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Introduction

PENTATONICS, is the second book in the series called “Inside Improvisation”. This book
provides a practical yet creative approach to assimilating pentatonics into your melodic musical
reservoir. I was inspired to put this system into a book format because hgving taught this
method over the years it has proven to be tremendously successful

['ve often been asked by students, “Who plays strictly pentatonics?” [ can’t think of anyone
who only plays pentatonics but many of the modern players have pentatonics at their
command and melodic disposal. Of course, listening to the great players who use pentatonics is

an invaluable lesson in learning how to employ them in a musical way.

The accompanying play-along recording has been designed for use in conjunction with the
text. There are 18 play-along tracks (tunes or practice progressions) as well as seven
demonstration tracks. Piano players can eliminate the piano track by turning off the right
channel of the amplifier, bass players can turn down the left channel.

This is a method book designed for all instruments. Its goal is to outline a system toward

mastering pentatonics and to show different creative ways to convert pentatonic scales into
melodies and music.




Chapter 1: Pentatonic Scales

Pentatonic scales are five-note scales. There are many different pentatonic scales and this book will

discuss a good number of them.

To begin with we will consider the most basic and most consonant of the pentatonic scales. The

following notes spell a C major pentatonic scale.

EXAMPLE 1.1

O

¢

JE3
o]

This scale can also be called by its relative minor name; A minor pentatonic.

ExamprLE 1.2

B\
¢

©

These notes are derived by stacking fifths beginning with either the note C or the note A.

EXAMPLE 1.3
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These notes in any order can be called A minor or C major. Some musicians prefer to call pentatonic

scales by their major name and others prefer the minor name.
If the scale is viewed as C major, the numbers for the pentatonic notes would be:

EXAMPLE 1.4
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[f the scale is viewed as A minor, the numbers would then be:

EXaAMPLE 1.5
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l To memorize and become accustomed to playing these pentatonic scales play the following lines in

leAM PLE 1.6

all keys. These four very common pentatonic lines should be played the full range of your
Instrument,
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Here is a different way to construct the same grouping of notes. For example, beginning with F
' major or D minor pentatonic:
ExampLe 1.7
-0
.o O
T fan S (o)
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(Even though some of the intervals between the notes of the pentatonic scale are larger than a
second [ will call moving from one note to the next in the scale a sstep<) So for the D minor
pentatonic scale start with D and step up to E step up to G, step up to A, step up to C and so on.

The same scale written out as follows uses what I'll call skipe. That is starting on D, skip up to G,
skip up to C, skip up to F skip up to A:

ExamprLe 1.8

7 © |
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37— © 1
l v skip F skip A skip € skip 6
I A double skip would look like this:
Exavric 1.9
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PENTATONIC SCALES

ExaMPLE 1.10

A triple skip would look like this:

o]

EXAMPLE 1.11

Using skips and steps provides us with a way to construct many pentatonic lines as it gives us a

means to hear and analyze these different pentatonic lines.

To help memorize the different pentatonic scales play the remaining notes in the scale starting on

the given note. First go through the memorizing quiz and play the notes descending and then repeat

the exercise with the notes ascending.

For example; the descending notes would be:

A

c-7 Ci-7 D-7 Eb—7
N o ]70
Ao i o
[ fan '
[A\RYJ
@
o) o B |
ee————————— e —
The ascending notes would be: ‘
EXAMPLE 1.12
c-7 Ci-7 D-7 Eb-7
0 ﬂ.{" bo
JI’Y“ O ! O
A\RYJ
¢
s} ! | |
l)(f:\ T o I%"e " . P hd ﬁf‘ = P [ ) M
X ® W I Ad ‘
o o 7° L .

Note that from here on I will refer to the pentatonic scales by their minor name.
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MEMORIZING QUIZ
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(hapter 2: (reating Pentatonic Lines

Having completed Chapter 1 you will have played a pentatonic line starting from every degree in

the pentatonic scale.

By using skips and steps there are many different formulas that can be created. The following is an
example of one formula: From whatever the starting note is in a given pentatonic go down skip, to

down step, to up skip, to down step.

LSk L Step T Skip 1 Step

Using a C minor pentatonic and starting on the >C« that formula would look like this:
EXAMPLE 2.1

d Sk Lswer T swp 1 Step
dl 171
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Here is that same formula starting on the note >G¢

ExamrLE 2.2
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Here is that same formula starting on the note >Ebc:

EXAMPLE 2.3
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Here is that same formula starting on the note >Bbc:

EXAMPLE 2.4
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CHAPTER 2

Here is that same formula starting on the note >Fc

Examrie 2.5
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Here is the entire line written out:
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EXAMPLE 2.6
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Notice that it takes five consecutive four-note groupings before the line starts repeating from
the original note again.

From this one formula we can derive eight formulas:

ExaMPLE 2.7

\‘ Formura 1 A L Swap B L Step ’ C TSk D l STEP

‘ ForMuLa 2 B L Step C: TSk ] D L Srep A L Skip
Formura 3 C T Sk D J Step A L Skap B 7\L STEI”

’LFORMULA 4 D 1 Step A 1 Skip B { Step C T SKIEi

By reversing the direction of the arrows these lines become ascending lines:

Examrre 2.8

T Sxrp

é,ff?f¥UPf_§,,., A B Tsmr C dsww D Tswr |
LEOI{MUB\ 6 B T Step C 1 Skip D T Srep A T Sk !
]’EQRMHLA 7 C ,,‘L SKIP ‘D T Srep A T Sxip B ¥I STEP B |
JMF()[{MULV{\”}S"MM D T Step A T Skip B ‘ T Sree C _ .i Skip ﬂ

Here are those cight formulas on C minor or Eb major:

Notice again that there are five four-note groupings before getting back to the starting note.
Also, notice that with formulas 1-4 that the first note of each four note grouping is the same
and that they descend by skip. (That is \C to -G« to -Ep« to »Bbe to 'Fe.) With formulas 3-8, the
tirst note of each four note grouping are also the same and they ascend by skip. (That is .C- to
Fe to 2Bbe to »Eb to 1G)

-
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(REATING PENTATONIC

EXAMPLE 2.9
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Examrir 240

F MINOR OR

Formula 6

Formula 5
Formula 7

et
—
= 8

N N

(9]

Cn

o]

v B
= >
.m,m

£ 5
< o

mht

At
o
rO

C

=
g
[

o
o
K
<

Q

or is one note, th
ou don't have to start these lines on the root
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Notice that the only difference between F minor and C min

*Gein C minor (or Eb major). Also notice that

ctave adjustments.

long as you can play them for two octaves without o

them anywhere on your instrument as
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CREATING PENTATONIC LINES

ExAMPLE 2.11
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ExampLE 2,12
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LINES

CROATING PENTATONIC

EXAMPLE 2.13
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EXAMPLE 2.14
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CREATING PENTATONIC LINES
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ExAMPLE 2,16

B MINOR OR :

Formula 2

Formula 3

-5

- ® ﬂ, ﬁ o — i
. ‘—. ]
— —* i i I:g:q py o - | i T— . —]
Formula 1 I fan) 1 i T i 1 ‘y ‘[ I 1 @ I o —
el
ot
- —1 i
7]

[ 1

Formula 4

rmulo 5

L

Formula 6

L

- .
Q/
o«

Formula 7

sl

=5
a
=5

(




LINES

(CREATING PENTATONIC

EXAMPLE 2.17
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EXAMPLE 2.18
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CREATING PONTATONIC LINES

EXAMPLE 2.19

OR

D MINOR

y .t
(s
85
)

“armula 2

LY

o

L 18

LY

ol

L 1R

a}

\/

y A
3
3V

‘ormula 3

e
i)
L )
T
“He
'y
al
oLl
|
oL
(S
Al
[ Y
(Bl
< w\v

rmula 4 -A\—& I

srmula 5

o«

I

n
f%j =

armula 6

o

L 1

i —
——

mula 8




(HAPTER 2

I ExampLE 2.20
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Chapter 3: Rhythmic Variation

Onee you are able to play all eight lines in all keys try improvising in each key mixing up the

pentatonic notes by using random skips and steps. Also try using double and triple skips. Think of

the sshapec or scontour< of your line.

Here are some examples:

1. First try playing the line on the next page as all eighth notes.
2. Play each line with the following rhythmic pattern:

ExAMPLE 3.14
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5. Try playing the lines using rests and syncopations.

EXAMPLE 3.1D
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l The reason there are no stems on the notes is because these lines can be played using many different rhythms.
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Chapter 4: Chords And Pentatonics

The following is a C minor 7 (or Eb major 7) pentatonic scale. What chords will this scale fit over?

EXAMPLE 4.1

~7
a C
v 5
[ £an I . as
\;)u bo O ©
©

Of course, the scale can be played over C minor 7 or Eb major 7. But it can also be used over
F minor 7 or Ab major 7, and Bb minor 7 or Db major 7, and also A7 altered or Eb7. There are other

chords that this scale will fit over as well but these are the primary ones.
Try improvising on the following progression.

» TRACK 2: PROGRESSION 1 - MINOR 7TH CYCLE (CONCERT INSTRUMENTS)
C-7 E-7 Ab-7 B-7

[a
e = T =————r———
Y
A Eb—7 G-7 Bb-7 D-7
Q) 2
A F§-7 A-7 Ci-7 F-7

» TRACK 2: PROGRESSION T - MINOR 7TH CYCLE {Bb INSTRUMENTS)

A D-7 F§-7 Bb-7 C¢-7
(6 E— L f—

& 4 -——_4 : 4 —j— —
L2

A F-7 A-7 c-7 E-7

o

B-7 Ev-7 G-7

2 9
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l » TRACK 2: PROGRESSION T - MINOR 7TH CYCLE (Eb INSTRUMENTS)

A-7 C§-7 F-7 Gy-7

C-7 E-7 G-7 B-7
3
" Eb-7 Fi-7 Bb-7 D-7

Atfter trying the primary pentatonic that fits each chord, go up a fifth from the root of the chord
and try that pentatonic. For example, on the C minor 7 chord play G minor 7 pentatonic. The

difference is that the note D in the G minor 7 scale replaces the note Eb in the C minor 7 scale and
the D is the ninth of C minor 7.

Next try the pentatonic scale a major second from the chord root. For example, on the C minor 7
chord play D minor 7 pentatonic.

So for each Dorian or 1I-7 chord we can use three pentatonic scales. Over a C minor 7 chord you

can play C minor pentatonic, G minor pentatonic, or D minor pentatonic.

This holds true for the majors as well. Over a major 7 chord you can play the primary pentatonic or

the one up a fifth or the one up a second from the root. Example: CA could use A-7, F-7 and B-7 or
CA, GA and DA.

l Practice with_the following progression. -

l » TRACK 3: PROGRESSION 2 - MAJOR 7TH CYCLE (CONCERT INSTRUMENTS)




CHORDS AND PENTATONICS

» TRACK 3: PROGRESSION 2 - MAJOR 7TH CYCLE (Bb INSTRUMENTS)

DA GhA BbA DbA
-0 . -
Wh 4 — - j— 4 e e— 4 D e, 4 —
FA AA caA EA
| " AbA BA EbA GA

» TRACK 3: PROGRESSION 2 - MAJOR 7TH CYCLE (Eb INSTRUMENTS)

AA DbA FA AbA
0
o

CA EA GA BA
[a)
e
" EbA GbA 3 BbA DA
e ————
e

Going up a fifth or up a second won't work over minor 7*5 or dominant 7 chords. There are other
pentatonics that fit these chords.

Try playing on the chord sequence of Progression 1 or Progression 2 and altering the duration of
each chord change to eight bars apiece, two bars apiece and then one bar per chord change.

