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ENTATONIC
THEORY

Knowing a little about the theoretical con-
cepts behind the pentatonic scales will
help you use this book. More importantly,
it will give you the freedom you need to
do some really burning solos with a sense
of security.

THE MAJOR SCALE

The pentatonic scales are five note scales
(penta = 5, tonic = tones) that are derived
from the major scale, which has seven
notes. The organization of pitches in the
major scale is best described by using
whole steps and half steps. A whole step,
which is a major second interval, is equiva-
lent to the distance between C and D, or
any two notes that are two frets apart on
the guitar. A half step, which is a minor
second, is the distance between C and D,
or any two notes that are one fret apart.

In the major scale, there are whole steps
between the first and second, second and
third, fourth and fifth, fifth and sixth, and
sixth and seventh scale tones. There are
half steps between the third and fourth,
and seventh and root. It is simple to refer
to these scale degrees with their numbers: Jimi Hendrix.

songs like Hendrix’s

1 2 3 a4 5 6 7 (1 ) "Hey Joe” show what
VAV VNV NV a powerful vehicle the
W W H w W W H minor pentatonic

scale can be for
improvization.

N and W = whole step
.~ and H = half step

PENTATONIC THEORY S
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THE MINOR PENTATONIC SCALE

The minor pentatonic scale has a similar organization of pitches, but 3 and 7
are lowered one half step and there is no 2 or 6.

1 ¥3 4 5 °7 (1)
N/~ \W/ NNV NS

WH W  WH W

\/"~ and WH = A whole step plus a half step

EXAMPLE 1

Let's compare the C Major scale to the C Minor Pentatonic scale.
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EXAMPLE 2

Here is the A Major scale compared to the A Minor Pentatonic scale.
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THE MAJOR PENTATONIC SCALE

The major pentatonic has a similar organization of pitches to the major
scale. As a matter of fact, they are exactly the same except the major penta-
tonic scale is missing 4 and 7.

w w WH

6 (1)

NN

w WH

Here is a comparison of the C Major scale to the C Major Pentatonic scale.

EXAMPLE 3
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Let’s look at the A Major scale compared to the A Minor Pentatonic scale.

EXAMPLE 4
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©
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INOR
PENTATO

0
T

NIC SCALE

THE FIVE MINOR PENTATONIC PATTERNS

The minor pentatonic scale has five notes in an octave:

1 *3 4 5 v7

There are five basic patterns that are commonly used for playing the minor

pentatonic scale.

Pattern #1 T ® T 7 @& ——
._._.1 1 N | _.4_. | I,
_._._ 1 . _T__(.\ l r —_— 1
e Tl [ T
@ L
Pattern #2 T 1 @ f: S R—
E— ..._.. i _._.:F_D ; —_— i -
—t ._1_.— 3 - ! —
B 1 s s <3
2 &
[ S . 1 . 4 N i
Pattern #3 r —@L— @ —
- | _1, @:1 | I | _i_.4 I e —
— . — '_.ﬂ ! —
— 1 e @ o —
L I | .2 | I | .5_._ —
Pattern #4 — @ =T ] “.:'  —
- | . 1 - ._’_ —
; —@—1 T_® Il . _
- ._<:.1 L i :.4_._ —
Pattern #5 — @ ®
m — o — N o —
B - I -7 E—
B ) N -/

The fingerings shown should be used because they will help all the fingers
develop equally. Obviously, if you don't use the weaker fingers they will not
get any stronger. It is definitely possible to make your fourth finger as strong
and independent as your first and second. So take that fourth finger off the
bench and put it in the ball game. You will be making stretches you never

thought you could make before.
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After you are able to play these patterns, you should commit them to mem-
ory. Imagine being at a band rehearsal or audition and the leader points at
you to take a solo. If you have forgotten the patterns and don't know what
to play, you won't leave a very good impression.

PUTTING THE PATTERNS IN A KEY

As you are memorizing the patterns, it would be wise to memorize where
the root notes lie in the patterns.

The root notes identify the key center in which you are playing. This is
important because you want to be able to use these patterns in any key.
Examples 5 through 7 show how to put each of the five patterns into the key
of G. This thought process can be used for any key.

Pattern #1 in G EXAMPLE 5

If you are going to solo on a song in the key of G and you want to use Pat-
tern #1, you will play in third position, starting with your first finger on the
third fret. This is because Pattern #1 always has the root on the sixth string,
and the note G, your root note, is on the third fret of that string.

- @J | |._..._ [ _._,l ___ . - S— .._-_. _j__ S ._. S S

. o — 1 ; -+ i _f _____
— e+ttt | _ — I
h ‘ :[ —® ? _| '_‘f . S R i
o- 1 . i - _I_ 1_ L +_ | ;
_J_. l—{n}— B - — | I U S N S SR |
I \" VII IX XII XV

Pattern #2 in G EXAMPLE 6

To use Pattern #2 in the key of G, you would play in fifth position, starting
with the second finger on the sixth fret, because Pattern #2 always has the
root on the fourth string, and your first finger plays the root note (G) on the
fifth fret of that string.

T TeT TrST T T I - —

B N _l | H o _ | S .f

— @ | i ,T_. l_ |.__ ‘ — J,___ l j—_ —

D !"—L L (gl 1@l [ T T T T 1
I VIl IX X1 XV
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Pattern #3in G

EXAMPLE 7

Pattern #3 in the key of G would start with the second finger on the eighth
fret, or seventh position, because Pattern #3 always has the root on the fifth
string, and your fourth finger plays the root note (G) on the tenth fret of that

string.
T o @
. —®— L
o L 4 i _

- {- { . - ._. - _,!_. —
O — B 1———
o . ! .

