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This book is intended to accompany,
and perhaps clarify, some of the points
in the video.

In my own system, scales do not have
names or modes; they have symbols,
as | do not think of any scales as hav-
ing beginnings or endings. The names
given in the book are the closest that
could be derived from the symbols
that | use.

There are of course mind-boggling
numbers of scales (and chords that
come from them) that are not touched
upon in this book or video. | have tried
to outline what | would consider the
basic and most practical forms with
regard to improvising over chord
sequences.

This is simply a keyhole glimpse at the
way | have come to view harmony -
a purely personal way - and likely of
no use to others. Therefore, this

really is... “Just for the Curious”.

Allan Holdsworth



To most of us, Allan Holdsworth represents the true, unbridled, creative
spirit — always searching and exploring; constantly expanding the
boundaries and setting new limits, From his breathtaking legato solos to
his beautiful, orchestral solo guitar style (check out Zone on the included
recording) he always leaves us asking, “How did he do it; where did he
get those chords?”

In this book, Allan sets us on the right road, although the answers are
never easy and there is no quick fix, he reveals the basic simplicity and
logic of his approach; which is so often misunderstood when we try to
define it in terms of traditional music theory: triads, cycles of fourths,
etc. Those of you interested in looking at the guitar from a refreshingly
new perspective, Allan wrote this for you - “Just for the Curious."

Aaron Stang
Editor



Part |
cales for Improvising

In this section, Allan discusses the scales he finds most useful for improvisation. It is important that
once you become familiar with these scale fingerings that you begin to explore them for all of the
chords contained within each. You can do this by building chords from each scale tone.

In most respects Allan is self-taught. He began his exploration of scales by working out various
scale patterns and then experimenting with each of their permutations, discarding those with more
than four consecutive semi-tones (half-steps). He then analyzed the scales to find the chords con-
tained within them (more on Allan’s approach to harmony in Part Il).

The following scales will be covered in this section. Although there are many more scales than pre-
sented here, these are the most useful. The scales are named in relation to the chord forms and
chord tones they imply.

Seven Note Scales:

Scale #1) C Major/D Minor/G7

Scale #2) D Minor (maj7) - (D Melodic Minor)
Scale #3) A Miner [maj7,b6) - (A Harmonic Minor)
Scale #4) A Minor [maj7,#4) - (E Harmonic Major)
Scale #14) C Dominant (#9)

Added Tone “Jazz” Scales (Eight notes):
Scale #6) B* Jazz Major (add #5)

Scale #7) C Jazz Dominant (add 47}

Scale #8) B Jazz Minor (add *7)

Scale #9) A Jazz Minor (add »6)

Scale #11) D* Jazz Minor (add £11)

Added Tone “Jazz” Scales (Nine notes):
Scale #12) C Jazz Dominant [add 3 and §7)
Scale #13) C Jazz Maijor (add *3 and *6)

Symmetrical Scales:

Scale #5) G2 Diminished - 1/2,1,1/2,1,1/2,1, etc.
Scale #10) Symmetrical - 1/2,1/2,1 1/2,1/2,1, etc.
Scale #15) Whole Tone - 1,1,1,1,1,1, etc.



Scale #1: € major, D minor, G7

This first scale is C major, and it is most commonly used over C, Dm7 and G7. This is a seven note
scale and is often given seven different names, one for each starfing note. For example: ionian (C-C),
dorian (D-D), phrygian (E-E), lydian (FF), mixolydian (G-G), aeclian (A-A) and locrian (B-B). Although
he is very aware of each of its permutations, Allan finds it si mpler, and more to the point, to think of
this as one scale with seven possible tonal centers rather than seven different modes.

Allan usually thinks of this scale as being related to the Il chord (Dm9,6 in the key of C) - the chord
over which he most offen uses this scale.

This scale is built on the interval pattern: whole step, whole step, half step, whole step, whole step,
whole step, half step or 1-1-1/2-1-1-1-1/2. The C major scale contains the notes:
CDEFGABC.

LA = = [ & ] o ik
"y o O el
Scale tones: | 2 3 4 5 6 7 8

The three most common chords derived from this scale are: Cmaj7(6,9), Dm7(6,9,11), and
G7(9,11,13). (Available extensions are shown in parenthesis.)

