of pentatonic as five-toned. This
particular inconsistency has caused
somie people to refer to the Diatonic
sonlés ns Heptatonie or seven-
toned. o better follow the more
straight forward term Pentatonie,
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ales - Diatonic

in a number of cases. there were var|-
‘ous alternatives to choose from when decid-
ng which notes should belong to which
Miring In the scale forms. For example, the G
donm dintonic has a note on the third siring
hat might Just as-easily be played on the
tourth string with a pinky extension. There
5 also the question ol witich notes to include
the beginning and end of the scale form
Hisell, The chotees fllustrated were made so
s o best follow the same organization as

the pentatonics, where the end of one scale
orm Js the beginning of the next. This
pnethixd belps the gultarist in the direction of
visualizing the continuity of the forms along
hedengeh of the fretboard.

Learning the forms across the neck
enables us (o get (o where we can also see

Hhe patterns along the neck, One benefit of
this approach Is that i can help the player
uvodd the habit of always playing the same
tsiale [orm from the same degiree on the
smame string resulting In a "scaley™ and pre-
dictable type of sound when improvising.
tLniitarists. for some reason. tend et
hooked on the patterns themselves. and may
ave 2 harder time seeing the differences
elween practeing scales and true improvi-
sation than other Instrumentalisis. The dil-
orences are taken up in an introductory
fashion In the section on lead playing and in
greater detall in Video | and Book 11 The
jllustrattons in the tight hand column show
that the end of one form 18 the same as the
iheginning of the next. In other words, eatch
un adjacent lorms have a row of noles In
ommon. The left side graphs were Included
iy the purpase of visual compartson,
Fractlce every lorm untl you can play each
tone by deseription In any position. For
xample. E form Dintonic, 3rd positlon, or D
prm Diatonle. Sth posibon and so on.

o9

DOADIXD

C Scale Form
Blatonic

A Scale Form
Dintonlc

G Sedle Form 0 Seale Form
Diatonie Diatonle

D Scale Form O Seale Form
Diatonic Eatonic




The CAGED Sequence - Diatonics

A Seale Form

Diatonle Scile
Forms End o Eod

When Joined end (o end, the Diatonie
Seale Forms croate a contiguous pattern of
notes along the (rethoard as deploted in the
leltmost graph. As wilh the pentalonics, this
view 14 Intended as a bridge o enable you Lo
visualize the seale forms and lead patterns
as parts of the same whole.

In order for the player b make use of
the entire range of these notes, they must
again be reorganized 1o permit fukd motion
vom one position to another, This enables
us o use a variety of lechnlgques and combl-
natlons that would not otherwise be possible
and also allows for greater nccess o the
retboard.

The next step Is to divide the noles
inte more playable groupings hased on the
most regular or symmetrieal groupings.

I3 Scale Form

Sinece more noles are avail-
able with the diatonle scales than
with the penialonies, there are
also more combinations possible.

There's some good miews In
the technical department. also.
The diatonies provide a physical
advantage o Lthe guitarist in te
waty ol notes per string, With
respect to velocity and picking
technique, what was relatively dif
fleult w negotiate bécause of
changing sirings aller only two
noles with the pentatonle scale
lorms, will now be somewhat eas)
cr since the distonica generally
have three notes per string,

GO




Diatonic Lead

The two basle Diatonle Lead Patlerns

e shown in the lefl hand column, On the
ghi side. each has been divided Into small-
s sub-groupings. The sub-groups Nustrate
e three repeating seven note patterns of
which each lead pattern is comprised. To
gxiend the series Lo three complele octaves,
lree more notes have been added to each
phowing where the patiern repeals agaln.
provided vour [retboard has the real estate,
With the DLPs, and in order o access
third octlave, & new technique will also be
niroduced Lo enable the move from one
pEition to another oo the same string, We
Wil designate it a crossover since the fretting
g campletely crosses aver lis previous
ssition, This is detalled further on the next
age along with the fingering recommenda-

=W Ty ES

s

 In developing each Dialonle Lead
ittern andd Ats varations, we are looking for
liz maximum symmetry In our cholee of

e grovpings. The oncs that are easiest lo
flay and remember will get the most use.
Hatonle Lead Patterns | and 1l eorreapond
Mith the Pentatonic Lead Patterns, naturally,
iiere the pentatonles have flve notes in

ich sub-group. the DHatonics have seven,

ftien [DLP | and 1l are combined. as with the
slatonics. they account for every note In

e flve basic Diatonic Scale Forms.

The mumbers in the lell hand graphs
ie the notes In erder ascending. and the
imbers In the right column show the seven
stes of each sub-group.

The scale forms are imegular
=iring pullerns In a single positlon.
The lead patterns nre regular siring

patiemns In many positions, J\

Palterns
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Lead Patterns - DLP 1

These graphs (llustrate Diatonic Lead
Pattern | with appropriate lingerings and
position changes as indicated by the num-
hers and arrows. Since only the index, mid-
dlie, and pinky fingers of the fretting hand
are used, certain combinations are more log-
teal than others. The graph on the left side 1s
DLP | ascending, and the one on the right is
the descending combinations,

As with the pentatonies. when chang-
Ing positlons. you slide your fngér (without
fretiing along the string 1o the next position,
play the note, and then eontinue on the next
string. Lead patterns rely upon smeoth posi-
ton changes lo work, withoul which. you
become Iinlted to the minge of notes within
one pasition, le., scale [orms.

Now might be a good tme to remem-
ber that the way the notes are grouped on
the fretboard as patterns is not necessarily
golng to be conducive (o good musiclanship.
In fact. sometimes they can get in the way of
our musical sensibllities. The ways phrases
are constnicted in a rhythmic and melodic
sense are separate Issues from these funda-
mental fretboard patterns, The patterns pro-
vide us with a structured way to get around
the fretboard - that's atl.

To aceess the pullar's three octave
range, at some point we will have to change
positions on the same string, This erossover
technlque means you take your hand com-
pletely off the frelboard and continue on o
the next note on the same string. 1 takes
practice, but this s another technigue which
Is essentinl Lo galning aceess o the entire
Iretboard as a whole. The allernative 1s to
face countlesa possible combinations of tin-
ger patterns and position changes. The
nature of the lead patterns suggests that the
crossovers lake place on the first siring.
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Lead Patterns - DLP IT

The fingerings and position changes Ascending Descending
for Dintonie Lead Pattern [ are Hlustrated in

the graphs on the right. X1 1]1

For learning purposes and overall ' _
Lgoherence., the impaortant thing 1s that the 1A
Lstib-groupings be symmetrical and repeat- 4 ANGXE
sble.

| The elegance of the tuning sysiem can 323 A _l ;
ere agnin be reallzed by seeing thal the

bisic string 1o positon relationship of the A 4
sub-groups for DLP' | ascending, Is the oppo- Y4

site for DLP 1l ascending, and vice versa. In
eich sub-group of DLPT ascending, you play

three notes, then change positions, then &)
ge strings and play three more notes, In

DLP 11 ascending, the order Is reversed. This —
you play three notes, change strings. C.0.

play three more notes, then change post-
tis. In other words, given a pattern and
Imlmn yvou'll chunge strings first, then
tigns, or the other way around. It should

'.a tasy 1o appreciate this since vou already
'u aw Itwith the smaller PLPs in Par |,

As with Diatonic Lead Patterni 1, a
sover on the first string Is necessary (o
rss a [ull three octaves worth of notes.

LTy 1o practice the DLPa slowly enowgth at

Ii { s0 the crossover nolés are blended In

wWith the rest of the scale tones and don't

mlund oul,

E Only sick musle mnkes
money today.

Niewche - in 1888 ”

G3




Lead Patterns - DLP T Varlation

I vou have an experimental nature,
you will spon find that there are a variety of
ways to gel from one end of the frethboard to
the other distanically. But without some
king of sirategy vou are likely to encounter
some [rustration along the way,

There are n couple of obstacles both
the [rethoard and these types of patterns
pase Lo the process of trind and é¢rror, The
Irregular placement ol the marker dots and
the smaller interval on the second and third
string palr. make Lraversing the frethoard
consistently Inconsistent.

In addition. a significant differcnce
between the lead patterns-and the scale
[orms is Lhat with the seale forms. you are
only moving across the frethboard in one
position and must only deal with usually one
or two markers at a Ume, With the lead pat-
lerns. vou dare moving across the fretboard
both widthwise and lengthwise. The number
of these "helpful” dots becomes multiplied
posing something of a visuul challenge. Plus,
every time you move acrmss the G-B string
pair, vou have to compensate for the amaller
interval with a positlon shifl of one frel. For
these reasons, the variatlons presented are
limited and have been selected for thelr over-
all eolwerence and regularity.

Of the numerous posaibilitics, only two
variations are being presented based upon
thelr relative symmetry and easiness to
learn, One for DLP | and one for DLP 11

The variation of DLP | nf the right
makes use of the third lretting finger.
Beyond that. the position changes. lingering.
and crossovers are the same as the preced-
Ing ones.