I A" Vil IX XII XV

Pattern #4in G

EXAMPLE 8

To play in the key of G with Pattern #4, you would start with the first finger
on the tenth fret, or in the tenth position. Pattern #4 always has the root on
the fifth string, and your first finger plays the root note (G) on the tenth fret

of that string.

Pattern #5in G

I [ 1 I & _— e |
. | | & @
E ' o —@ |
— . 4 . SR
11 v VII IX XI1 XV

EXAMPLE 9

Pattern #5 would start in twelfth position with the second finger on the thir-
teenth fret to play in the key of G. The root is always on the sixth string in
Pattern #5, and the fourth finger plays the root note (G) on the fifteenth fret.

When playing through these patterns, be sure to observe where all of the

1599090

| — e
| ; | o
_? @ N -
®
— e
N S S S .
II v VII IX XII

root notes appear.
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LEARNING ALL THE KEYS

The next step is to practice the patterns in other keys. Try to pick a key and
play through all five patterns in that key. Begin in the lowest possible posi-
tion and move up the neck, as we did in the key of G in the “Putting the
Patterns in a Key” section, Exercises 5 through 9. The table below shows
how the minor pentatonic scale can be started in any given key in one of the
first three positions. This means that you may not always be starting with
Pattern #1. For instance, you may have to start with Pattern #4. Then you
would play Pattern #5 and then #1, etc.

If you are an electric player, you should take advantage of the extra frets you
have above the twelfth fret. Notice that when you arrive at the twelfth fret,
everything starts over again. For example, if you were to begin playing in
the key of B with Pattern #4 at the second fret, and then played through
each pattern in succession up the neck, by the time you got back to Pattern
#4, you would be at the fourteenth fret, or twelve frets higher. You could
continue this upward from the fourteenth fret until you ran out of frets.

Practice each of these keys:

Key Starting Starting Key Starting Starting
Pattern Fret Pattern Fret
Pattern #1  3rd Fret | C'!Eﬁ.':' Pattern #3 -:.Zné Fret:
fiﬁ@m #3 3d Frelg« A Pattern #5  2nd Fret
Pattern #5  3rd Fret _' E‘*‘ _ Pa;ka;{n # Trdst Frét-;-g.:w_ -

. Pattem#2  2nd Fret B Pattern#4 1st Fret
Pattern #4  2nd Fret g PR :’: Pﬁﬁg%*f‘l @“1§t ,_.Freli'\

%Freta C Pattern #4  3rd Fret

VISUALIZATION

You should not only play the patterns, but also be able to visualize yourself
playing them on the guitar in your mind's eye. Focus on two or three
patterns a week. This involves making a mental picture of all the patterns in
any given key. The purpose of this is to give you greater freedom in improvi-
sational settings. You cannot reach your full creative potential if you have to
struggle to remember the “correct” notes to play.

LEARNING SCALE DEGREES

Try to recite the names and scale degrees of the notes while playing the
scale. This will help you learn the fretboard better. At the same time, it will
improve the shape of your solos because you will be able to identify where
the different intervals are in the patterns. This skill is vitally important for tar-
geting certain notes as you improvise. For instance, take Pattern #1 in the

THE MINOR PENTATONIC SCALE 11




key of G. Play each note slowly, reciting the name and scale degree of each
note (G-1, B*-3, C-4, D-5, F-)7). Do this with all of the patterns in all of the
keys.

IMPROVISATION

The next step is a big one. This is where you actually make these un-musical
scales sound like music. It's actually a lot easier than it seems. Begin with a
simple chord progression, such as those in Examples 10 and 11. These pro-
gressions are on the tape that is available for this book. If you don’t have the
tape, record yourself playing these progressions on a tape recorder or have
a friend play them.

First play straight up and down through the G Minor Pentatonic scale over
each progression. This will not sound very musical, but you will be able to
hear how the notes work over the chords. Next, try varying the order of the
notes and rhythms that you play.

EXAMPLE 10

G min Bb C G min
[a)
* & 7 4 i V4 7 .4 7 VA 4 y 7 4 .4 .4 7 A
_@_}i . i i 4 V4 A .4 yd 4 A y yd yd yd A A g °
EXAMPLE 11
G7 Cc7 G7 G7
A
7 A . 7 7 4 4 7 A 7 7 4 A i i 7
[ fan WA 7 7 . 7 4 4 i z 4 i .4 i A . Z .
Ol
C7 Cc7 G7 G7
fa
yd A V4 i 7 V4 A 4 A 7 V4 7 4 r 4
{@ Z 4 . i i Zz i i .4 V. 7 z Z iz 4 7
D7 c7 G7 D7
[a)
* 7 rd 4 7 7 7 7 7 7 7 7 i 7 yd 7
l\@ A .4 4 i 4 i . i i Vi yd i Z . i Vi

12 THE MINOR PENTATONIC SCALE




MOTIVES

Using motives will help you develop solos. A motive is a short, catchy musi-
cal idea. Sometimes the simpler an idea is, the more it will be remembered.
This holds true not only for soloing but for songwriting, as well. Try thinking
of three or four note musical motives. Here is an example that uses motives.