Try playing the pentatonics to the following progression. Written above the staff are the pentatonic
scales you could use. For now we are using a G minor 7 pentatonic to fit over a D minor 775 but
there are other pentatonics that will be suitable for these chords and we will address them in later
chapters. Also, over some of the dominant chords you will see the choice of two scales. One scale is

the regular diatonic »insides sounding one and the other gives a »more spicy« altered sound.
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l » TRACK 4: PROGRESSION 3 »SAY IT AGAIN« (CONCERT INSTRUMENTS)

' N C~/ F~7
1 [ I o
[ LY 4 L | Ly 4
i)ﬁ c-7 | 7 —TF-7 J‘ —A
l n G7 Bb—7 C—7 ‘.
; De - G7alt Cc-7 7
1
B—7/ {for aitered sound)
A E—7 F-7 Bh—7
]
l $ Er7 Ab7 Dba i — 4
Y
l an G7 B—7 c-7 D-7
I T )
I % Do L G7ak —C-7 B7alt |
IJ E-7 A7
T
g - E-7 - ﬁ% A7 7 4
IJ B-7 D-7 E-7
I T ]
J I 7 ]
I g Fie . B7alt E-7 i y L -
Eb—7 (for altered sound)
p G-7 A7 D-7
I J -
G-7 c7 [ Fa f e
'y
l a B7 D-7 E-7 F&-7
Iﬁ Fios B7alt E-7 Ev7alt
Y
_n A7 Db-7
[ T —
% A7 j% 7 Db—7 ! s .
l Y,
p E7 Fi-7 Ab—7
. T T T -
% Bbo L Eb7alt — A7 | # |
0y
G-7 (for dlfered sound)
B-7 C-7 Fé_7
“B-7 + E7 T AA

o BT Fe7 A7 B—7

| I@ — ———— E7alt A7 — G7alt




CHORDS AND PENTATONICS

» TRACK 4: PROGRESSION 3 »SAY IT AGAIN« (Bl INSTRUMENTS)

- D7 G-7

%ﬁ D-7 — — G-7 7
Py U R
a A7 C-7 D-7 L
7y Eo A7Zalt D-7 | 7 |
& I ]
Q}

Cié~7 (for altered sound)
, F7 G-7 Cc-7
Ay F-7 Bh7 EbA 7
,\,
A A7 c-7 D-7 E-7
%g Eo A7 alt D-7 Ci7alt
o
ﬁf Fi7 B-7
) 1
oy F-7 ; 7 B-7 7
Y
A C7 E-7 Fi-7
g Gl Ct7alt F¢-7 Z
1y

F-7
an A7 B-7 E-7
& A-7 D7 Ga 7
Py
a C-7 E-7 Fe7 Gt-7

|

% Gio ci7al = F 7l |
Py
o B—7 E7
1 T
g Bb-7 7 Er7 ; Z
»)
A F-7 Gi-7 Bi—7
Y = : : ‘
- Co Falt Bb-—7 i 7 3
»

A~7 (for altered sound)
A C-7 D=7 Gi-7
¥ C7 CF7 BA A
L]

Ge7 Boe7 C-7

—F7alt — Ri7 Y e —
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I » TRACK 4: PROGRESSION 3 »SAY IT AGAIN« (EbL INSTRUMENTS)

N A7 D-/
o I ] e
lz&AJ — Z b7 ! S
g —
l n E7 G-7 A7 ” ‘.
G~ Bo E7alt A-7 A
1 ‘
G~/ (for dltered sound)
l A C7 D-7 G-7
ﬁ Cc-7 F7 BbA 7
o
I a E7 G-7 A-7 B-7
]
l$ Bo E7alt A-7 Ab7alt -
)
l a C7 Fi-7
G o7 Z F-7 A
I 1Y)
A GH7 B-7 Ct-7
$ Ebo Ab7alt Ct-7 P4
B
C~7 {for altered sound)
I p E7 Fe—7 B-7
7 A7 DA Z
l o
p Gi7 B-7 Ct-7 E7
]
| lﬁmg Ab7alt C7 C7alt ;
| Y
l a7 Bb—7
% F-7 7 B—7 7
I )
A C7 E—7 F-7 | |
lﬁee} Call F7 ; Z J;
e
E-7 (for altered sound)
l 5 &7 Br-7 Er7
oo —Ci7 F£A /
1’
p C7 E—7 F7 G-7
lﬁ, ~ Go  — C7ait F-7 E7alt
e




CHORDS AND PENTATONICS

Once you have played through this tune many times and feel comfortable try using the pentatonic scales up a fifth on all

the minor 7 and major 7 chords. Then try using the pentatonic up a second on all the minor 7 and major 7 chords.

» TRACK 4: PROGRESSION 3 »SAY IT AGAIN« (CONCERT INSTRUMENTS)

} C-7 G-7 D-7 F-7 C-7 G-7
o ] |
~NC 7 i 7 rF-7 P
'Y
. G Bb—7 C7 G-7 D-7
s Do G7alt Cc-7 7
)
!
o\ E7 By7 F7 F-7 B-7 B—7 F-7 C-7
- Er7 A7 DbA Z
n G7 Bi—7 C-7 G-7 D-7 D-7
Do G7alt C-7 B7alt
)
p E-7 B-7 F7 A-7 E-7 B-7
’% E-7 P A-7 A
()
A B-7 D-7 E-7 B-7 Ft-7
g Fig B7alt E-7 y
;
p G7 D7 A7 A7 E7 D-7 A-7 E-7
N G7 Cc7 FA = 7
A B7 D-7 E-7 B-7 Fi-7 Ft_7
I

{5: Fi £ B7alt E-7 Eb7alt
»)
A A7 Er7 B-7 D7 Ab-7 Eb7
A |
N A-7 ya Db-7 j -~
A E-7 Fi7 Ab—7 Er7 BV
5 8o Ebalf Ab7 J¥ Z
n B7 F7 C:7 =7 G-7 7 Ci7 Gi7
y -
3-8-7 —E7 AA 7

Fo7 Agmy Fo7 BT 2,7

Eb7alt = Ab—7 G7alt ===~
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l » TRACK 4: PROGRESSION 3 »SAY IT AGAIN« (Bh INSTRUMENTS)

I p D7 A7 E7 G-7 D7 A7 -
]
_ I kY4
ﬁ D-7 = G-7 ps
[y
LN
A AT &7 ‘rD—7 A-7 E-7 o _ ‘
Iﬁ Es E AZalt FD-7 : 7 ],
)
A 7 C7 G7 G-7 Ci7 C-7 G-7 D-7
v~ F-7 Bb7 - EbA 7
1y
n A7 c-7 D-7 A7 E-7 E-7
]
Eo AZalt D-7 - Ct7alt i
Y
a F7 7 Gty B-7 Fi7 Ci7
I |
T | for % |
[y
L Ci7 E-7 L7 Ci7 Gi7
- Go Ct7alt F-7 ; VA
1y
a A7 E-7 B-7 B7 F-7 E-7 B7 F&7
] ]
l@AJ -+ p7 + Ga Z
T |
¢
A C7 E-7 7 CE7 Gy Gi-7
Gto Ci7alt F-7 - F7alt
Y]
a B-7 F-7 C7 E7 Br7 F-7
—_ I
- Bb-7 E7 ; 7
o
A F7 Gi-7 B—7 F-7 C-7
[ 1 I
Co = Falf - By-7 g 7
()
p C7 Gi7 En7 B’ A7 Gi7 En7 BT
Ce-7 Fi7 BA 7
F-7 G7 Br7 F7 C-7 c-7
Co F7alt Bb—7 A7 alt

=0 T



CHORDS AND PENTATONICS

» TRACK 4: PROGRESSION 3 »SAY IT AGAIN« (Eb INSTRUMENTS)

pn_ A7 E7 B7 D-7 A-7 E-7
I ! ] ]
€ v ; 7 Fp-7 | Z |
By
A E7 G-7 A-7 E-7 B-7
@Bz E7alt A-7 Z
')
p C-7 G-7 D7 D-7 G&-7 G-7 D7 A7
& F7 BhA #~
®)
a E7 G-7 A7 E-7 B-7 B-7
p !
@ Bo E7alt A-7 Ab7alt .
PY)
p C+7 Gi-7 Eb7 Fi-7 Ct7 Gi-7
Gci7 Z -7 ~
o
p G-7 B-7 Ct7 Gi7 En7
z& Ebo Ab7alt Ci-7 Z
o
n E7 B7 F&7 F-7 C-7 B-7 F&7 Ci-7
@ E-7 A7 DA ~
Y,
p C+7 B-7 C-7 Gi7 Em7 Ek-7
J ]
//@ Ebo Ab7alt C7 C7alt |
©
p F-7 C7 G-7 B-7 F-7 C-7
) T
%:“ F-7 7~ Bb—7 E =~
¢
p C-7 E~7 F-7 C-7 G-7
&Go Calt F-7 7~
°
n Gi7 Ex7 B-7 Br7 E-7 Fe7 Ci7 Gi-7
J : I . %
55; = Ci7 - AA 7 |
L2
Fe7 F-7 C-7 G-7 G-7
Eb7alt -~ -7 ~ E7alt

N
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FLEXTBILIEY WITH PENTATONICS

DEVELOPING

IMPROVISING:

henever they are convenient.

This is Formula 1 ascending. Make octave ajustments w

EXAMPLE .18

Bb—7

B-7

c-7

2

B

F-7

F4-7

G-7

Gi-7

15
e
1

o
.
|

Ci-7

D-7

Eb-7

E-7

-

T
2
-

|
b
vV

be 2

A-7

Bb—7

B-7

o
1

F-7

Fi-7

Gi-7

ﬂ..LTY

C§-7

D-7

Eb-7

|
Lo oW
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b

B-7
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c-7
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[HPROVISENG: DEVELOPING FLEXIBILITY WITH PENTATONICS

To check your ability to skip and step, see if you can complete the line if given the first note. Begin

by just using Formula 1 (descending) as written out in example 5.1.

C§-7 D-7 Eb-7 E-7 F-7 Fg-7 G-7 G-7 A=7 Bl—7 B-7

Py I
d - e o re i
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T
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b
®
S
-

ﬂ
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[
b
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b
T
Py

icb

T
& he
|

::ﬁr—
N

) o - b. * ) —&

Each line represents one 12-bar chorus. The chord symbols above the first line apply to each of the five choruses.

Repeat the exercise using Formula 2, and then Formulas 3 and 4.

EXAMPLE 5.2 . U e
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Now try to use a different formula for each starting note as in the following example.
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Fi-7
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Using any of the ascending formulas try to complete the ascending line from the starting note.
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PLOXTBILITY WATH PENTATONICS

BEVELOPING

IMPROVISING:
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Chapter 6: The Minor 6 Pentatonic Scale

EXAMPLE 6.1

The next pentatonic scale for us to consider is the minor 6 pentatonic. This scale is used quite often

and is as important as the first.

N

&
.

Notice that the 6 replaces the 7 of the minor 7 pentatonic scale. The minor 6 scale fits on different

chords than the minor 7 scale. C minor 6 will fit over:

C minor 6 C-6
F dominant 7 F7

A minor 7% Ag
B7 altered B7alt
AZaltered A7alt

And it will also fit over:

Eb major 7F11 - EbAF1L
Eb dominant 7411 - Ep7 811
D dominant 7"%us D7"%sus
Db major 7% DbA#5

Notice that only one note changes from the original line on pages 15 - 26. For that reason it’s a
good idea to get the original lines really under your fingers, then changing one note will not be that
difficult. In the following chapters we will continue to alter the original scale by one note.

Rather than writing out the eight formulas in every key, see if you can go through the lines and
play them just switching the 7 to 6.

Pages 60 - 62 show the use of the minor 6 pentatonic scale over the original chord progression »Say
It Again«, first introduced in Chapter 4.

You can also use the minor 6 pentatonic scale over minor and major blues (pages 64 - 69).

The standard chord progression (pages 70 - 71) was derived from the Jerome Kern song Yesterdays.

Suggested pentatonic scales are shown above the chord svmbols.

1
‘ol



Ihe C minor 6 pentatonic put to the original eight formulas looks like this:

-

Examrie 6.

R
i

Formula 1

be

—_. TE‘

£

|
A R—

-
p——

,{p ‘].__Jjﬂ_j][l_

|

I

i .
)
PY)

Formula 2

Formula 3

178 4

Na)

#
-0

[y

ormula 4

[0

L JERE

L1

-h
i/
7
B fanY

L

Formula 5

»
f

!
{ P

A 4

Fa)
A
B fan
<

e

Formula 6

|
be
a4

ormula 7

l_ﬁt °

-0
ANEV
e
‘.9___‘ :
©

Hhe
7@

ormula 8

e @&

- .



THE MINOR 6 PENTATONIC SCALE

Practice just improvising with the minor 6 randomly using skips and steps. Then try using the

rhythmic devices introduced in Chapter 3.