Il you want lo experiment. try position
shifts and changing the Angerings.
Sometimes [t Is casler to make the position
shift on the first finger when descending:




‘Lead Patterns - DLP IT Variation

A niece varaton of DL is tHustrated
an-the right. An Interesting aspect of this
 variaton |s that its sub-groups cansist
entirely of whole-steps. It 1s one of the most
‘Hf-"l'lln'll:l.'l'lt.ﬂ] forms possible on the ghitar.
The top left graph shows the variation
ascending. again using the fourth finger as
guide for the position changes, The right
side 15 the same descendbng: It 15 also possi-
ble 1o substitute the third nger for the see-
prel inn this patlern. As with the scale forms.
the tonallty or modality of the lead patterns
s dependent on factors other than the iret-
board form. A scale's tonal orientatlon,

alor, minor, ele.. Enormally going to be
t-::nnm-:d by the beginning and ending
mtcs and the intervals in between them.
What is presented so far has been the gul
EgrtsuL grientation. The notes yon choose
to begin and end on are independent of
Iﬁu pattern. In other words, If you stant the
IJ-LP Il variation on the right. and play In
sight note groupings. It will come oul musl-
mliy as i mejer seale or Lonal orfentation, If
o opl to play the same pattern from the
Second degree, then the tonal orlentation
becomes Dorian, while the pattern remains
the same. The same applies for the more
musically coherent series of notes termed a
plirase or melody. A melody is more complex
andl interesting than a simple scale. and its
ionality or modality Is equally independent of
the fretboard pattern. You can play the same
melody using a varlety of scale forms or lead
patiemns,

The conflict betweern what s meant by
node on the guitar stems at Jeast in part (o
the fact that most patterns played ascending
il descending begin and end on theisixth
& . | puess thal alone. in the minds of a
gine folks, is enough 1o determine the tonal
irtcntation.




Naming the Diatonic Lead Patterns

The method of naming the Dintonic
Lead Patterns Is slightly different from the
one used for the pentatonics, The Diatontcs
are stlll referenced by specific chord forms,
but DLP 1 Is more directly located with
respect 1o the reference form. This makes
naming the scale one step easier than with
the pentatonics.

As before. DLP [ s referenced with
respect to the C chord form as shaded In the
left side graph. A partial bar symbol has
been included as a visual ald. If you count
up the C form to the fourth position proper-
Iy. vou will get the E Chard. Therefore
Dlatonie Lead Pattern | from the same posl-
tion |s also An the key of E when phrased
appropriately. For this purpose, lone cen-
ters, have been provided! The targers repre-
sent the tone centers (or roots) for the Major
tonal orlentation.

In the right side graph, Pentatonic
Lead Pattern | has been darkened to lus-
tritte where Il 18 in relation to the Diatonlc
Lead Pattern.

The notes with an "X° belong o the
Pentatonic Lead Pattern. but they are nol
shared with the Diatonic due to patiern
inconsistencies. Since DLP | s referenced by
the C lorm chord, again It will be deslgnatecd
as the C Diatonie Group:

| don’t know anything about music.
In my line, you don’t have o,

Elvis Presley

o

The C Diatonic The C Group
Group Diatonic

Reference Form  PLP T Dark
Darkened




Naming the Diatonic Lead Patterns

Diatonie Lead Pattern il s referenced
i Lhe G ¢hord form as shaded In Lhe left

di graph. However, as with the pentaton-
s, the reference formiis offset from the bar
psitlon. In contrast with'DLP 1. the patternm
jes not actually start al the bar where the
Ehord form derives (ta position for naming
rposes, If vou count up a G chord form to
i second position, you will arrive al the A
ihord, Therefore DLP 1l from the same refer-
ince area, which Is the 4th pasition. is also

i the key of A. The targets provide the
onles, or lone centers, for the Major maode.
Remember that when playing scales, It
8 customnary (o start and end on.a tonle
When phrasing or producing melodies, you
't have 1o start or end on' the lonie neces-
. bul a phrase or melody must be con-
firucted In a way such that It has lonal ori-
niatton. Sometimes this means starting il

it one fone center, and ending on another to
siier- follow the progression of chords. What
his Implles Is a kind of tonal "target.” better
known as o target note. In actunl usage. the
rethoard patterns become litte more than a
Wehicle for rellably finding your way around

he guitar neck while you develop combina-
lons of rhythmite, melodle, articulative, ltera-
Be and other more musical elemenis. Or,
erhaps Just search for target noliss to arrive
on time, This process of constructing dif-
ferent types of phrases from various compo-
feriis {4 taken up in detatl tnVol, 1L

In the right side graph. PLP Il has

been darkened Lo Hhustrate where I s In
elation to the Diatonle Lead Pattern, Again,
e “x™ notes belong Lo the pentatonde form,
Ul they are not used In the same position

i the Datonle because of Inconsistencles in
E & patterns. Since DLP 2 is referenced by

ie G chord form, [L will, of course. be deslg-
pted as the G (Matoniel Group.
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Major Modes

With the tntroduction of Modes, we
maove further away from thinking in lerms of
frethboard forms. and toward spectfic tonal
orfentations. The shape and symmetry of the
pattern s now subordinate tothe formula
and larget notes. Given the seven notes of
the Diatonic Scale. there are seven Modes.
The two mosi commeon are Major [lontan)
and Minor (Acolian). As with chords. the
Major Mode Is considered a reference. and
the other modes’ formulas are discussed in
terms of how they relate to it The formula is
more theoretical, and the targets are more
practicial, The formula for the Major Mode Is
12,3, 4. 5, 6 and 7, or no alterations. ol &
key.

The guiltar's tuning provides two fun-
damentally different approsches to playing
in the dilferent Modes: seale forms and lead
palterns, In order to play In n Mode, one er
the other must be orfented (targeted) toward
a partenlar degree. That lone center com-
bined with the form and position produces
an ldentifiuble Mode relative (o the patterns.

The following are examples of Modes
relative o a key, In C Major. C Is the tonle
and the key signature has no wecidentals,
The notes in C Majlornre CDEFGA & B,
In A [relative) Minor, the tonle 1s A, and the
key signuture 15 also oo sharps or flals, The
notes In AMinorare ABCPEFRG InD
Daorian, the tone center is D, and the key
signature is the same, The notes In D Doran
arce DEF G AR &C, In each case. the notes
are all the saume but the tone center, and the
Intervals between ecach note changes_ there-
fore. the Mode changes. At the right are
examples of the Major Mode 11 the key of C
plaved through both the seale forms and
lead patterns. The idea a1 this point is 1o
play fromm and wward the targel notes, which
are llustrated appropriately.

C Malor

C Major
A Scale Form

C Major
(i Seale Form




ural Minor

~ The next most common mode 1S the
¥atural Minor with 11s variations Harmonic
il Melodic Minor.
 Relative to Major, the formula for
Natural Minor I8 1, 2, b3, 4. 5. b6, & b7 for
Jist b3 b6 & bT). With Major as the refer:
nee point. Minor can be considered the
xth of seven Modés. As with: the Majors,
Sun can play 2 Minor Seale uslng any of the
sale lorms or lead patterns if you start and
il on the correct target pote. Inother
s, what makes It a Minor, or any other
Mode. 1s less @ matter of which gultar pat-
lern your use, than how you use (L. This s a
girly important concepl. and one that 1ends
(o distnguish Fretboard Logle from many
perhaps most] other guitar methods.
~ The Major and Minor Modes are so
fliscly related in practical application, that
e corresponding one 18 termed relative.
For G Majur. E Minor (s lermed the Relative
Minor and vice versa. Further materlal on
ey and key signaturey has been reserved
[6t later and tnkes up an entire sectlon.
Far the examples on the righl, we'll
ise 2 niew Key to go along with the new
fode. Starting with G Major as our refer-
frive. the tonde is G, and the key signature Is
. The notes In G Major would be G AB C
D Eand F#. In E (relative) Minor. the tonle is
2 and the key signature 18 the same as G
wilor (F#). That makes the notes in E Minor.
F# G ABC and D as shown In the exam-
ples on the right. Don't forget that the target
s degree 1. the next note is degree 2, ele,
The conventions lor ascending and
wacending the lead patlerns vary, but what
mikes the most sense (8 1o consistently use
B whole atep far the position change. There
ke o number of variations lor the Natural
or lead patterns, and a little expertinen-
tion will produce them.

E Minor
Scale Form
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Haormonlc Mloor

The Harmonie Minor is one of the Scale Forms Lead Patterns
more exote sounding variations, Il has a
character thal s interpreted by many as a
vlassical ar neo-classieal Lype of sound.

Relative to Major. the formula for
Harmonie Minoris 1234 5h56 & 7 (b3 &
b6). However, relative to Natural Minor, we've
*ruised” the 7ih degree. This is not unlike
cnding a Minor Seale on a Major note. or
triterval, to be more precise. This apparent
change In tonality s what gives Harmonlc
Minaor its spice. The mlsed seventh also pro-
thuees advantages when bullding chords
upon the scale tones which (s alao discuased
in the last book in a sectlon on chords in
progression. The examples ou the right are
in the key of F# (Harmonle) Minor, The rela-
tive key of A Major has a key signature of F# il riarsnonic. Mis.
C# and G2 with the A'as Lonie, F# Natural E Scale Form
Minor has the same key signature, Fo C# 5.1
mnd G# with a tone center of F#. From there,
the Harmonic Minor additionally raises the
seventh degree from E. 1o E# (not Fl. So the
notes in F¥ Hormonie Minorare F8 GRAA B
CE I3 and £8. On the right; each of the scale
forms has been aliered so that the patiern
reflects this #7. In some cases the change is F# Harmonte Min.
enough so il makes it difflcult to tell the [} Scale Form
scale form from whieh It was derived. From a
technleal standpoint, the scale (orms are
lalrly Irregular and therefore somewhal more
diflMcull than average. Also. with the D and
C lorms. there (8 a certain amount of pattern
overlap. which i unaveidable. Both lead pat-
terns have an interesting and clegant sym-
melry of alternating fours and threes on
adjacent string palrs. Again, varatlons van
be derived with a litte experimentation. The
anes presented have been chosen either lor :
thelr colwerence within the conlext ol the [ 4
Iretboard’s pattern organization. or because
ol thelr inherent symmetry,

A Scale Form
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Melodie Minor

The first thing to know aboul Melodie
Minor Is that 1L s playved differently ascend-
g and descending. Relative to the Natural
Minor, 1t (& altered during ascent, but unal-
tered o descent. Relathve o Major, (s lor-
mulit nscending s 1203456 & 7 (or h3
nnlvl. Relative o Natural Minor, both the
gixth nnd seventh degrees are ralsed, This

makes b even more Major-influenced than
the Hurmondte Minor. slnce now the |ast
three notes are part of a Major onal ortenta-
Hon, It is this dual nature that makes the
Melodic Minor so rich and yet versatile.
Descending. 1t Is exaclly the same as Narral
Minor. For that reason. only the ascending
part with the altered seale tones is Hustrat-
el The descending Natural Minor forms will

be the same as on page 69. In order to make:

the connection between the ascending and
tesconding forms, e ones on the right have
been rendered in the same key as

previously. E Minor.