EXAMPLE 12

.
G min Bb 'w C
C pere~ B
—® 8 o o ¥
P~ L I L < i
| \‘T 7T | i |
e — Vo &
| L |
i 1.
I 3—3 616 ~— 3
3—3 (54535 3
—A 3 5 5 55—5—— 35 3
D - L S
1/4 1
G min j G min ] Bb
D b : A
Fy - [
e - T
'l; | I 1 t;
1/4 1
T - + 6 3
33 35 553
A 3—(3)5 5 5 3 ~
- B———3 5 1
6—3 3
N | }
v o ! I ¢ "I
P 7 1] 7 P . p- & 1
A\AV | | N T\‘ - |
L ' — —
| b | [ g LA 3 =
S S S
¥ —s 6
5-7 7 7~5—8——3—3—
A 5 5—3
B 5~31+—3 1
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HE MAJOR
PENTATONIC SCALE

THE FIVE MAJOR PENTATONIC PATTERNS

Like its minor counterpart, the major pentatonic scale consists of five notes
in an octave:

1 2 3 S 6
Patten #1 ———— 1 ® 1 @ —
| — ..1 l ._.. l 3 : . 1 —_—
— . ! .I,__ ! —
1 .1 i 1 ! - ®‘_ : ——
o T O———
— \H\' ___—._.__._._ 1
Pattern #2 ] o —@3 T —
—_— | o — @ ——
.1 | ] - ] |
[ ), i i[ ® 4| —
- N 7Y N
— @2 I .4___._._.
. — ._'—--
L .1 | | .3 —
_____ o i [ ® i e _
| .1 1 — _.__.5_;
Pattern #4 ! T @7 @ ‘ ™
| ' .2r L .L S
A R —
| _.,1___ B S .4‘ ——
[ .2 . i .‘_1__;____ 1
Pattern #5 @7 ® T

Practice putting these patterns in a key, as we did in Examples 5 through 9
with the minor pentatonic patterns.

RELATIVE PENTATONICS

Every major pentatonic scale has a relative minor pentatonic scale. This means
that the two scales share the same key signature and notes but have different
roots. The way you phrase and resolve the notes of the scale will also dictate
whether it is major or minor. There are strong notes, such as the root, that you
can begin and/or end with that will help define the major or minor tonality.

14 THE MAJOR PENTATONIC SCALE



For example, you can see that the C Major Pentatonic scale in Example 13
(C, D, E, G, A), has the same notes as the A Minor Pentatonic scale in Exam-
ple 14 (A, C, D, E, G), but in a different order.

EXAMPLE 13

[a ]
1
5 , —
') 4 ‘_ |
A — 2 5
B 3 5
EXAMPLE 14
— i
S 5 *
A 5 7
B = 8 S !

To find the relative minor pentatonic of a major pentatonic scale, think up
four frets on the next higher string (except from the third to second strings,
where you will need to think up five frets).

EXAMPLE 15

The relative minor pentatonic of C is A.

8 R
H = T T T
| | | A
I . — 1
|1 A"} VII
A 7
B 3

THE MAJOR PENTATONIC SCALE 15




To find the relative major pentatonic of a minor pentatonic scale, think up
three frets on the same string.

EXAMPLE 16

The relative major pentatonic of A is C.
fa) 1

ﬁﬁ:‘; — N S
¢ i T e T T
T
I v VII
_I —2—5

So the patterns we use for major pentatonic are the same as the minor pen-
tatonic but with the root notes in different places.

LEARNING ALL THE KEYS

Next, learn all 12 keys as you did with the minor, taking a couple of keys a
week and really making them your own.

IMPROVISATION

It is time to put the major pentatonic scale to work in a musical situation.
Practice improvising over the chord progressions in Examples 17 and 18.

EXAMPLE 17

C A min F G
[a)
*4 Y SRR SN SRR 4 VAR S SR 4 V AR SN A 4 7 7 7 7
N L\ 7 77—/ y A SR S 4 Zz 7 7 7 Z 7 V4 rd
ANV

EXAMPLE 18

C G A min F
[a)

Y AN SRR SRR 4 y AR SRR A 4 V AR SRRy S 4 7 7 7 7
E O SN SRR A 4 y AN A Y 4 7z 7 7 7 y4 7 y 4 y 4

Begin by playing the patterns one at a time over each progression. Try to
spend extra time isolating the patterns that you don’t know as well. You can
practice these patterns for years, but you don't really know them until you
can use them in musical situations. The information you know means
nothing until you use it in context.

16
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EREATIVITY

Being truly creative with the pentatonic scales begins with expanding the
range of your pattern playing horizontally along the neck.

| THE ENTIRE MINOR
PENTATONIC SYSTEM
The five basic minor pentatonic patterns fit together like a jigsaw puzzle. It is

important to be able to tie them all together.

#5 #2 #4

O T—T O T—T—T® —®
4_. - _. | I ._._ R f —— __T___.. d
—®—+— ° ® o 0
J . l — __. @-_;_ 4 ! . I; — .
I— __._-_. . .__; . | | ®
\ | I IX ] X1 XV|
#1 #3 #5

THE HORIZONTAL APPROACH
TO THE MINOR PENTATONIC

So that you are not confined to playing just the patterns, a strictly vertical
approach, experiment with playing the scale up one string, a horizontal
approach. Knowing the scale like this allows you to expand your range up or
down the neck which will result in longer, more flowing lines in your solo

playing.

THE G MINOR PENTATONIC SCALE ON SINGLE STRINGS.

EXAMPLE 19
® — @R : = 3 _[ . ® @ AR
i i r T 1
I N I IO N N | - T 1T
I A" VIl IX XTI XV

CREATV™ 17




1

vl

IX

X1

EXAMPLE 21

k|

Il

Vil

IX

XV

EXAMPLE 22

@

@

III

VII

XII

XV

EXAMPLE 23

- —
o =

VIl

X

XII

P |

L
XV

EXAMPLE 24

=

®

et

VII

IX

X1
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THE ENTIRE MAJOR
PENTATONIC SYSTEM

Notice that this is identical to the Entire Minor Pentatonic System on page
17 except for the locations of the roots. As you now know, this is because of
the relative relationship between the major and minor pentatonic scales. As
with the minor pentatonic, the goal is to be able to tie all of these patterns
together in your playing.