1. Play the exercise on page 58 using all eighth notes. (Again there are no stems on the notes so

that you can alter the rhythmic pattern.)
2. Play through the exercise using the following rhythmic pattern:

EXAMPLE 6.3A

| A o efc.
i 1 ! | | |
I | { | 1 ]
\.)\} i 1 v~ t ~— T |

3. Play through the exercise using the following rhythmic pattern:

EXAMPLE 6.383

#“F'*T“P—rﬂ“ﬁi—
1 | 1 I ] | [ | I 11
P !. I | | I | 1 JB— T

EXAMPLE 6.3¢

R
. - . 40 ) et
|
o £ e
=€ > . r E ——r—t——
A\BV - ' [ — ]
') | ]

|

»
1
e
L
N 4
~e
:él_
-
AL
/
\
e

! ol
P \ i 7 14 S — P - 2
I
o -t ~ f 4 i LA o - L
L & o _e

9
— g e P S |
et i — { *os # N ="t "
i S — 1 i ¥ 1
— o~y e — s — YT
— ~ —€ — i
-
' | g
et : T ¥ J -
Y 1 ) i : y J ] B———
] - —— , ‘ S < —
; * ~ ; 14
\

n

<1






TIE MINOR 6 PENTATONIC SCALE

» TRACK 5: PROGRESSION 4 - MINOR 6TH CYCLE (CONCERT INSTRUMENTS)

Cc-6 E-6 Ab-6 B-&6

@———_ 4 d—}————ﬁ_ 4 e — 4 — — 4 q—ff——‘!
L

A Eb-6 G-6 Bb~6 D-6 ‘
{\Xr—_4.ﬁ p— — | j— w— — ————
‘o)

5 Fg—-6 A-6 Ci-6 F-6

f T

» TRACK 5: PROGRESSION 4 - MINOR 6TH CYCLE (BL INSTRUMENTS)

D-6 Fi-6 Bb-6 Cs-6
[l

F-6 A-6 C-6 E-6
N
Y
|, Gt-6 B=6. . - Di-6 L G-6
@uj—’-/l — I e e

» TRACK 5: PROGRESSION 4 - MINOR 6TH CYCLE (Eb INSTRUMENTS)

A-6 Ci-6 F-6 Gi-6
D) |

e — oy —




I (HAPTER 6

I » TRACK 6: PROGRESSION 5 - DOMINANT 7TH CYCLE (CONCERT INSTRUMENTS)

C7 E7 Ab7 B7
5 e —_ «; .

Dominant 7 chords can use a minor 6 pentatonic starting from the fifth.

I Example: C7 use G-6 )
. 7 G7 BL7 p7"
[ — | [ |
— | - -
j&——i—— —i—— v —i=
I % A7 ci7 F7
I ey T —
Py

» TRACK 6: PROGRESSION 5 - DOMINANT 7TH CYCLE (B INSTRUMENTS)

A D7 Gb7 BL7 Db7
i -
o
I Dominant 7 chords can use a minor & pentatonic starting from the fifth.
Example: D7 use A-6
l A F7 A7 c7 E7
7 I i I ]
@*—*—4—# | — e —— e —
L, A7 B7 B7 G7
iJ I
),

I » TRACK 6: PROGRESSION 5 - DOMINANT 7TH CYCLE (Eb INSTRUMENTS)

A A7 Db7 F7 Ab7
Vi I ] 1
| E& 4 | 4 | A —
Y
Dominant 7 chords can use a minor é pentatonic starting from the fifth.
I Example: A7 use E-6
N c7 E7 G7 B7
. | T T ]
®)
I B>/ G/ BL7 Dv
S N _ ]
¥ — ——— — 4‘ — f— 4 — T 4 - 4 —
o e 3

I;S




THE HINOR 6 PENTATONIC SCALE

» TRACK 7: PROGRESSION 6 - ALTERED CYCLE (CONCERT INSTRUMENTS)

C7alt E7alt Ab7Zalt B7alt
. —:—_ 4 ﬁ_——%‘i_ 4 — o [— 4 — o p— 4 — ]

Altered chords can use a minor 6 pentatonic starting from b9 or £9.
Example: C7alt use Ci-6 or Ei-6

Eb7alt G7adlt Bb7alt D7alt

/]y e — — | — — | — ———
©
%FWOH AZdlt C47alt F7alt
o)

» TRACK 7: PROGRESSION 6 - ALTERED CYCLE (BL INSTRUMENTS)
D7alt Gh7adlt Bb7alt Db7alt

Altered chords can use a minor é pentatonic starting from b9 or §9.
Example: D7alt use Er-6 or F~6

F7alt A7Zalt C7adlt E7dlt
Py
R AbZalt B7alt ‘ L ' Eb7dlt . G7dlt
L2 -

» TRACK 7: PROGRESSION 6 - ALTERED CYCLE (Eb INSTRUMENTS)

AZalt Db7alt F7dlt Ab7alt

Altered chords can use a minor 6 pentatonic starting from b9 or #9.
Example: A7alt use Bi—6 or C-6

C7dlt E7alt G7dlt B7alt

I

»




l(HAPHRb

I » TRACK 4: PROGRESSION 3 »SAY IT AGAIN«

(CONCERT INSTRUMENTS)

n C6 ] F-7
| EEE Z 7 7 s
[y '
Applying pentatonics to the original chord progression.
I \ F=6 A6 C-6 ‘
I | {
G 0o - G7alt S | 74 |
1
A-6 (for altered sound)
a E-7 Eb-6 Bl—7
I ] T ﬁ
I % Eb-7 T A7 - Dha } 7 —
_d T I 1
l A F6 A6 C-6 C-6
T 1
Do - G7alt C-6 B7alt |
1 |
a E6 A-7 |
l G 7 A7 7 :
d i
I A A6 C-6 E-6
) I ]
ﬁfﬁg — B7alt FE- [% ~
I o
Ci-6 (for altered sound)
an G7 G-6 D-7
l% G-7 c7 FA 74
o
IJ A-6 o E-6 E-6
G o 87l £ Eb7alt
B
lJ A6 D7
— | ]
Y- A ] -~ D7 Z |
©
IJ Dbt E-6 A6
I I 1 ;
l By - 1 Eb7alt — A ] 7 ;
Q,"
F-6 (for altered sound)
B-7 B-6 27
B-7 —— - €7 Aa # ’
I [y
n B-6 B Ab—6 Arb
VE’E_;%E:: Ev7alt — — A - G7alt —
°




THE MINOR & PENTATONIC SCALE

» TRACK 4: PROGRESSION 3 »SAY IT AGAIN«

(Bb INSTRUMENTS)

D-6 G_7 )
bet e
Applying pentatonics to the original chord progression.
p G-6 Bh—6 D-6
T
§ Eo - AZalt D- 74
B-& (for altered sound)
n ™ F-6 c-7
‘ T
oy -7 ‘{ BhL7 EbA 7
)
an G-6 Bb—4 D-6 D-6
g Ee AZalt D-6 C¥7alt
Y
a F=6 B_7
g Fe- 7 B-7 =7
[y
p B4 D-6 Fi-6
g Glo Ci#7alt Fi— 7
| )
1 Eb-6 {for altered sound)
an A7 A-6 E-7
[ ]
% A-7 Fp7 Ga s —
e
p B D-6 Fi=t Fio
g Gto Cl7alt Fi— F7qlt
)
p B6 Eb-7
;/a-s; Bl 7~ Eb-7 7
L 2
a E-6 Fi-6 Bbh—6
A — I — :
~-Co i F7alt B 7z
G-6 {for altered sound)
n C-7 Ci-é 7
~ I ; o7 ]
5 C-7 CF7 BA Z- 1
yaa F=-6 B 3,4
I -
3 Co F7alt - Bo— A7alt
a) Tt

A1



. (HAPTER 6

l » TRACK 4: PROGRESSION 3 »SAY IT AGAIN« (Eb INSTRUMENTS)

A A6 D-7
] I I -
i L4 ] ] LY 4% i
I ﬁ/&— ! 7 r D/ i pd —]
Applying pentatonics to the original chord progression.
' n D6 F-6 A6
% Bo E7alt A- 7 -
I Féi—6 (for altered sound)
o C7 C6 G-7 )
I
I % C-7 CF7 BbA 7
)
l p D-6 F-6 A-6 A-6
- I 1
Bo —1 E7al A-6 - Ab7alt ]
I [y
a CH6 Fe7
6 7 7 —Z -
o
I a -6 A-6 Ct-6
I
G o — A7al Ci- A
' )
Bb—6 (for altered sound)
p E7 E-6 B
I I T )
I% E-7 A7 I DA ; 7z ;
I p Fio6 A6 Ch6 C-6
|
I§ Fbo £ Ab7alt Ci~ C7alt —]
A F-6 B-7
I I
l_ F- i / —[B-7 7/
Y
IJ Bb—6 C:-6 F-6
- Go = C7alf F- ! Z =
B
D-6 (for altered sound)
. n G/ Gi-6 E—7
_— — i I )
- G+7 -C7 — F4A 7 -
./\
' o Bd Cib Fob Fob
- - C7alt — —F- = ~E7alt —




THE MINOR 6 PENTATONIC SCALE

» TRACK 8: PROGRESSION 7 - MINOR 75 CYCLE (CONCERT INSTRUMENTS)

Co Eo Abg Be

?—l— o g g e

Y .
On minor 7% chords start the minor 6 pentatonic from the third.

Example: Co use Eb-6

Eba Go Bbe Do
, Fio Ao Cio Fo

» TRACK 8: PROGRESSION 7 - MINOR 755 CYCLE (Bb INSTRUMENTS)

Do Ghg Bba Dbo

N >

N

-

On minor 7% chords start the minor & pentatonic from the third.
Example: Dg use F-6

\ Fo Az Co Ez
— St It "=
. A 8o B R Go
? ,

» TRACK 8: PROGRESSION 7 - MINOR 7b5 CYCLE (Eb INSTRUMENTS)

, Ag Dbz Fo Abg

On minor 775 chords start the minor & pentatonic from the third.
Example: Az use C-6

. Co Ea Go Ba




l (HAPTER 6

l » TRACK 9: PROGRESSION 8 - MINOR BLUES (CONCERT INSTRUMENTS)

l A -6 )
U aal
(~Cliceo = C7alt — ﬁ
\')\J
i
l n_ =7 C-6
I T .
G s c-s | J
)
A Erb Ab-6 C-6 A6
T [ S
= Ab7 = G7alt C-6 ﬁr@7oh fl
Y
A E6 F-6
“FT ; ; ] =
E-6 % i } E7alt -
)
A AT F-6
_ | |
lﬁAJ E-6 | e
)
A G-6 C-6 E-6 C-6
.ﬁ c7 B7alt E-6 BZalt
Py
o At A-6
If?h_i A6 Ab7alt
_p D7 Ab-6
Db—7 Ab—b
[ )]
.y B6 B¢ A6 E-6
l ~E7 ——— " Eb7alt - A - Eb7alt
[ )




[HE MINOR 6

PENTATONIC SCALE

» TRACK 9: PROGRESSION 8 - MINOR BLUES (Bb INSTRUMENTS)

D-6 E-6
%E—é 7 7 D7alt =
)

G-7 D-6
b’ I — }
SE G-/ [ y 4 T D-6
F-6 Bh-6 D-6 Bb-6
F—
5~ Bi7 = AZalt D-6 A7alt
>
t-6 G-6
st Fi-6 7 7/ Fi7 alt
\ B-7 Fi-6
[ -
S B-7 7 Fi-6 7
)
y A6 D-6 . Fi-6 D-6
LA I
3-D7 C#7alt Fi-6 Ci7alt :
., B B-6
1 I
;E B—6 % 7 7 Bb7alt
. E-7 Bi-6 |
3 E-7 % B-6 % :
C6 Fi6 Bo—b Fi-6
v F7 F7alt ~Bb ~ F7alt —




(HAPTER

b

l » TRACK 9: PROGRESSION 8 - MINOR BLUES (Eh INSTRUMENTS)

l R A6 Bh-b
v 5 R}
o AZalt =
By
|
I p D7 A6
& o7 A-6
I Y
I a C6 F-6 A6 F6
N F7 E7alt A6 - E7alt
0y
I A Cib D-6
i ]
Gl c-6 Ci7alt !
I 0y
I a7 Ch6
G 7 cto Z
)
n E6 A6 Ci-6 A-6
I ﬁm Gt7alt = Ct-6 G#7alt
By
' A F6 Fi-6
pian ;
? —F-6 J F7alt
A Br7 F6
— |
I v E F-6 7
5y
p Cib Cod F6 Cib
l" Fi7 C7alt F-6 C7alt
®

”



THE MINOR 6 PENTATONIC SCALE

» TRACK 10: PROGRESSION 9 - MAJOR BLUES (CONCERT INSTRUMENTS)

G-6 C-6 G-6 Ci-6
} - : — .
< E c7 F7 -7 C7alt —
C-6 C-6 G-6 B0 _
f — — |
:-f F7 CF7 jf c7 = AZalt — :
R D-7 D-6 G-6 D6
= — —
N-D7 +G7 tc7 G7
B-6 E-6 B-6 F-6
/3 : =
~i=E7 - A7 —E7 —— E7alt
)
E-6 B-6 D-6
. T 1
%E A7 ‘% # =0 —T Ci7alt j
v
B-6 ilb
TE7 L B7 —]
Eib A-6 _
:% A7 ﬁt Ab7alt —
Er-6 Fi_6
Z = A7 = E7al
Erb 8,6 .
A7 £7 = —




I(WH‘M

I » TRACK 10: PROGRESSION 9 -

MAJOR BLUES (Bb INSTRUMENTS)