Beeause ol the alterations and the dif-
ference in the descending tones. the Melodic
Minor might be considered slightly more dif-
fleult than the average Seale or Mode. So If
you're having trouble with them. you might
Umit yoursell to just a couple of the casler
forms-at fieal. The lead patterns are nicely
svinmetrical as were the Harmonic Minors,
and should not present too much in the way
of difficulty except lor the reaches.

Major and Minor lonal orfentations
dominale western. or twelve-toned, music,
Major 15 generally interpreted as happy or
lighthearted, and Minor Is usually Interpret
eid s sad, serious or somber. To the western
ear. other Modes may sound exotle, lorelgn,
or even somewhat oflf center twnally, depend-

Ing-on the listener, ‘The resuli s that most of
us tend o hear other Modes as elther (more
uor less) Major or Minor sounding,

Scale Forms Lead Patterns

E Mel. Minor
G Scale Form

B Mel. Minor
D Seale Form
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Dorian

In academic discussions on the sub-
Jeel, the Major and Minor tonal orientatlons
should not deemed to be precisely modeal in
nature. The térms Motlal and Modes have
come to refer Lo londl orfentations other than
Major-and Minor, whichare deemed tonall-
ties. In other words. Dorian. Phrygian.
Lydian, Mixolydian and Locrian are usually
what Is meant when someone refers to a
Mode or a Modal sound,

The formula for Dordan, agiin, relative
to Major, 18 1 2b3 4 58& b7 {or b3 and
b7). Relative to minor. the formula for the
Dorfan mode s #G.

Using Major as a reference, or degree
number one, we consider a Mode to be one
where the tonal erlentation [ toward a
degree other than the first, That being the
case, given & Major key, the tonal orlentation
of the Darian mode will be toward degree
number two; the lonal orlentation of the
Phryglan mode will be toward degree number
three: Lydian will be wargeted toward degreo
number four: Mixolvdian is oriented townrd
degree number five; Asolinn (natural minor]
Is orlented degree number six: and the
Locrian mode will be targeted toward degree
number seven.

As discussed previously, coumting up a
scale form (o a position produces the name
of & seale and key with respect to Major, For
example. Il vou count the B Diatonie seale
form ta the third pasition (don'l forget the
second Unger reference) you have the key of
G - which was assumed (o be Major, By
playing the same scale form starting from
the second degree, or the fourth fnger, and
back toward the same degree, vou have
changed the tonal prientation and Mode to A
Dortan you still have the same scale form,
but now a dillerent Mode and target note.
This I1s what is llustrated on the right.

1

A Dorian
A Scalé Form

(L)

G Secale Form
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Phryglan

The formula for Phrygian, melative 1o
Major 15 1 b2 b3 4 5 b6 & b7, Keeping the
same key signature, P, and moving the
lonic up one move degree produces the B
Phrygian mode. As stated before, the modes
tend to Mne up as elther more Malor or
minor sounding, | suspedt the last interval,
(leading tone o tonle) has most impact on

this determination, If the last interval Is a
whole step, then the mode cOmMes across as
minor sounding. If the interval Is a hall step.
then it sounds more Major.

The previous mode, Borlan: is the ¢éas-
lest to classily this way. It has a whole step
Hor the final interval, and a distinetly minor

flavor.

The Phrygdinn mode also sports Lhe
whole step interval prior to tonle. and has a

minar feel to (L [ 1S interesting (o note A
‘melodic/harmonte contrast In prictical
application. The so-called "Spanish Minor”
tets e ellect from plaving a Phryglan melod-
I - modallty against a Major harmonic back-
Ing chord. (Yes, that s an oversimplification.)

But Ii Is not unlike the so-called "Blues

Minor™ effect of playing pentatwmic minor
‘with a bS against Major one. lour and five
chords In a key. but. as usual, we're geting
-ahead. of ourselves.

The Lydian mode has the hall step
interval, and so comes across as Major-
sounding. Mixolydian seems Hke melodic
minor in reverse. U stiarcts outl with a definite
major sound but ends up with the whole
step Interval, so cdraw your own conclusions,

~ Locrian has the whole step interval af
e end, and so comes ofl sounding minor.
“To demonstrate this effect, play a Major
(thord and then one of the Major sounding
modes, aay. Lydian, Then try & minor chord.
with, say, Dorian. Reverse this and you'll see
thev don't match up as well,

7
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B Phrygian
D Seale Form




Lydian

The formula forLydianids:l 23 #4586
&7 ( or Just #4), Again, retaining the same
key signature and moving the fonle up one
more degree produces the C Lydian imode.
This Lime you may have noticed-that the
next degree was only a hall step from the
last, bul It is the fourth degree with respect
to G Major nevertheless.

_ Because they are often used inter-
changeably in other method books, the
meanings ol the terms Scale and Mode
should be contragted. A Scale |8 a succes-
ston bl noles of o Key. as opposed to a Chord
which 1s the stmultaneous sounding of the
notes of & key, A Mode dilfers from a Scale
in thut a topal orlentation is specifled
Instead of ussumed. Think of 1L ke this.
Someone says " The song's In G." Without
furither explanation, we would all assume G
with n Major tonality. Haowever, Il the key
was G and the tonal orfentation was stipu-
Iated as Dorlan. then it |s consldered to be a
Mede as opposed to Just a Scale [as In serfes
of notes plaved) or Key (as In group of notes
specified by a key signaturel,

J

One of the difficult questions
we all have to come to grips with as
players. is whether we should work
[irsl 1o enhance our strengths. or o
remecdy our weaknesses,

7id
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Mixplydian

The lormulia for Mixolydian Is | 2 34
26 & b7 [or Just b7). Playing with a key sig-
patvre of Fif and a tonal ordentation of the
Jinh degree relative to Major-produces the
Mixolydian Mode, The ambiguous nature of
this Mede makes It useful 4s a contrast Lo
‘Major. The ending of the Pachelbel Canen in
D'has an Intoresting example of Mixelydlan
Sworking o a Major environment. [t makes
Nou st up and take notiee.

The gueston asked most when stu-
dents beeome able o funciion with the scale
Jorms and lead patterns s “Whal scale form
goes with what chord form(si?” This gques-
o although natural lo ask. Isa gross
aversimplification, It 1s something like asking
what colors go well together on o canvas to
moke a patnting. It is truly a matter of style
nnd taste.

An thwvious response would be 1o say
“Play Major sounding melodic materfal In a
‘Major key, and minor against minor. It isnt
wrong, L jusl avolds dealing with more cony-
plex andd Interesting Issues, 1L |s brought up
rlghl now, beeause most students. when
Ahey get to this point In the proceedings,
wanl to cul to the chase and start tearing up
the (retboard as a lead player. And don't let
i or anyons else stop you, cvither. Bul my
Job 18 Lo Reep some kind of coherence and
Structure Lo each book, so the subject of
lead plaving 15 reserved for. Volume 111 -
Applications. At least part of the problem is
1hat the gquestion begs for some conditions.
such as a stylistic determination. In this sec-
tion 1t would be premature (o starl assoclat-
‘Ing with artists or styles and would no doubt
lJessen the focus. Suffice it Lo say that if you
experiment a little, you will find that many
things that work. Bul to really answer the
question without putting too line & paint on
1L A it sounds right, then 1L s right.

¥a
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D Mixolyelian
E Stale Form

B Mixolydian
[ Scale Form
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D Mlxulyrllmi
A Scale Form

[ Mixolydian
G Scale Form
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Loerian

Acolian was discussed under the name
Minor. so the next and last Mode s Locrian,
The formula i= | b2 b3 4 b5 bE-& b7, As yvou
might Imagine, through the centurles and
around the world, different Modalities have
gone In and out of fashion. The Locrian tonal
orlentation $s one thal doesn't seem Lo get
usedl mueh nowandays, but that ean change,
Agaln, you can access each degree of a mode
by stmply connting from one nete (@ the next
withio a lorm starting with the targel note,

Recap

As palterns, the Diatonle Scale Forms
extend the Pentatonics just as they were pat-
tern extensions of the fve basic chord lorms.
The Diatonie Scale Forms can also be com-
bined ard divided int symmetrie halves o
produce lead parterns as before. The
Diatonie Lead Patterns are referenced for
naming by the C and G chord {orms, just as
with the Penlatonics.

In cantrast o this patternistic orenta-
tion, the scales con have spectlio noles Lar
geted so that a tonal orfentation overrides
the fretbaard forms In terms of precedence.
This tonal orientation Is usually termed
tonality when referring to Mijor or Minor or
madaling when releming to Dortan, Phryglan,
Lydian. Mixolydian or Loerian: Natural
minat has two common varfations called
Harmonle and Melodie Minor. Although the
lormulas [or the modes are relative to Major
as a rule, the formulas for Harmonde and
Melodic minor are often relerenced relative 1o
nalural minor.