#4 #1 #3

#5 #2 #4

THE HORIZONTAL APPROACH
TO THE MAJOR PENTATONIC

Once again, the next example will be exactly the same as those in Examples
19 through 24 except for the locations of the roots. Here is a place to test
your knowledge. Examples 19 through 24 were in the key of G. What will be
the major pentatonic key in the next exercises? Remember, we find the rela-
tive major key by thinking up three frets. If you play a G and think up three
frets, you will find a B. Indeed, B* is the root in all the following examples.

THE B> MAJOR PENTATONIC SCALE ON SINGLE STRINGS

*;f, e e et B

ITI Vv VIl IX Xl

!.
[_

S o (1) S — — @ — @ —

EXAMPLE 25

XV

CREATV Y 19



EXAMPLE 26

® }e ° ° ® CHEEEREPY .

11 Vv VII IX Xl XV

- EXAMPLE 27

I A Vil IX XII XV

EXAMPLE 28

®
—+

o

o

®

. |

°

yd il

IS

II1 v VII IX X1 XV

I11 v VII IX Xl

T T
® e ® -——-0———9 @ L=
11 v Vil IX X XV
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COMBINING STRING SETS

MINOR PENTATONIC

EXAMPLE 31

Here is an exercise in the key of G minor that combines two adjacent strings
and moves up the neck. This will expose you to other ways of playing the
scale and plant the seeds of some new ideas for improvising.

8va
- o2 ool
[ fam Z i ,wP—F_‘.] : F! : £
\S5, 74 I,.l_i_‘ "‘J_J_H f <
o ¢ ’ =

s s s s s s
4 363 — & 8-10-8 10-13-45-13 1518
+3 6 3-68 118

EXAMPLE 32

Try this on other string sets.

onle, _,otllPe er

e,@ﬂ:
é

-k

I

ph

-

-3

— ) - —
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EXAMPLE 33

Try this same idea skipping strings.

/',~/

[-1]
k!
L]
]
-
=]
N
\
z
.
an
s
L))
b
o
-
N

MAJOR PENTATONIC

You can also apply these ideas to the major pentatonic scale.

EXAMPLE 34

Here is an example in G Major Pentatonic.

8ua

’ = orlae _onltl
RS S SR SSE

ANy

s S S S S S
0 3-53— 5 7-10-7 10124542 1517
63— 5 3-5 8 19-8—10 12 15-12<15-47

EXAMPLE 35

This will work on other string sets, too.

oprleos on

Ay

S S S S S S
T 6353 5—8-10-8 10121542 1517
0 2 4 2.4 e J o 7 9 42 1‘ 12,14 16
J o T =T 1 - T
| -1
=]
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EXAMPLE 36

Try this same idea skipping strings.

81:‘& ______________ =
-~ 9 ’# ].- 3
gt Forrlonla ?

A\AV E Iﬁ ' F | | ?
d

S S S S S S
0—3~5—3 5107 H-12-1542—— 1519

T
L) n o
A 0—2 4247 9 7.<9 12 141244 16—
[ -1
|=)

Eric Clapton.

This legendary

player put the

major pentatonic
to good use in
songs like
“Hideaway” (The
Bluesbreakers)
and

“Keep on Growin"”
(Derek and the
Dominoes).

CREAT'WIT™ 23
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COMBINING THE PATTERNS

Here is. znother idea you «an try. Stan: in one patiern and in the middle of it,
slicle up to the next. This will rot only show you bow thay connect, sut will
also 2xpancl your range wher [aying the patterns.

MINCR PENTATONIC

Patterns 1 & 2 EXAMPLE 37

Now take it a step furiher and try cormbpining three patterns.

Paftorns 1, 2 & 2 EXAMPLE 38

#2 .
_)(n_l //—1 e PL
(DR i == =

o /
# #3
#1
[ # |
— — I — T O —
R s i f.__;F.I‘_@j"_—%; o “11—_1
T T T e T T |
| I I 1_._!_ __f. _.l o _{”_ B ___E_ L_ 4
SN S (- U S S | I I - B I —
lln \' .?‘I‘v‘i @ IX | X1 XV
#1 #3

24 CREATIVITY




Ty combining four patterns.

Patterns 1, 2, 3 & 4 m

e

-
¥

re

#1
4 44
| | | |
S — — i r = - . ! ?__.__. —
------- i T ®—+ o0 —
e e YA L ey A
o E— — Rj - i - :l = %) e 1 :
i i 1
[T Tl T o] ] | L |
|1 \' | Vi X (X1 XV
L] a—— g
o ke
How about five patierns?
Paitavns 1,2, R,4 & S
#4

[ Fan WL 1
S e = ——

— #5
— #3
#1
hZ #a
[ I I |
T | 1 1 1 m o @
— = T T . . .R\._,___ _H_,/'i'.._'
T 1 1*® P N - B
P N Lé e .
[III \% I d_ﬂ X | LXH XV |
#1 #3 #5

You car take this as far as you like. Experirnent with firgarings and places o
slicle cther than these shown here. Once you Rave done that, it is irn portant:
that you peactice them in other keys,

AN

CRE&TNTY
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MAJOR PENTATONIC

=

You can get a lot more milsage out of yaur ideas by lzarming to take a
pentztonic lick and piaying it as if it wero from the relative rejor pzntatonic
scale.

minor

Ratterns 1, 2, 3,4 and 5

EXAMPLE 41

Notics tha thase are the ex@ch sarme retes as those in txercisz 40, The only

diffarerces ara the reet notes and the phrasing.