Cmaj7(6,9) Dm7(6,9,11) G7(9,11,13)
ol D 0 : n r
A B * — A —
= AT oy ]
o 8 ¢ e b

Scale Diagram:




Example 1:

A good way 1o begin practicing scales is to play more than three notes per string. This first example

fransposes the major scale pattern to F major and uses a four note per string pattern that spans the
entire neck of the guitar.

e -)

Example 2:

“lan prefers to look at the fingerboard in its entirety rather than breaking it down into separate posi-

=75, This next example is only one of many that you should develop to break out of position playing
ona get comfortable with entire neck.

~= following pattern is played entirely in the key of C. It consists of a three note per string pattern
soved on siring-sefs 6-4, 5-3, 4-2, 3-1. Notice the finger stretches and large interval skips.

Freely | Accelerando)

:F_ _-_.-====i'====jp_. __!_l'r’P—Flgg E
_5 s_?._j_—"l 1 r" i 1
==sSsseess o ———

R 42
L w

I 4049

e e




Scale #2: D minor (maj7)

This is @ D minor (maj7) scale, also known as D melodic minor. This is a very commonly used scale in
jazz. It follows the interval pattern: 1-1/2-1-1-1-1-1/2, and contains the notes: DEF G AB C#D.

| 12 1 | 1 1 12
- e i i . i LN ra L% F k% E —
I 5 o 5 il . il - Fad Y il 5 .l . 1
2 7 < ra x z < - v ~ o ¥ e 1
Fe [ 8 ] . i |
LA © [ ] —
o) L8 ]
Scale wones; 1 2 »3 4 5 H £7 B

Some of the more common chords derived from this scale are: Dm(6,£7), A7(%,11,85), G7(9,%11), and
Ci7(49,49,45,b5). (Available extensions are shown in parenthesis.)

Dm(6,§7) AT(9, 11,85 G7(9.811) C#(b5.69)
A f Dilacen fn_ 5 .
A . ‘It'lr # 3 :#\ g s B —“‘
L \3 L\ 1
L] . ¥ ™ 2 e O
ow =

Scale Diagram:

o#iolo




Scale #3: A minor (maj7, /6)

Allan refers to this scale as A minor (maj7,*6). You can see at this point that Allan names scales by
their interval relationships. This scale is often called A harmonic minor. It is built on the interval
sequence: 1-1/2-1-1-1/2-1and 1/2-1/2, and contains the notes: AB C D E F Gt A.

1 12 1 | 1 1-12 12
3 Ry T SO0, S e e e e Y
{T:“F (8] == o e =
)
Scale tones: 1 2 p3 4 5 be 8 8

Some of the more common chords derived from this scale are: Am9(#7) and E7(+9,¢5). [(Available
extensions are shown in parenthesis)

Am2(dn E7ib9, 85)
A A
Ly
F .l "
I {am o
ALY o
. < e

Scale Diagram:




Scale #4: A minor (maj7, {4)

Allan refers to this scale as A minor (maj7, £4). It is also sometimes referred to as an E harmonic major
scale (because of the m3rd from C to D4). It is built on the interval sequence: 1-1/2-1and 1/2-1/2-1-1-1/2,
and contains the notes: AB C D! E FE Gt A. Notice that this is a melodic minor scale with a raised 4th.

| 12 1-112 12 | | G 12
: /N AR N R S S Ny
LBV — @ - =
.
Scale tones: 1 2 b3 14 5 6 k7 8

Some of the more common chords derived from this scale are: Am9(¢7), Emaj?(#11,6,9) and B7(*9,13).
(Available extensions are shown in parenthesis.)

Am?(47) B7(b9.13) Emaj?
fal Fal #n fal -
:#\ [ . | o 19
b A - LA i -
B 8 e " .

Scale Diagram:

LK.

see oo




Example 3:

Many jozz players use scales like these to improvise over altered and/or extended chords (like those
shown on the previous page). However, Allan often uses these scales to derive his own unique chords,
around which he often writes whole compositions. The chords he derives from these scales defy tradi-
tional chord symbol notation.

This example shows how Allen used chords derived from the minor (maj7,#4) scale for an E pedal sec-
tion from the tune “letters of Marque.” The chords have been numbered for easy reference.

| 2 | 3 4 5 V] 7
; ~

i T R
W SN N S S o=y
| .Y Lad 1 b1}
tLiiH bl
¢ = == o =,

U:_— o 1 ‘?; T h"m:____-{
7 3 ' —
A 4 & 11 8
g W ins vor 0

Example 3A:

Here, the scale diagram for A minor{maj7,#4) has been transposed to E.

