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Biography
Louis Lee II

I was born in Philadelphia, Pennsylvania. My love and devotion for music evolved at a young
age and inspired me to play various instruments such as the drums, bass guitar, and lead guitar.

My family went on routine outings to listen to radio successful entertainment at the now historic,
Uptown Theater in Philadelphia Pennsylvania. This was a movie theater that was also used, one week
out of each month, as a venue for various artists to perform. Artist such as the Temptations, the Jackson
Five, James Brown, Smokey Robinson and the Miracles, Billy Paul, and other artists performed there.
The exposure to these performers at my early age was very profound and set the course for my lifelong
desire to become an outstanding, sought-after musician.

At the age of 8, I learned how to read music on the drums. At the age of 11 I learned how to read
music on the bass guitar and at the age of 13, I learned how to read music on the guitar.

My cousin, Eddy Gilreath, was a record promoter with Motown Records and he would take me
to New York, New Jersey, Detroit, Boston, and Washington D.C. as he promoted records at the radio
stations. I accompanied Eddy at the Apollo Theatre in New York, the Howard Theatre in Washington
D.C., the Latin Casino in New Jersey as well as a list of other first-class entertainment venues.

My cousin, who was 15 years older and played the bass guitar in a band got me the guitar position
in his band. I was fourteen at that time. I practiced 8 to 10 hours a day and learned the band’s entire
repertoire.

I was asked to substitute for Norman Harris, my former teacher, who was the guitarist for the
house band at the Uptown Theater. I performed so well that Kenny Gamble asked me to play the guitar
on Billy Paul’s album, 360 Degrees. Subsequently, I toured with Billy Paul in United States to Paris,
Amsterdam, Madrid, and Copenhagen. On my off time, I toured with Sister Sledge, Horace Silver,
Teddy Pendergrass, and the jazz fusion group Catalyst. Most recently, I have also performed in Las
Vegas with Macy Gray and with other artists.

Eventually, I decided to go to college and pursue a degree in music. I attended Los Angeles City
College where I received an Associate of Arts Degree. I transferred afterward to the University of
Southern California and received the first Ernie Freeman Memorial Scholarship. This was a full
academic scholarship and I was the first student to receive it from USC. I graduated Cum Laude with a
Bachelor's Degree in Jazz Studies; I continued and got my Master’s Degree in the Science of Education.

I have utilized my academic training, professional experiences, and devotion to the music
industry in numerous industries. Because of my passion for teaching, I created the cultural arts program
for the students at several school sites. The program was a catalyst to cultivate and develop academic
excellence in urban areas. It reduces the recidivism rate by offering a positive alternative to gangs,
drugs, truancy, teen pregnancy, graffiti, and destructive behavior.

I would be remiss if I did not acknowledge three very influential mentors, that profoundly
chiseled his guitar artistry, while I was a student at U.S.C. Lenny Breau, Joe Pass, and David Koontz,
they were very influential in mentoring my technique on the guitar as a Bebop solo chord melody
guitarist.
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I met Lenny Breau at U.S.C. when Lenny was lecturing the master guitar classes. Everyone was
completely in awe of Lenny’s performances and lectures. Most of the students were taking 2 or 3 hours
of private guitar lesson, from him. The lessons were not cheap!

As a full scholarship recipient, each year I received a financial allotment for on-campus work-
study/employment. During that particular year, I was a practice room monitor. However, since I
resided at the Shrine apartment, directly across the street from U.S.C., the convivence was very
accommodating and afforded me the ability to maximize my studies and practice time.

The practice rooms hours were 9:00 A.M. to 9: P.M., seven days a week. On one day, as I was
locking up the facility, Lenny was giving a private guitar lesson and asked if he could have an extra two
hours. I said yes! When he returned, at 11:00 P.M. to lock up, Lenny asked me why I had not signed up
for some private guitar lessons? I told Lenny he had a lot of homework, and I was extremely busy. Lenny
knew what the real reason was, I did not have the money. Therefore, Lenny said, “look, I am going to
give you a free guitar lesson”. Surprisingly, the lesson lasted from 11:00 P.M. to 3:00 A.M.

As they were leaving, Lenny asked me for my telephone number, I gave it to me, and we parted
ways. A month later, Lenny called me and said he needed a place to stay. He called him from a phone
booth, in downtown Los Angeles. I immediately drove my car and picked him up. Lenny lived with me
for nine months until his demise. The experience was akin to living with a god.

As a music major, I was able to analyze some of Lenny’s solo playing, approach, and chord
melodies style. I was amazed by the intellectual and theoretical knowledge that Lenny possessed.

With Lenny’s untimely demise, I was honored to be asked to perform with legendary guitarists
and musicians at Lenny Breau’s memorial service, at Club Donte’s, in Studio City California. The roster
was as follows: Guitarist Mundell Low and Bill Berry with Marty Harris, Monty Budwig and Dick Berk,
John Collins and Al Viola with Mary Harris, Monty Budwig and Shelly Manne, Herb Ellis with Ross
Tompkins, Andy Simpkins and Ted Hawke, Joe Pass with Andy Simpkins, Ted Hawke, Joe Diorio and
Ron Eschete with Paul Gormley and Ted Hawke, Raj, and Me with Marty Harris, Monty Budwig and
Shelly Manne. Wow!

I had never heard any of the guitarists on the show perform live before, except for Herb Ellis and
that was when I performed on the Merv Griffin show with Billy Paul. Herb and I became friends and a
teacher/student relationship evolved. I also learned a lot from him.

Joe Pass was phenomenal! In a unique way, he reminded him of Lenny. He had a very vast
knowledge of chord melodic movements, incorporating the bass, chords, and the melody. Most
guitarists play, separately, either the chords or the melody. Joe, as with Lenny, played the chords,
melody, and bass simultaneously. This is what I learned from Lenny.

In my Junior year, at U.S.C., I transferred out of Studio Guitar Program to the Jazz Studies
Program. That afforded him the opportunity to take private guitar lessons off campus. David Koontz
was highly recommended by Dr. Thomas Masson, who was the head of the Jazz Studies Department.
David’s son is Larry Koontz, who he also taught is a universally recognized jazz guitarist.

Three years later, when I was completing my master’s degree, I asked Dr. Mason if he could get
Joe Pass as my instructor. Dr. Thom Mason managed to get him and as my guitar instructor, taking
guitar lesson from him was reminiscent of when I studied with Lenny.
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This book is constructed to offer the student the maximum pedagogical guitar theory with
theoretical orchestrated guitar chords. The philosophy that I used in writing this book and when
teaching guitar I learned from David Koontz, which is to exclude all of the unnecessary stuff and go
straight to the absolute and indispensable essence of learning how to be a master of the guitar.

I would also be remiss if I did not acknowledgment family members who were supportive,
inspiring, and loving with their unconditional presence, patience, and respect. These individuals are
the catalyst to my triumphant quest in my lifelong journey as a guitarist, pedagogue, and entrepreneur.
These special people are my mother Mary E. Williams, daughter Stephanie Stennis and son Akeem
Ngozi Lee. Furthermore, I would like to say to those to whom I have not mentioned thank you for
your support as well!