As with the dilferent siyles of music,
the way Modes are perceived by the listener
varies with exach person. Depending on the
var of the beholder. each Mode will have 2
more or less Major or Minor sound,

76

Scale Forms Lend Patterns

(e Eh O
< a4 O
F#t Locrian
[} Scale Formn

G Seale Form




Major Al'pﬂ'gglﬂﬁ

Thedr formulas do not differ from: chords, <)
andd so are not Hermted In this sectlon, On @

the guitar they are dertved both [rom individ-
ual chord forms. often with lnger exten-
slons, and rom connecting udjacent forms.
e term inany plck-style guilarisis now use
for them |8 sweeps, based on the action of
the plek “sweeping” acrosa the strings, but
Lhe method of right hand execution is up o
the Individual plaver. The Arpeggios present-
ed In this section are illustrated only once
figr both ascending and descending arder.
Whenever two noles oceur on the same
String; the excecution strategy s 1o hammer-
o or pull-off the following note depending
o the direction. This enables the right hand
1o pick or pluck each string only one Lime
cach way. The arrow groupings indicate the
distance in frets for position changes.
Virtually any chord form can be an
drpegifio, so some constraints have been
applied, Rather than duplicate every chord
arm previously tllustrated, we will use only
ghe triads and sevenths that naturally lend

I :'-I:'::lls-l:hm o arpegeiation. The best gnes

' these that provide more than one com-

Arpeggins are hybrid (one groupings
They can be thought of as chords that are
played ke scales, one nete after another, - %)

g
:
.

4
!
1
!
>

Three Oclave
Pattern

iplete octave and are reasonably easv to exe- G Form

ipute. The D major form. In contrast. siarts Major

ion the fourth string and spans only one 1

nctave even wilth a position change. So It is ] 1
pot Included here as an example of & form

Mt s ideally arpeggiated per se. The forms ﬁ

hat best lend themselves o arpegitintion are

L. A G, and E. Barred lorms have been E Farm
trwnt as individual notes. The tonies are Major

frpresented by the darker elrcles. Inthe
._F { hand column, several forms are com-
lnrd in & manner stmllar Lo the lead pat-
Jerns 1o provide a range of three octaves,




Arpeggios - Minors

The two-octave Minor Arpéglios are
Mustrated in the graphs on the left and are
basexd on Lthe C A G and E Minor chord
forms.

With the C and A Minor forms. the
arpegilation begins on the 5th string and
conchades with a four fret position change on
the firsl string.

You may have noticed by now that
many Arpegglo forms are heavily rellant on
the pinky fAnger. The Index and especially
the pinky are in key locatjons since they are
on cach end of the freting hand, As n result
they are oflen called upon Lo make reaches
and Jumps that the middle anes aren’'l In a
pasition Lo,

The G minor form uses both a four-
siring Index bar and a three-siring pinky
bar. Don’t forget that when two or more
adjacent notes are shown with the same fin-
ger it implies a bar covering the included
notes. They are drawn individually to better
convey how they're playexd.

Again, It usually helps to Increase
averall playablility to hammer-on and pull-off
notes that are on the same string when play-
Ing arpeggios. For example, with the G minor
form, # hianmer-on would occur on the third
string ascending, and a pull-ofl when
descending.

The E minor form can be barred with
the index [inger across all six strings, and
vou will probably [ind this form (o be the
easiest lo play and use at [lrst.

The graph on the top right Is a three-
octave minor arpeggio pattern. [t should be
emphasized agaln that almost any chord
form can be expressed as a one-octave
arpegio. There are numerous single octave
arpeggio forms that can be derived from
parts of the ones presented. which are not
Mustrated. Think first three sirings.

@—-‘-ﬂ-—l—

C Form
Minor

A Form
Minor
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- Diminished

You should recall that the Diminished
Words were lermed symmetrical sinee the
Wistance rom each note to the other is the
e. This synmimetry causes llmitations in

e note groupings for the purposes of
ggial;im: In other words there are not
ymany practical forms for the

Nimintshed Arpegglos, and like the
Wiminished chord forms. they don't relate

il as variations to the CAGED forms,

Ll the graphs on the lefl. four forms of
_*! ninished Arpeggios are Hlustrated. These
L even spun the distance ol an oclave,

3_{ L you will hear them used often. and they
BTy pretty easy to play.

On the right side Is an extended form.
til the one you will probably use most. The
stenided Jorm lustrates well the symmetry

i the diminished intervals and alsa the lack
il symmetry of the gultar's tuning with

pect to the second and third string pair. A
ote has been added o the [irst string

Bow: this extended panern wospan three
mnplete octaves.

Il the lingering shown lor the éxtended
minished Arpegglo is nncomfortable or dif-
e I,It try substituting the third finger for the

&,
114 &

Strings 3 2 | ¢
Dlminished _ﬂ-

Strings 4 3 2
Diminished 4

Extended
Pattern

5

SuingsH 4 3
Diminished

Strings 65 4
Dimingshed




Arpeggios - Augmented

As with the Diminished, the symmetri- (1)
cal pature of the Augmented intervals pro- 06
vides only a few passibilities for arpeggiation.
You probably won't hear the Augmented @
Arpegdios used oo often anyway.
With respect o tonles and the Strings 43 2 |

Augmented and Diminished Arpeggios. you Augmented @
can think of It two ways: either there 1s no -

veal large! note, or every note 1S » targel @
note. For that reason there Isn'l a darker elr-
cle In these forms to show a starting or end-
Ing suggestion.

. Mnjor. minor, diininished and aug-
mented arpegglos are ripdle, When learning
these three-note Arpegglos for the first time,
accent the frst of each three-note group

when playing. In two-octave Arpegglos. up Shings54.3 2
and back, this will translate to: ARt
Up - Strong weak weak Two Octaves
Strong weak weak Augmented
Back - Strong weak wenk
Strong weak weik
Strong.

Life ia likn
playing
elecivle goliar
throagh u

§ 000 st
ninck 19
bl and
Feaarmitnig e
inmtrineni

% Yo o

Sinngs 654 3
Augmented

So Crank It Up.
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Arpegglios - Major Seventh

The lirst four-note Arpegglo taken up
& Lhe Major Seventh. When leaming these

for the first time, accent the first note of

rach four-note group. fnbwoe-octave

, gios, up and back, this will ransiate

fo:

1 p- Strong weak weak weak
. Strong weak weak wenk
(Back - Strong weak weak weak
Btrong weak weak weak
Strong.

In the lelt hand column, the two-
ietnve Major Seventh Ampegiilos are drawn
msed tpon the A, G, and E chord forms.

In the right column, two three-octave
ifor Seventh Arpegito patterns are shown.
As more noles are added to the forms,
he fingering combinautons become maore dif-
ieailt and will require more patience and
inctice. In [act, this can be sald of almost
lll the Arpegdios. Compared (o the even the
more difficull chords and scales. the
Arpcgidlos will be harder 1o master as a rule.
They require more fram both hands In terms
ol fretting accuracy and synchronization. In
fight of that, these most difficult patterns

s saved (or last,

On the other hand. arpeguios are
imong the most effective and easlly applied
musical resources vou can huve al your djs-
pial. They work well In a lot of Improvisa-
onal situntions.

With the Major Seventh Arpegiglos; you
ihould be able 1o appreclate [rom the ¢har-
acter of the patlerns. how each form draws
tom bath the chord forms and the sdcule
Jorms. To visualize this you might constder
gracticing each form of the chord, scale and
arpeegio, one after another rom memory

jnce vou have learned them,

a1

Major Severith

A

A

G Form
Major Seventh

E Form
Major Seventh

Three Octaves
Major Seventh

Three Octaves
Major Seventh




Arpeggios - Minor Seventh

The two-nctave Minor Seventh
Arpedélos are shown ln the left side column
and are based upon the A, G. and E chord
and scale lorms.

In the right column, a three octave
pattern is lustrated.

Don't forget o experiment with alter-
nate (ingering strategies. Those lustrated
throughout the book represent only what
scem (o be the most workable soluttons, and
are by no-means sugdested as Lhe only
appropriate ones. The same goes for the pat-
terns themselves. There are ways other than
the ones {llustrated Lo accomplish the same
thing, and it is recommmended that you look
lor vinble altérnatives as a mattor of course.

Q' How many gultarists does it
take to change a light bulb?

A Aol One to elimb the
ladder and the rest to sit in the
audience telling each other they
could have done it belter.

OIOIO @
0o
@) :
(1)
® @ | @
A Form
Minor Seventh @ 1

@

G Form
Minor Seventh Three Oclaves
Minor Seventh

1 1

4 4

E Form

Minor Seventh




Arpegglos - Dominant Seventh

The last ehord lype to be patterned for
wrpeggintion is the Dominant Seventh. In the
left column, it is fHlustrated based upon the
A G, and E chord forms. with a three octave
version al the bottom.

In the right column are two more
three-octave arpegdiations.

Il you plan to skip any ol the
Arpedgios, don't make the Dominant
Sevenths one of them. It s among the more
important elements In musle of all types an
will get used a great deal when the time
comes for the practical application of these
baslc components.

Recap

Arpegdios are the most technleally
challenging of the basie tone groupings and
aften require the strength and reach of the
hardest chords combined with the accuracy
and agility of the most difficult scales,

Arpeggios rely heavily upon position
ehanges and draw from baoth chord and seale
lorma as patterns. The Huld execulion of the
Arpeggios often necessilates artfculation
techniques such as hammer-ons, pull-ofls.
and slides while. for pick-style players. the
Aght hune travels in one direction in what is
known as sweeping the strings,

In genernl. Arpeggios place heavier

- demands npon both the right and left hand
than either the chord forms, scale lorms or
lead patternis, however their Intrinsic mus|-
cal value should considered equivalent Lo
chords and scales.
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Chords - Suspensions

The goal of Fretboard Logle has been
to teach the way things work in a structured
context, and not just lo spew Inlormation
with no foundation or fmmework. One bene-
fit of learming from a method book as
oppused to, say. copying stufl from friends
and recordings, is thal you are (presumably)
getting a struetured envirenment. The
arrangement of Ideas Into an ordered format

with cenain constraints makes learning easi-

er, faster, and more permanent. Plus you
can go back and review as your framne ol rel-
erence expands and things take hold. But
somelimes, because of those constraints,
certain things get omitted in order to keep
from getting off track.