ITTe

7{} b —
e

A\SY, 2

Y

#1 45
[ | |

_— - — — — — — S — - — - — — ._ - -
e S S e P oo
S e e F— T @ e .__ -1
S IS EN— — i_ N ’; _l_ @ — l*l‘ -_1/ _"i'_' — T _‘
. N R S ‘._’_, __'._ _‘.?; T/’_. | - 1 1 1 —

S _ _._; _ . ‘_:F_D_F_H: __ ./,_. i - _ L —t | _ B |

#5]

Now, go kack ancl play Exercises 37, 38,
ancl 35 in their refative major keys. Simply
slter the phrasing so that 8" is empha-
sized instead of G.

Larry Carlton.
Chieck cut Carfton's
“Small Tewn SGirl”
for 2 good @xamole
cf hew the msjor
pentatonic scale
souncds in 2

lezzipop tune.
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SEQUENCING

T~'s conicent invoives repeating & patiemn as you assend or descend thraugh
-~z scate. For instance, play the first thres notes of the scale, then go 1o the
pley Q
zcond note of the scale znd play thres notes fror there. Go 16 the third
ey
~ote of the scale znd play thres notes from there, etc
J

Al a 3 3 —_— .
~ 3 ‘ o o fof
| 1 ,_;_._ch‘ —
|
Py —o ¢90%€ e 3
7 " ° s 3 3
3—36
¥ s 3535 53 6
—A 3 3535 5 ——
B 33535 5—
= 3 6 6
\A\fe
_am you seg the pattern {orming?
3 3 : gy 3.4
Orh g3 T eff
> — i oo ol I -
D 1 = Fa— -6 —@ |
3 3 3
= 66 8
v g 5 7 5 7 6 2
1 5 = 3 Ll . L T
B P S

Once you have escended &ll the way throgh & patte
dessending. Imzgine that you have just played through & segience of this

pattern zscending, znd now you are descending.

n, 6o the same thing

. 3 3
n_| ° NS 3 -
o’ P e
A\ o — ] "_‘_l_‘_d_'
a 3 3 3 e ‘J_..' J‘__‘.._J__
3 [ J
' s = 3: L] < ]
j =4 o A = 3 P =
= 6——63
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EXAMPLE 45

Tiy sequencirg four retes and Gescerding by reading the patiern backwards.

N |

——

—

— |

[ 1

o i

S e

= ve L
T _3,_
- 35 35
A 3 35 35 35 5
B 35 35 5
36 6
P
== 2 =z
[ fan A e 1 -
\;)u 1 | _ﬁé_ﬁ__—-?'r
3— 3—6
T 36 3—6 3—6
A 3— 5 —5
B

EXAMPLE 46

You zan seqauence five notes. Again, exparimznt with a descanding

seiance of this pattern,

N |

---
0 =sSS=c=tz
7 L 4
) = J Y 2 a v 4
K J

F
3.; 3 — - 3 - 3—5 3—5—

| =] Py 4 4 4

CREATMITY




xarmple 46 Contnued)

.
o |
» . —f*
ILv‘D e » i __F %—"
e
3 3 6
T 3 S 3 33—
j; 5
B
XML
Try sequenc’ng s notes
| ]
i 1 s ®
€ ﬂ#{ o : & = & ._-_' [
) +° e v e -
. 3 35 PE—r——
p oF o 5 o Cd 7 . =
Nl .(1 ] i
7 ] 2 2
—X b - e - = g -
g —
-__
T 36 PR S A ——
3—5 3 5 —5
A 3 5 5
2

CREATIVITY
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LICKS WITH SEQUENCES

Here are sorne fur sarmple licks that incorporate sequencing. The first two

incorporete sequences of fours,

This Lek includes sequences ot fives.

]

@

10 2 10 8 1198 La — T
i ° ! 97 9 7 97 197 |~
A 5 97— o1 7 17
B 10
=]
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EXAMPLE 51

—2+2'5 one that incorperates cequences of sixes.

’ r 1
. !.. 3 1
[ i _—I.x I.\ — 3
/X Y 1 ._F' I
54 l I . - —® — ?
Py 3 ‘k 3LK 3 * A
3 P 3
10 1210 r\ ~ I~
T 1019 T 4940 e~ 10 e~ T~
L) v "“’1&_9 I M 4n g —~ 45 g e~ 9 —
- A T 29 ~— 429 1 " 7 429 29 >
B 12 1210 210 10 &
INTERVALS
Anintervat is the distance betwesn two notes. Intervais are measured in ha!f
stems. On the guitear, & half sten is the distance frorn one fret o the next
zajzzent fret. For exampie. & perfest fourth interval cGuals five ha't steps or
frets on the quitan
EDAME
Once you have mezsured Tive ha!f steps up frora the G 1o find that 2 perfe
fourth zbove is & C, you can choose o play the C in & more convenient loca-
tiori on the fifth string. You car mezsure zna re-finger zny interva! in this
marmnes
1 |
. B - -
i 1
X1 XV

An interesting way 10 spice up & solo s 1o play the pentatonic pattamns in
fourtr intervats. You may noticr that sore intervals deviste from the others.
For instance, the interval B 1o D, which is & major third four half stegss,
appezs curing the exercise in fourths. For it 10 have been & Tourth intervat
the notes would have had to be B’ io E* The problem is that there is no E°
in the G Mirnor Pentatonic scale. The clossst scale tone is D, so we subisti-
iute it for the £ This kind of adjusiiment ©c stay within the scale is typical.