Scale Diagram:

e
b e
rere
o o

11

oo oo

Example 3B:

This example shows how the chords in Example 3 are derived from patterns found within the E
minor(maj7,#11) scale. Notice how similar all of the voicings are. Essentially, the idea is to find a
chord voicing you like and then sequence all the notes in that chord voicing up (or down) to the next
note in the scale. [More on this in Part Il.)

Chord Voicings: v 6 5 4 < 2




Scale #5: G/ (A’) diminished

The diminished scale is built on a symmetrical intervol pattern: 1-1/2-1-1/2-1-1/2-1-1/2. Because of
their symmetrical nature, there are only three different diminished scales:
1) G# (which contains the same notes as B, D, and F

diminished),
2) A (which contains the same notes as C, Eb, and Gb
diminished),
3) Bb |which contains the same notes as Db, E, and G
diminished).
Gf Diminished: 1 17 1 12 ! 12 I 1”2
y PP 7 S S Y. WA M (0 A A T AL 5 PR 7 LA
==
A Diminished:
4 S 70 o b0 fo =
% — o ¥ e o
e
BP Diminished:
A | ] L_,;_ |)n ho b= bﬂ.
L - - o F{-L SJALY 1
'!-JU

The most common usage for a diminished scale is not over a diminished chord but rather over an
altered dominant chord. For example: G7(#9) contains all of the notes of a G#dim7 chord:

G7(b9) Gidim7

e

s
b2

=

[ % ]

FE R

Ulu-ﬂ &%;
i
@ | peee o | n‘h: ‘3_




Another way to look at this would be to take the G# diminished scale and rearrange all of its notes in
3rds beginning on G. The result is a G13(¥9,#11) chord:

3 o gn Lu:l ﬂﬂ g
&—- S =
J 1 3 5 b7 b9 §9 f1 13
G# Diminished Fingering:

00— 0@ @00 0@

@ ® & o & o 0 o 0 o

B an & o © oo o 0o o0

e e e oo o0 o0

IS o & O o o0 ¢

e oo oo oo oo

M1 v Vil X X XV

Example 4:

Inside of all of these scales are hidden chord patterns. This next example is drawn from the G#
diminished pattern.

= b i 4; AEE hh 5
P ’F i i  ia

=
yngngnogn
Hdhtice
P51




Scale #6: B’ Jazz Major (/5)

his is the first of our “jozz” scales. The jozz scales contain added notes that work well as color tones.
The most common added notes are the *3, »5, #5, and b7.

This scale is a major scale with an added ¢5. It is built on the interval sequence: 1-1-1/2-1-1/2-1/2-1-1/2,
and contains the notes: BPC DE*F F§ G A Bb,

12 17 n
A N | = o o © bo
I = P 710 e
&—>o o
=
2 3 4 5 Bs

Besides working over any of the diatonic chords from the harmonized major scale, this scale would
also work well over B'maj7(#5) - also known as D/B*, and F7(*9).

Rl;»mnj?fhz F7(b9)
i S .
. (on? 0 . (o] 3
LT M \‘x'l1.l [ % ]
Y o

Scale Diagram:




It is very important that you explore these scales thoroughly and search out different uses for each. For
example, if you examine this scale closely you will see that this pattern contains within it, Scales 3 and
4, each with one added tone: G minor (maj7,»6) with an added »7th and E* minor (maj7,#4) with an
added maj 3rd.

5 minor (majZ,?6) with an added *7th:

oo 0 00 O
9 @ ].; ..:..'
o o0 0o o0
® I. ;.!.. ..‘.._
.J.l. I.. i ]

111 Vv VIl IX

E» minor (maj7,#4) with an added maj 3rd:

1| v VI IX X1 XV XVII
Added maj 3rd



Another important step is to examine each scale for the chords it contains. This will give you a further
insight into the possible applications of each scale. For example, Scale 6, B major (25), contains the

following triads: F, Gm, Am(*5), B*, Cm(>5), Cm, Dm, D, E*m, and EP.