This'secton 18 about things that did
not (it within the basic organization of the
book. but shouldn't be left oul. either. First.
there are a few chord types that need to be
lusirated simply becanse they are so
copunon and so uselul. They are the
Suspensions, Suspended 7ths and Ninth
chords. They are presented as open forms
only, because by now, you should know how
to make and use open forms 1o other posi-
tions, There are two primary types of
Suspension, or ways (o suspend resolution
of a Major chord. The “pull” o the Major is
one af the strongest In harmony. One s
commaonly known as a "Suspended Second.”
and the other n "Suspended Fourth.” | hope
vou recall the reasoning behind my objection
o this contradicton In terms, bul right or
wrong, the use ol even degrees in typing
chords Is common practiee, [(No doubt the
reault of a monophoniat’s. influence.) The lor-
mula for “Sus. 2nd” s | [2 or 9] 5, and the
lormula fora "Sus. 4th” s | [Aor 1 1) 5. The
intertor chord tones are commonly misinter-
preted as “2Znds” and “4ths” - henee the
(Continues next pagel

Loose Ends
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Loose Ends - Chords

confltet. Again, all chord tones are derived
Afrom an odd-numbered sequence (1 357 9
11 13). Only key degrees and scale lones are
designated with hoth odd and even numbers.
But somewhere along the line, someone
mixed things up and the names unfortunate-
Iy stuck. Both suspensions beg to be
resolved to the major trind, and you will roe-
ognize this lype of harmonic motion In many
songs and pleces.

Another common suspension Is the
Suspended 7ih or the Dominant 7th Sus.4.
Its formula s 1 (4 or 11) 5 b7, Again whal

Nlogleally is the wrong name Is the one com-
monly used. (You are not "suspending the
TUL7) Suspended 7ths are used In much the
same way as the other suspensions but are
even stronger because of the b7, adding yet
another degree of tension 1o be resolved.

In the rght hand column, the next
chord type covered is the Ninth chord -
essential to blues and many rock songs. The
Ninth Chord 1s a Dominant Seventh chord
with the niinth degree added. (Notice that no
ane calls it & "2nd chord.”) The lormula lor
Ninth chordds 1s 1 35 b7 9.

A familiar usage of this chord Is to
combine the E7 form in the ifth pesition
with the C form of the 9th chord In the
fourth and.sixth (index) positions for the
three chords of what is known the world

over as -~ 12 Bar Blues in A™ = the aspiring
lead player's playground. (Do you get the
lecling the author wants lo move on 10 the
Applications part of the method?) The easy
way to get the equivalent degree for chord
tones such as 9ths 1 1ths and 13ths. rom
the scale tone, Is to always add 7 to the
lower degree, For example, a scale tone thal
Is the 2nd degree Is a chovd tone of & 9th (2
+ 7 = 9). A 4th degree scale tone (s an 11th
chord tone (4 + 7 = 11}, and s6 on.
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Loose Ends - Scales

The next add-ons-are some [alrly slg-
nificant scales, They are the "Blues,”
Chromatle, Whale Tone, and Diminished
scales.

The first scales presented are among
the most widely used in popular musie. For
Inck of o better name, Lthey are generally
referred (o as Blues Seales. The problem
with the lerm "Blues” Is that they are used
in @ vardety of styles other than just Blues,
They come In 'two basie flavors:  Major aond
Minor. The term Blues Minor s relatively
commoen although you don’t hear “Blues
Major® used very often,

Adding the same tone from different
starting points ereates different scale
degrees, The major version adds a llatted
third degree (b3) 1o the pentatonte and the
minor version adds a Natted NNh [bS). The
Hustratons on Lthis page are orented toward
lingering conventions. Target notes for lonal-
ity are on the lollowing page.

The right column shows the three
octave lead patterns for these scale types.
The G Group Includes an early crossover.

ee

When | wrote that | was consclous
of being Insplred by God Almighty, Do
yvou think | can consider your puny
lite Nddle when He speaks (o me?

Ludwig Van Beethoven
- sald when a violinist complained

that a pussage was unplayable. ”
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Loose Ends - Scales

Blues Major
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Loose Ends - Scales

The Chromatic scale is a half-step
scale. and as you know, each [rel on the gul-
tar Is a half step, musically. There are many
ways for traversing the fretboard In half-
steps. In the interest of brevity, only a lew
are provided here. The ones shown represenit
economy of motion and consistency of form
which, on the fretboard, usunlly translales
1o accessibility and ease of use.

The Chronuitic scale Is Nustrated lor
two gotaves on Lhe lelt side. In the lrst
graph, If the last note is played with the
pinky finger. then you can starl right there
and play the descending pattern (llustrated
in the second graph. from that frer on: As
usual, there are a variety of a fingering
schemes that are avallable given the
arrangement of notes In the pattern, and you
cun choose whalever suits you best.

The graph on the rght s an extentded
Chromatie lead pattern that spans four
oelaves I your guitar has enough lrets,

In the presentations where the
Chromatie scale spans more than two
actaves, the use of the eross-over technigue
Is necessary on practically every string. This
causes the longer lead patterns io be some-
what more difficult to pull off simoothly than
the shorter ones,

Il you are Interedted I some simple
dexterity exercises for promnotng technleal
facility, the Chromatics, Diminished and
Whole Tone scales provide excellent malerial
to focus on just right and lelt hand coordina-
tort The issue of left and right hand syn-
chrontzation and overall technical dexterity
is not to be taken lghtly, and comprises an
entlre section in Vol L

Chromatic Scale
Twa Octaves
Ascending

Chromatle Scale
Two Octaves
Descending

Chromalle
Lead Paltern
Four Oclaves




Loose Ends - Scales

This time there are two different types
of scales presented on one page: The Whole
Tone scale, and the Diminighed scale.

The Whole Tone scale is exactly what
its name Implles and s another very regular
spattern on the [retboard, Like the
Chromatie, It lncks a specifie tone center
until you start and /or end it

The stretching required pear the lower
Iretboard positions makes this scale form a
challenge for people with smaller hands.

The Dimintshed Seales {not to be con-
fused with Diminished Arpeggios) are o
hybrid of the Chromatc and Whole Tong
sciles. A Diminished scale has altermating
Intervals of - you guessed il - whale and hall
steps, The two lorms presented start and
‘end with the different intervals. The above
right graph starns and ends with a whole
step, and the lower right hand pattern starts
antd ends with & half step.

One more digression on usage. As
audlences, we have been condltioned (o
expect elther a Major or a Minor tonescape.
The Chromatic, Whole Tone, and Dimidnished
scales are not tonally erlented toward either

of these, and can splee up an otherwise
moenolonous (mono-toned) situatlon.

Without actually changing key areas.
you can throw In some welrd tonal malerial
and make the lstener do an auditory double
lake. As alwayvs, parental discretion Is
advised.

Whole Tone

4

Whole Tone
Scale

Diminished

IAERLA]

3) | G R G

Dimindshed
Scale

Diminished
Scale



Loose Ends - Scales

The'last scale type Is the Hexatonde or
six-toned scale. It can be viewed as either-a
Pentatonic with the addition of a 4th degree
or a Diatanic without the 7th - take your
plck.

This scale type is:a hall way house
berween the tonal security [or boredom) of
"Pentatonia™ and the somewhal riskder
"Matonia™ with lta 4th and 7th "avold” noles.

The Major erlentation Is given since
that is the only way the author has heard Il
used, bul you might want to experiment with
that.

g0

G Form
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Loose Ends - Arpegglos

The next loose end is the Suspended
Fourth arpegglo. Itls a very melodious and
not yet overused musical figure.

In the left side eolumn It s shown ina
three ocinve ascending pattern. On the right
are a couple of two octave descending forms,

The last loose end is the subject of
song form, Most gultar players in groups are
playing musie that comes in the ferm ol a
song, but I've notlced that few stop Lo think
what elements make up.a song?, or what sep-
arates o song from other forms of music, A
Song Is comprised of three basie elements:
yrics, melody and harmony. The lyries are
the words that are sung: The melody s the
tune or the musical way the worda are sung.
The harmony in this case I8 the accompanis
ment or the instrumental support for the
Iyries and melody. Think of melody as the
hortzontal relationship of the notes in time
whereas harmony can be ¢onsidered the ver-
tical relationship of the notes In Ume. Songs
come In many forms, bul if you are Involved
I wrlting songs of vour own, keep In mind
the three basie elements that make It what i
I8,

Recap

The benefit of approaching any subject
in o methodical manner s that the learning
process (s more efficient. Bul someuUmes the
very sitructure of a method requires that cer-
tin issues be side-stepped at least tem-
purarily. In the first three sections of Part 1
we approached the basic tonal materials of
music In such & way that most of the guess.
work and memorization could be avolded.
The last sectlon was devoled to Including a
few inleresting and uselul tone groupings
which didn’t fall into the core categories of
the flrst three sections,
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The Components of Music

The next section s deveted to exploring related areas of music study which
are not guitar specific. Almest evervthing presented up to this point has been dis-
cussed In terms of how It directly pertains to the frethoard and s unique proper-
ties, as a foundation of the guitar player’s learning experience.

The subjects chosen were determined by the consistently high level of inter-
est shown by my own students over a perfod of more than 15 years. They are:
Theory, Technique, lead and Rhythm Playing, and Styles of music¢.

The purpose of these introductories s to acquaint those of you having differ-
ent goals and aptiludes, with a vartety of useful information which will help to
decide what path might be most appropriate to take next. My mental image of this
learning process palnts the compenents that make up gullar music as a kind of
wagon wheel with the tuning system at the hub, the different kinds of success on
the outside rim, and the various cornponents as the spokes that hold it all togeth-
er.

