Diatonic Melodies

MODES AND DIATONIC CHORDS OF THE MAJOR SCALE

EXAMPLE 1 | Major scale and relative minor scale, possible seventh chords, functions and modes

Cmai
p Cmajor
A =
) ~ = L 2 =
J e [4 e
[ I I v v VI Vil
N%
9 A minor (natural) . . .
oJ
[ I I v v Vi Vil
CHORD FUNCTION MobEe CHORD @ UPPER TENSIONS
ca’/ | A7 lonian (major)
A -
A ) — @
) T — >
J o e ® = &
1 3 5 7 9 1M 13
D-7 -7 Dorian
A ._. o
A P o B 7z
[ £ Y Py (] v (]
\V - (] v (&)
Q) O o b o
1 3 5 7 9 M 13
-7 -7 i
E 1l Phrygian -
A o 2
)7 A I~ = (] =
Y .1 S, = y ) < = &
& : S —
oJ
1 3 5 7 9 M 13
7 7 :
FA VA Lydian . ®
A . o —
)7 A Py (] A (]
y . Py (] v (]
[ £ Y - (] v (&)
\V (&) el (&)
oJ
1 3 5 7 9 M 13
G7 V7 Mixolydian R
o) 5 ) ., ® - —
7. s e i— ————
%) 3 c—® = ——
oJ
1 3 5 7 9 M 13
A-7 VI-7 Aeolian (natural minor) o X
- =
A 0 s 0O G 17) - —
)7 A Py (] v (]
y . - (] v (&)
[ £ Y (&) el (&)
\V
o | =7 (as minor tonic)
1 3 5 7 9 M 13
B9 VIl 2 Locrian
o _ e £
4 s ———g——® T —
A = = & A
[ £ Y — e (]
\;_)V (]
%] H : k2
12 (of A minor tonic) 13 5 7 9 1M 13
Notes marked with an “x” are notes that need to resolve.
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Diatonic Melodies

FORMS OF MINOR SCALES

Other than its relative major scale the natural (or pure) minor scale lacks a major seventh.
That means, in a harmonic context you cannot build a dominant seventh chord on the V
- the result is a minor seventh chord. So, early in the history of European music composers
altered the minor scale and used a major seventh instead of a minor seventh. For obvious
reasons this scale is called “harmonic minor” and the famous V7+9 chord originally was
derived from this scale. Since the resulting augmented second between the (minor) sixth
and the major seventh was found aesthetically unpleasing, the sixth eventually was
altered, too. This scale is known as “melodic minor”.

In traditional European music the direction in which a melodic line evolved did matter:
upward motion required melodic minor, downward motion natural minor. In modern jazz,

however, this distinction is not made.

ExAMPLE 1 | Natural minor (also pure or relative minor), Aeolian mode

o}
)7 A
V
[ 70 =Y (&) =Y
3 2 ey
= z 4 =) =
EXAMPLE 2 | Harmonic minor
A7 A7
o)
)7 A
V
[ 7.0 P 2P 2 (#\ ~
\‘Q_)I z & (] E. A A\ JAC4 2 =) )
= z < =) =
ExamPLE 3 | Traditional melodic minor (ascending and descending)
A6 A7 b7 56
o)
g
V 4t
[ a0 m o (&) - I
QQ_)I - & H (&) "= A gl (&) =) 7 =
© o < =
EXAMPLE 4 | Real melodic minor (jazz minor)
A A6 A7 same descending
g
£\
[ a0 I o (&) (#\ ~
QQ_)I - ) H (] = A\ JA (L& & 7 =
& o < =
EXAMPLE 5 | Scale from 5t degree of A harmonic minor, also known as HM5 mode
E7 b9 (V 7 b9 )
o)
g =Y (&)
V 4t = 77 o
[ a0 * (&) =
A1V & (&) L
o
EXAMPLE 6 | Resolution of a V769 chord to I-7 tonic
E779 A-7
o)
)’ A
Wt y
[ 70 ¥ _ O PO
Y #< S
o © S
&)
7
[0
o
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Diatonic Melodies

MODES, CHORDS AND TENSIONS OF THE HARMONIC MINOR SCALE

Try substituting the minor modes for the major modes, for example, use Dorian#11 in place
of Dorian. Experiment!