5° major (85):

Gm Am(5)Bb Cm Dm Eb F

Cm(®5) D E’m

ETE T T
P
: 2
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i
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Scale #7: € Jazz Dominant (add '7)

This is an eight note scale, not to be confused with the standard seven note C7 (mixolydian) scale. This
“iazz" dominant scale contains both the §7th and 7th scale degrees. This scale is built on the pattern:
1-1-1/2-1-1-1/2-1/2-1/2. Notice that this scale can be viewed as either a C major scale with an
added 7 or a C mixolydian scale with and added 57th.

A ]
& 7 “‘\6:”__ e '_7'1’“ _f\h»—qa—__ |
B o O
Scale tones: | 2 3 4 5 6 »7 7 g
Scale Diagram:
e e e e e O 00 0 0 6 6 e
e e e e e e ee o oo o
o000 © o666 © o000 o
oe® © e 000 © o606 o oo
o® © 00 o © 0600 o oo
e e eee o oo o o000
Jmn Vv Vil IX X1l XV XVII




Scale #8: B Jazz Minor (add *7)

The jazz minor (add #7), like the jazz dominant, contains both the *7th and 57th scale degrees. Each
of the “jazz" minor scales is the same as a melodic minor (Scale #2) with one added note. In this case
the added note is the b7th. This scale is built on the interval sequence: 1-1/2-1-1-1-1/2-1/2-1/2. The
B jazz minor scale contains the notes: B C# D E F# G# A A% B. This scale can also be thought of as a
dorian scale with an added 87th.

4 : L NIRRT N N W - 2 7 P IR il
_— . e e e e )
6 ——r s T e — — e o fo s
- = ﬁt} — O ' m— . R
SCA mes: | 2 "3 4 3 6 "7 7 8
Scale Diagram:
e 0000 00 0 0 0000
e o e o000 00 o o
_.._l..,...! 2 o o o o o o o o o
o @ 00 00 00 0 06 0 0e
oo 060 6 6 00600 o0 o
0 0 00 o o o © 9 0 0 0
111 Vv VII IX XII XV XVl




Scale #9: A Jazz Minor (add /6)

The jazz minor (add *¢), like the jazz minor (add *7) scale, is a melodic minor scale with one added
note. In this scale the added note is the *6th. The rest of the scale is the same as a melodic minor
scale. This scale is built on the interval sequence: 1-1/2-1-1-1/2-1/2-1-1/2. The A minor {add )
scale contains the notes: AB C D E F F# GF A This scale can also be thought of as an aeoclian

scale (pure minor) with an added ¢7th.

1 172 1 ! 12 112 I 112
Tl e W SRS P o S R R R T

a2l P “ P ——=
o —= o i o = il = |
el
e
Scale wones: 1 2 3 4 5 b 6 7 8

Scale Diagram:

* 00 00 00
.l oo 0

e e o—r—; |
. Lo ‘o 4———-0' .
>4 o o ﬂ

. .——.—. o
XII XV XVII




Scale #10: Symmetrical

This next scale is a perfectly symmetrical scale built on the interval sequence of two half steps and a
whole step: 1/2-1/2-1-1/2-1/2-1-1/2-1/2-1 efc. Because of the ambiguous quality of this scale,
Allan often uses it as a transitional scale while modulating.

Because of its symmetrical nature, it is very difficult to say what key this scale belongs to (like a dimin-
ished chord in which any of its notes can be considered the root]. Notice that contained within the
scale are many chords, like C, Cm, E, Em, G, Gm, A* and A’m:




Em

G

APm

AP

e oo
& | | l..
o000




Scale #11: D’ Jazz Minor (add #11)

(No Recorded Examples)

This is another eight note “jazz” minor scale. It is a D* melodic minor scale with an added #11th.

When played from its 7th degree, the Db melodic minor scale becomes C altered dominant. Likewise, the
Db jazz minor (#11) scale can be centered around its 7th degree giving us C altered dominant {add §5).
This scale contains the notes: C D* Eb E F# G Ab Bk and C, and is built on the interval sequence:
1/2-1-1/2-1-1/2-1/2-1-1,

A 12 | Tr) | 12 12 | = | =
o . . . ™ 7 .Y > = > < —  CeSm— T —
4 5 ra v o - i -~ b Y [ 8]
_@,_ ¥ 1 P U o JEY e
1 s B bl ] -
e o 7o e y ik L
Scale tones: | b2 b3 3 §4/bs 5 §5/06 57 8
(»9) (89) (k11)

Scale Diagram:
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Scale #12: € Jazz Dominant (add '3 &7)

(No Recorded Examples)

This scale pattern is very effective when improvising over dominant 7th chords. This scale, like all of
the “jazz” scales contains added tones which work well as passing tones and/or altered tones over the

basic chord change.