Unfortunately, since each area Is large enough'to meriv a book or more of 115
owrt, the ¢lfort has been in the directon of enly attempting to approach each one
I the most general terms. The Information given Is only meant to be a briel expo-
sure (o the requirements each will make on you as a student, and the abilities
they will confer as a player. 1 wouldn't presume to decide which of the arcas is
more important for you as a person. | would hope-that your curfosity Is piqued In
each of these areas and many others, of course. Because [ stll teach, [ get 1o meel
a lot of people who are not sure which direction will get them where they want to
go musically. Whenever students ask me which direction should take prority, |
will usually try to find out where they would like to see themnselves within the next
six months. the next year, and the next flve years,

Eventually a serfous guitarist has (o declde whether he inlends to earn a lv-
ing with his instrument, and just exactly how, or would rather keep It as a hobby,
This Is a taumatic decision for many outstanding players, and one that s likely to
be pul off for as long as possible. The hard cholces are the Important ones,
though, and this one has a lot W do with which direction o proceed In. T'm per-
sonally of a bellel that we each invent our own suceess, and that begins with visu-
alizing our kleas about what we consider success. As we approach it the image
becomes clearcr. and vice versa.

Theory and technique are the two arcas thal every musician on every {nstru-
ment eventually has 1o come to grips with, The first is useless without the second
for a performer. and the second I8 useless without the first for a composer. and
mosl professtonal musieal endeavors will fall more Into one category than the
other, Everyone who plays gultar In 4 group plays both rhythm and lead at 2ome
polint, and vou will probably find that it Is impossible to be involved with the guitar
without alse being associated with a partleular styvle or styles of musie.

1 belleve that yeu will eventually come around to linding something useful in
each urea covered and many more to come,
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Introduction to Music Theory

1 belleve the term theory. In the fleld of musie I8 often misinterpreted. Like
many people; I started out equating notational reading and writing skilis with the-
ary, Instead, | now percelve standard notation, the standard methmx! ol notating
musle, primurily as a'way (o preserve o composer's music in detall for other ymisi-
clans and sudiences to enjoy. I could aceurately be considered the earllest form of
recorded musie. One of the benefits behtnd this method of recording music.was,
that by developing a specialized form of notation that was not particularly lan-
guage-gensitve. people in different pans of the world would -be able o share one
another's musical ereations. Perhaps at least partly beeause of this; musiec has
become known as the “universal language.” Now when we think.of recorded music,
we usually visuallze a digitally: mastered CD: a computerized multi-track studio, or
some other twentleth century wechnological marvel. In vontrast. the best explana-
tion: ol music theory | have come across is viewing (ias the study-of pitch and
tme relatsnships. But in order to look at these relationships In o meaningful way,
we need certaln wools. and among them 15 anamdersianding of the language and
symbols used o speciy pitches and time, le.. reading and writing skills.

A distincton might be in order al this point. [t Is one thing to master the
skills necessary W perform all the mental and. physical requirements o actunlly
learn to play written musle. I is another to fully understand the thinking that
went into the music vou are plaving or lo actually compose an original work - and
there Is deflnitely some overlap here, In order (o perform a piece of musie correct-
by, 1t is useful 1o vnderstand the thinking behind (L Likewlse, (o compose a worth-
while plece ol music. it obviously helps to be able to work out ideas on an Instri-
menl. Even so. there are thousands of musicians and songwriters who haven'l the
slightest idea whether their ereations eonform:to “proper” theoretical principies or
not, and many actually believe they onginate their own ~“theory.” This is not unlike
reinventing the wheel or recliscovering fire. Il what they are composing actuslly
sounds protty good. then they are no doubl fellowing some established musical
uldelines. It 1s a humbling experlence to realize that musically. most “new” ldeas
can be found to have originated in some very old compositions. Just one prolific
gemius can be a hard act for others to follow, and there have been many in the lhis-
tory of music, Fortunutely, most audiences don't spend thelr time searching for
musical derivations. and newness Is relative (or else you wouldn't see so muany
cover hits). Think of musie as arganized. sound. because there arecountless ways
to organize sound, The hottom line s that 11 it sounds ok, 1t Is.ok, theoretically,
Besides, throughout history, the laws of sclenee and rules of conduct have
changed to accommodale great minds, So It Is no small freny that knowing a lot of
theory may nol help vou as much as you might think, What |s also Important s o
know how to apply whatl you have learned. Many successful artdsts can nelther
read nor write standard notation but It doesn’t stop them om making great
music. Hard work, erentivity and persiatence are the slock in trde here as else-
where. Now when music s recorded. It s comunilted toa tape or disc In a studio.



Introduction to Theory

Many aspiring gullarists reading this want to belong to groups that record
and tour. They presume learning theory (s going to help them get famous, As a
practical marters| don't necessarily agree. Surprised? Pon'Ube. If vour-goal is'tobe
a "Big Star,” your altitude, acumen and locks - will probably have a mare direct
impact on your success than your knowledge ol say. the use of dissonance in
Stravinsky's "Rites of Spring,” On the ather hand, I you want to do a job. you've
gol to have the tools to do W with, and one well worn path to faflure Is 1o stop
striving (o learn because you think you already know everything you need to
know. I'm pretly sure the majority of guitarisis interested In theory don't necessar-
liy have visions of groupies dancing in their heads (ol < 'm an exeeption), Thelr
primary goal Is to expand their capabilities. They want to know how musle works.
Il this 15 true for you then what follows will be-nseful. The first thing o deal with.
14 how pitches.are written and how time 15 specified. It is oot difficult If you take it
one step al a time.

The Basic Elements of Notation

Musie Is notated ngamst a background of five parallel lines called a stafl (pl.
staves), Between the lines are spaces that also specily pitches.

Stall A B C D E F G

Notes are positloned on either a line or a space, and as they are placed high-
er on the staff; they are played higher in pltch, The order is alphabetical. ascend-
ing. The letters A through'G comprise the music alphabet; and bevond G. the lel-
ters repeat starting with (s higher) A again. At the very beglnming of a plece of writ-
teny masie, you will Dol what s known as a clef sign. There are several clef signs
but two are used the most: G ¢lefl {or treble clef), and F clef lor bass clefl. The
terms treble and bass roughly mean higher and lower. The G elef derives It name
from the famcy Jetter "G that circles the second line from the bottom of the staff
(which always looked more ke an "5 1o me). Likewise, the Felef derives its name
from the old lashioned script " and smaller dots that indieate the second line
from the top of its stall Again. these are just markers that give vou a reference
pul'..i‘ll for instruments of different ranges, and there are others.

ﬁ <y -~ F_F?E =

o The notes adjacent to the reference "G* and "F* are in alphabetical order In
the direction of the top of the page. We aren't normally used o saying the alphabet
backwards, so It takes praciice to be able to name the notes ot random.




Introduction to Technique

1 feel the-area of technique. or the physical aspects of playing: should be
approached with some tegree of caulion. As both a studen! and-fan of gultar
musi¢c. | recall numerous instances when one teacher or anotherwould pronounce
certain technigues-dncormect only to later find-some other galtarist using the very
same "incorrect” approach with astonishing success, Eventually 1 got the idea that
stnce there were so many different types of hand physiques, musie styles, and
thinking patterns, that' everyone's approach 1o lechnique would bé somewhal dif-
ferent. So U'll only try to make recommendations. or suggestions for certaln elreum-
stanees instead of broad generalizations-about right and wrong technigue, With
that said, | will go so far as-to.make one generalization based upon my experience
as a private tnstructor. | can safely say that | can't remember having: any studenis
who would nor attempt to play oo fast when they were learning a new plecel |
found mysell saying over and over, "You're trying Lo play it too Fast and that is
what's causing the misiakes, Slow down and let your {ingers learn thelr
sequences,” Museles heve a'kind of memory-and you haveto give them a chanee
to learn thelr parts, Bul once asludent would ‘make & mistake Ina part one or two
tmes, they would conlinue to repeat It gver and over In conlexl Il was always eas-
ler i he or she played 11 dead- stow and just right te very lirst ume. [ have come 1o
belteve that when-our fingers are being taught routines, the first Impresslons are
the strongest ones. In other words, It is just-as ensy W learn apart wrong as-it (s
o learm it right as (ar as your lingers are conecerned. What is bard 1s unifearning U
und-forclng yourself to relenrn It over again once they get used oo certaln feel.
TEIS bolls down to disciplining oursclves Lo play very slowly durlng the learning
pPhasc.