In addition, I need mention my loyal protégés, for the grueling help in writing out some of the
scales, chords, and editing and copying the book for me, and they are Matt Swisher, Carlos Carvajal,
and Isaiyas Jimenez. Thank you!

Notwithstanding, I was honored that Emily Hughes, who is Lenny Breau’s daughter, asked me
to be a part of her extended documentary on her dad. Again, I was overwhelmed and honored to be a
part of her documentary because of the caliber of the company, such as George Benson, Lee Ritenour,
Mike Stern, and a list of the most prolific and virtuosic guitarists of our time. She reminded me so much
of her dad. And, I have such great reverence for her dad and his significant impact on my entire
perspective of guitar knowledge. I adored her with the same extreme awe that I had and experienced
from meeting her dad. Thank you!
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The Cerebral Cortex Thesis on Intelligence, Cultural and Longevity

.

Crucial Thinking {Left Side Brain} Artistic Thinking {Right Side Brain}
Learning how to play a guitar has an impact on intellectual development, particularly spatial
reasoning. A review of 1215 studies found a ‘strong and reliable’ relationship, the author likening
the differences to research on standardized school tests results. A study contrasting the impact of
music lessons (standard guitar, music classes, and classical voice) with drama or no lessons found
that the music groups had reliably a larger increase in their I1Q. Children in the control groups had
an average increase of 4.3 points, while children in the music groups had increases of 9 points. On
all but 2 of the 12 subtests in the music group had a larger increase than no music groups. (Dr. Albert
Slovensky)

General attainment may be influenced by the impact that music has on personal and social
development. Playing an instrument can lead to a sense of achievement; an increase in self-esteem,;
increased confidence; persistence in overcoming frustrations when learning is difficult; self-
discipline; and provide a means of self-expression. These may increase motivation for learning in
general thus supporting enhanced attainment. (Dr. Allen Cohen Sr.)

Participating in musical groups or lessons promotes friendships with like-minded people; self-
confidence; social skills; social networking; a sense of belonging; teamwork; self-discipline; a sense
of accomplishment; co-operation; responsibility; commitment; mutual support; bonding to meet
group goals; increased concentration and provides an outlet for relaxation. Playing music reduces
stress and has been shown to reverse the body's response to stress at the DNA-level (Dr. Barry
Bittman).

Rhythmic accompaniment to physical education enhances the development of physical skills.
Learning to play a guitar enhances fine motor coordination. There are health benefits in relation to
the immune system, breathing, adopting good posture, improved mood, and stress reduction. The
research that I have been doing with both adults and children has shown that participating in music
guitar instructional education and continuing through adulthood, resulted in better cognitive and
muscle memory. (Louis Lee BM, M Ed.).

The role of music in facilitating language skills contributes to the development of reading skills. An
early study where music instruction was specifically designed to develop auditory, visual and motor
skills in 7-9-year-old students over a period of 6 months, found that the mean reading
comprehension scores of the intervention group increased while those of the control group did not
(Douglas and Willatts, 1994). Similarly, Gardiner et al. (1996) provided children with seven months
of guitar training and music theory instruction behavior discipline improved. Their reading scores
were compared with controls and were found to have shown greater improvement.




Guitar Nomenclature

Table 1
1. Headstock
2. Nut
3. Machine heads (or pegheads, tuning keys, tuning machines, tuners)
4. Frets
5. Truss rod
6. Inlays
7. Neck
8. Heel (acoustic) Neck joint (electric)
9. Body
10. Pickups
11. Electronics
12. Bridge
13. Pickguard
14. Back
15. Soundboard (top)
16. Body sides (ribs)
17. Soundhole, with Rosette inlay
18. Strings
19. Saddle
20. Fretboard (or Fingerboard)


https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Machine_head
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https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Sound_board_(music)
https://en.wikipedia.org/wiki/Sound_hole
https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Guitar
https://en.wikipedia.org/wiki/Guitar

Table 2
Tuning the Guitar and the Acronyms for each String

Strings: 6 Letter Name: E = Acronym: Eddy

5 A Ate

4 D Dynamite
3 G Good-

2 B Bye

1 E Eddy

The bottom illustration is an archaic method for tuning the guitar. The most
advanced method is to use harmonics or a tuner.
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Table 3
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The above wave lines represent the guitar strings speed of vibration. Starting with the low str{ng #
Fig.1 E String -Fig. 2 A String- Fig. 3 D String —Fig. 4 G String - Fig. 5 B String — Fig. 1 E String.

Table 4 Pitch Vibration per Minute Note Chart

String Frequency Scientific pitch Vibrations
1(E) 1320 Hz E6 = Vibrations Per Minutes
2 (B) 995 Hz Bs = Vibrations Per Minutes

3(G) 785 Hz G5 = Vibrations Per Minutes



4 (D) |588Hz D5 = Vibrations Per Minutes

5(A) 440 Hz A4 =Vibrations Per Minutes

6 (E) 330 Hz E3 =Vibrations Per Minutes

Table 5

CIDIEF |GIAIB|C]DIE|F|GIA[B|C|D]|E

o Relative Notes on the Piano as related to the Guitar.

Table 6 The proper guitar sitting position for good posture:

A, B and C. D.

e
i

A. Rest the guitar on your right leg. B. Do not use a footrest. C. Keep the guitar next at a 45-degree
angle. C. When practice use good back posture. Keep your back erect. D. A receptionist chair, with
back support, is the best recommendation for practicing long hours.


https://www.google.com/url?sa=i&rct=j&q=&esrc=s&source=images&cd=&cad=rja&uact=8&ved=0ahUKEwiT9oDq88zSAhXslVQKHQS9AjYQjRwIBw&url=http://homezanin.org/reception-desk/reception-desk-chair.html&psig=AFQjCNGdAvbOXOK_434Gw6kjy55Kg8m7jw&ust=1489268535177738
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Table 7 The correct way to hold a guitar pick.

The correct way to hold a guitar pick. Make a half fist, place the pick over the first finger,
the first joint and place the thumb over 80% of the pick. This technique prevents the pick
from falling out of your hand. With less of it being exposed and the closer you are picking
to the strings the better the tone.

B.

Table 8

In illustration A, place the thumb in the middle of the guitar neck. This will give you the
best technique for control and a clean tone.

In illustration B, always keep the thumb in a position where the resistance is at the
greatest point to accommodate the best technique and tone for each finger. Make sure all
the fingers are bent at the joints, as shown, on each finger.



Table 9

In illustration A, the frets and fingers are numbered 1-2-3-4 respectively, and this is the
technique used to maximize the greatest control and tone. This is a procedure that I have
devised as the “window”. The window is a way to envision the notes in any given four frets
and it is established with the first finger.

In illustration B, this is the claw technique. Practice this form to learn the correct way to
position your fingers on the guitar.

Table 10

Clefs: Guitar music is written in the treble clef.

Treble Clef.