C harmonic minor

C-A7
o b & A o
I p—) " ) , p—
il NN > 7 @ y . 7 @
7~ W —_ [£e e —— 61—
J =
9 1M b3
D Locrian 13 D%
obe = 2 g et
)b ——— = pa o6 )
7 51 & {es 5 1@ 7]
P ) 5 @ 2]
g o *® 7
1 13
Eb lonian #5 Eba7 #5
o o & 2 = A o < 2
- o7 @+ ) - p— : ——®
hal OO/ ) [ B Y e e —
" D———»—© o — o
Ny}
9 13
F Dorian #11 F-7
e 2 Py
e o222, ] e 2
s i . pS— — 7)
a y g @ 7]
7 51 {es P 2]
P—p H)—m—e i 2]
Ny}
9 M 13
G Phrygian, major 34 (HM5
8 jor 31 ( )a - G7b9b13 -
- = x ®
Qo ¢ 2 = — — p ) ., ® - —
":|I', - — I]Tl ‘_IE_G_._G_- = |- & =
/b7y ®& o o o 42
Y}
b9 b13
Ab Lydian #9 AbA7 #9
o P B Q p—
il NN - o7 @ y . g —®
by e o ® ® . 8 2 ° , o %°
T _ ' A~ 4 _ A4
o ehj‘ < = <
9 11 13
B diminished B°7
- 0 A
)b — e — A = !—._._
= [ 470 Y P o B [#)
—'Lb—b—ﬂ'@—.l NSV P S— R 7]
e ha‘ & ©

b9 b11 b13
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Diatonic Melodies

MODES, CHORDS AND TENSIONS OF THE JAZZ (MELODIC) MINOR SCALE

Cjazz minor (melodic minor) C-A7
ke b & A , Lo
o o 70 @1 7 , —— 0 —
Al LY o 7 @ i y 8 P =] o ®
7 L | (&) b 1’ " — W
V1 ANV '_e_re—q'. : = <
J & <
9 N 13
D Dorian b2 D-7
. yhote = 2 4 e o
s o e — i A e S — —
(7S 5 [0 H® 5T 2)
) ANV, P 7 1
DI (7
9 M 13
Eb Lydian #5 - Eba7#3 *
heg o ® 2 = A _ he =
co| 5 7 WO 1 Y , p—) PN
) [ B V L = ny =
7 531 (7S = qrﬂ'e—- p—
[y}
9 M 13
F Lydian b7 F7411
e £ o
o) = rh’e—h" e 2 = — Q [ B—— 7 M— h'_ —
o ' y . I hg o ® T [2)
7 51 (7S o> 7o 7@ 51 2)
2 )—7 @ i 1
e
9 #11 13
G Mixolydian b13
. 2 & G79b13 N .
he o ® 2 = — — A - O - h‘ -  —
o) T o W@ ) 4 - & — -S—
y Coy y 8 — . — P
7 L1 {is——1 P A
VD ANV G t =4
[y}
9 11 bH13
A Locrian §2 A9
= N -
co oo P —
T —Z— {rs P —) ——0——
P e @ D S —— —eo—4
9 1 bH13
B diminished whole-tone (altered) B7 b5b9b13
ko o A ®
5 — e — 2 — e
—’Lb—b_ﬂl'e_. Y S—— ® S—
b9 #9  H13
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Diatonic Melodies