CREATMITY 21



The following examples all use the G Miror Pentatonic scale, out this
concept is good far zny key, and for the major pantatonic scale, too.

Fourto Irtervals

third
’ ——f—» £
s :{ -
i e=Es :
¢ T
third
F — 3 P .
- A S S ——— >

oG

Playing the scales in intervals will sxose you 90 ways ¢f appreaching the
scale other than glaying it straight *hrough. 1t is intendec w0 open your

creztive sicle and untzash the potential that is to be found in this scale. Keep

in mincl that thase ars exercises anc tay do start to sound oldl if used exclu-

sively. Use thern spariraly anc! thay will adld interast 0 vour solos,

Fifto intervals

A fifth equals severn half stz oS!

G-D,B"'-F, C-G, etc.

sixth

| _‘ 3
= = o d—. . » o —=
) - =t & 7_- ﬁ_&
L4 sixth
T 3— —6 3 3 s
3 5 3 5
A s e 3 5
~ 3 6
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Seventh Intervals IEJ ) s

A mircr seventh causls ten ha'f stegs:

G-5C-8.D.C, eic.

sixth

[/ 4]
[ ]

] u-l
w
[4,}
th
o
[i,]

Qclzves EXAMPLE 56

There are twelve half steps in an octave:

G-G,E-B,andT-C. et

ol ____?__z' ° -
. G P S— = 2
o . —
a ;: L4 - ’ /

3 5
B -3 5 ° ® 3
3.;_ 5 3 - 3 5
=] 3 P e
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LUCKS WITH INTERNALS

hzpiz 2

thase idzas as springboards to crzate soms licks of your own.

e some sample licks with which you can experiment. Rermember, use

EXAMPLE $5) |

izve is an idea that uses fouth intervals,

bFP—F .

A ~s
=l Eﬁ_w s -
- -
Py U_'_J "b" |
L J
T S ——— 3
A ""3555"3.%,3:9
| EXANPEE ssf |
This lick wses imtervals of 2 fifth.
S 1YY
=
T - R S A S S— -
A 5 8 i - = &5
B

J saj

Sevantr irtervals 372 higilightecl i7 this example.

[a) I" * £ f ) r—ﬁ
e — . —
b1, 0t Lo L[t
3
T H 1311 +
10 12 121 1 10
A 0 12 A7 — . 2 —1e
B 10 5 13—t —— 18
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'B ENXINING

~ 5 lasi seciion is very important.
‘.'a"y begmmng p|c:ye:s ~c~.ruomly
cend any note they hagzen o be
¢ z2ying. This is okay for sore notes,
cotunless they get lucky, they always
= r) percem:n 1e of wrorng or “out-
s-tune” notes. Let's eliminate the

UES 1J Garna.

MINOR PENTATONIC

As you now know, the degres

mINor pertatonic staie are
and 7. Youu can bend frorm any note in the scale (o any other note in the
scate. You can elso bend 1o and frorn the 2 anc 6, even though they are not
in the minor peritaionic scaie.

HALF STEF BENDS

Like anything elss, there are certain notes that sound better thar others
when bent. The minor pentaionic iends 1o tzke on & bluesy guality when its

-

notes zre bent For exampie, vou can meke these half stes bends:
2163
450 5>

G e b7

* Thie occasiona' use of the 'S deares
the riricw pentaton’c scale.

ers & particulary bluzsy Guality o

tere are some half step bends in the Key of G 1o praciice.

2to'3

?

5§

BENDING :

»
e



4 30 Y5 (2 hluas e ct) EXAMPLE 61 5 te b7 EXAMPLE 62

= ==
I T

1/2

WEIOLS STEF EENOS

Thare is an emotiona! cuality that vou can clraw fror the guitsr when you
send that you cannot pessibly get Sy simply piaying the rotes in the
stancard fashion. Think about tiis witer you mzke thase whole steo berds:

N

1te
*3 ke 4
4105
Stod
¥7 10 the Reot

Practic: whole step bands in the kay of G.

1 to 2 EXAMPLE 63 BEZRCX! EXAMPLANK |

i

U!u-l
P
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Ae 3 EXAMPLE 65 506

EXAMPLE 66

1 1
fi /_.-‘J—-h-.. h —
A2 o
; RS —
Y )
1 1
F ) F }
A s —A 7
B B

MAJOR PENTATONIC

This scate sounds znything but bluesy, even when its notes are bent Still,
you can pull more emoticn out of the scate by bending the notes whese you

would not be able 10 on most other instiuments. Some of my favorite bends
in this scale go frorn 2 10 3, 5 10 6, end, if exesuted propesly, 110 2 can

f;Cai..lﬂd nice.

i
Here are sorne bends 1o praciice for the major pentatonic scale.

210 3 EXAMPLE 67 5% &

EXAMPLE 68

| J
A % J [ a) —
——

i

) !

1

J J

-

b

U!u"l
1) J-'-I

BENQING 37



/-—-"""-\'
[>]
ARV :
1
F 8

A
o
| =]

BENDING IN TUNE

It is impertant to bend in tune. You can check yourself by piaying the actual
piteh to which you are bending. Make sure the actual piteh and the bant
note sound the same.

: “I“

! ;

a) / by -/

0 — e

QJ H
M
Ay

U
-

I:IDLI"I
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REVERSE BENDS

“here are different types of bends. Playing 2 note and bending it to another
with z lur {rct: picking the second note! is the most cornmen type.