Vialin

Alto Clef

Viola

Bass Clef

Viohancello

Table 11 Lines and Spaces
All guitar music is written in the Treble Clef.
The lines are named E-G-B-D-F (Every Good Boy Does Fine).
The spaces are named FACE.
All guitar music is written in the treble clef.

e A staff consists of 5 lines and 4 spaces and is numbered upward.
e The lines are numbered from the bottom up, 1 2 3 4 5 and read, respectively.


https://en.wikipedia.org/wiki/File:Bracket_(music).png
https://en.wikipedia.org/wiki/File:Bracket_(music).png
https://en.wikipedia.org/wiki/File:Bracket_(music).png
https://en.wikipedia.org/wiki/File:Bracket_(music).png
https://en.wikipedia.org/wiki/File:Bracket_(music).png
https://en.wikipedia.org/wiki/File:Bracket_(music).png
https://en.wikipedia.org/wiki/File:Bracket_(music).png
https://en.wikipedia.org/wiki/File:Bracket_(music).png
https://en.wikipedia.org/wiki/File:Bracket_(music).png

e A bar is avertical line that divides a staff into measures.
o A measure is where the notes are placed.

Table 12Time Signatures

There are various types of time signatures, depending on whether the music follows simple
rhythms or involves unusual shifting tempos, including;:

Such as:

simple C is for common time or 4/4 & ¢‘/ is for cut time or 2/2

regular 3/4 or 4/4), & 2/4
mixed (e.g.,5/8 & 3/8 or 6/8 & 3/4),

compound (e.g., 9/8 or 12/8),
complex (e.g., 5/4 or 7/8),
additive (e.g., 3+2+3/8),
fractional(e.g., 22 /4),
e and irrational meters (e.g., 3/10 or 5 /24)
Remember the rule: 4 Top
4 Bottom

To D 4 = how many counts per measure. (Substitute the 4, with any number and that is the

number you count. Bottom 4= every quarter or what note receives one count. Example: If the

number is an 8 it would be every eight note receives one count.

Table 13 A NOTE NOMENCLATURE

Stem Flag

“MNote head


https://en.wikipedia.org/wiki/Time_signature
https://en.wikipedia.org/wiki/Time_signature
https://en.wikipedia.org/wiki/Time_signature
https://en.wikipedia.org/wiki/Time_signature
https://en.wikipedia.org/wiki/Time_signature
https://en.wikipedia.org/wiki/Time_signature
https://en.wikipedia.org/wiki/Time_signature

Table 14
A rest indicates a silence of an equivalent duration.

|= I I large, duplex longa, or maxima
ﬁ + long or longa or quadruple whole note
double
o X whole note,
double note
- A whole note gets 1 beat and 4
whole note
O counts
- A half note gets 1 beat and 2
J half note
counts

A quarter note gets 1 beat and

J s or r uarter

note 1 count

_ An eight-note gets 1 beat and a
'b 7 eighth note
half a count
sixteenth A Sixteenth note gets 1 beat
'h note and a quarter of a count


https://en.wikipedia.org/wiki/Maxima_(music)
https://en.wikipedia.org/wiki/Double_whole_note
https://en.wikipedia.org/wiki/Double_whole_note
https://en.wikipedia.org/wiki/Whole_note
https://en.wikipedia.org/wiki/Half_note
https://en.wikipedia.org/wiki/Quarter_note
https://en.wikipedia.org/wiki/Quarter_note
https://en.wikipedia.org/wiki/Eighth_note
https://en.wikipedia.org/wiki/Sixteenth_note
https://en.wikipedia.org/wiki/Sixteenth_note

thirty- .

Alles A Thirty-Second note gets 1
second .

o beat and an Eight of a count

sixty-fourth | A Sixty-Fourth note gets 1 beat
note and a Sixteenth of a count

hundred A Hundred Twenty —Eight
twenty- note gets 1 beat and a Thirty-
eighth note | Second of a count

r | e O
~teeee ~Lep, L,

two A Two Hundred Fifty-Six note

hundred .

o gets 1 beat and a Sixty-Fourth
) fifty-sixth

note of a count

e Some important habits and theoretical concepts:

1.
2.

el

®©

0.

A staff is divided into measures by vertical lines called bars.

There are seven musical alphabets used in music, they are:

ABCDEFGA

12345678

What is a tone? It is a musical sound.

What is a pitch? It is how high or low a note is.

All guitar music is written in the G clef. It is called the G clef because the bottom part
encircles the G line.

Always practice with a metronome.

Always check your guitar to make sure it is in tune. Use a tuner!

The “Window” technique is for playing scales and reading music. The first finger always
determines what “Window” you are in. Therefore, if you are playing the G major scale, the
notes for the G major scale are: 6- string G -A, 5 string B -C -D, 4string E — F# -and G. The
G major scale is in the second “Window” and the fingering is the 6-string fingering is 2 -4,
the 5-string fingering is 1 -2 -4, the 4-string fingering is 1-3 -4, the 3-string fingering is 1-3-
4, the 2-string fingering is 2-4, and the 1- string fingering is 1-2.

When practicing a scale or finger exercise, always keep your fingers on the string or
“planted”, per each note, until you proceed to the adjacent string.

10. Always keep your left-hand fingernails filed down, as low as possible, to facilitate your

technique.


https://en.wikipedia.org/wiki/Thirty-second_note
https://en.wikipedia.org/wiki/Thirty-second_note
https://en.wikipedia.org/wiki/Thirty-second_note
https://en.wikipedia.org/wiki/Sixty-fourth_note
https://en.wikipedia.org/wiki/Sixty-fourth_note
https://en.wikipedia.org/wiki/Hundred_twenty-eighth_note
https://en.wikipedia.org/wiki/Hundred_twenty-eighth_note
https://en.wikipedia.org/wiki/Hundred_twenty-eighth_note
https://en.wikipedia.org/wiki/Two_hundred_fifty-sixth_note
https://en.wikipedia.org/wiki/Two_hundred_fifty-sixth_note
https://en.wikipedia.org/wiki/Two_hundred_fifty-sixth_note
https://en.wikipedia.org/wiki/Two_hundred_fifty-sixth_note

Table 16

KEY SIGNATURE CIRCLE
Major
== C =t
2 - G
== th o a 1F =t
Bb,, d e € uD
2 b
= L} 3b C £ 38 A =HE
o : F a1 E
= “:,-’1::": ch/dd %L;’%# ==
Db Gh/6E
=== Gb/F#
Ci =k =eEslet e,
Table 17 DIATONIC MODES
___Mode |l Parent Major Scale
C lonian C Major Major
C Dorian B, Major (53, 57)
C Phrygian A, Major (52, 53, 56, 57)
C Lydian G Major (¢4)
C Mixolydian F Major (+7)
C Aeolian E, Major (»3, 56, 57)
C Locrian D, Major (52, 53, 55, 16, v7)

*Important note: the modes here are named in its perspective order, however, to simplify the
learning process each mode starts on the C note. The Parent Major Scale next to each mode is the
root scale to which it belongs. The illustration below lays out each mode, on manuscript, as it
relates to the Parent Major Scale.
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Diatonic Modes Nomenclature

Eubanks Conservatory

A T p—— T r—
iES '4"'1 e = '_:‘Ti_._,ﬂ e S v
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T
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3. C PHRYGIAN in the key of 4 4. C LYDIAN in the key of G