I A A-6 D-6 A-b Eb-6
0 ;
G Clo7 G7 D7 D7alt -—%
1 |
7.
l an D=6 D-6 A-6 C-6
~—-G7 G7 yis D7 B7alt \
l D)
n E-7 E-6 A-6 F-6 -
l$ E-7 A7 D7 A7 ]|
¢
I A CHo6 Fi-6 Ci-6 G-6
v
o= B7 Fi7 Fé7alt
¢
l p Fic6 Ci-6 E-6
T T
$B7 s EF7 F Eb7alt
e
a  Gi-7 Gt-6 Ci-6 Gt-6
- ]
I Gt-7 C7 Ft7 Ci7 :
J
I A F-6 Bb-6 F-6 B-6
g I |
%E Bb7 rEb7 Bb7 C Bb7alt
A Bb-6 F-6 Gi-6
I E7 ra BL7 G7alt
(Y
p C-7 C-6 F-6 C-6
IECJ "7 Bo7 7
e




THE MINOR 6 PENTATONIC SCALE

» TRACK 10: PROGRESSION 9 - MAJOR BLUES (EL INSTRUMENTS)

P E-6 A6 E-6 Bhb
';i} C1-A7 D7 A7 AZalt
‘Q\
A6 A-b E-6 G-6
%E D7 D7 A7 Fi7alt
Q/,
9 B-7 B—6 E-6 B-6
@E R-7 E7 A7 E7
[ ]
Gi-6 Ci-6 Gi-6 D-6
N I 1
% = Ci7 F7 e Ct7alt |
!\
A Cié Gt-6 B-6
[ — .
N Fi7 Z Ct7 Bb7alt
)
A E-7 Eb-6 - : Gi-6 : Eb-6
567 Gi7 ci7 Gi7

F-6 C-6 6
]
Bb7 F7 F7alt ]
C=6 Et
% F7 D7alt
G-6 C-6 G-6
: |
c7 8% c7

Hy




CHAPTER ©

® TRACK T1: PROGRESSION 10 »BEFORE IT HAPPENS« (CONCERT INSTRUMENTS)

A D-6 D7 B-6 D-6 D-7 Bi—6

— ___ ] I I ]
S& D- T Eb7 [ D- - Eb7 =
a D7 C-6 B-6

I

@DJ FF7 “E7 W,

)

B A6 D-6 G

%Aﬂ:lt D7 G7 o

0y
p GO Gz % G-6 % Bi—6 -
{5-F7 — B — = AZalt =1
)

» TRACK 11: PROGRESSION 10 »BEFORE IT HAPPENS« (Bb INSTRUMENTS)

A E-6 E-7 C-6 E-6 E=7~ C-6
I

G« % . -

J

— D-6 Ci-6

/ I T I
E:EJ : %T G7 E Fi7

0,

a C6 B-6 E-6 Ab

\vi T i ] |
Ay —B7al CE7 - A7 o7 -

0y

n D6 A7 A o6

—C7 £ Ca Fio - 87l :
'] - —

T



THE MINOR & PENTATONIC S

» TRACK 11:

PROGRESSION 10 »BEFORE IT HAPPENS« (Eh INSTRUMENTS)

_ G-6 G-6
T - -
@" ? c7 T C7 — 3
B—7 Gi-6
T I
E | —~+
G-6 Fi-6 E-6
|
% Fi7alt 87 A7
8
1 n A6 E-7 G-6
| D7 GA Fé7alt




Try playing the descending minor 6 pentatonic patterns beginning with these starting notes:

(although ascending lines will work as well)

Ci-6 D-6 Eb-6 E-6 F-6 Fg-6 G-6 G-6 A-6 Bh-6 B-6
5 . 5 P iy T T
K — i Lt L be " il
je [ ——"T ] . p— ' -+ fo
do . a al
Fd L e e 1 —
i \ ) o be "
: e
, B o
- 5 i . ve 1
hd Ve » De i hd i
e d ﬁo
1 . d # - 1
e > be Ld ) P P ‘
2 b ;lrL.—‘ﬂ
hd ) Py be ;J-j
| o —he ' . — —
Try playing the ascending minor 6 pentatonic patterns beginning with these starting notes: (Again,
the descending lines will work as well)
C-6 B-6 Bih-6 A-6 Ab-6 G-6 Fi-6 F-6 E-6 Eb-6 D-6 Ci-6
A . -
|
be o
(an T Py . 2 P ® @
Py >y — & };‘3 & & [ L 4
. f | e
o - d i e - g
[ A— #l hd \ Ve @ #<
) be . be . I n
— - Fa e — & e . in—
1)) * l - | ' (
o | |
\ | |
t i : [T -
= - = — be -  — : z -
'y Do bl ‘ u : i ‘ P-@ I:t#j
| | | ]
J ! : |
A S 4 : |
; >e e 7 bt ® 1 T H
e — ; ‘ S o) » I ]
o —* —



(hapter 7: More Patterns For Minor 6 Pentatonics

Now consider another pentatonic formula using skips and double skips applied to the minor 6

pentatonic.
T DousLE Sxip d Sxrp ! Skip T DousLE Skip

Because of the size of the intervals and the vast range that this formula covers any octave

adjustments are recommended.

EXAMPLE 7.1

e

e

= m
—

, -
BEL ]

Yormula 1

o

e
1

@E;’::

3T
3T
e

Y

A ]

KD

| — | i
.

Formula 2 ‘H

A

G’JC
BT

e

L]
%

be

N

Formula 3 —f

¥
Q[ 1]

ol

|

e

L
e

n 1|
\J

g

Formula 4 —f

|
¢ .

N

-5 )
¢ & ]

|
A

Try taking any one of these lines and plaving it in all keys.




.
-~
B

Next, consider the lines that result if the arrows of this formula are reversed.

I 1 Douste Skip T Skip T Skap 1 DousLe Skip
I EXAMPLE 7.2
be
pler e : = |
! : X
IormuuS E &) ‘ } o ’LL o E - l E
d 1 v 1 %4 _‘
o
. —
e e ' =
6 ] i
o ANV} f — o — 7 — i & el i
o \ - I ] | s
\
I s 2 £ ° | £z ., | Lo —
F a7 # { } J‘H— z } ] ¢ ;H
ormulg gga — | | l e I L } D
I Y —_— o e
e | L
1. 2 -t e ; . - =
A ®) { T 7 — L S ® } 5
¢ A I i i
l This next formula describes a line with wide intervals:
l 1 Skip L Skip 4 Sxip T DousLE Skip
EXAMPLE 7.3
| . —
N T P—— | g —
) —] f—
formula | —fmg T — —— ]
8V — ot e 4 ]
o — | ? P — - be = 5
N K 4 a[
’s
= . —
. O » ID.; | J I —
omula 2 —f5 ] — — — | i
& . o o5 —— ‘
l | ‘ ;-
g - ° (‘r_
I“ ‘ ‘ P
: T 1‘ Tl
he 1 .
-
I
=y
y 3 g L‘.
‘ ! o
e ——————




WORE PATTERNS FOR MINOR 6 PLNTATONICS

Reverse the arrows:

T Skip T Sxap T Sxip L Douste Skip
EXAMPLE 7.4
__ ']
o —
5 » e et I —
Formula 1 — Py { ) . |
D——9 s — f - ]
g ¢ | il ‘ f
be
o) e | z o~ o =
i ! DF—‘L‘_‘fﬂz —f - 14 | T
Formula 2 [ fan - i L o I. | I !. } i p——] “’[
B P v J i et
e, .
o = = . =
4 — et : et
Formula 3 —f7es - I \
\\JV ‘l-,: I
R 4 ;:
o | 2 | z
0 m—— i 19X ) P 7 e
Formula 4 — — — - ! -
AN\RVJ I b e = e ]
¢ @ i l
e *

\ I



I CiAP T

l » TRACK 12: PROGRESSION 11 »INITIATION« (CONCERT INSTRUMENTS)

(Note the possible use of more than one minor 6 pentatonic on the minor/m: ajor 7 chords, the dominant 7 §11’s, and the

altered chords.)

iﬁaxm

] I ]
| | P | 4 -
l D-6 {Maijor b2 Pentatonic, see page 95) "
) C-6 Bi;w)“ 3
[ I
l ég 4 vl 1,798 ; Z %
[}
| . Be6
(569 7 7% ]
Py)
i
A E6 Dl,(l)Z)H 3
i ) [ . i
I gf;g 4 ﬁ Ab7811 — Dp7b941 1] | A ﬁ
A-6 -6
I_ﬁ Ch7 G-6 B-6
[ T [
%f Ch-7 — | F7alt +p-A g 7 g
I G-6 B-6
B 7 F-6 A-6 |
I B-7 E7alt A-A 7 ’
0y
F-6 A6
I n_A-7 Er-6 G-6 |
I I
Sﬁ A-7 F D7alt Fca ; 7 =
I C-6 S Bl
p G-6 B4 E—6 Ab-6 !
Eo Eb741] D7l G7alt =i
By
A C-6
% C-69 7 7
e
I D-6 |
n C-6 Bbb2)
i j I 513 I T
A 7~ T F741 T Rp7b981 1 Jf 7~ 4
()]
Gi-6
E6 Fié
T T I K —
% Er06? 5 — g7l 7 -
Q/l
I Ci-6 F-6
nG=6 _B-6 Eb
e — Fi - P —
e
-6




MORE PATIERNS FOR MINGR 6 PINTATONICS

» TRACK 12: PROGRESSION 11 »INITIATION« (Bb INSTRUMENTS)

(Note the possible use of more than one minor 6 pentatonic on the minor/major 7 chords, the dominant 7 #11’s, and the

altered chords.)

D-6
) — _ 1 | . ]
@ D69 # | Z 1 A |
Q_)
E-6 (Maijor b2 Pentatonic, see page 95)
A D-6 c(b2)Ei 3
ﬁ : 7 81 =ik | 7/ —
& Z: G/t — c7v 1 7~ =
o
F-6
ég F-69 7 7~ 7 ’
.3
G-6
F-6 51;072)M ;
Y T T —
é 7~ CBy7é jl!EWb‘?H 1 | 7 |
e
B-6 Emb
A E-7 A-6 Ci-6
@ E7 Ab7alt - CiA 7
B3]
A-6 Ct-6
p_ C-7 G-6 B-6
b7 Fi7alt BA z 4
D)
G-6 B-6
n_ B/ F-6 A-6 .
] 1 [
@ B-7 — E7qlt CAA 1 7
By
D6 | G-6 - C-6
n A6 C-6 F-6 Bh—6

‘%& Fio F7H1 E7alt AZalt 4

an D=6
D-6% 7 7 7 1
Y
E-6 ;
D=6 cl2)
L4 4%‘ ‘ i H] 3 } V4
p s ! G741 ]Lc759#1 i ‘[ 7
Bb-6
A6
‘ 7 — Dy7El £ —
E6 G-6
Ci-6 F-6

— C7qlt FoA S —— ::i:fa




| N
l P TRACK 12: PROGRESSION TT »INITIATION« (EL INSTRUMENTS)
{(Note the possible use of more than one minor 6 pentatonic on the minor/major 7 chords, the dominant 7 #11's, and the
altered chords.)
' A AG
- . 1 -
ﬁm@ 5 %
1 ¢
B—6 (Major b2 Pentatonic, see page 95) 7
— b2
n A Gb2), 4 .
I ) / D711 G7b94] :
o
l a C6 .
G- c<° A :
I )
D-6 "
n C-6 By )H 3
I 'Cmu 7 F7811 BL7b941 1 ]
PY)
Fi-6 B-6
I a Br7 E-6 Gi-6
T 4
b7 F Bb7alt Gi-A |
o
I E-6 G#-6
n G-7 D-6 Fi-6
I
l G cr Ci7alt F-A !
o
D-6 Fi-6
I A F7 C-6 E-6
i
{7 BZalt E-A
1y
I A6 D-6 G-6
a E6 G-6 C-6 F-6
I
I $ Clo C7#1 B7alt C E7qlt
¢
I a A |
oo
L))
i 34 "
4 — A_é.) ¢ 513 ! ;
o y & D741 G7b9811 1 i
i
F-6
l n C-6 E6
y— C-67 : Ge7#11
Y
I B»-6 D-6
7 F-6 A C-6
y— Do G7alt —
I ©

1-



Chapter 8: The Major b6 Pentatonic Scale

Retuming to the original pentatonic scale we started with, that is the C minor pentatonic, consider

what happens when we change the »C< to a B«

"SAMPLE 8.1

Cc-7

[a)

i/ i
(~ T b e
\QU - be [ ) e

Ebalbo)

[a)

) ]

y .4 Ge
(&b, Lo ) d —
¢ & i

Since there is no C natural in this scale I'll call it Eb major b6. This pentatonic scale fits the following

chords:
Ab minor/major 7 AbA
G7 altered o G7alt
Db dominant 7¢11 | Db7#11
F minor 75 natural 9 ) Fo®
B major 745 BAP