APPROACH NOTES

BAsic ARPEGGIOS

ca’ C7 c-7
o}
)’ A | |
V. £ =) by~ 2=
’m ‘J 2 e 2 vV 1 2. v
ANV =) = =Y = by~ A
o = e =3 e = i
EXAMPLE 1 | Single chromatic approach from below
cA’/ approaching all chord tones cA’/ approaching 3rd only
o} —
)’ A | | L. 2P e ()
b 7 —— | Jie oo 7 2 ol O B R 7
ANV | | 6‘“"‘ | | | m s =Z 1 1 | m =
oJ ¥ o1 — ! n [ —_— i
ExAMPLE 2 | Single chromatic approach from above
cA’ approaching all chord tones ca’ approaching root only
’ — e 5 be |
[ 7] | | = VT oK [ %] | ot | v o VW (P -~ |
[ a0 / | i 9] = | | | / | | =~ = YA | A
ANV I ‘ = | | | | J L’;l = 1 | | e =
oJ Ve o =~ Ve o | —— k=
ExAamPLE 3 | Double chromatic approach from below
CA’ approachingall chord tones CA’ approaching 3 only
A , 22
i I . g Heg 7
V o he e (I o (WY g
D ,_#_,_e_tﬁz—e—tﬁj e e
o bi h-.' < T &G [ #' e
EXAMPLE 4 | Double chromatic approach from above
CA’  approaching all chord tones C7 approaching 5th only
A I I & b" o
A P o—9 o Hhe— 5 [~ —
(e r o — © T ———a
< = e
ExAMPLE 5 | Single scale approach from above
C7  approaching all chord tones C7  approaching 3rd er 5th
o) pu ® o o e
A [ —a—) bo —
[ 7.0 & =Y V= & = VvV
NSV, [ — e [ — S
.) [ 4 =y i =y 154
EXAMPLE 6 | Single scale approach from below
C7 (Mixolydian) approaching all chord tones C7 approaching 3rd s 7th
A o & b.a_
)’ | 1 1 | o (&)
@ e —— pobe = D L —
J by & * 7 s ® <
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Diatonic Melodies

ExAMPLE 7 | Double scale approach from above

C—7 (Dorian) approaching all chord tones

C—7 approaching 3" only

A | e o |
s‘é ———— = - i
'9' d _9_ v
ExAMPLE 8 | Double scale approach from below
C—7 (Dorian) approaching all chord tones C—7 approaching root @ 5th
o)
I](l | Ln‘ o L\n L\- o
D MV' bobe @ o—# —
Y Shw o e o bw ©
DIATONIC TRIADS
EXAMPLE 1 | Major scale triads
CA D- E- FA GA A- B°
h 2
g o (&) =Y e
V 4t =) [#] o e (&) =) el
[ a0 =) o o = o =) e (&) e
ANIY =) el (&) o e (&) e
O Z =
EXAMPLE 2 | Inversions of triads
Root position 1stinversion 2nd inversion
A
iJ (o)
V.t (o) 2
[ 7.0 =Y =Y =Y
\\_\j -~ \=d . \=d \=d
J & = e
1 3 5 3 5 1 5 1 3
EXAMPLE 3 | Permutations of triads
o)
)’ A
V 4t
[ a0 =Y o =Y =) o =Y
ANV o = A =) =) = o e = =) = =Y
J & - = = 7 e = = e =
1 3 5 1 5 3 3 1 5 3 5 1 5 1 3 5 3 1
As upper structures — diatonic or non-diatonic — all 5 types of triads (major, minor, aug-
mented, diminished and sus4), may also be permutated.
A major minor augmented diminished sus4
A .
D—g—g—4g——h g O———]
oJ RS Yo RS v o o
EXAMPLE 4 | Permutations in a melodic context
B G7#5 c-7 79" pe  G7bo c-7  F7%0 F-7 Bb7
H | h — - P | I \ I ] , , ,
S € T | e — —— oio - o —] ——¢
@< — e "] e S AR e
Note: approaches may be applied to triads (see I'm Thinking and Chin Up)
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Diatonic Melodies

TRIADS FROM CHORD SCALES

Bb major, lonian

Bb minor, Aeolian

H | [
Y D 1 D by
EESSSS=SESsES S S SSSS
Bb Lydian Bb Lydian b7
$ =

iﬂg—q‘if

Q. L
e £+ 11

Bb Mixolydian

b

Bb Dorian
[

by |

Bb Dorian #11

Vpb;iiifi

Bb harmonic minor

o W
)’ A

=13

T N 2
s

D

A\ I8
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Diatonic Melodies

RANDOM DIATONIC INTERVALS

One complete chorus as a study in random diatonic intervals.