A pr—— iy o e [ ———
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5. C MIXALYDIAN in the key of F 6. C AEOLLAN in the key of Eb
— at
£ et e "r"“!"“h'wl :.* S
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7. C LOCRIAN in the key of Db 8. CMAJOR OCTAVE
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Table 18

Louis Lee Technique Scales
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Scales
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This is the top of the neck of a guitar. It illustrates all the notes on the proceeding staff.
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Learning the guitar, on the 1st string, in the first 3 frets, notes E F and G
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Here is a combination of the pervious notes with the B, C and D notes on the bottom.
The three staves are combined with tablatures. Tablatures are not intellectually traditional.
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Learning the notes B C and D on the second string
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Learning the guitar on the 2nd string, in the first 3 frets, notes B C and D

Eubanks Conservatory
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Etudes In 4/4 Time Signature

Eubanks Conservatory
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The Merry Men 3/4 Time Signature

Eubanks Conservatory
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Learning the guitar on the 3rd string, in the first 3 frets, notes G and A
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Learning the notes (G and A on the third string
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Etudes In 4/4 On The G String
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Learning the guitar on the 4th string, in the first 3 frets, notes D E and F
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[earning the notes D E and F on the fourth string
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Etudes In 3/4 Time Signatutes

Amazing Grace

Eubanks Conservatory
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Learning the guitar on the 5th string, in the first 3 frets, notes A B and C

Eubanks Conservattory
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Learning the notes A B and C on the fifth string
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Etudes In 4/4 Or Common Time Signatures
Fifth String Etude

Eubanks Conservatory
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Learning the guitar on the 6th string, in the first 3 frets, notes E F and G
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Learning the notes E F and (G on

the sixth string
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More Etudes Study In 2/4 Time Signatures
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The Tie Etudes In 4 4 And 2/4
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Eubanks Conservatory
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No.2 First Position Chord Study Melody Etudes

‘Shg:;”ﬁfidﬂ”h Eubanks Conservatory
R oWy C Am F C F C
| | | [ I ¥ 1
—— e — =
. -
) fomt pL? 3 B c Am Em Am G7 c
— 1 1 1 5
Taag g i —r7 S=E2
" —_ C -1 = - - el =
- — .
C Am F C F C F Am
4 — ] r——————— per————
: .——d EF: -—_-l I | I 'I 1 I I ! | !___l _—j
S — = = —
G C Am Em Am CI? C
~ I
—— = ; =P o
= R L = I
Call Me ByronyrmaTCH
A  Cmaj.7 L = _/ 4 FI, Bbmaj7,
—_ I- I 1 = 1 T 1 1 --.
= SSi8s== ESsssis == SEES =
o F:"l_ P B_l.-—-'. n .__l IE' Abmm:: . = e
! | e .I- = il .I - 1 1 1 1 IF... ‘Ir= = _Ir i T - i — i
. | | F ] | | | - |
. Abmaj.7 F-7 — F'maj..- I D7 &7 3 E7 ATLS
e e —— 0
e T P L1 —
. D-7 7 D-7 &7 Cmaj.7 E-7 ATho DT G7
=TT e z = T
G i A = ===
D-7 7 Cmaj.7 D-7 7
i — P —— —
T = I i- £ P?—J—J—‘Ibi = ] - E —
- ! | i 1 H 1
D.C al Fne Ef.&:ﬁ.@;
4
.—-.l

38



e)
Count 1 2 3

o}

2 &
=5 8
= P
o 2
&y §
5 S
o
£ 3
~
4
~
N

o)

. -
>

a

=
~—
o))
g

—

o)
®

ot
\))

£
LqQ
O QO
AL LzE
.lrmc
Fom
cnQLE
o
Z.

€
—

— f)
o —

—

F 2
~

o

o =

—

39



6. Etudes In 4/4 or Common Time Signatures
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These chords are to be learned in all twelve keys. The finger board frets, and the
letter names are provided for learning, on page 41. Count the frets, accordingly, to
know where to place your fingers. Have fun!
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Eubanks Conservatory of Music and Arts, Inc.

Finger Board Frets Letter Names

Notes on the Guitar Fretboard

Open strings - 15th fret

1 12 13 1L 15
e ®

10

open S

{

QIOEE
oo

42

2 &8 &

X

=
=

@ ®

Ty

=



Eubanks Chord Study by Louis Lee
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CHORD STUDY THEORETICAL ANALYST CHART
When practicing and learning these chords, please keep in mind the major scale interval relationship
between the root, each note and how it changes the chord. My theory is, start with the C7 chord as the
basis and you can alter any note or notes to change the chord. Here is the theoretical concept:

Interval 1 2 3 4 5 6 7 8
Scale: C D E F G A B C
Theory: CDb D Eb E F F#/Gb GG#/Ab A Bb B C
Chord: 1 mi2 2 mi3 3 4 #4/b5 5 #5/mi6 Ma6 mi7 Ma7y 15
Extensions: mig 9 11 mi13 Mai13/or Dominat Double
Octave

I purposely used the C major scale because it does not have any accidental, meaning no sharps or
flats. Therefore, the minors, sharps, flats, and dominant chords are easier to understand. When
learning these chords, please keep in mind that they are a starting point and they can be altered, i.e.,
the C7 can be altered to a C7 bg/#5 or a C13 #9/bjs. But, first, learn all the chords before you
start altering them.
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Objective: These theoretical chord charts are to facilitate the understanding of how the previous
guitar chords, on the manuscript, were constructed and it will help you understand better how “guitar
chords” theory is applied. It should them study them thoroughly. The better the understanding of
these charts will facilitate a large cerebral vocabulary of guitar chords at your disposal.

Theoretical Chord Structure Chart:

FIRST POSITION A CATEGORY To be applicable to the 6t string, 34 fret {1 to 10 Chords}

50 BN oG R W PR

Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the

10. Start with the

C7 =
C7 =
C7 =
C7 =

C7 = GEBbC
CM7= GEB C
Co = GEBbD
CMg= GEB D
Cm7 = G EbBbC
Cmg = G EbBbD

Ci3 = AE BbD
Ci1 = GF BbC
Co = F#D#A C
C+ = G#EBbC

SECOND POSITION To be applicable to the 6t string, 6t fret {11 to 20 Chords}

50 XN oG R P

Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the

10. Start with the

C7 =

C7 =BbG CE
CM7= B G CE
Co =BbG DE
CMo= B G DE
Cm7= BbG CEb
Cmg= BbG DEb

Ci3 = BbADE
Ci1 = BbG CF
Co = AF#CD#
C+ = BbG#CE

THIRD POSITION To be applicable to the 6t string, 8t fret {21 to 30 Chords}

50 PN oG R P

Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the

C7 =

10. Start with the C7 =

C7 = CEBbG
CM7= CEB G
Co = DEBb G
CMg= DEB G
Cm7 = CEbBbG
Cmg = D EbBbG

Ci3 = DE BbA
Ci1 = CF BbG
Co = CD#A F#
C+ = CEBDb G#
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FORTH POSITION To be applicable to the 6t string, 12t fret {31 to 40 Chords}

50 PN oG p G P

Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the

C7 =

10. Start with the C7 =

FITH POSITION B CATEGORY To be applicable to the 5t string, 15t or 12th fret {41 to 50

Chords}

1.