79



Here is the major b6 pentatonic scale applied to the eight original skip and step formulas:

'I[Rﬂ

(Note the B natural replaces the C in-the formula)

5

l.‘(;\MI’LE S.

|
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be be °

be

b e
hd

“be-

p e b

Y
[ fan)

w‘v

yrmula 1

I 1
e bé

b @

v
y .4
[ {an

™Y
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ormula 2
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e
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szmwd

Aunmm@

o g |
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[ YEREN
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XX
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" e
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Y

ula 5

- l

[
he
1

1
he e
i e

o he

n
v 4
P
[fan)

ula 6
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i
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PRE MATOR >0 PENTATONIC SCHIT

Apply this new pentatonic scale to the following progression.
J O O

» TRACK 13: PROGRESSION 12 »INITIATION« BRIDGE A & B (CONCERT INSTRUMENTS)

B,7 £ (+6) b6l
‘[ , S 1
%& Eb—7 Ab7alt [ — i A |
Ci-7 D(-6) Fi(b6)
— . —T [ — !
%CﬁJ - Fi7alt T B-A '% o/ ;
B—7 clhé) lbé)
$ B—7 - E7alt AA /
n A7 By {»6) D(6)
€ — A7 i D7alt — G | 7~ —
Ab(b6) clbo)
|
= C7alt F-A 4 -
Bb7alt Eb-A 7~
E,(b6) o)
T 1 | ]
[ 1 | y4
%‘ G7o|t/ : : c-A | 7 é
DL, {P6) - F(>6)
1
F7alt —+ A Z =
B(+6) Ey(b6)
1 - N j
Eb7alt — A-A e —
Al6) Ca6)
T ': : 7 :
=~ Db7alt T F3-A ; e —1
Gl6) g (b6) e
" 7ol e —
- c(0)
o A70it N -




(HAPTER 8

» TRACK 13: PROGRESSION 12 »INITIATION« BRIDGE A & B (Bb INSTRUMENTS)

F7 Fabo) | B, 6)
17} ] T —]
€ 7 b7 alt |ExA | ]
By
L&
A E-7 E(-6) Ab(b6)
I ] T
@Ew Ab7alt FCEA i -]
o
a Ch7 D6} Fi06)
I
Ci-7 = Fi7alt B-A j
)
A B7 cho) )
§ [ I
—B-7 - E7alt FAA .
A AT BL(-6) D6)
I I i
$A_7 £ D7alt G-A ] !
)
A G-7 Ab(-6) elide)
T
ﬁo# C7alt FFA
0y
£7 o) AbS)
v ! |
=7 A7Zalt £p-A JJ
0y
A D7 EL>6) Glho)
]
ﬁDJ G7alt — c-A |
0y
A C7 C:b0) Flb6)
v T ]
C-7 F7alt B-A | !
)
A B7 B(¢) EL(-6)
T 1 % \‘
ﬁay ~ Eb7alt CGiA i I
L))
p Gi7 Al6) C:(6)
ﬁem = Ci7alt - A
L))
y F7 Gbo) B(>6)
EHJ B7alt . s
®




THE MAJOR Lo PENTATONIC SCALE

» TRACK 13: PROGRESSION 12 »INITIATION« BRIDGE A & B (E:> INSTRUMENTS)

c7 c:l6) ()
] .
HE—c7 -~ F7al B /
)
A B-7 B(>6) LEb(bé) | i
] - i
N BT r Eb7alt - GrA § Z i
J
n G7 Alb6) cilb6)
— Gi-7 Ci7alt FiA pa
)
A F-7 Glhé) B(b6)
Fe-7 B7alt FEA #~
o
E-7 Flb6) Alb6)
/ = > :
#5_7 A7alt FD-A 7 |
)
A D7 Eb(>6) Glhé)
ﬁDJ G7alt cA i
)
57 cbol o)
v . 7
87 E7alt A-A 7
)
(b6 b6)
A A7 }BH ) %D( % . ;
A7 i D7alt T G-A i p 4
J
Gilbé) clbé) |
F6) B, {6) |
I i . h
— Bb7alt T E-A 7
E(6) Ab6) )
Ab7alt Ci_A A —
Do) Fz(-6)
4| | — g s .




HAPTER 8

Again, try playing the rhythmic devices introduced in Chapter 3.

I 1. Play the exercise on the following page using all eighth notes.
2. Play through the exercise using the following rhythmic pattern:
I EXAMPLE 8.3
— — .
i 4. ;o
/W efc.
- I F——® 2l 5o —
(~C———>e P —— —— !
D) = T @+ t t “——— t
'Y \
3. Play through the exercise using the following rhythmic pattern
l EXAMPLE 8.38
L4 .‘ . " el | etc.
#—Sﬂy x , o —he o — - —
5 ke i i —r —— !
(~C 1. 1 —— R —— 1
1\8; i o — — = ‘
4. Play through the exercise using the following rhythmic pattern:
EXAMPLE 8.3C
] ™
Ll . L4 L4 o’ L4 . l e'c.
f . oo 4 o , *
y e 5 be 5 2@ — T
(~C P ue 1 ! N ———
D e : —
5. Try playing the exercise using rests and syncopations.
l ExamprLE 8.3D SR
, PO ) o . i \
o = S i — >
| L — ty e w7 g 7o i P — ! Pt B
| P g a® S A S A — — o A—a Ao < i ——
@ T —~ ! 4 : " 15 T p~ hd
V | h?' i ';
|

ln . e o o ) b;ﬁ‘ . o | | .

p e s o e et S % ov. ¥ L
(2o cp—e ps —; — - ! P I E— ——
O < — ~—— < — i
Iv f ] | ™
et B2 e

N o h — - ] o pu o~
= prfer e e
o~ — * — Pe—g @ G —e — e — g —

D) —— *— — ——— S —— E— a Larvs 0 ]
[ ) \ | | i N / h‘—

Apply the major »6 pentatonic scale to Progression 11 (track 12 from the last chapter.

I Notice on which note of the chord the major 56 pentatonic begins. On the altered chord it begins on
the »13, on the minor/major 7 chords it begins on the fifth, on the Lydian 57 chords it begins on the
ninth and on the minor7 55 chords it begins on the seventh.

I Try going back to some of the other progressions and tunes we've used and applyving the major b6

pentatonic where it is possible.

1



THE MAJOR bo PENTATONIC SCALE
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(hapter 9: The Minor 7 b5 Pentatonic Scale

Again consider the original pentatonic scale we started with and make the »G<a »Gbe.

EXAMPLE 9.1

Cc-7

N

T

>

|

Co

N

N

<

]

@,é;k)

This scale is called a minor 7 b5 pentatonic. The C minor 7 b5 pentatonic fits over the following

chords:
C minor 75
Eb minor 6
Ab dominant 7 '
D7 alteréd V

Gb major 75



H e
&

Take this scale and plug it into the original formulas:

-

Exanmrir g

CHAPTER 0

rmula 1

l)’ff ° |

A2 [)F,

I
b e

i
I
be

b

- e
—

I
I

be
e

T
be
P&

{
H e
P&

]

Irmulu 2

o
!

i
|

\/
PY)

5

N fan

Formule 3

g@ —
Py}

Vi
.4

Formula 4

Zb;bg o

”»

ba -

oW ¥

1%

7
”a 4

H.&

!mulu 5

.-
B fan
2
 fan

‘ormula 7 —

Formula 6

Py
4

o "y ]

ISW Y
28 4

S —

. A — B o
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THE MINOR 7 bS5 PENTATONIC SCALE

Practice the minor 7 b5 pentatonic scale on the following progressions. The minor 7 b5 pentatonic

scale starts on the b5 of a A5 chord. Example: CAP® use F§ minor 7 b5.

» TRACK 14: PROGRESSION 13 - MAJOR b5 CYCLE (CONCERT INSTRUMENTS)

Lo NS AbabS BaPS
)
Play 3 x: Tst x - each chord 4 bars {as notated); 2nd x - each chord 2 bars; 3rd x - each chord 1 bar

. Eba"S Gabs Bha’S Da"S

J -

A FﬁAbS AALS me FALS

i/

)

» TRACK 14: PROGRESSION 13 - MAJOR b5 CYCLE (Bb INSTRUMENTS)

. owd Fia?S BhabS Dha"3
i
Play 3 x: Tst x - each chord 4 bars {as notated); 2nd x - each chord 2 bars; 3rd x - each chord 1 bar
. NS A" ca’d EaPS
7, x ]
Eo—— | s e g | f— — |
[y
, A" BAPS EbaPS Ga*S
i \ ] :

» TRACK 14: PROGRESSION 13 - MAJOR 55 CYCLE (Eb INSTRUMENTS)

AAPS Cia?S Fa?S AbA”D
e Y == ) e ) ——
Play 3 x: 1st x - each chord 4 bars (as notated); 2nd x - each chord 2 bars; 3rd x - each chord 1 bar

%
C*:)

. CA"S EA>5 GABS BAL’S

L %]

AEA5 Foa’d BbA”O DA
67*7;%4* _4q—-———-—_4————-*4 —?4




CHAPTER 9

I » TRACK 15: PROGRESSION 14 »SPLURGE« (CONCERT INSTRUMENTS)

A Fo
€ BaS 4 % %
3 ..
N Eb@
'ﬁ AabS 7~ # ~
o
A GG
I DbAbS 7 ~ 7
3
l A Bho
Fe 7% 4 A
(Y
l I} Fﬁ@ C-6
$ CAPS L 4 R7b9b13 4
l ) )
l an E6 F6 BlY E-6 F-6 B[O A-6 B6  EblO) A6 B6  Exbo)
E-A Eb7alt A-A G7alt
I
A C7 G7 D7 Bo-7 F-7 C-7
7 B—7 1 7z




THE MINOR 7 bS5 PENTATONIC SCALE

» TRACK 15: PROGRESSION 14 »SPLURGE« (B> INSTRUMENTS)

f ce | 1
I
- CrabS 7 | 7 | x !
Q) L]
N Fo ‘
— BAPS ; 4 v 4 1 7
3
A Az : ‘
ﬁﬂm\w ]} 7 7 yL ;
[y
A Bbe
@EA"S 7 7 /
D)
N Gagz D-6
[
DAbS i 7 Ca7b9b13 i
[y . e : e
an F-6 G il -6 Gi=6  Cilbo) B& C-6 FbO) B4 C-6 FlO)
Fi-A F7alt B-A AZalt
)
A D7 AT E7 C-7 G-7 D-7
KDJ 7 c-7 4
o




(Hae

FER g

® TRACK 15: PROGRESSION T4 »SPLURGE« (EL INSTRUMENTS)

A De
I E(HAWS 7z~ A : 7
g :
l A Co
[ | ]
G s } ~ | “ “
3
I A EQ
T )l
— BhAYS 7 7 i Vs il
I Q) I |
l n Co
I T | 1
$ DbAPS i P4 ; V4 i Z~ |
I )
l o Eo A=6
l # AAPS 7 J{ Ab759613 7
$
A C6 E6 A6 Ci6 E-6 A F6 G-6 clhé) -6 G-6 Clo)
l A - C7al A E7alt
¢
A A7 E7 B7 G-7 D-7 A7
| I 1
I A-7 ; 7~ -G-7 ; 7

Z
o



THE MINOR T oy PENTATONIC SCALE

EXAMPLE 9.3

Again, try playing the rhythmic devices introduced in Chapter 3.

i

1. Play the exercise on the next page using all eighth notes.

2. Play through the exercise using the following rhythmic pattern:

. e 4 .
A I7 elc.
) —wbe e
S S— - I — ———
=T itk e | I — -
\\iYJ i i * T ~
) l
3. Play through the exercise using the following rhythmic pattern:
EXAMPLE 9.3B
.i L4
17. efe.
I el rP‘b‘FTQ‘W'_—'ig
y o) el I e 1 i j
(~C = \ I — N —— ]
\\3Y, PO — — — '
3 |
4. Play through the exercise using the following rhythmic pattern:
EXAMPLE 9.3C
‘—‘__‘-—| rﬁ
T
etc.
#&Ey 1 1’? {u:r;lzh:r_—?:f:
bel —# i !
(= PO 1 — I —
A\EbJ P ' —
¢ e
5. Try playing the exercise using rests and syncopations:
EXAMPLE 9.3D
i }’ e —— ) et — X
N S S N Y A i e e S j P~ BB RN
~ V) ] f— e g w S —
e ~ ? Y : ] i g Ve
‘ T e ’_e
_ be | ® o E ® e !BL |
hd : ‘ — ot d
& ! : ‘ ; } ‘ — i ] I’)P y J LY A ‘
PS J—1 b ; - i T i & ! : Y ! :
il i ; Al | ]
—
!
ve ‘
- | | :
Y B ‘ - ‘ o
- e ———= el .
. - - -— -
. ey
\
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Chapter 10: The Major b2 Pentatonic Scale

Replace the >F« in the original pentatonic scale with E natural. This scale is called Eb major b2.