Yeu cani zlse bend & note before you play it, znd then bring the string down
{0 its natural posiven after picking. This is ofter celled & reverse hend, or &
pre-bead.

JV_A},' AMPLE 71

-—

n _,%
ol
J

-

o

m u -
C]
b o

G B King.

He's got the
blues. so he's goi
the “benas,” t6o!
Nes:tly !l of

B. B. King's
jplaying is bassd
on pentatonic

P
SCEES.

BENCING 3¢

CA

F

ESY O

=
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$50LOS

Nnr

| have includec solos that inconzorats mzny of the conceots discussed in
this beck so that you can see thern used in an actual rmusical context.

The chordd progaession in this first solo is a

sion in the key of G.

4 -
NS

ndard 17 var blues progres-

MINOR PENTATONIC SAMPLE SOLO

[]m

Eﬁ?

eefe

be:

< &iff o
0 -
- 86 S 36868109310
A 7~5—3— 33 — 35 75710 1210
A 53 5
=]

G7 G7
(4] g - e e L[
n o P o T — ]
G = ‘
===

3 3
10—13—15 13 .
T+ 33 + P LT B 1 1210
= i 12— —— ——42>~10 8
|=J
.
Qj 71C7
2 o
n%—#ﬁtgﬁpgﬂgfﬁ
l - n a5
Fﬁ&gﬂi’ ===il== s
S *be
|
— 8
— 8 10-8
F— 41— 1 88+ o T 5
A — - 8 5 8 5
A 858
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A . L
Ml

1i2 \ 1

@
L4

(7]
:n
9

‘L
@©
@
L]

-

~-

o
@
o

i
12 .' j
_/' -
J /_T._. . ﬁ D7

)

iy
_\-.‘
E
e

S% 7 | > & ’ P
172 1 1 S—
J H ! |
*’/ a2 __a 3 2 £ o () a-// 5'_/ 6—3 H
o
—R 5— 3 4
D
L=

ANALYSIS

The: firsi mezsure is & pick-up lick that leads inta the progression, and incer
45 (

poretes the concept of cornecting pattems. This exempla begins in Paern

S R U N P
#2 arct oldzs Jown 16 Patfern #1.

Mezsure 5 incerporatas & ctring skipoing concept that moves horizootalty up
the neck.

Iri Mezsare £, | have sezilenced som e of the descending ceventh intenvals,

Mezsare & begins with & whole stex bend and contnues in & deszending
seqience of & four note pattern.

Mezsure 7 coritains = string of deszending end ascending fourth interva

Mezsare § demorstrates & ha'f stess berct anci retum.

Mezsare 10 has & who'e stex bend on the secend string that is held out
while you play & note (A) on the first string. The bend is ther released in the
next beat.

Mezsure 11 alse demonsirates & ha'f steg bend /A1 the end of the mezsue,
you will find & grace note harimered-cn frorn the third 1o fifth frets of the

first string. Graze notes are played very quickly right before the beat.

Mezsure 22 has two whole sten bercts znict & pull-aif =t the end.

SOMPLE SOLOS
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MAJOR PENTATONIC SAMPLE SOLO

e 15-12-10—12-10— 10 10 g s—w—ws—-—a
1 T |2_1'0_1'2_'1'9_1"'42u P 5 - 9 g
jn B 2 107 5 7—10
q
D 4 G,-.\/J 1»-]
3 .
ggfﬁﬁﬁﬁgﬁﬁfﬁﬁf #Fﬁ-‘ﬁ#r :
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MN— =

TR

P Sooo oo
[ 17 15 5 1
LR L f
¥ 19 17 15 5 -
16 19 16 14 14 12 4

- A 19 16 12 16

B 19— 47 1412 14
ANALYSES
Mezsure 1 dermonstiates descending four note segiiences.
Viezsure Z beains by cormbining C Major Pentatooic Peems #1 and #5 on
Wezsure Z begins by cornbining C Major Pentaiooic Petaems #1 and #5 on
the first bezat znd then moves into fourth intesvats.
Nezsare 3 cornbines D Major Pentatonic Patiemn #5 with Patemn #1.
Measure 4 incorperates whole step benas fror the zZnd 1o 3ra scale
cdearezs of the G Meajor Pentatooic scate.
Wezsanz 5, stifl using &z G Major Pentatonic scate, cornfanes Paifems #3 anc #4,
Mezsure & dernonstrates string skiping.
Mezsure 7 contzing some descending seventh interv
Mezsure: S has & whole sten bend with & delayed return.
| hops that sesing these concents used in an acival musicsl situation will
helo you formulate some idezs 1o uss creatively in your own solos. Betier
yet, | hope that thess idezs insgire you 0 come up with new concesis.
Kezso your eye out for other books zbout improvising from The Nationat
Guitar Workshop znc Alfred, such as ”Introducing the Dorian Mode" anc

“Introducing ihe Mixalydiuar Mode,” both by Peter Einhon.