Each of the previous “jazz” scales contained one added tone, making them eight, rather than seven,
note scales. The Jozz Dominant (add *3 and 7) scale is a major scale with an added b3 and #7, mak-
ing it @ nine note scale. The C Jazz Dominant (add *3) contains the notes: CD E*E F G A Bk B and C,

and is built on the interval sequence: 1-1/2-1/2-1/2-1-1-1/2-1/2-1/2.

| 12 12 112 | 1 172 172 12
G = 7 = . s, A e mEr < >— i, 23 DR —r. e ]
y i Z o 7 o— o — e be T X ]
LN he | P — 3 — ent = ]
r o (4 L
Scale tones: 1 2 3 3 B 5 f B7 7 ]

Scale Diagram:




Scale #13: € Jazz Major (add '3 & /6)

(No Recorded Examples)

Here is another nine note scale. This time, the added tones are the b3 and 6. Because this scale con-
tains no *7 its sound is major rather than dominant. The *6 is a common passing fone over a major
chord and the 3 will add a bluesy effect.

The C Jazz Major (add #3) contains the notes: C D E* EF G A» AB and C. It's interval sequence is:
1-1/2-1/21/2-1-1 /21 /2-1-1.

2 | 112 12 12 | 112 172 1 = |
F— v T  m—. yd . e = —
é 4 7 - e T e — — (8]
, I 4 % 0 = % ] e
r < [ ] AW - |
. e o t o HB
Scale tones: | 2 b3 3 4 5 b6 6 7 8

Scale Diagram:

YT




Scale #14: € Dominant (9)

(No Recorded Examples)
This scale is essentially a C mixolydian scale with a #9 (Df) replacing the @th (D). The min 3rd interval
setween the root and the raised 9th accentuates the bluesy effect of this added tone.

The C Dominant (#9) scale contains the notes: C D! E F G A B and C and is built on the interval
sequence: | and 1/2-1/2-1/2-1-1-1/2-1.

. 1-112 3 A 2 ool il 7] = e
é - \‘ r/ \1 .r/ o — ’/ ™ = . o, - '/ - Ipa i .~ o It
— e B oo
§2r49 3 4 5 6 b7 8
== Dsogram:
e e o0 o oo 0 O o0
Jo e 00l 0 ol o oo 0
; e e & e e e e oo o
0o 0o o 00 o R an an e =
e o oo 0o o o0 o o
e o ‘o0 o 000 ‘o oo
I11 Vv Vil IX XI1 XV XVl
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Scale #15: The Whole Tone Scale

(No Recorded Examples)

The whole tone scale is built entirely on whole steps. It contains only six notes within the octave, for
example: F G AB C# D# and F. The whole tone scale is lacking three of the most important intervals,
the perfect fifth, the perfect fourth and the minor second. All the scale steps are equal (whole steps)
and since there is no minor second the scale lacks a “leading tone.” Because of this, the scale is very
ambiguous and all notes in the scale are equal, any could be considered the root.

There are only two whole tone scales, each being a half step apart from the other.

| | 1 1 I 1
f = et I, 2o T i o, Sy e
o ol o & "™ i T o e sl N . T el
> < ra < > ~ o Fﬂ Rl
s [ & ]
35 O o— ~
"

Scale tones: Since all tones are equal, there is no reason to number them.

The Whole Tone Scale:

o o o & & & & & ®
. :.__.._-_'..._.__.__ _.__ | &

@

@

1 1P ol 0 el P el Pl P Bl PR el P
il '@ —0o —0o—0 —0 —0 &
\Y VII IX XII XV XVl

I
Two Common Fingerings for the Whole Tone Scale:

‘ 58 7 S N 1l PP

+O+—O+— O T— ]
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Rather than using standard chord voicings, each chord can be viewed as being a member of a “family”,
the family name being the name of the scale from which that chord is derived. Any grouping of notes
from that family can be substituted for the standard chord voicings [depending, of course, on your own
taste and the context in which they are used). For example, if the harmony calls for an Emaj7, rather
than playing a standard chord veicing (E G# B D¥), various combinations of notes, all drawn from the E
major scale may be used. Allan tends to play these chords in a very melodic fashion, connecting the
voicings with single note lines and arpeggios. Also, the voicings that he derives often contain 2nds,

4ths and Sths, making them very ambiguous and not easily discernible as standard major or minor
-hord types.