10. Start with the C7 = C+

SIXTH POSITION To be applicable to the 5t string, 3r4 fret {51 to 60 Chords}
Start with the C7= C7 =
. Start with the
. Start with the
. Start with the

1
2
3
4
5.
6
7
8
9.

20 0N OU R G

Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the

Start with the

. Start with the
. Start with the
. Start with the

Start with the

C7 =
C7 =
=C9 = BbE GD

C7 =

C7 =
C7 =

10. Start with the C7 =

SEVENTH POSITION To be applicable to the 5t string, 7t fret {61 to 70 Chords}
Start withthe C7= C7 =

50 PN U R PR

C7 = ECGBb
CM7= EC GB
Co9 =ED GBb
CMgo= ECG B
Cm7 = EbCG Bb
Cmg = EbC G Bb

Ci3 = EDABD
Ci1 = FDGBb
Co = D#F#CA
C+ = E G#CBb

C7 =BbEGC
CM7= B E GC

CM9g= B E GD
Cm7 = BbEbG C
Cmog= BbEb G D

Ci3 = BbE AD
Ci1 = BbF G C
Co = CF#AD#

= CG#BE

CGBbE
CM7=CGB E
C9 = DGBbE
CM9o= DG B E
Cm7 = C GBbEb
Cmg = D GBbEb

Ci3 = DABDbE
Ci1 = CF BbE
Co = CF#D#A
C+ = CG#BbE

E BbCG

Start withthe Cy= CM7= E B CG
Start withthe C7= C9 = E BbD G
Start with the C7= CMg= E B DG
Start with the C7 = Cm7 = EbBbC G
Start with the C7 = Cmg= EbBbD G

Start with the C7 = C13
Start with the C7 = C11
Start with the C7 = Co

10. Start with the C7 = C+

E BbD A
F BbC G
D#A C F#
E BbC G#
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EIGHT POSITION C CATEGORY To be applicable to the 5t string, ot fret {71 to 80 Chords}
1.) Start with the C7= C7 = GCEBb
2. Start withthe Cy= CM7= GCEB

3. Start withthe C7= C9 =GDEBD

4. Start withthe C7= CMg=GDEB

5. Start with the Cy= Cm7 = G C EbBb

6. Start withthe C7= Cmg9 = G D EbBb 7

7. Start withthe C7= C13 = ADE Bb

8. Start withthe C7= C11 = GCF Bb

9. Startwiththe C7= Co = F#CD#A
10. Start with theC7= C+ = G#CEBb

NINETH POSITION To be applicable to the 5t string, 15t fret {81 to 9o Chords}

1. Start withthe Cy= C7 = BbGCE
2. Start withthe C7= CM7= B G CE
3. Start withthe C7= C9 = BbG DE
4. Start withthe C7= CMg= B G DE
5. Start with the C7 = Cm7 = BbG CEb
6. Start withthe C7= Cmg = BbEb G D
7. Start withthe C7= C13 = BbADE
8. Start withthe C7= C11 = BbG CF
9. Startwiththe C7= Co = C A D#F#
10. Start withthe Cy = C+ = BbG#CE

TENTH POSITION To be applicable to the 5t string, 3rd fret {91 to 100 Chords}

1. Start withthe Cy= C7 = CBbEG
2. Start withthe C7= CM7= CB EG
3. Start withthe Cy= C9 = DBbEG
4. Start withthe Cz= CMg= DB EG
5. Start with the C7 = Cm7 = C BbEbG
6. Start with the C7 = Cmg= D BbEbG
7. Start with the C7 = C13 = DBbEA
8. Start withthe Cy= Ci1 = CBbEF
9. Startwiththe C7= Co = CD#AF#
10. Start withthe Cy= C+ = CBbEG

ELEVENTH POSITION To be applicable to the 5t string, 7t fret {101 to 110 Chords}

1. Startwiththe Cy= C7 = E CGBb
2. Start withthe C7= CM7=E CGB

3. Startwiththe Cy=C9 = E DGB

4. Startwiththe C7=CMg = E DGB

5. Start with the C7 =Cm7 = EbC G Bb
6. Start withthe C7 = Cmg9 = EbD G Bb
7. Start withthe C7= C13 = E DABDb
8. Start withthe Cy= Ci11 = F C GBb
9. Startwiththe C7= Co = D#C F#A
10. Start withthe C7= C+ = ECG#Bb
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TEVELTH POSITION To be applicable to the 5t string, 9t! fret {111 to 120 Chords}

Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the

50 PN oG p G P

C7 =

10. Start with the C7 =

THIRTEENTH POSITION D CATEGORY To be applicable to the 6t string, 3rd fret {121 to

130 Chords}

Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
10. Start with the

50 PN oSG R L PR

FOURTEENTH POSITION To be applicable to the 6t string, 6t fret {131 to 140 Chords}

Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
10. Start with the

50 PN G R PR

FITHTEEN POSITION To be applicable to the 6t string, 8t fret {141 to 150 Chords}

Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
Start with the
10 Start with the

50 PN oG R PR

C7=
C7 =
C7 =

C7 =

C7 =

C7 = GEBbBC
CM7= GEB C
Co9 = GEBbD
CMo=GEBD
Cm7 = G EbBbC
Cmog = G EbBbD
Ci3 = AE BbD
Ci1 = GF BbC
Co F#D#A C
C+ G#E BbC

C7 =GCEBb
CM7=GEB C
C9 = GEBbD
CMgo= GEB D
Cm7 = G EbBbC
Cmog = G EbBbD
Ci3 = AE BbD
Ci1 = GF BbC
Co = F#D#A C
C+ = G#EBbC

C7 =BbECG
CM7=B E CG
Co =BbEDG
CMg= B E DG
Cm7 = Bb EbC G

Cmg= BbEb DG

Ci3 = BbEDA
Ci1 = BbF CG
Co = A D#CF#
C+ = BbECG#

C7 = CGBbE
CM7= CGB E
Co9 = DGBbE
CMg= DGB E
Cm7= CGBbEb
Cmg= DGBbEb

Ci3 = DABbE
Ci1 = CG BbF
Co = CF#A D#
C+ =CG#BbE
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SIXTEENTH POSITION To be applicable to the 6t string, 12t fret {151 to 160 Chords}
1. Startwiththe Cy=Cy =E BbGC
2. Startwiththe C7=CM7 =E B GC
3. Startwiththe C;=C9 =E BbGD
4. Start withthe C7=CMg =E BbGC
5. Start with the C7 = Cm7
6
7
8
9

= EbBbGC
. Start withthe C7=Cmg9 = EbBbG C
. Start withthe C7=C13 = E BbABD
. Start withthe Cy=Ci11 =F BbG D
. Start withthe C7=Co = D#A CF#
10. Start withthe Cy=C+ = E BbCG#

A Sequential “THEORETICAL ANALYST CHART”

Study each chord set position, at least, a week at a time or when
you can play them in all 12 keys.

l l

A good starting point for learning these chords
would be a blues song, i.e. Blue Monk.

l

Try to arrange a guitar chord
melody to a song, like, Blue
in Green, by Miles Davis and
Bill Evans.