ExaMrLE 10.1

n &7

) ]
6 —

¢ T

o Bab2) l

) I
éﬁu 1 2 d ve
. o be ge

The Eb major b2 pentatonic scale fits the following chords:

C dominant 7 C7
Eb dominant 7 Eb7
F# dominant 7 F47
A dominant 7 A7

From another perspective, consider what b2 pentatonics fit over a C7 chord; a C major b2, an
Eb major b2, and Ff major 2, or an A major b2 can all be played over a C7 chord.

EXAMPLE 10.2

C(bZ) E;}(b2) Fﬁ(b,?) A(b2)
—4 ] ‘ T pS—T I Y [ ] ﬁ’
o an} 1 p— ] ——He—* b - — '
A8V f - o P — 1 o
. o T® o pe—je "
1 59 3 5 6 H 3 5 7 1 H 5 7 b9 19 13 7 24 3 1

[Note: b2 is the same as b9]
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i - v _
« Iu.nw dex BN e 1“1 al Q_Q IM% ' 4
N BEL, e L an L3
4 i aN N i o -
[ Y TTTe TTe e Y o .
LN (.Y HEN 0 -
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& v o 4xx 445 A 1w .
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major b2 pentatonic plugged into the original formula:

o 8 ) g
. - .
< EN g ] dxy—
KN ] _N th}i LS Ihw .
L glll || | [ | 1 Te 79
= o — || Ixr |
al N N ] I‘L e e -
U - N KN IREe.N
v L A Ly nL n e ] *
57 M %; nﬁL [ Te ®
w Jax BL o L o oY
R . 4 A 2 : 2 2
. 8l el il e » e ’
. 4 4
ol o] o [ e e .
. _ 0 o N Ky o KN S
S o Y L o . e e
= Y ;
_ s MNECe Jlmwd N JX%& NCe ijwd NG J.jmu °
= = . ~ N ,
= 7 = S 2 z < = S 3



THE MAJOR 52 PONTATONIC SCALE

Apply the major b2 pentatonic to the following progressions. First you may check out the sound of
each of the tour pentatonic b2 options aginst the chord progression. After yvou got familiar with the

individual sound of each option you can mix them up randomly:

» TRACK 16: PROGRESSION 15 - DOMINANT b9 513 CYCLE (CONCERT INSTRUMENTS)

C E> Ff A lfalls2) F A, B Dl(dl2)

0
@& C7v9413 7 F7b913 7z
)

A Bb Db E G(O” \’2) Eb F': A C(G” 02)
b . Y T o ]
7y By7b9413 7 Ep7b9813 } 7 |
%
A A B D Fiallb2) Db E G Bblall52)
_ @ Ab7b94813 A DL7b9413 7
3
A Gb A C Eplalb2) B D F A2
@ Gh7b9413 7 R7b9413 7~
A E G Bbh Dplallb2) A C B Filali2) —
I
F7b9513 { 7 A7b9513 7~ %
Y
A D F A Bl G B> Db Efalti2)
- T [ n
@Dw,ws ! 7 ] G7b9E13 i 7~ G
L 2



CHAPTLR 10

» TRACK 16: PROGRESSION 15 -

D F A, B (b2

DOMINANT b9 k13 CYCLE (BL INSTRUMENTS)

<

G By Ci Ef(allb2)

G7v9k13

& D7b9413
o

F Ab B D l(allb2)

769413

b

Bl) E G (0” \)2)

Eo F¢ A C(allb2)

Bb7"9“] 3

Ep7b?413

A A B D Fldlb2)

Ci E G Bblalb2)

Ab759513

Ci7b94513

D)

F£ A C B (a2

B D F Abfal2)

Y
79

B7b9%13

[y

E G Bb Cilallh2)

>

A C B Fzlall»2)

A7b9E13

B N N B EE TN O O e
e
m
N
2
)

]
>x




THE MAJOR b2 PENTATONIC SCALE

» TRACK 16: PROGRESSION 15 - DOMINANT b9 §13 CYCLE {&» iN53R

A A C E Fali)

§

D F A Blall»2)

'

BR

v

ENTS)

@‘: A7H9413 D7b9513 — 7
S -
a G Bb C& E(allb2) C Eb F Alfadllb2)
$ G7v9413 C7bh9513 7
)
A F A B Dll2 B, Ci E Glall2)
$ F7b9813 B,7b9413 7~ i
¢
A E F A Clalb2) A, B D Flallb2) '
$ Ep7b9413 Ab7b9413 74 =
3
A G E G Bbalb2) Fi A C B lallb2)
Ci759413 Fi7b94513 74
)
A B T F Al E G 8, Cifall2)
$ R749:13 E759413 7
)

99



CRAPTER 10

N

® TRACK 17: PROGRESSION 16 »FEEL FOR YOU« (CONCERT INSTRUMENTS)

A G-7 D-7 B, FE A Clallh2) A> B D Flallb2) G B, Db El(dlb2)
] 1
l @;ﬁngA L7 A7 3% =
A C B F Al G-7 C-7 F Ab B Dlals2)
l = C7 P c-7 F7
o
l n G7 D7 B F A Clalli) A B D Flali2 G B Db E a2
v
=B Eb7 A7 G7
I o
Iv) T
{y-C7 F7 BhA 7 ;
l o
A E-6 G-6 Bi(-6) G-6
$ D7b9513 G_6? 0759513 G_69
1 ¢
A =6 D(b0) C Eb F A ldlb2) F A B Dfalb2)
I KDW%H G-6% c7 F7
3
l A G7 D7 E2 B A Clallb) A» B D Flal2) G B» D> Efallb2)
7 i T T
{5— B Eb7 = A7 = G7
. ()]
l A C B P2 Aldln2) £ A, B Dl -7 Ay c.7 -4
~— C7 = F7 BbA G7 —C-7 I —

1LOG



THE MAJOR b2 PENTATONIC SCALT

» TRACK 17: PROGRESSION 16 »FEEL FOR YOU« (Bh INSTRUMENTS)

N

A~/ E-7 F A, B D (dlb2) Bb Ci E G (allb2) A C b Filallv2)

[a)

v .
(€ Ca F7 Bb7 A7

)

A D F A Bl A-7 D-7 G B Ci E(dli2)
$D7 ~ D-7 G7

)

A A7 E7

F Ar B D (alb2)

Bb Ci E G (all$2)

A C Eb Fil(dlb2)

F7

Bb7

A7

‘.
'y

A D F A Bl F A B D (allb2) A7 E-7
ﬁw F7 ca #

By

a6 A=6 Clo) A-b
$ E7b9b13 A-69 E7b9513 A—69

Q) -

A G-6 E[6) D F A B b2 G B Ci Eal2)
L7913 A-69 D7 G7

5y

aA A7 E-7

F A B D l(dllb2)

Bb C: E G (all>2)

A C B Ftdlb2)

F7

Bb7

A7

G-
)

As B (GH »2)

-

G B, C: E (al»2)

A7 By-4

D-7 D-6

G7

— CA A7

———D-7 G7

a D
i

:@:D7
v

101
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CHAPTER 10

» TRACH 17:PROGRESSION 16 »FEEL FOR YOU«

E> INSTRUMENTS)

1O

I A E-7 BV C B F A@I F C B D2 E G By Cilalli2)
ﬁEGA -C7 F7 = BT —
B3]
1 ,.
I LA CE Fl 7 A7 D F C Bl
%EM yA A-7 D7
I )
I a E7 BT C B Ft Al F C: B Dlalh2) E G By Cifallh2)
. |
I :@GA c7 F7 E7 1
)
a A C B F(l2 D F Ct Bl E-7 B-7
v 1 1
I =~ D7 = GA Z =
)
pn C6 E-6 Glo) E-6
I ﬁgﬂ%m E_49 R7bPb13 E_g9 j
)
l A D6 8 (6] A Ci B il D F Ci B8al2)
I T T
ﬁ B7913 — =69 A7 D7 |
l )
I p E-7 B-7 C B F Aldlb2) F C: B D (all }2) FE G By Cifallh2)
v ! I I
{5—Ga -C7 T F7 CE7
I 5y
A A TP OB Pl DOE o3 (allh2) E-7 G-6 A-7 A-6
l f@w D7 — GA 7 —————A7 D7
®



THE MAJOR b2 PENTATONIC SCALE

EXAMPLE 10.44

Again, try playing the rhythmic devices introduced in Chapter 3.

1. Play the exercise on page 104 using all eighth notes.
\

2. Play through the exercise using the following rhythmic pattern:

elc.
f—)’)tﬁ?:ﬁiﬁ?'—
| |
| g .y

| I | [
Ty [ T |

ExAMPLE 10.4B

1. Plav through the exercise using the following rhythmic pattern:
3 Yy g g g iy P

N | i | ele.
—1 | 1 —
faw Y WA v e | [ | I [ [ | | B— 1
-\ ] = |[ [~  — I~ |
) —
4. Play through the exercise using the following rhythmic pattern:
EXAMPLE 10.4C
—_—
. e 4 J
A | etc.
#—rrurl »be 5 1'”## D:Cﬁ?:f.——b:ﬁ?ﬂ?::
[ fan WO V s | 1 I | It ] [ I [
. o i—————
) e
5. Try playing the exercise using rests and syncopations:
EXAMPLE 10.4D
fa) —
J T Wﬁ*—k‘ﬁt{:ﬁw I — - X
{(~C——1>e o e —— g
A\AVJ — ] [ et I N | 4 |- ! T 1 h:’ b ={ I I hel i
Q) Y - | v &1 4"‘1/
be
- .
) JDT—F_T'%‘._ e e e B ba o -—;}?———fj:
” y 2 I I [ 1 ] 1 : 1 ; I ] i ! i £ [T A
| Py I L i - ] | H I ! ! e : | [ 4 1 |
ARV S ] 1 A > el ! B I I s —— A |t |
[ )} — i —
Cod
! 0e De
. e ® T T '3 ‘ | | ~
— ey m_r_lq:hII'_r__ — ) p—
i LY 4 L oe P : ] 4 LY} —— —
%ﬁ _— " — — j—— - - ‘-/-—ﬁ"‘ :‘;‘.__.;7.}..__-—-—
\ .
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~ (hapter 11; The Whole Tone Pentatonic Scale

Consider the minor 6 pentatonic scale again and drop the root a 1/2 step.

EXAMPLE 11.1

a C6

y.a
[ an 1 Py )

SIS b

A B whole tone pentatonic

i/ 7
y §
 fan ] o » i

We 0"

This scale is called a B whole tone pentatonic and it fits the following chords:

C minor/major 7 CA

F Lydian b7 7411

B7 altered 7 B7alt

G dominant 79b13 C7t9b13
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CHAPTER 11

Here is a B whole tone pentatonic scale plugged into the oiginal formula:

5

ExaMPLE 11.

LN

I ﬂi
1 I
] I

I
|

»
===
— | |

A
[ fan
A\SV

Formula 1

»
I

]

e
I

Py
@

Formula 2 —f
" A\SV
[y

L

T

|
o

<
=
>
E
=
S
=

|

_*_!_J

—— ]

I I

I 8 |
Lb‘

_h
J
.4
g; s

Formula 5

B3

)
7
y 4
[ fam
A\
()]

ormula 7

[¥54

[0
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THE WHOLE TONE PENTATONIC SCALE

EXAMPLE 11.34

EXAMPLE 11.3B

Again, try playing the rhythmic devices introduced in Chapter 3.

1. Play the exercise on page 108 using all eighth notes.

2. Play through the exercise using the following rhythmic pattern:

1 1 |
] ’ . J . ’
efc.
| Pl S -
- ! e e —
Y\ V. & e = 1 | S—| I
A\RV iy et ! ey ey i
B

.
..

<. | elc.
-G A 1 S S ™ M B A—
y L Py B i I E—— i
(~C [ i g — — =
A\RVJ | nad lansattl ™= e ——
3 [
4. Play through the exercise using the following rhythmic pattern:
ExaMpLE 11.3C
. J i | | J
v Ll L4 - . I e,(.
B A o f b e £
o P 1 - S —
A\RVJ [ I P T } I} x —
3 |
5. Try playing the exercise using rests and syncopations.
EXAMPLE 11.3D
_6—'#‘ r' ) I‘T \‘ ;""’JI—P—F—“TT‘“"Jl—l e — P E—
D R e R e e e
hd T ~ u r— ] o5 o - hd
o | 174 | -
© ' » v_o
e
H__— o B __® ol — o 2 e o
o—— ¥ — ] 5. f ] — —¥ Jn'l s
Y ! : I gt ; | : i ; Py
—@“i ¥ _—@ ‘; — —~ | —_— -+ : T ? T i é .' I A 4 T
[y -
!
2be
f)—o e 2 - = e r‘**—*—%i——‘“j S ——
L ] ./‘ 7 P ; & ‘i Y o - ~
AL — i —— —_— ] P R— E—
L) —— =~ 4 ¥
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THE WHOLE TONE PENTATONIC SCALE

After you've practiced improvising with any whole tone pentatonic try adding the missing note in
y P P 8 y g g

the whole tone scale.
\
Example: Over the C minor/major 7 scale, add »Db-.