SOMPLE SOLOS a3




} QU T REAT
MUSIC

PITCH

Lzarning to read music will haip you to get the most out of your National
Guiter Werkshop and Alfred instructional books. Tt will meke you a betier
musician, too, vecause you will be able to communicate more easily with
other musicians. What follows is @ discussion of music reading basics.
Remember that practice mekes pedect! Tre more you practice reading, the

sttt S

A sieft containing five lines and four spaces is used in the wiiting of music.
Notes are altzrrataly written on the lines and spaces in alphabetical order,

easier 't will become,

T

The clef indicates which notes coincide with & padticular line or space. Dif-
ferent clefs are used for different: instruments.  Guitar music is written in G
clef. The insicle curl of the G cef encircles the line which will be called “G”.
When the G clef is pieced on the s2cond line, as in guitar music, it is callad
the zdle clef.

iusing the G clef the notes are as foliows:*

)
|
,
2 TTTe

m
()
)

Ledger Lines ! '

Thase are lines that are used to indicete pitch elbove and Letow the staff.

e

e

PR

A\S V]

;Z
G A

1

|
v °
B ¢ A B C D E F G

el
ul 8

* In stanclarc notatior the quitar souncdls an octave lower than written.
3
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TIME

The stef is dividhed by vertica! lines called bar lines. The spece betwesn
firme.

iwo ber liries is & mezsure. Each mezsure 2:) is an equst unit of

o

)

g

Doulle bar lines { =) mak the end of & piese.

Time Signature

Every piece of music has numizers at the beginning that iell us how o count

the time.

“ymmain s X

Exempaes: )/ 3 G
L % 5

The top nurnter represents the nurnber of beats or courts per mezsure.
The bottorn nurnber represents the type of note receivirg one count,
Examp'e: 4 = guarter note & = eighth note

Sometimes & @ is written in place of 4/4 tinme. This is ca'led corrmaon fime.

Note values

in 4/4 time:

A who'e note: © = fourbeats / o \
£ ha'f note GJ = {wo beats

N L/ N

A Guamter note: .J = one bezat ] (-| v tl
‘ AN ANV AN A

£n eighth note: é } 1/2 beat J\ 5 J* (D J' ) ) h

AN AN AR AN
£ sixteanth note J* i/ bhezat ji\iu e:sih-eidh éhiﬁeh:}' F(:'h}

]
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A GIINDX TO MATIONAL EUITAR
- WIRKSHEO® TRRLATURX

Tablature, when corncinad with standard music notation, provides the most
compiste systerm for communicating the rrezny pessibilities in guitar playing.

In our TAR system, as in most, rythrn is not notated. For that, you will have
to refer 1o the standard notation. 5ix lines are used to indicate the six
strings of the guitar. The top iine is the high E string (the sting closest 1o
the fleor) and the bottorm line is the low E string. Numbars are placed on
the strings te inclicate frats. U therz is an “0", pley thet string open.

Fiagerings are often included in TAR. You will find therr just uncler the oot-
torn line. A “17 indicates your lefi frst o indesx finger. A “4” inclizates your
left tourth 2r pinky finger.

In the following examnle, the ficst note is played with the first: finger on the
first: fret. The next note is piayec with the sacond fingar on the second fret,
ther third finger plays the third fret, and the fourth finger lays the fourth
fret,

¢

=
Y 4 } !
Y
= 1 2 3 4
D
L=
1 2 3 4

Athe in the music is iedicatad in TAR by plecing the tied note in parentheses.

D)
F 10 {10) 12 {12}
A
B
1 3
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dernrngs-ons zna pull-ofis are indicated with stur marks, just like in stendara
notation.  Our TAE &lso inciudes an "H” {or hah'n*ner-ons anct & "P” {or pul’-
offs. Thess are found just ebove the TAE.

Y Y Y " P A
gﬁj“ —
P P P P
— — — — H H H

tn
®
¢
@

Upward bends zre marked with upward arrows. Dowrward arrows zre uss<
to chiow & bend being released. £ nurnber zbove the ariow ind'cates how
far to benct (1 = & whole stex. 1/2 = & ha!f stex, etc). Remember that the
TAE wil' shiow the ret nurilzer on which your finges shizuld be placed. The
standard notation (;OTI'L-Z':‘.;OO'-'?‘:'S with the fret shiowm in the TAB. In the Tollow-
ing exempie you wil also find & tzp (T) and & slide (S and ~7). Alse, notice
that if more thar one note are played with one bend, they appear in paren-
thesss in the TAB. Sore notes are aciuaily representec by the arrows thern-
sedves, as in the sezond note of the triplet in this exempie.

1

N, ;3 :

e - -
10
.) e
1 1
1 TN s T
j’i / ‘]' 417
T 12 17 = {12) 1n il
l L] LI LE =3 \l‘; LA
A
n
[ =]
3 4 3 1

Iri the follawing exempts you will find several more symiols. The sign for
vibrato (" o), end the sigrs {or picking down (1) and the sian {or picx-
ing up (V).

Voy

.. VY mymoy M
AVAVAVAV

Ex==
R

i

MA M|y YV my My AN

«
«

UJL -
¢
¢
¢
&
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e Introducing The Scales Series

A Must For Every Improvising Guitarist

For guitarists of all styles, from rock to jazz. A thorough and
unique approach to learning and applying the scales and
modes to improvisation on the guitar. Whether you are
learning scales and modes for the first time, or just looking
for fresh ideas, these books are for you!

Each book includes:

» Plenty of exercises and licks in standard music notation
and TAB

» Examples in a variety of styles
» Loads of easy-to-read scale diagrams

» Lessons on breaking out of locked position playing
that teach you to solo freely throughout the range
of the fingerboard

» Chord progressions for practicing improvisation

» Practical suggestions for effective practice methods

» Basic theory lessons written in clear and simple language
which take the mystery out of improvising with scales and
modes once and for all!

A cassette tape demonstrating all the exercises and licks
is available for each book. Polish your improvisational skills
with each scale as you jam with the play-along examples.

MNATIONAL

GUITAR “
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Alfred Publishing Co., Inc. I!!ll!' |!IH|
16380 Roscoe Blvd. 0 1 7440 Q

P.O. Box 10003
Van Nuys, CA 91410-0003