There is a total of 160 chords and an
additional 408 with the extension,
double stops, poly chords and triads.

Take the notes from the Major Scale
and apply it to the proper chord
type...i.e. first note a major chord,
Ionian, second chord a minor chord,
Dorian, third note Phrygian etc.

Remember, if a chord does not contain
the root, as in the C9 chord in the first
position, it is what is called implied.

The next book will focus on inversions and
how a chord could have multiples names.

y

Double stops and triads are implied chords.
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This tablature page is provided for the use of your music writing. Make as many
copies as you need. Remember, a tablature is the top of the guitar neck, which is
indicated by the thick black line, the nut. Have fun!

g
B
g
g
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hNS 4

¢

This manuscript paper is provided for the use of your music writing. No bars are
on the staff. The standard procedure for how many bars are on a measure is four
bars. Have fun!
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Table 16 DAILY ACTIVITY CHART

Daily Hours Weekly Hours Monthly Hours

e Sleep Time

« Work Time/
School

« Daily Food
Consumption

« Daily Traveling
Time

e Recreation Time

o Subtotal Hours

e Guitar
Objectives

« Remaining Time

e The purpose of this Daily Activity Chart is to help you see how to manage your time, so that you
can achieve your objective.

o First make sure you practice at least 5 days a week and 30 minutes to an hour a day.

e After you have completed the Daily Active Chart, arrange your 30 minutes or hour a day
practice schedule using the following Daily Practice Schedule Table 17. The note section is for
documenting any questions you may encounter so you can remember to ask your instructor.
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Finger
Exercise

*Notate in the Finger Exercise, Theory and Fun squares the time spent on each
objective. Repeat and notate the following days.

Notes:
Name: Start Date: Week # Total Time:
o Finger Exercise 10 Minutes a day
e Theory 10 Minutes a day
e Fun 10 Minutes a Day
e Total 30 Minutes a Day
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Table 18 This picture is the top neck of a guitar, and the numbers illustrate the fingering and the
respective frets. Keep in mind going up the neck is referred to as ascending, sharps ¥ , and going

back is descending, flats

BS:

Table 19 This exercise is to be practiced at the beginning of the first 4 frets, on the guitar neck, 4 times
each on all 6 strings. The illustration below is a combination of different fingers to be used. Advanced
students can use multiple fingers. Here are some great combinations:

Finger Combinations
Set 1. 1213 14 Set2.123 124 132 142 143 Set 3. 1234 1243 1324 1423 1432

- MrOQmos

2123 24 213 214 234 241 243 2134 2143 2314 2413 2431

313234 312 314 321 324 342 3124 3142 3214 3412 3421

Tabl 4142 43 412 413 421 423 432 4123 4132 4231 4312 4321
able 19

The grip squeeze exercise A. maximum results can be accomplished by doing it in 5 to 10 minutes’
intervals. B. The hand grip finger strengthener. C. The rubber band exercise. Maximum results can be
accomplished by expanding the fingers and holding them for 30 to 60 seconds. As with any exercise,
there is a positive and a negative movement and this exercise deals with the negative movement of
muscle development.
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A B.

Table 20
These finger exercises can be executed when you are not near a guitar, but in your car, at a store or

any place. These exercises are beneficial because they strengthen the muscles that cannot be attained
from practicing on the guitar.

Illustration A deals with the isometrics for muscle development.

INlustration B these specific exercises will strengthen the finger muscles and shape the figures by
pitting one muscle or part of the body against another. It can be used against an immovable object in
a strong but motionless action, as by raising a finger and pressing the remaining fingers against a flat
object or against a desk

In addition,
Illustration B can be used with both hands. For classical guitarist, both hands are recommended. For
Jazz guitarist, the left is sufficient. For the best results, hold each finger up for at least 2 minutes.
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Louis Lee Finger Dexterity Exercies
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Developing Dexterity

Table 21
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Developing Dexterity

The previous exercise present complex series of running notes, arpeggios, sequences (a pattern of
notes that repeats as it moves up or down in a pitch, as in measures 7-8) and pedal tones (a repeating
bass note interjected into a melody phrase, as in measures 24-25, on this page).

This rhythmic exercise, on this page, is a continuation of the previous, but it is to be used with
different scales, modes, arpeggios, sequences, and pattern of notes repeated up or down. Have fun!
Table 22

Ex la
J=80
1 2 3@ 1&2@3 4 1&2 3 4& 1 2 3 &4 &
) 1 I B e B S S B
o — —— e A — A " A—"——"— —
[J)]
Ex 1b
1 &2 3) 4eun &u 1 &2 3 4 1 &2 3 4 1 2 3 &4 &
) = p—— ] I i B B i
{oy e e oo salasd o o (o0 o oos s oo
[y
Ex Ic
1 &u2 3 &4 12)3 ud & 1&2&3 &4 ul 2 3 usd &u
== = e S S S R e s S S B s B e
{y essss sas [/ ssssslsssssssssasls s ssssav]
[y}
Table 23 Guitar Sight Reading Rhythm Study
[(OHOLE NOTE AND REST HALF NOTES AND RESTS
A
|\_‘r‘ 4” | | I 7 [ 7l 1 [#] 1}
1 2 3 41 2 3 4 1 2 3 4 1 2 3 4
QUARTER NOTES AND RESTS EIGHTH NOTES AND RESTS
A
— | | | | | | k4 | | | | | | | | | | | [ Fi Il | | | |}..[‘

1 2 3 4 1 2 3 4 1+2+3+4+ 14 24+3+ 4+

SIXTEENTH NOTES AND RESTS
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Table 24

Ex 2a
J=80
1 2) 3 BWOHO& (L& 2 3& 4 1 &) & 3 & u@ & A) 2 3G & 4 &
;4 | | |k\,| |‘\, | |k\, |  — 1 1 1 |‘\, ﬁ |L\I| |‘\, |k\, ]
e e ———— i —— i —  S—— —
o)
Ex 2b

Table 25

[uig1}

60



https://www.google.com/url?sa=i&rct=j&q=&esrc=s&source=images&cd=&cad=rja&uact=8&ved=0ahUKEwiM-KGvsfTNAhVR4WMKHV32CU4QjRwIBw&url=http://www.fundamental-changes.com/sight-reading-rhythm-part-two/&psig=AFQjCNGUKK4KOaXch9LmCmsGweTzVOK4GA&ust=1468634831287809
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Table 26 Rhythm Reading Course 3/4 Beats

www.thhe-ecma.com

21 -3 IR NP 1 5 N e 1 5 I 5 O 1 5 B

‘g mmdﬁjmmd a4 1J--M7|

vy Dy by Ty D000 ) (Tl )

¢ Use these rhythms with single notes. scales, arpeggios, double stops, and
chords.

¢ Do not swing the eight notes, play them as baroque notes. Some of these rhythm
are from transcribed jazz solos.