EXAMPLE 1.4

c-A add '
) -
B fen T e S— . V
ANV b e |
J 5 Ve

Practice the whole tone pentatonics over the following progression.
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CHAPTER 11

» TRACK 18: PROGRESSION 17 »HARDLY EVER« (CONCERT INSTRUMENTS)

B whole tone pentatonic — — — — —

110

I
@%c-&? : G713 +C-69 - G713
l )
1.
',
c— C-69 - G713 —= - Cc-69 J; G793 ——
il
e e e e e e e e e e e e e =
l # C-69 G713 C-6% | G713 =
o
f —— T o e e e — F-6 :
l $ Cc-6? G7913 C-6? BL7 =
)
I n C7 G-7 C:-6 Em6 AL
T T ]
3$ EbA ; 7 ic70h 7 4 :
I A7 E—6 F-6 Bbh(6) Da Bl whole tone pentatcnic
i I
-7 D7 alt G7"%sus — 7913
l 3
I A Bb whole tone pentatonic — — — — — — — — . _
T [ T
50 E R 913 B_69 S AL —
l )
l ) T T T e e e e e e B whole tone pentatonic
l ﬁ B-67 F279213 — 869 G79-13




THD WHOLE TONE PENTATONIC SCALE

» TRACK 18: PROGRESSION 17 »HARDLY EVER«

(Bh INSTRUMENTS)

" C# whole tone pentatonic — — — — — — — —
~C— D% A7913 D-69 %‘f A7913
3 ,
r— 1
$ D_&9 C A7913 CD-6? - A7913 |
i i
)
y— 1
$ D-6% ; A79b13 % D-6? ]‘L A7913 ];
3
A ———-———*—-———-—J— —————————————————— G“é
$ D69 = A7913 D-69 c7
B
A D7 A7 E-6 F-6 Bihl0)
]
@ FA 7 D7 alt 7~ |
)
an G-7 F6 G-6 Clo) Eo C whole tone pentatonic
I . 1
$ G-7 = E7alt A7¥sus A7 913 ;
®
A C whole tone pentatonic — — — — = e —— — — — — — — — |
Ce_49 AL79013 469 ‘ A7 913 fw

Cz whole tone pentatonic




CHAPTER 1

I » TRACK 18: PROGRESSION 17 »HARDLY EVER« (Eb INSTRUMENTS)

l Al whole tone pentatonic — — — —
%;E A-69 E79013

I 5

¢
I ) T T e e e D-6 -
A-6? —E7913 A-69 G7 —
o
I 4 A7 E7 Br6  C6 Fl6)
\f T _
%F Ca Z A7l | 7 -
I . p D7 C-6 D-6 Gl Bo G whole tone pentatonic
I I I
D-7 —- 874l — E7"9sus CE7 9013
5
I _f G whole fone pentatonic — — — — — —— — __ _
[ T T
l G ne” = E7913 — Ab69 " E7913 —
e

___________ A whole fone pentatonic

A2 : E7913




ExaMpLE 12.1

(hapter 12: Other Pentatonic Scales

Remember that any five notes can make a pentatonic scale. Here are some others to consider:

[a)
- : —— s Fits: AbA, F—7. Bh7, DbA

{r I Fits: F7, A7, B7, D7
¢ o pe

[a)

7.4

1~ ] - . ) Fits: C7, Eb7, F§7, A7

fa}

) I

!\{mu ; P e Fits: C7, Eb7, Ft7, A7
v e ve ¢

7 ’ \

[fan ] ) i Fits: C7, BEb7, F§7, A7

[a)

V) I

- : : e — Fits: E—

A\SV be Lo hd E_

D ” 1

4 1

7 | .

[ fan ] # i Fits: BA, A7, Fa, Db7sus
A\SYJ e 7 7 7

o ¥ i
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Chapter 13: Poly-Pentatonics

Today many of the modern players are playing in and out of the harmonic structure.

Poly-pentatonics is one of many harmonic devices used to get outside the harmony.

Take C minor 7 for example as the chord you are playing over (we'll call this the parent pentatonic)
and hear what happens when you play another pentatonic over that tonality. Notice that the degree
of soutness« is related to the number of common notes between the parent pentatonic and the other

pentatonic scale played.

N

For example, given the chord C-7, if you then play a B-7, C#-7 or Fi~7 pentatonic scale, you are as

far away from C-7 as you can get. There is not one note in the C-7 pentatonic scale in common

First degree out:
B-7, C#-7 and F§-7 are the furthest out from C~7 pentatonic.

EXAMPLE 13.1

c-7 B-7 Ci-7 Fi-7

BT
1

L ]
=
N

?
[ }
L
Bt
[
9
E=S
N
. v
[ ]
g2
b

Second degree out:
Ab—7 and E-7 both have one note each in common with C-7 pentatonic.

EXAMPLE 13.2

c-7 Ab-7 E-7
. lpbe—

T

¥

I

®

Third degree out:
E>-7 and A~7 have two notes in common with the C-7 pentatonic.

Exanirre -

with any of these three pentatonics. I

13.3
A c-7 Ev-7 A-7
Y~ R
) T e -
e At b A . e { i e —. o —
ANV e > d S M - —
o



CHAPTER IS

EXAMPLE 13.4

EXAMPLE 13.5

Fourth degree out:
Bb—7 and D-7 each have three notes in common with the C-7 pentatonic.

N
4

C-7 Bbh—7 D-7

]

oX 3 P r !

+H

v_
N

Q
9

- ba‘

Fifth degree out:

F-7 and G-7 each have four notes in common with the C-7 pentatonic.

C~7 F-7 | G~7
g I I i [ - Y77 L - . &
G e | hebe =0

Q,S @

For the sake of sounding intentionally out try playing the first, second, or third degree out against
the parent pentatonic.

The following example demonstrates how shifting back and forth between the parent pentatonic and
an out pentatonic creates an interesting sound.

ExamrLe 13.6
c-7 Fi-7 c-7 Fi-7 c-7 Fi~7
.
—fH—e = l’\‘ o Ho T @ o l’?‘ ._*7_._&_. ¥ | 4
@ i > > ! 5 '—*Pwv >
A — —. — — —— H ' Pﬂ;—ﬂf— — T e
—— — w — I E— — ! : — —
Q — h*
: 5 Fi-7
c-7 Fi-7 c-7 d
A | | I ‘ ~ {starting note)
e . — e — i
# P — = o — ‘
v Py b
ANRV | r S - ] I I ol ’ 4 d
Example 13.6 uses a four note grouping from the parent pentatonic and then a four note grouping
from the out pentatonic and continues alternating the two pentatonic scales. Each four note
grouping starts on the note which is the closest descending note to the first note of the last
pentatonic. That is in Example 13.6, the ;F4 of the second grouping is the closest descending note to
the »G« of the first grouping.
From the four note grouping of the C-7 pentatonic move to the closest note in the F&~7 pentatonic
and play a four note grouping. Then go to the closest note in the C=7 pentatonic and play a four
note grouping. Continue with this pattern untill finally returning to the starting note.
You can try this same exercise using a different out pentatonic. If you use the tritone away from the
parent pentatonic it makes the melodies non parallel. Using the second or third degree out can run
into the use of repeated notes which is fine. Of course this is an exercise and vou can certainly try
juxtaposing any number of notes from the parent pentatonic with anv number of notes from the
out pentatonic.
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POLY -PENTATONICS

In the following exercise the first note of the out pentatonic is the closest descending note from the

Jast note in the parent pentatonic. (as opposed to the closest to the first note, Ex. 13.6]

EXAMPLE 13.7: ‘
| c-7 ] Ct-7 c-7 Ci-7 c-7 Ci-7
{ .!_‘ ———— —
g P et bo bo by T e
-5 { ] } 1 } TLW““t#j*é P o —He o !
A\SY) ] — | ! i LM " p~m—
J — e ! bl g‘ > L 4
c-7 C4-7 C-7 C§-7
e T — = f
B /an} 4 ° ¥ g o [ i i N—
NS, ud 1 i hd * > P - { - -
o —_ T ' i - - #; fo e

:
:
‘%,

c-7 B~7 c-7 B-7
o E——_ P i —t
A\SY e - ] I \ r - } J'
Py l 1 ] I I I ] —
ExamPLE 13.9: (Ascending pentatonics closest to the last note)
c-7 Fg—7 C-7 F§-7 Cc-7 l) F3-7 #
—4 g — { !EE I . t& £ S f F £
‘@—l ﬂl o ; Z . o—— . — —_ ——— —— —
J 9 i © T S R m————
c-7 Fi7 c-7 F4-7
%—-nf ; ; ; = 1! iy — -
b e =it e
ohe ‘—jpr%l i 1

These first four poly—pentatonic exercises have the second four note groupings containing the same
shape and skip step formula as the first four note grouping. Here are some examples with the
second four notes being different than the first.

Examrre 13.10:

c-7
*




CHAPTER 13

ExampLE 13.11:

F4-7

]
™

C-7

c-7

N
.
5]
QO H
i
L-n
N~
R
J,ﬂi
ol
-
o
N
O
N

)

)
Mjg‘ i -

“ﬁh‘_j'

=

] |

4
ft

B
7

»®
i

ki
'l'f.

P o
|

Ct-7

Cs-7/
.

Py

tbg

1

ExamrLE 13.12
c-7

Ce-7

C-7

I

NG,
Y

ADDITIONAL EXAMPLES

EXAMPLE 13.134;

)
o
S |
e
"
|9
E
N * N
M_H | | |
Y o
) >
v Y @)
N ﬁ{ N
d. !
gl Y oy
_HNT w
) o
'Y s
) [
. =
v .
2
w L I oY _m
n#@d N
IE R T mE e

c-7

Fs-7

-7

-

{N

NpY i

[ 3

TS
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(CHAPTER 13

CLTBL
/

ExXaMPLE 13

#21

Fg-7
M !
—

b e

C-7

e
\
|

k!

Fi-7

—
!

V-—#‘

-7
N r—jﬁw R

C

1

2 &
\ 4

Fy-7

c-7

The following are some examples of improvising or mixing up the inside and outside pentatonics

against the parent pentatonic C—7:

ExamrLe 13.18:

B-7

Fé-7

Bb—7

Ci-7

C-7

{r\N" ¥

1QA!

ExaMPLE 13.

D-7

G-7

C-7

D-7

*_©

ExamrLE 13.198:

C-7

E-7

C¢-7

D-7

®
e

c-7
0
f .
l )

EXAMPLE 13.19C:

Ab-7

Bv-7

Cc-7

Ab—=7

D-7

I
be

EhAir ) Wi

o ;
el 2|

e 4

“Ll;_‘a

&
'[1-
14

fa)

g
.G
{AN T
A\RY



POLY-PENTATONICS

EXAMPLE 13.19D:

B-7

c-7

Fi—7

Ct-7

G~7

EXAMPLE 13.10E:

C-7

B-7

c-7

E-7

c-7

Ci-7

128

The following are some examples of grouping together four pentatonic scales:

ExXAMPLE 13.20:

Bb-7

C-7

Fi-7

el

b

Fi-7

Ab-7

b g
P&

<X

i

—4a

1

5

Examrte 13.

B-7

c-7

A-7

Bb—7

B-7

A7

Bb-7

o 2

e
i

BN
Ve

EXAMPLE 13.

E-7

c-7

B

&—
L 4




CHAPTLR B3

ExampLr 13.23:

——— ’ I
<.
D-7 Eb-7 c-7
— | e e :
G v e heha s be
G et e by -
Q) 174 %8 4 P U d

Next try using the rhythmic variations introduced in Chapter 3 with any of the polypentatonic
examples.

Here is the previous example with the rhymic pattern: = J . 4 .

ExaMprLE 13.24

c-7 Ci-7 D-7 Eb-7 c-7
ig Lo | | | .

—- S . S i . ! O S—S——a ' ——
o e — e e be
e — mie— ‘ | | | I

Cg-7 D-7 b7 c-7
o - — i | —T ! l

PEs=Teme——

) et { P —>e

Here is that example with the rythmic pattern: = = .« . + .