F7

Cc-7

G7

D-7

F7

Cc-7

G7

Bb

F7

G7

D-7

Ab7

Eb

Bb7

I

F7

c-7

G7

D-7

F7

c-7

1l

BbA/

F7

Cc-7

Ab7

Eb

Bb7

G7

D7

[ @)

3
F—1
r

[ @)

F7

F7

Cc-7

G7

D-7

F7

Cc-7

G7

Bb

F7

G7

D-7

Ab7

Eb
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Diatonic Melodies

CHIN UP
Mambo

Bb

Disc2

Bruce Gertz

Track 5

c7

D7

c7

D7

=

o

o)

Disc 3

Track 23

(%]

[ 7]

1/
| 4

)
4

D7

|
=
L4

=

Bb

F7

n <

c7

c7 D7
N

D7/F4 G-7

F

Bb

D7

A7

E—7

A7

. P
7

'I' #
|

e P

®:
—

i~y

-

c7

Cc7

G7

G7

21

c7

D7

c7

D7/F4 G-7

F

25

c7)

£
|

Bb

LET’S PLAY RHYTHM

34



Diatonic Melodies

CHIN UP
Mambo

Eb

Bruce Gertz

G7

D-7

A7

E-7

G7

D-7

A7

G7

D-7

A7

LY ‘

A7/Ct D-7 G7 E-7 A7 D-7 G7

?

C

9
A
o

£
|

:

{ YN

U 94

L1

P

Cc7

13
A
—

A7

E7

B-7

E7

17

G7

D-7

D7 G7

A-7

21 D7

1/
| 4

1/
| 4

D-7

A7
——

E-7

G7
*

-
1]
A

D-7

A7/Ct

C

D-7 G7)

(A7

o

U Y

LY

—_——
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Rhythmic Melodies

Bruce Gertz
Cc-7 F7
ina

G7
in

Bb
ppee ppo

F7

THE RHYTHM METHOD

Bb

4"2
Track 9
or
Disc 3

pe

BbA/
e
N by o) —

Track 24__A

8vb ad lib.

F7

Cc-7

G7

D-7

Ab7

EbA’

Bb7

F7

Cc-7

G7

D-7

F7

Cc-7

G7

Bb

s

1/
| 4

1/
| 4

peepe pop

e e

e e

Bb6

EbA’

Bb7

G7

D-7

D7

A-7

17

F7

c-7

c7

G-7

—

T

1/
|4

2

y

F7

c-7

G7

D-7

F7

Cc-7

G7

BbA/

1/

s

1/

pepe pp

e e

F7)

(C-7

Bb

Eba’

Bb7
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Rhythmic Melodies

THE RHYTHM METHOD

Eb

Bruce Gertz

Cc7

D7

Cc7

D7

FA/

s o o
9 9@

Py (o
[ £.. YA W]
ANV

Cc7

D7

Eb7

BbA’

F7

n <

c7

D7

>

-
B N A

c7

D7

Fé

BbA?

F7

D7

c7

c7

N

A7

il

D7

G7

1\

A

1N\

|
|
&
-

a7
v

a7

e

°
o—9o 9@

c7

~——

G7

D7

C7)

(G-7

BbA’

F7

IR

A
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Pentatonic Melodies

BASIC PENTATONIC SCALES

Cé Cc-7
9 .
oS o ) o . > ad .
Y e 4 ¢ - s *
1 2(9) 3 5 6(13) 1 1 »3 4(1) 5 w7 1
Cc-6 C(bo)
0
"(M I Py r J . Py I’). ot
DEEE 4 be - - L i -
1 2(9) »3 5 6 (13) 1 1 2 3 5 %6 (b13) 1
Cc9o Cc-6
f .
@ . R e
J e i o D@
1 »3 4(11) »5 57 1 1 »3 4(11) 5 6(13) 1
ce C-b6 (Hira*)
f
{rs ' . be .
Q) L 4 o Y [ J Ve
1 »3 4(11) b5 6(13) 1 1 2(9) »3 5 ¥6 (+13) 1
C- Phrygian (Kumoi *)
f
{rs ~ be .
DR b *
1 b2 (49) 4 5 %6 (b13) 1
* Kumoi and Hira are traditional japanese scales (or, more precisely, tunings).
PENTATONIC SCALES OVER CHORDS
CHORD INSIDE CHOICES
ca’ Cc | A- VI- G V E- -
o) s 2
7, o p—_—
Cﬂ\v —@ & — o ® | o & = — ;A
.) S _'_ . v — _‘_ ' v v
-
Ca7#1 C | A- VI- GV E- Ill- D Il B- VII-
— — o e —
D—¢ ——o " | o @~ ——o t — “
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Pentatonic Melodies