¢ The best way to remember these rhythms is to study them for a week at a time!
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Rhythm Reading Course 2/4 Beats
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Repeat the previous rhythm instructions on page 61.
Have fun!
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Table 28 Glossary:

Anacrusis/Pickup
Anacrusis :
S =i
—1 L - - 1 _': =
) w- v “ T
Ha ppy birth day to you Ha ppy birth day to  you

In music, an anacrusis (also known as a pickup) is a note or sequence of notes which precedes the
first downbeat in a bar in a musical phrase.

S

().

Bar

In written Western music, the bar-line came to be used: a vertical line through the stave, to mark
metrical units or bars (= measures). By the later 17th century the bar-line would precede a strong beat
so that a bar came to begin normally with an accented note. The double bar or double bar-line marks
the end of a section or piece.

Baroque

3/4 meter has 3 groups of 2:

2 + 3 +

e

This designates a period of cultural development relating to or denoting a style of European
architecture, music, and art of the 17th and 18th centuries. In music, notes are performed in the
strictest manner and are performed as written, which is on the beat.

Bar Chord

Any chord that requires you to hold down more than one string, with a single finger, simultaneously.
The most common examples of Bar chords are ones in which the index finger holds down five or six
strings (on the same fret) whilst the other fingers hold basic chord shapes. This provides a way of
using the simple open string chords further up the fretboard (like a capo).
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Beat
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. :;__, Accent
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1 e &ah 2 e &ah 3 e & ah 4 e & ah 1 e&ah 2e& ah 8 & ah 4 e&ah’
- — A double bar line
Crescendo Decrescendo indicates the ending

[gradually louder) {gradually softer)

The beat or pulse in a piece of music is the regular rhythmic pattern of the music. Each bar should
start with a strong beat and each bar should end with a weak beat. These may be known as the
downbeat (strong, at the beginning of a bar) and the upbeat (weak, at the end of a bar). Up and down
describe the gestures of a conductor, whose preparatory upbeat is of even greater importance to
players than his downbeat.

Blues

Music of African/American origin that is often slow and sad. The guitar is a popular instrument for
the blues and guitarists used this form of music as a base for early rock and roll. Most forms of rock
music including heavy metal can be traced back to blues music

Contemporary

hadeinliniwl
i

-

This designates a period of cultural development relating to or denoting a style of African American
architecture, music, and art starting in the 16th. In music, eight notes are performed in a swing style
manner and not performed as written, which is on the beat.

$

The five lines generally used in modern musical notation have no precise meaning without the
addition at the left-hand side of a clef: a sign that specifies a particular note to be indicated by one of
the lines, from which other notes may be gauged. The treble clef, otherwise known as a G clef, is used
to show that the second line from the bottom is G. The bass clef, otherwise known as an F clef, shows
that the second line from the top is the F below middle C. C clefs are used on any line to show the
position of the note known as middle C; most frequently found are the alto clef, a C clef on the middle
line of the stave (the group of five lines) and the tenor clef, a C clef on the second line from the top.
The alto clef is the principal clef used for the viola, the tenor of the string family, while the tenor clef is

Clef
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used for the upper register of instruments like the cello and the bassoon. In plainchant, which uses a
four-line stave, there are C clefs and F clefs which may appear on any line.

Chiavi transportati/ Chiavi naturali Chiavette

in Contrabasso

[k clefs] fusial clefs] Ihigh clefs]
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Diatonic Scale

In music theory, a diatonic scale is a heptatonic scale that includes five whole steps (whole tones)
and two half steps (semitones) in each octave, in which the two half steps are separated from each
other by either two or three whole steps, depending on their position in the scale. This pattern ensures
that, in a diatonic scale spanning more than one octave, all the half steps are maximally separated
from each other (i.e., separated by at least two whole steps). The word "diatonic" comes from the
Greek S1atovikog, meaning progressing through tones.!

Flat b

A flat is indicated by a sign derived from the letter b, showing that a note should be lowered by a
semitone. In a more general sense music that is flat may simply be out of tune, its pitch below the
accepted pitch.
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Finger Exercise

A routine set of finger movements on the guitar for both hands can be accomplished by using scales,
alternate picking, increasing, and decreasing the speed on a metronome, rubber band retention,
finger calisthenics, and isometrics.

Finger exercises for the guitar are a key element in achieving maximum control with the guitar in a
relatively short time.

Exercise is especially important for a strong healthy body and combined with a healthy diet can highly
increase the longevity of life. When you exercise to build strength, there are positive and a negative
effect. When bench pressing, coming down with the weight is a positive, which improves your
resistances and pushing up the weight is a negative, which improves your ability to explode.

A fermata/Birds Eye
]

[fer'ma:ta] (also known as a hold, pause, colloquially a bird’s eye or Cyclops eye, or as a grand pause
when placed on a note or a rest) is a symbol of musical notation indicating that the note is prolonged
beyond its normal duration or note value would indicate.

Interval
! - "! !J J
— T
1 2 3 4 5 6 7 8

In music theory, an interval is the difference between two pitches. An interval may be described as
horizontal, linear, or melodic if it refers to successively sounding tones, such as two adjacent pitches
in a melody, and vertical or harmonic if it pertains to simultaneously sounding tones, such as in a
chord.

Key signature

4% 1

The key signature is the presence of sharps or flats, or absence of either, at the beginning of a piece of
music, indicating the sharps, flats, and naturals belonging to the key of the music. Since a major or
minor scale, the two now in common use have a fixed order of tones and semitones (whole steps and
half steps), these can only be preserved when there is a change of key-note by the addition of sharps
or flats. In the major scale, for example, there are semitones or half steps between the third and fourth
degrees and seventh and eighth degrees of the scale. In the scale of C major, played on the white notes
of the piano, these semitones fall between E and F and between B and C, a fact apparent from the
piano keyboard, where there is no black key between the notes that form these pairs. To keep the
same pattern in the scale of G, the note F must be raised to F sharp, so that there is still a semitone
between the seventh and eighth notes of the scale. In major keys, each key with an extra sharp start on
a key-note a fifth higher, while the keys with flats are in a descending order of fifths; i.e. C major itself
has no sharps, G has one sharp, D two, A three, E four, B five, F sharp six and C sharp major seven,
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each new sharp the seventh note of the scale. Descending in fifths, C major has no flats, F has one flat,
B flat two flats, E flat three, A flat four, D flat five, G flat six and C flat seven, each new flat the fourth
note of the scale.

Measure

example #2

measure #1 measure #2 measure #3 measure #4
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Modes

In modern Western music, the “major' scale breaks the octave into seven whole- or half-tone
intervals. The order of the intervals, starting at the tonic of the scale, is 1, 1, 1/2, 1, 1, 1, 1/2. Different
starting notes will give us different "keys': One key will not use the same notes as another, but the
intervals will be maintained in the same order. So, for instance, C, D, E, F, G, A, B, C gives us a C-
Major scale, while F, G, A, B-b, C, D, E, F gives us an F-Major scale.