As o performer almost everyone strives {or virtuosity. In the absence ol this,
we'll setle for speed. Control over speed (not speed per se) will bea lifelong 1ssue
for many of us so (ry to Keep it In the front of your mind as you practice and ploy,
Distinguish between when you are learning a plece and when you are reheamsing
or performing what vou already know. These are different states of mind and
require dilferent approaches. When learning a plece. only play Il as- [ast as you can
play It with sbsolutely no errors. When rehearsing or performing. only play Ibas
fast as vou ean play It with absolutely no errars [slc). They seemy the same bul Lhe
dilference in focus Is enormous. [n the [lrst case vou must resist the urge 1o let
yvour adrenaline take over and satisly yvour desire to hear the part in order (o glve
vour musclies, ele. a chance to learn new moves. In a rehearsal or performance,
vou should be concentrating on the sound of the music and letting the fecling it
gives you gulde everything. You might say this Is more of a mental thing than a
physlcal thing. But which comes first? It seems obvious but 'monot always so
sure. Edlson, | think. was once quoted as saying that his ldeas secmed to grow out
af his muscles. Most gultarists are not satlsfled with their technlgue. and face in.
this usually means they can't play [ast enough to sult themselves. 1 vou can't play
fast enough and are looking (or ways (o ncrease your speed, maybe IUs Ume to

g5
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The Need for Speed va. The Virtne of Virtuosity

rethink your methods, We generally associate speed with bursis of great physical
exertion. In the fingers, hands and arms: as you probably already know. this can
guickly lead to musele meltdown - cramping. Il you want to-play [ast. learn to
practice w task lorlonger perdods of Lime without stopping stead of for short
bursts af speed. [Uworks. Think about il Playing something over and over again
hundreds and even thousands of times makes your fingers strong and efficient.,
They'll learn to move with a mintmum of wasted moton. After enough repetition,
speed comes natuwrally without even rylng. Like magic. Flaying for duration, or
longer unintermupted perlads, Is the key. Get a metronome and see for yoursell,

Il there Is.a comman denominator (o the subject of - good overall techndiue 11 has
to be relaxation. In order to play effectively you must.learn to.play without tension.
Because of the demancds on each hiand system {fingers. hands. wrists, arms.
shoulders, back, ele) this Is more easily safd than done. Physically, the gultir (4.0
lot fove dillicult to play than it looks, and acquiring the suamina lo play for longer
periods requires that your play efflciently. relaxing whenever you can. If you are 1
beginner don't try 1o overexerd your hands, || makes no sense Lo attempt to play
physically diffieult chords like the F (B form (irst position) before your hand is
ready for i Pve met people who actually dropped. the gultar altogether beeanse
they couldn’t make that chord when all they needed (o do was move the form ap
the neck [urther away from the nul adjust the gultar or else Just leave it tll later
on. Make It easy on yvoursell. Do what can be done without nnnecessary frustra-
tian or overexertion. If you are an advanced plaver. one of the prohlems yvou are
going lo face from time w time |s that sense of having reached a plateau or a level-
ing off in your (percelved] technical ability. You are no longer doubling your abili-
tes every day or week as you did wwhen you were a beginner, and you'll go for
lomger periods feeling like you're gelting nowhere. One of the best ways to rekindle
the Interest 1s to try some different techniques or styles. When gultar technlgue is
examingd, it s usually divided into left hand (fretting hand) and right hand
demancls. The lelt hand requirements are fairhy similar for electrie. classic. and
acoustic gultars, but the right hand approaches vary greatly. A big split occurs
between the people who play with a pick. and those who use just thelr fingers
und/or nalls, angd moest methods will only teach oneg way or the other, Finger style
and plek style techndgues are equally beautllul and 1 can't see any reason why
hoth cannot be learned us equals. Although the right hand s primarily responsible
for making the sirings vibrate, the left hand is capable of a wide variety of plucking
allernalives, termed articulation techniques. Slides, bends. vibrates, hammer-
ons and pull-offs, and harmonics are bul a lew of the ways thal you can create
Interest In a non-standard way, By directly aceessing the sirings themselves, the
gultar plaver can draw from s huge stockplle of lechinleal vesources. A piano, by
contrast. has only one aceess Lo the strings, so the player Is limited Lo playing
cach key softer or louder (hénee the name plano-fortel. Guitar players can evoke
technleal expression Lhat a keyboard player can only long lon




Introduction to Rhythm Playing

Although-many people constder rhythm guitar playving a subordinate role 1o
lead. this s a common misconception that requires n slight attitude adjustment.
For starters, just remember how much time In o song is spent playing lead and
howe mueh is devoted to rhythm. Or take the chythm-guiar part out of the song
anel have the rest of the band play witheut (L Many songs would hold up without
the lead, but would It survive without the rhythin? | doubt it The songwrilers - the
guys who get the royallles - are not composing the song around the lead part
cither. Besides, the st Ume wensually-hear curselves sound good as players Is
when we get the hang of a rhytlun part. Rhythm and lead gultar pars are a cale
and jeing relatlonship and you should consider both important. Rhythm parts tend
to put lewer demands on the left hand than lead, ag a rule, The lelt's biggest prob-
lem 18 making the changes from one chord o another, Theflrst step'in making
chord changes, Is knowing the chord well enough so vou can go for it without hesi-
tating. II vou are working on leaurning chord changes, here 1s'a way o gel your
hands familinr with the forms quickly and minimize the hesitation that breaks
down the low. First. make a new chord. say an open E form. Next, instead of 1ak-
ing vour fingers compietely off the frethoard, and losing the form., keep them in
place and just barely it them off the strings. and then make the chord agaln.
Repeat this procedure again moving your fingers just a lttle farther from the fret-
board bt retaining the chord form: Then repeat agatr, moving the held form a lit-
tie farther from the fretboard each time. The idea behind this approach s to train
your imuscles to begin to make the chord shape before your lingers reach the
sirings. This will help you to avold the one-finger-at-a-time approach: that deastl-
cally slows down chord making. If you are using a pick, the right hand will be
learming to Keep Ume without hesitation and without sounding sing-song. Since
the right hand 1s doing considerably leas precision work than the left at fiest, &t will
sometimes attempt to bully the left into making rash moves by strumming a chord
before the form has been made, The coordination between the two hands is best
arrived at by mutunl consent, and each one has 1o be allowed to do his Job I pre-
cise order. Below is the easiest strumming pattern | know, thal doesnt sound
ging-gong It is based on'a four-beal measure. The right hand rhythm Is as follows:

[ 2 3 4
Down DownUp  Up Down Up

The hard part at first 15 to get the pattern to flow frem o one beat to the next
and then one measure to the next. Counting oul Joud or tapping yvour foot will
help, but o metronome 1s the best gulde. A good exercise to combine basle right
and left hand rhyvihim techniques, 1s 1o play this rhythm pattern changing the
chord at the end of ¢ach four beat measure, Start with basic-forms and then add
dilferent chord types. Rhvthm plaving is generally-/ matter of combining right
hand rhythms with left hand chord changes, This beginner's exerelse will help you
(o focus on some of the demands that playving rhythm will place on you.
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Introduction to Lead Playing

When we communicate, we are using a highly developed sysiem of symbaols,
sounds and nuances that have been agreed upon as having common meanings, In
the sciences, these symbols, ele: are rgorously defined and adhered 1o, 4n order (o
promote among other things, specificily. Forexample. 2+ 2 has p equal exactly 4
for evervone or elée things wauldn't work. When people communleate with musle,
however, not evervone who listens todl “gets (17 the same way they understand two
plus two, Musie is not as specific and 1L doesn't have 1o be. Moreover, as musi-
clans, we shouldn'Usirive to make two plus two equal four all the tme. Asa lead
player. you-should try to make two plus fwo equal more than four. Just playing
scales ngalnat chords s not really playing leadl In a sense, Just playing the right
nates in the right key s similar to detting four out of two plus wo. So'what distin-
guishes lead playing from seale playing? In a word:  phrasing. Phrasing is the best
all around term o deseribe the difference between - someone who communicates
with his guitar, and someone who just rambles upand down the fretboard hoping
he or she deesn't hit nowrong note: When we talk 1o .one another; we collect our
ideas Into packages and utter them In units known as senfences, These groupings
help to make what we aay more casily understood. They also allow us to draw
breaths and to formulate our next thoughts into sentences. Il you want (o play
lead, learn to phrase your musical (deas into statements and “breathe”™ between
phirases. Another level of lead playing is the abillty o Improvise. Take a simple
medody und change it around a little: Not so mueh that you can't récognize L, but
enough so that 1F comes out a Ule differently each time you repeat it, When
Improvising. yvou are free to alter both pitch and tme, sepamately.or together.-By
experimenting with playving and improvising simple melodles, you can-do a great
deul for your personal understanding of whal goes Into phrasing groups of notes
into musical statements, One of the most common stumbling blocks to the process
of Improvisation Is when a plaver doesia’t know the scale forms and lead patterns
that make up the laveut ol the frelboard. By now you should alse be familiar with
several dilferent types ol scales and arpeggios, and be able Lo work them Into your
lead plaving. Each element’s form and type will bring forth new possibilities,
Anather common problem Is Just a basic lack ol technical factlity. Acgulring
strength and coordination In the hands and Mingers |s an ongolng strugele that
never abates. This very struggle. causes many players Lo focus thelr energy on
technigue o the exclusion of aimest evervthing else. They become digital over-
achievers - absorbed with maintaining their chops often (o the detriment of their
understancing of music itsell. In a sense. they speak cloquently but say nothing
memorable. By far the mosl widely used method of learning huw to play lead has
been:simply playing a recording repeatedly and copying the riffs one by one. This
may seem Uke the hard way of doing things, but it works. Granted. [t can lead to
artistic inbrecding, but we all learn from one another, Copying s Just a first step.
Understanding what made (€ a legxd you wanted Lo copy is the next step. The last
step 8 ereating something that others will want 1o copy.
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Introduction to Styles

At the outset | want to make a distinetion: between musle styles, such as
rock, country ete.. and guitar styles. such-as finger-plcking: flat-picking, ete.
because the term styles Is used correctly in both cantexts. The guitar siyles seem
to fall somewhere (n between the music styles and technique per se because they
sometimes convey a musie style in a technieal way, but not always. Lines get
blurred. Take finger-plcking style, aka Travis picking. for example. Elizabeth
Cottan and Merle Travis were early proponents of this type of gultar appreach, and
their musical style was considered mainly folk or country. But when Paul Simon
Incorporated it into many of his hits, the musical style was considered pop. Samae
with Kansas with their i song "Dusl In The Wind.” But most people atill associate
the fingerpicking style with folk or country musle. 5o the gultar stvle and how it s
used can contribute (o determining the music style bul it doesn’t necessarily
deline It

As you probably know, Fretboard Logic has made elforts 1o avold promoting
a speclfie atvle of music and lor two reasons. First, Il gets in the way of some pri-
mary gultar and musle relattonships that are independent.of the different styles of
muste. Second. nothing will scarter your students faster than mlkingaboul a kind
ol musle they aren't leurrentlyl Interested in: But'it is pretty hard to fully andear-
stand what you're playing without analyzing what makes it the style that It is.
Whial's more, i we are ever 1o have a meaninghil discussion about what malies n
style that styvle. then we'll have to draw comparisons. To keep: the focus of Vol. I
specific, the study and comparison of different styles of musle has defermed until
later. Then the Idea is to lake songs ol dilferent styles apart and look at what
mukes thern work, and what makes them so distinetly siylistie. The point is that il
Is nol encugh to just copy something from a lape or sheet In order Lo really under-
stand 1L You need (o be able to grasp U in the context, of the gultar, in the conlext
of musle and, If you're a professional, In the context of the market. You mighi
think of the difference In terms af learning the music as opposed 10 learning from
the music.