Example 6:

Here, Allan demonstrates some voicings drawn from an E major scale. Note that, except for the last
-hord (Emaj7), each of these voicings are derived from one basic interval shape which is then
sequenced throughout the major scale. Each chord is numbered for easy reference.

- Chord Shapes:

27

I 6 3 2 5 4
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28 Chords and Harmen

Before confinuing, let’s take a deeper look at this concept of harmonizing the notes of a scale to form
new chordal sounds

Coming up with new harmonizations is not as complicated as it might sound. The idea is fo take a
scale and find an intervallic grouping you find interesting. Then take that voicing and move each note
in the chord up [or down) to the next note in the scale, finding other related chords that work well
together Because you are always using the same basic chord shape, all of the chord voicings derived
from that shape will be related and there will be an automatic voice leading from chord to chord. This
means these new sounds will “make sense” to the ear. This concept is not that different from the stan-
dard harmonized major scale.

Example 6A:

This example shows a C major scale. The 4-note voicing shown at the 1st fret is a standard G7 chord.
By moving each note in that chord up to the next scale tone we arrive at Am7, up again and we get
Bm7(*5), etc. This is the basis of our standard system of harmony.

Harmonized C Major Scale:

G7 Am7 Bm7(5) Cmaj7 Dm7  Em7 Fmaj’

1 . 1
L

Example 6B:

Now apply the same concept of harmonization shown in Example 6A to a less traditional chord voicing
(the same basic shapes shown in Example 6 in the key of E). As you can see, because we are using
one basic chord shape, all of the chord voicings derived from that shape are related and voice-lead
perfectly to one-another.

C Major Scale with New Harmonization:
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Example 7:

This example illustrates voicings that can be played over Dm7 type chords. All of the voicings are
drawn from the D dorian (C major] scale. Note that all of the voicings in the first three measures are
derived from one intervallic shape that has been harmonized across the neck. Note also that these
chords are derived from the same parent scale as Example 6A (major) but with a different interval

shape. Measures 3 - 6 have a more traditional sound because of the use of 3rds followed by a Dm9
chord.

=asic Chord Shapes:
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Example 8:

This example uses notes from the same “family” (major) as Examples 6 and 7, but here the focus is on
creating C major sounds. Note again, that most of the chords are derived from one infervallic shape
that has been harmonized across the neck (see the basic chord shapes).

Basic Chord Shapes:
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Example 9:

This example is derived from chords built on Scale 4 - Minor (maj7, #4). The tonal center is F, so the
scale being used is F minor (maj7 #4). Remember, this scale is essentially an F melodic minor scale
with a #4/55. You may want to go back and review the Scale 4 fingerings and then transpose them fo
F before continuing.

-=sic Chord Shapes:
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Example 10:

Here is yet another example of possible voicings from the F minor[maj7,$4) scale. Note that, with the
exception of voicing #4, all chords are derived from the same interval stack.

Basic Chord Shapes:

1 = 5 7
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Example 11:

This example, like Examples @ and 10 is derived from Scale 4, only this time with D as the tonal center.
This example shows us yet another set of voicings derived from this scale. As you can see, the possibil-
ves are endless. Note: The “G” on the last beat is the only note not in the D minor(maj7,#4) scale.

- Chord Shapes:
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Example 12:

Like Example 11, this example is also derived from D minor (maj7, #4), only here the chord voicings
are centered around C# (D) giving us an augmented dominant flavor (C#7(45)).

Freely

| B
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Scales with Chord Voicings

(No Recorded Examples)

~ere are chord charts showing some other possible voicings for the first five scales. If you combine
~ese with the voicings already demonstrated, you will see that the possibilities are endless. Experiment
~ith your own voicings. When you find one you like, harmonize it throughout the rest of the scale as
snown in these following examples.

Scale 1 w/Chords:

“ompare these voicings to those shown in Examples 6, 7 and 8, all of which were drawn from the
major scale.

L8 ]

|1y
|
|
y
-

€ e

‘ajor, D minor, G7 Dominant:

$

- = oy ©» I—
Eilam i [ & ] T
e Fa E— — =
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=
>
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>
<
o
=<
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Scale 3 w/Chords:

Scale 4 w/Chords:

Compare these voicings to those discussed in Examples 3, 9, 10 and 11.