The “minor' scale uses a different sequence of intervals: 1, 1/2, 1, 1, 1/2, 1, 1. For instance, the minor
scale starting on C will use the notes C, D, E-b, F, G, A-b, B-b, C. Music which uses a major scale
sounds different to the accustomed ear, than music which uses a minor scale.

These are the predominate scales used in modern Western music, and modern performers tend to force all music
into these scales. In fact, though, if you wish to break an octave, as evenly as possible, into seven whole- and
half-tone intervals, there are seven possible scales which would appear to do the job equally well, and all of
them have seen at least some use. These are the modes. They are named for the classical Greek modes, though
they no longer represent the same scales - the Ionian mode, the Mixolydian mode, the Dorian mode, the Aeolian
mode, the Phrygian mode, the Locrian mode, and the Lydian mode. Each mode has a different and distinctive
sound to the accustomed ear

A measure is, in English, a bar, in the sense of the music written between the vertical bar-lines drawn
on the stave to mark the metrical units of a piece of music (see also ‘bar’)

Note

A note in English is either a single sound or its representation in notation. American English refers to
a single sound as a tone, following German practice.
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Octave
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The octave is an interval of an eighth, as for example from the note C to C or D to D. The first note can
have a sharp or flat providing the last note has the corresponding sharp or flat (i.e., C sharp to C
sharp).

Pedagogy peds gije/

Noun pedagogy; plural noun: pedagogies 1. The method and practice of teaching, especially as an
academic subject or theoretical concept. 2. The discipline that deals with the theory and practice of
education; it thus concerns the study of how best to teach. Spanning a broad range of practice, its
aims range from furthering liberal education (the general development of human potential) to the
narrower specifics of vocational education (the imparting and acquisition of specific skills).
Instructive strategies are governed by the pupil's background knowledge and experience, situation,
and environment, as well as learning goals set by the student and teacher. One example would be the
Socratic schools of thought or USC Science of Education Master’s Degree.

Protégé prodo ZHa, prodo'ZHa/1. one who is protected or trained or whose career is furthered by a
person of experience, prominence, or influence. 2. A relationship in which a more experienced or
more knowledgeable person helps to guide a less experienced or less knowledgeable person. The
mentor may be older or younger than the person being mentored, but she or he must have a certain
area of expertise. It is a learning and development partnership between someone with vast experience
and someone who wants to learn. Mentorship experience and relationship structure affect the
"amount of psychosocial support, career guidance, role modeling, and communication that occurs in
the mentoring relationships in which the protégés and mentors engaged

The octave is an interval of an eighth, as for example from the note C to C or D to D. The first note can
have a sharp or flat providing the last note has the corresponding sharp or flat (i.e. C sharp to C
sharp).

Recapitulation/Repeat

A part of a movement (especially one in sonata form) in which the themes from the exposition are
restated. In music, a repeat sign is a sign that indicates a section should be repeated. If the piece
has one repeat sign alone, then that means to repeat from the beginning, and then continue (or
stop, if the sign appears at the end of the piece).

Scale
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A scale is a sequence of notes placed in ascending or descending order by steps.
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Sharp

7

A sharp, represented by the sign #, added before a note, raises its pitch by a semitone. In general
terms music that is sharp may be simply out of tune, at too high a pitch.

Stave / Staff

The stave or staff indicates the set of lines used for the notation of notes of different pitches. The five-
line staff is in general use, however, there is a four-line staff used for plainchant. Staves of other
numbers of lines were once used, but the five lines and four spaces has become the universal
standard. The system, with colored lines for C and for F, followed principles suggested first by Guido
of Arezzo in the 11th century. Staff notation is the system of notation that uses the stave.

Swing Notation

Swing feel is an assumed convention of notation in many styles of jazz. In big band, blues, bebop,
R&B, Hip Hop Jazz, and contemporary music. A swing feel is assumed, unless "shuffle" is explicitly
specified in the score. Notes that are not swung are called straight notes or Baroque. The contrast
between the notation and the various ways swing can be interpreted is a mathematical equation is
illustrated in the follows:
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a) Baroque
b) Swing
¢) Triplet
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Triads
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root 1st 2nd root 1st 2Znd root Ist 2nd root 1st 2Znd

inversion mversion mversion mversion
C major triad C minor triad C augmented triad C diminished triad

A chord of three tones, especially one consisting of a given tone with its major or minor third and its
perfect, augmented, or diminished fifth.

Tempo
Tempo term meaning approximate BPM
grave very slow 40 or slower
largo very slow 40-80
adagio slow, but faster than largo 60-80
andante walking pace BO-100
moderato moderate speed 100-120
allegro quick, lively 120-160
presto very guick 160-200

Tempo (Italian: time) means the speed at which a piece of music is played. Sometimes the exact
tempo is given at the beginning of a piece of music with the number of beats to a minute, as measured
by a metronome. More often tempo indications give the performer more latitude, although the
Hungarian composer Bela Bartok, for example, gives exact timings, often of each section of a work. In
much earlier music, the tempo is implicit in the notation or in the type of music.

Time Signature

4= Counts per measure (This is for any number.) i.e. 3 or 5 etc.

4= What note value receives one count (Any fraction.) 5/8 etc.
e Remember, every note receives one beat!

Different Time Signatures

1. Simple: C for common time or 4/4

2. Regular: 3/4 or 4/4), The 4/4 is one of the most used in contemporary music, 3/4 has a
waltz feel and is mainly used in the Blues genre.

3. Mixed: (e.g.,5/8 & 3/8 or 6/8 & 3/4), These time signatures alternate, in various forms and
can have more than 2-time signature repeatedly throughout a composition.

4. Compound Meters: (e.g., 9/8 or 12/8), This is where each beat is divided by 3 rather than
2,

5. Complex: (e.g., 5/4 or 7/8), These time signatures are used mostly modern Jazz or Avant-
garde compositions and are complex because the rhythm could be for 5/41 or 77/8.
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6. Additive: 3+2 or 1+2+2 and the same for additive This time signature is used when a
specific accent on the rhythm is specified by a group of numbers. (e.g., 3+2+3/8).

7. Fractional: This time signature is used sparingly in certain section of a piece of music to
create an odd uneven feel. (e.g., 2V2 /4).

8. Irrational meters: These time signatures are used to extend chores, verse prelude or
interlude. (1/2 or 2/2 or 3/2 or 1/4

Time or meter, unlike the word tempo, which means speed or pace, are used in music for the metrical
divisions or bar-lengths of a piece of music. These are indicated by two numbers at the beginning of a
composition or at the introduction of a changed time meter, by two numbers that form a time
signature. The upper portion of the two numbers shows how many counts there are in a bar while the
bottom number shows what kind of note receives one beat. In this way, a duple time-signature of 2/4
means that each bar consists of two quarter-notes or crotchets. An indication of compound time such
as 6/8 shows that there are six quavers or eighth notes in each bar, although in faster speeds these
will be in two groups of three or in 3/4. In complex upper numbers, such as five or seven, necessitate
asymmetrical groupings of notes.

The picture on the next page is Louis Lee performing at the fabulous City Club 555
South Flower Street, 51st Floor, Los Angeles, CA. 90071. He performs there often, and
this was a special dinner party for LIONSGATE FILMS.
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