c-7 cC- I- Eb blll G- V- Bb bVII
A | o—®
y — e ——— b @t | S5, w @ be
D—1—6 f— r ) @ f— r ) L4 @ ‘_.—'—
J ' S o ? e —
(C-7 Dorian)
b— - F IV C-7 Phrygian (Kumoi)  C~7 Aeolian (Hira)
A -
7 — —@
3 5 i a—ot | '_l—“ln"_. '_i,.;”—-
) Y -
(C7 sus4)
C7 (Mixo) C | A- VI- G- V- Bb bVII D- F |
O 1 1 ‘c. 1 =
fs—>€ —— —— g ¥~ o’® P~ > ; P i
\Q)y © '.'. . ;'.' [4 . b-.""
C7alt. Gb bV Eb— bllI- C% lg Eb-6 blll-6
Q | :I»,\ | i—;:lr)!b‘. ! :I»,\cl'). 1 ! |
(o5—25 be @ ?® = b,brb'—ﬁm;ﬁ
(3] RS e o°® i
co Ab bVI F- V- C% g Eb-6 blll-6
o 1 1 I = 1 | |
y 4 | by | | | h e ® |
D blb'v - THMH be e — b
Ny} © b;b-.' L 4 L d
#9
C745 Co#5 ci? Gb bV Eb- blll-
A L L
"(\: H‘i‘?“ H“L‘}'_. ! ) o i LAI” | L-I’)rlb-'&
SRS == == =
c-A7  C-6 ES bl EWS bllbS C-6 1-6 G"6/Eb Vb6
A | | |
']( IH — _H-_-—'_L. r'_l_rl. =UE
(78 —e® o | — e — e ® o w®
c741 c | A- VI- Bb+ bVIIES D6 1Ib6
o 1 ﬂ : 1 1 8
@ Lv' E — o .—. —— o r ) m e E’
Ny} S o & Y o & bj‘ o @
(Lydian b7)
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Pentatonic Melodies

PENTATONIC EXERCISES

Play these exercises in all keys. Play them retrograde (backwards). Try starting every next
note in the sequence. Try different rhythms such as triplets, groupings or syncopations.

._-'

p——

N>

>

1]
L1l

L)

N
YT

]

3T

®

>

oL

be
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Track 14__A | [—

Pentatonic Melodies

Bb PENTA-RHYTHM

0 All the A sections are Bb7 Funk/Hip Hop (half-time feel).
Disc2. The B section is swing with chord changes. Bruce Gertz
Track 14

cl))risc 3 Funk <7

[e—

Q!

by
v

) o

AN

5
— [F—
| | I | | |
& e, L F o | L be = =
ANV ¢ I i 0 —o < —— @ 7y
) _| oy v

3
~
HEN e
‘ L I
'{
)
]
e J
a va =3
;"

1

I

Q@

Funk c7
25

/

ol
[

D)
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Pentatonic Melodies

Eb

PENTA-RHYTHM

All the A sections are Bb7 Funk/Hip Hop.

The B section is swing with chord changes. Bruce Gertz

Funk G7

A _# by

7 - i Y Py

y 8 (s i | — e F‘L.—)_ - -
{is—C i & i PO —< -y

\N\IV, ! I I — 1 € d

Ny} B [—

5

A 4 be . b

7 o———f » >y i .
y .8 i 7 I i —— ' b e e
{&5—— I ——=¢ -

D) - — —

G7

h‘ v
7|
& ey Ltﬁ% = =
\V | —— | | |
o ~ == ]
13 b
(s : 1 P :I'/" — —
NV | | |
J ' | K
swing D-7 G7 h c7
o
17 ) o 2 o £ o ;
hi o @e? oo PL- oPFF FiRey, 2@, — .
! I I L I @ o H:
:ﬁbﬁ — £ ' I i va v
Q) =)
A7 1 D7
2l b be # o #’2 £ o o
04 ! 2 L, e AT LePE L fe fe ,
| o o
b e - | — —
NV < —-— —
D) 3 |
Funk G7
25
)y E b .
/i (R e 5—5:,%. = =
ANV ! | - | | | - |
Y] o [— |‘|
29 b
9# h : o o b g
y .1 - b - -
A €— | < -
Q) | | | |
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Upper Structure Triads

ARPEGGIO STUDY WITH TENSIONS

After inverting each chord go the nearest available tension. Inversions may start an octave

lower.