[ ]

¢
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Scale 5 w/Chords:

Compare these voicings to those discussed in Example 4.

- e e 5 ——
z e —Hor —————— —e—e
P =

4:) diminished:
B diminished)
D diminished)
F diminished)
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Allan prefers to use different voicings for each tune, giving each song an element that is found in
that song alone and is not found consistently in all the others. This gives each song a separate
“color,” rather than using your favorite voicings in every fune.

This song is based on very wide, open-voiced chords as shown in the following example.
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Example 5

Here are two examples of the basic changes to The Things You See.

Example 5A:
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GUITAR TAB GLOSSARY

TABLATURE EXPLANATION

READING TABLATURE: Tablature ilusirates the six sirings of e guitar. Nates — UMISON
and chords are indicated by the pl 1t af fret numbers on & given stringis). ——b———7 DEND: Play
o baoth notes
4 (f . : ; and
@..—.-;1 li— e . — immediately
= 4 i == = s
2 = e [0, A
- - the same pitch
T [ -4 - as tha higher
E ——— — $ - - $ nobe
~ == ’ -
fwveng (D), W Fors :'-.8:::: AT Ot € Conend A rprgguems
BENDING NOTES
¢ "0 HALF STEP; Play PREBEND
the note and (Ghost Bend):
bend siring one Band to the
p half step.* specified note,
y—are——— betore the string BENDS
is picked. INVOLVING
M MORE
_‘a—“—"' THAN ONE
STRING:
Piay the
nobe and
bend siring
while playing an additonal note (or
WHOLE STEP: PREBEND AND nokes) on another swing(s). Upon
Play the note and RELEASE: Bend rmm"m
bend string one the siring. play it, RIGAN NCMN. GRLising criging
whole slep. then reieasa o nate to sound alone
the original note.
:'{n
— WHOLE STEP REVERSE BEND: I
. AND A HALF: Piay the already-
Piay the nole and bent siring, then
-:il-‘.l bend siring & immediately drop
¥ 3~ ] wholestepand it down bo the
A————1 ahait trened no,
Hi———

*& nalt step o5 the smalest interval in
Wesierm music, il is equal 1o one fret
& whole step equals two frets.

BEND AND
RELEASE:
Play the note
and gradually
bénd o the

faxt pitch,

then release
10 the orginal
nate. Oy the first nate is aftacked

SPECIFIED
INTERVAL:
The pilchola
noke or chord
I8 lowered 1o
8 specified
interval and
than may or
may not
returm to the onginal pitch. The
activity ol the tremolo bar is
graphically represented by peaks
and valleys.
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INTERVAL:
Thae pitch of

chard is
Howered o an

bz

The first tab
numbar & frefed,

£

then the pick

hand produces

the harmonic by

using a finger o
lightly touch the
sama string al the second tab
numbar (in parenthesis) and is hen
plchad by another finger.

A nobe is

indicated by
the @b, then
the pick
hand
produces the harmonic by
squeazing tha peck firmiy while using
the ip of the index fnger in the pick
afack ¥ pamnihesis are lound
arownd the refied note, it doss not
sound. No parenthesis means both
the tretiad nole and A H. are heard
simultaneoysty.

**By Kann Chipkin and Asron Slang



RHYTHM SLASHES

Very often

single NOtes ane INCorporated inko
a riwythm part. The note name is
indicated above the rhyinm slash
with a fret number and a siring

indscation.

ARTICULATIONS
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LEFT HAND
HAMMER:

Hammar on
the first note
played on

each siring
weith the left

PULL OFF:

Piay migher note,
then “pull off” 10
e note with
wromer Soger
D o Y9 ~0fm
3 ETmCwe

FRET-
BOARD
TAPPING:
“Tap™
onto the
riote
indicated

by + with

a finger of the pick hand, then pull

ot 1o the following nate hekd by the

fret hand.
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PICKING: The
note or Notes
are picked as
fast as possible

with added

[ = ) or upstroke (

| JIRE TS o ERO,
ii I IDO"H
AND

UPSTROKES:
Notes or
chords are 1o
b playad with
oither a
dowrstroke

v ) ol the pick.

VIBRATC: The
pitch ol a note
is variad by a

of the iret hand
finges, wrisl,
and lorsanm.
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