The Rolling Stone "Hiswory of Reck and Roll” is o collectlon of articles on a
wide variety of music subjects from the early blues and gospel singers to pop and
rock stars ol the lale seventies. (Highly recommended.) When Lhe progress of the
evolution of popular music Is covered in chronological order, you are able to see
how Lhe siyvles of musie overlap from artist to artist, and from period o period.
One of Fretboard Logic 1II's Intentions is Lo take a look at some of these obvious
stylistic departures and focus on the aspects of the guitar and the musie thal
made them separate and unlgue.

Ask voursell what the difference between country and blues and rock Is,
when they all use the same raw materiais. There are many artisis wha hroke new
ground in popular music. and many songs that, by working so well, created a
model for other songwriters and gultarists for yvears to come. These groundbreak-
ing artists and thelr musie will become the focus in the study of style.



Finale Part 11

Ohkay. That's aboul I for Fretboard Logic SE Part 1. As your attormey |
advise you to take the test. Another way to tell if you have learned the material is
lo doa sell-test by going through the beok and playing the mntertal from memory.
Whoa. Does that mean...rote memorization?? No Bevis. Just bulld the chords,
seales and-arpeggios yourself, You have a program now. Il you can remember the
process, you won't have 1o memorze each and every one. Furthermare, if you
bulld them often enough. you'll recall them with no: trouble anyway. In facl, the
goal here ls that you be able to bulld any chord. scale or arpegglo pessible by stm-
ply combining musie formulas and fretboard forms.

Where dowe go from here? My accountants, Fleecem and Finagle. highly
recommend Volume 1L Applications - Creatlve and Analytical. But those weasels
are ondy In it for the money. Do they care that five years went Into trying to devel-
op A logical conclusion for the serfes? | think not. They're greedheads, hosers and
phillstines. Besides. Vol 1ll's a-lot harder than the {irst two, and who needs that?
And anyway, sooner orlater-you're going to have tocut the cord and jJust get out
there In front of an audience. When you do, you saren't gonna be thinking aboul
what vou learned lnpsome book - UL guaranies-you that. On the other hand.
Frethoard Logic |s a three-part guitar mothod. In order to “see the whole elephant”
vaw will need It the same as the others. One good thing about It is that 1's divided
up Into a lot of different sections so you can study things that are of Interest to
vou. In whatever order vou Iike.

All right. that's 1L lor now. Oh, one Inst thing: There Is an old saying that
goes something (o the effect thay you should be careful about what vou wish for.
because you might very well get vour wish, | would ke to paraphrase that a litle.
Think carefully about what you spend your valuable Ume doing. Whatever it s,
even If it is something as diffioult as playiag the guitar. you will probably get good
at Ik
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Twenty Questions

I. What is the difference between scale

forms and lead patterms?

2. Which two chord forms are used 1o
identify the lead patterns?

3. Name o distinetlion Between
playing lead and just playing scales,

4 Which of the basic chord {orms has
no uninverted or nucleus form?

3. In order to bulld chords on gultar,
what two basie tools do you need?

6. What Is un arpegglo?

7. What IS u chord [ormuln?

B. Whiat 1s the dilferenve belween a
scale and a mode?

9. Write the formulas for the triads
and sevenths rom memory.

10. What is a rellable method Jor
ubtaining greater velocliv?

11, What three components define the
song form?

12, Which two types of chords are con-
sidered symmetrical?

13, What's the dillference between Lhe
electric, acoustic and classical guilars?

14. What ls the term for a musical
sequence of chords?

15. What are the tonalities? Whar la o
mode?

16, What are the three common types of
minar seales?

17, The gultar's tuning provides two
Tundamentially: different approaches 1o
plaving In the different modes, What are
Lhey?

18. What does the term quatrads refer

1oy

19, What s the term [or two notes
played together specilled by the distance

between them?

20. Name the three types of forms or
patterns that occur on the gultar fret-
board as a direct result of Ity tuning,

1ol




Twenty Answers

1} The scale forms are irregular finger
patterns that stay in one position and
the lead patterms are regular (inger pat-
terms that move from position o posl-
tlan.

2) The C lorm and the G form.
3) Phrasing.
4] The D form.

5) The chord's formula and the order of
the degrees ol the CAGED chords.

B) A chord that is played like a scale -
one note after another.

7} Odd number note groups with the
various alierations that identifv each
chord type.

8) A scale Is a succession of notes of a
Key, as epposed to a Chord which is the
stmultaneous sounding of the notes, A
Muodle differs from a Scale In that a tonal
orientation Is specified Instead of
nasumed.

9 Major: 135
Minor: 1 b3 5
Augmented: 1 3 #5
Diminished: 1 b3 b5
Mijor seventh; 1357
Minor seventh: 1 b3 5 b7
Augmented seventh: 1 3 #5 b7
Diminished seventh: 1 b3 b5 bb7
Dominant seventh: 1 3 5 b7
Minor seventh bS: 1 b b5 b7

10} Flay for longer uninterrupted per-

ods of time instead of short quick bursis, patierns.

11. Lyres, melody and harmony.

12, Augmented and diminighed,

13. The electric burns longer.
Whooee... I'm on a roll.)

14. Chord progreasion.

15. Major and minor. A group of notes
with a specifle tone oriemtation.

16. Natural. harmonic. and melodic.

17. Scale Forms and Lead Patterns.

18. Four note chords. usually called

sevenths,

19. Intervals,

20. Chord forms. scile forms and lead
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About the Author

Bill' Edwards became (ascinated with the gultar in high school after hearing
# friend (who aclually took lessons), perform. He's since made a living as a teacher
and performer. and as an owner of n music store. He is the nventor and patent
holder of the original Finger-Tite Locking Nul, In his spare Ume he works on pro-
Jeets that he hopes will mike back the ton he lost to the pirates on that one, It's a
long and gruesome story and you don’t wanna know,
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Frethoard Logic (s the operators mornoal that showld have come with Hour guiltar
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The'pullar: a8 tuned, s unlike any other instrument ever invenledS Fretboling
Lapie 18 e first and only method to recognize this, and teaches [ong i eigo
gultar-orfented perspective. [t presents the charmeteristies of the ot (s firsi g
step loward learning withoul guesswork or rote memoriZatinmn.

Fretboard Logic begins with the one thing common o everyUiine sises Lhe Ires
board, and It's pattern organization. Then you graduate quicklv SRR iin
commop teall styles of music and 1ypes of guilar: the tone groups, POE youL e
be foreed to memorize thousands of patierns or stuck Urying (o guessaviiich strng
o ek for which note on. Instead vou'll be bullding them based oy e patlerns
alrehdy masicred in Farl 1. This fakes years off the leamuing curnse.

Frathoar: Logle does not dictate what fype of guitar or what style.of music
B SHOUME By 10 16t v decide hese tilngs for yoursell. 1t will not wiste Soue e
wilhh Siehted musie Inapprophate Lechnigmes, busy work or kiddle sonis,

Although bumopous, Fretboard Bogle [s an gecelerated approach for seslpis '.' [
eSS, You ledim sehial you mied first. (hem vou can play whal you wans IiSler \-.
aritd With less efforts Eadh 1o ssapl has text aidigraphics o nid I ::mnmb]lmul‘nn.

Fretboard Logiehigipsyou to Bndertiond g multiplgdevels. frst by dssasibing !‘ :
whilh ¥olir cves ans SRS and Il,ngr.ru are QRehing in purrlv greltaristic hermis an : f
el By e plaining it Your et are hearigd in moredraditional ferms '

« Frspbotird Logic BEAR vo bodks in one nausubstanial discounl. buliis: really
mase e Tour boglinone: a (Raboard ooaried, o chomd buildeta scaléd & mocks  §
boglt and a book af arpesgios. Itpepresents the Tirst hallnd the Frelhoard Lopiu
systetn the constantal e 1 hose thilngs whichimon't chagge tegoodivss ol adhul ,
dirgetiarn vour muslel #Hforis talle you, The Wartahles. ofthese (Rings thal Bhisnie
framm pleyer to playenars taken up In the scaanid halfl of the methind - Value i
and Hie wldeos - whioh 88 wheee you will begin o apply whal youe learnal ir
voriohs plm ing sitautions using gillerent types of guitarsand techidquess

Mlar Frttboard Logie SE, the pih'.ﬂlimﬁ Bkl of the method uses Crealiiesand
Al s pproaches (o lielp ealhi stutlent belter undemstiond difffrent kindd rH"
[SEN D=0624770=6=0 mu Sl I terms 6l s companents, Dt on B argue,
norlfness, menuslniven approach. As i resull,
21 ‘?‘F' 5 Frefipurtd Logic Wil help ydil 1o bout pndersfiend thie
mushe ol others nel clmru.:In;: your own musieal s,
|
i |

“I like vour use of humor In teaching as well, Thanks to you, |
frave a belier ifﬂdﬂfﬂmﬁw of music and that wiil help |

i PrEODEre me on Ry way foa caredr in misle,™
?HH%E a'-:'?[h# Jasan Teague Hobbs i

*You're gaoing 10 change the woy guitar is taught pe—— ISBN 0-9624770-G-0 U.S. 19.95
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