ExAMPLE 8 | Inversion Formulas

CA7 81 1st inversion 2nd jnversion o
A ey @ ey @ by ®& —
)V i P P B P P - B D #¥
N = e = 2 b = ()
A\ = e = e = e
J &
9 11 13 9 11 13 11 13 9
3rd jnversion
A 4o
/ —
) S —
Ny} z i e
13 9 #11
CcC—7 1st inversion 2nd inversion o
) ! P e l Py b l v X o) e
V Iy ~ b h 2 v h (&)
[ fan ) 7 - P& . —pG —pG
SV Iy ~ e Iy ~ = =
d < 7° bo
9 1 13 9 1 13 mo o139
3rd jnversion
A .
/ . *
(& e
rY) bU &
13 9 M
D781 1st inversion 2nd inversion
o o
9 ._#'. =) .—#‘ [ ]
V 4t () 2 A Py
[ £anY m 2 m (] m o+ e
NV N7 N7 NI #%¥
Q) & b b 5 '6' [} hd
9 11 13 9 11 13 11 13 9
3rd jnversion
. e
{rs m ) &
NV N7
J v o7
13 9 #11
Adding approach notes to the chord tones can produce interesting melodies.
EXAMPLE 9 | Approach notes
CA7 M Cc7>949b13
smaa—— tg ™ mummm—— L | I""
T e b ThebE ]
[ fan | | | T D v | | T
SV J # il L I | E
[Y) o ° #
9 11 13 b9 $9 bH13
| 88
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Intervallic Melodies

EXAMPLE 8

T™P4 Im2 T™P4 IP5

2 = ; — | e
{2 ® 1 it i
#._‘—' " ° "
EXAMPLE 9 | Symmetric augmented scale
2P5 4m3 P5 4m3 y o G symmetric augmented scale (hexatonic)
o) 4o ® o — | 4o o
)’ | 1 ® 7nY # g P 9]
7o) R E——— i 7 — ——
ANV T LHg bl i b il
.) — [ J - m V&
v
EXAMPLE 10
Im2 TP4 Im2 I M3 b
) e ® fe ®h L
V 4t - - P ch P L\ Py i ==
[ fan) il ul @ oD@ T
ANIY
o)
EXAMPLE 11 | 7sus4 chords ascending in major thirds
7
A7sus4 C#7sus4 F7sus4 | A7sus4 |
A T 1 T 1T 1 pY L o
@ @
A —— o — — he o 1 #
—@—‘—. e P P ®
) - P H! p:d
LP4 1TP5 LP4 1P5
EXAMPLE 12 | Interlocking inverted seventh chords in ascending major seconds. The root of one chord becomes the
b7 of the next. This is called a “pivot tone.”
7 A7
A7 — ]
1
9 | . —; oo
r 2 R 4
TM64m3 L M3
Legend: T = up, L = down, m = minor, M = major, P = perfect
MEeLobic STubY OVER B SECTION CHANGES
Intervallic lines using 2"ds, 5ths, 4ths in the first 4 bars then moving to 6™s in the last 4 bars.
D7 A-7 D7 G7 D-7 G7
) - . | |
| ™| | | P | !
F‘:j I i = d = = i AY AI |'V‘I ]
YA
J < B s 3 7
c7 G-7 c7 F7 ce F7
o) b b | =~ |
)’ A | |l |
V 4t =) | | ] |
[ a0 = [ ] (&) | X&)
NV | !
J
111
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Appendix

Bruce Gertz

S
z
o
<
N
Z
@)
=
(a4
<
T
Ll
(a4

Track 9
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