EXAMPLE 13.2

‘n

il

Ay 1
FA g
il

W il

/'\
u
(@)
N

VIR
| Nl

Another device which can be applied to playing pentatonics is the use of odd groupings of notes.
What tollows is an example of mixing up a 3-note grouping of the C minor pentatonic together

with a 3-note grouping from the F£ minor pentatonic scale:

Il N I B S BN B BE EBE B N O B I G I B BN O EBE -
@ |
NN
Y
1‘
K
Sl



POLY-PENTATONICS

EXAMPLE 13.20:

c-7 Fi-7 c-7 Fé-7 c-7 Fi-7 c-7 Fe-7

o . bg
R P # b | udl # °
-~ .- ¥ ) 2] Nyy MR # oy o S M —
% \[ T ﬁL#? 1 - *ﬁ';*brfii?' A‘__E’"f;
D ; f— \ ; i ! 1 i {
i\/_ i 1 ] i |
c-7 Fi-7 c-7
#&Liﬁu — — -
s P o T T N —
B \3V > r_—
¢ { hif 1

Here is an example of mixing up a 5-note grouping from the C minor pentatonic with a 3-note

grouping from the F§ minor pentatonic scale:

ExaMPLE 13.27:

[ |
7 ol o £ e, Hn:_i—ﬂ—%i:ﬁqﬁqi_ﬁp I T
/ f i ] i s
[ fan \ - { { i ! i % ] 7 —pe W ——pe ¥ e 4 —
A\SVJ | [ ! — ! I i Nudl ! -l
Q) g
H [
|V AN ] I ] l,
y A i — ] 1 5 ! ‘
{r~P® \ p : x 1 ! ‘ 1
\\SV, b L ) , be o i \
o * he - go e -

Here is an example of mixing up a 5-note grouping from the C minor pentatonic with a 5-note

grouping from the C§-7 pentatonic scale:

EXAMPLE 13.28:

be v e
ot e e Tt fe
Py ! -
{r~—| i 1 ! | !
) : [ r ' " A— n—— j |
) — I S ] [ i
[a) [ —— | | ] | p—
I I 9] 5%.\ L CL — I ]
- —— — e = = c} - i J
o t —_— T # BT |

——

Here is an example of mixing up many polypentatonic minor scales and using odd groupings from
each of those key centers. This can be played over the C minor tone center:

ExamrLe 13.29:

Eb-7

E-7

. )
y



CHAPTER 13

Finally, practice using different rhythms including rests and odd groupings of notes both inside and

outside the changes on this progression.

» TRACK 19: PROGRESSION 18 (CONCERT INSTRUMENTS)

D-7 F-7 Eb-7
s\ . }
Y]
A Db-7 D-7 F-7
Y
» TRACK 19: PROGRESSION 18 (Bh INSTRUMENTS)
_ E-7 G-7 F-7
)
N Eb—7 E-7 G-7
)
» TRACK 19: PROGRESSION 18 (EL INSTRUMENTS)
A B-7 D-7 Cc-7
| %
A Bv-7 B-7 D-7
L )

T



Conclusion

This book was written in the spirit of exploring different sounds and ideas. The creative imagination
has no boundaries. T hope this book can give the reader some insight and stimulate their individual
exploration of music. ‘.

There are many ditferent approaches and ways to study the many musical techniques. In a sense

everyone finds his or her own way. I hope this book assists you in finding your own way.
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gﬁfcﬁ IMPROVISATION > PLAY-ALONG

This improvisation method is more than just another play-along. it is a series of books and CDs that progress step by step, offer-
ing concrete suggestions and advise that shows you how and what to practice. Drawing on twenty-five years of teaching exper-
ience at the Eastman School of Music, Ramon Ricker uses text, recorded demonstrations by him and his students, and practice
and play-along tracks that present the material in a clear and concise manner.

Most of the play-along tracks feature the rhythm section of the 1980 Thad Jones/Mel Lewis Big Band with Harold Danko on
piano, Rufus Reid on bass and the late, great Mel Lewis on drums. Since they performed and recorded together consistently over
a period of several years, they played as a unit - a true jazz rhythm section. The recordings were brought up to meet todays
higher CD standards and served as an inspiration for Ramon Ricker to write three entirely new books. In addition, new demon-
stration, ear training, and play-along tracks were added.

the beginning improviser
Vol. 1 The Beginning Improviser
ORDER NO. 14801 (BooK w/cpn)
VOLUME ONE is for the absolute beginning jazz student who knows his/her major scales.

Subjects covered in this book include:

VOCABULARY: Intervals, Roman Numerals, Scales, Modes, Diatonic Seventh Chords, Major, Minor, Dominant, and Suspended
Chords, Chord/Scale Relationships, The Blues Progression, Using Pentatonic Scales with Blues, Pentatonic Chord/Scale

Relationships, The I1-V- Progression, Rhythm Changes, The Circle of Fifths, and The Circle of Fourths, and Steps for Playing on
Changes.

STYLE: Swing Eighth Notes, Use of the Metronome, Scale Practice, and Scat-Singing Solos.
EAR TRAINING: Specific examples and suggestions with recorded tracks for practice.

REPERTOIRE: A suggested basic repertoire.

Vol. 2 Blues

ORDER NO. 14802 (BOOK wW/cCD)

VOLUME TWO is devoted exclusively to the blues form and is for players of all levels who want to become more familiar with this

. h L blues
most important form in jazz.

Subjects covered in this book include: RN LY

VOCABULARY: The Blues Form and its Variations, Blue Notes, Basic Chord Substitution, The Blues Scale, The Pentatonic Scale, 5
Dominant Scales with a Passing Tone, The Dominant Workout, Applying Dominant Scales with a Passing Tone to |-V
Progressions, and Applying Dominant Scales with a Passing Tone to Blues.

STYLE: Improvising on Blues, Using the Melody, Learning the Melody, Using Transcribed Solos as the Basis for Improvised Solos,
and Steps for Playing Good Solos.

EAR TRAINING: Specific examples and suggestions with recorded tracks for practice.
REPERTOIRE: A suggested basic repertoire.

Vol. 3 The II-V-1 Progression, Rhythm Changes and Standard Tunes

ORDER NO. 14803 (BoOoOK w/cp)

BOOK THREE is devoted exclusively to the I! V-] PROGRESSION, RHYTHM CHANGES AND STANDARD TUNES and is intended for
players of all levels who are serfous about learning to play on changes.

Subjects covered in this book include:

VOCABULARY:The ii-V-I Progression, Half-Diminished Seventh Chords, The Locrian and Locrian #2 Scales, Altered Dominant

Chords, The Altered Scale, Guide Tones, Using Triads as Guide Tones, Walking Bass Lines, Major Scales with a Passing Tone, The the I1-V-I progression
Major Workout, Applying Major Scales with a Passing Tone to II-V-1 Progressions, Applying Dominant and Major Scales with ) -
Passing Tones to V-] Progressions, and The Rhythm Changes. it s VO THREL

STYLE: Using Guide Tones When Soloing, Using the Melody as a basis of Your Improvisation, Learn the Lyrics, and Learning the }
Melady.

EAR TRAINING: Specific examples and suggestions with recorded tracks for practice.

REPERTOIRE: List of Selected Jazz Compositions that Extensively use the H-V-| Progression, Selected Standard Tunes that
Extensively use the II-V-1 Progression, and Selected Compositions Based on Rhythm Changes.

Scales; Blues Variations; Rhythm ¢ hanges: Coltrane’s 3-Tonic System; Slash Chords ana Hybrid Chord Voicings.

ANDREW |AFFE ‘.

Jazz Harmony y jaz

ORDER NO. 11210 (200 PAGES) 36

2nd edition, completely revised and enlarged. 14 chapters including exercises and assignments. \;3} @\(\ |
Intervals, Chords, Inversions, Modes; Diatonic And Modal Chord Progressions; The Blues; Lead Sheets: Song Forms and Melodic ~ @
Yarlations: Secondary Dominant Chords: Substitute Dominant Seventh Chords and Tritone Subs; Minor Key Harmony; Modal O
interchange and Minor Blues; Common Chord Progressions and Voice-Leading; Modulation; Pentatonics and Other Symmetric o) ‘|

The first edition was ane of the most widely usen booies on jazz harmonv. For classroom and individual use.
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BRAZILIAN

NTONIO ADOLYO

BRAZILIAN
MUSIC
WORKSHOP

“Inside Improvisation” is a series of books and audio/video recotdings which describe a simple and pragmatic approach to
improvisation. While focusing on the jazz idiom, the techniques discussed are applicable to many styles of music and all
instruments, be it rock guitar, jazz saxophone, or fusion keyboard. The author has taught this method over many years and it
has proven to be tremendously successful.
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Vol. 1 ,,Melodic Structures”

ORDER NO. 14220 (96 PAGE BOOK W/CD)
ORDER NO. 14210 (VHS VIDEO PAL, 62MIN.)
ORDER NO. 14211 (VHS VIDEO NTSC, 62MIN.)

The system presented in this volume offers a tangible pathway to inside the creative imagination by getting inside the har
mony, inside the changes.

Chord changes are included for C Concert, B» and Eb instruments.
in addition the book includes transposed examptes for alt instruments (C treble clef, Bb, Eb and bass clef).

The accompanying CD has been designed for use in conjunction with each of the chapter assignments. There are nine tunes for
you to play along with, each played at a slow and then medium tempo featuring Garry Dial on piano, Dave Santoro on bass
and Alan Dawson on drums, plus 12 demonstration tracks performed by the author on piano or tenor saxophone.

Vol. 2 ,,Pentatonics”

ORDER NO. 14256 (125 PAGE BOOK W/CD)

Many of the great modern players have pentatonics at their command and melodic disposal. This book provides a practical yet
creative approach to assimilating pentatonics into your melodic musical reservoir.

This is a method book designed for all instruments. Chord changes are included for C Concert, Bb and Eb instruments.

The accompanying CD contains 18 tunes for you to play along with, featuring Renato Chicco on piano, Dave Santoro on bass
and Adam Nussbaum on drums, plus eight demanstration tracks performed by the author on tenor saxophone.

BERGONZI, JERRY

Vol. 3 ,,Jazz Line”

ORDER NO. 14260 (109 PAGE BOOK W/CD)
Line Playing * Voice-Leading * Chromaticism * Bebop Scales

A clear and practical step-by-step approach to chromaticism, line playing and voice leading. The CD contains 23 play-along
tracks (most of them played in two tempos), based on standard chord progressions, performed by a professional rhythm
section, featuring Renato Chicco on piano, Dave Santoro on bass, and Adam Nussbaum on drums. In addition Jerry demons-
trates various exercises and approaches on tenor saxophone.

Chord changes are included for C concert, Bb and Eb instruments.

jerry Bergonzi is a highly respected jazz educator/musician who lives and teaches in the Boston area. Over many years his
LInside Improvisation” system has proven to be tremendously successful.

MUS.IC

ANTONIO ADOLFO

Brazilian Music Workshop

ORDER NO. 18001 (143 PAGE BOOK W/CD)

This book not only concentrates on those styles which have travelled successfully around the globe, but also on styles which
have not yet been explored outside of Brazil.

Styles originated in the East of Brazil;
Samba & Bossa-Nova, Samba-Funk & Partido Alto, Choro, Samba-Cancao

Styles originated in the Northeast of Brazil:
Baido, Toada, Rasta P&, Xote, Afoxé & Maracatu, Frevo, Marcha and Marcha Rancho

The three main sections of the hook cover: Different Styles, General Characteristics, Harmony, Rhythm, Phrasing, Melodic and
Stylistic Considerations, Patterns and Hints.

The explanations are accompanied by hundreds of written and recorded examples. Each presented style 15 concluded by a
complete composition. Also included are an extensive discography and biography, a glossary as weil as numerous photos of
Brazilian artists.

Antonio Adolfo grew up in a musical family in Rio de Janeiro. His teachers include Eumir Deodato in Brazil, and the great Nadia
Bouianger in Paris. From 1664-67 he led his own trio, recorded two albums for RCA. and toured with singers Elis Regina and
Milton Nascimento. Teaming up with a lyricist, Adoifo wrote tunes that gained great success, and have been recorded 500
times by such artists as Sergio Mendes, Stevie Wonder, Herb Alpert, £ari Klugh, Yutaka, and others. He has won the
international Brazilian Song Contest on three occasions. in 1985 !r. Adolfo created his own school wnich has more than 800
students.

JAntonio Adolfo is a very talented and experienced musician and teacher. He is the only one vho couid teach this very sophi-
sticated tvpe of music.” (Sergio Mendes)

tcomposerarranager. He

LAnranio Adoifo is  oridia che essence of Braziiian music. " (Paulinho da Costal

S S A SENSE OF Stess 1

very aifficear teaching our music to ihe woria. Antonio Ado
Greatly adniire this quv ana his work.” (Antonio Carlos jobim)

LAntenio Adolfo is one of a rare breed of world-ciass musicians with ¢ souna ana stvie uniaucly his awn.” (jazz Times)
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