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QUARTAL HAZMONY 16 HAZMONY GENERATED BY THE INTEQVAL OF A FOUCTH. THIS CONCERT OF TALZ HATMONY OEVELOPED IN THE

MIO '50's AN THE EARLY '60's, SPURRED ON B¢ THE WIOESPREAD USE OF MODALISM BY SUCH ALTISTS AS MILES DAVIS ANO

GOHN COLTZANE. ALEEADY LONG IN USE BY "CLASSICAL" COMPOSERS, COMPOSERS OF FILM ANO TELEVISION SCORES, ANO TALL
COMPOSEL/ALLANGEDS FROM THE BIL EVANS SCHOOL, QUARTAL HAGMONY 8Y THE EARLY 1960'S HAD BECAME AN IMPORTANT TOOL IN
THE GALL VOCABULARY. IN ADDITION TO THE COMPOSER/ARRANGER USASGE, QUALTAL HAZMONIC LANGUAGE IN A GALL CONTEXT WAS
USHERED IN LAZGELY BY THE COMPING, IMPROVISING, ANO COMPOSITIONS OF PIANISTS BILL EVANS, Maloy TyNee, Heesle Haneoek,
ANO CHICK COREA, AMONG OTHERS.

WHILE QUARTAL HAZMONY CEQTAINLY HAS GREAT COMPOSITION ANO IMPROVISATIONAL APPLICATIONS, THE FOCUS OF THIS LESSON
WILL B€ 175 USE IN COMPING. 0L MAY HAVE HEAZD THE TEQM "COMPING BY SCALE". THAT 2EALLY DEFINES QUATAL HAZMONY IN
COMPING SITUATIONS PEQFECTLY. INSTEAD OF USING A TERTIAN VOICED STRUATURE @ONTA\N\NG GUIOE TONES THAT RELATE TO A
SPEQIFIC CHORO TYPE) WE COMP LTILIZING A HAZMONILED SCALE LMEAT\NQ MULTIPLE HORIZONTAL STRUATURES) IN FOURTHS THAT
QELATE T0 THE GIVEN CHORO TPe. LET'S SAY THE GIVEN CHOZO SYMBOL 16 C MAT 7. PLAY THE HASMONIZED C IONIAN SCALE OVER
A BASSLINE OUTLINING THE C MAST 0HORD. AS ONE MOVES FROM ONE FOURTH STRUCTURE TO ANOTHER, THE OVEALL EFFECT IS AN €55
ANO FLOW BETWEEN TENSIONS AND 2ELEASE TO THE BASIC CHORO TONES GIEQT\GALLY SPEALING) CONTAINED IN THE CHORD SCALE.

C IONIAN SeaLe L\'LL USE IONIAN ANO MAS02 SCALE AS INTEQCHANGABLE SCALE NAMES THROUGHOUT THIS LE&SON.?
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NOTICE THAT THE CHORO BUILT ON C 1S UNSTABLE ANO AMBIGUOLS. ThiS C MAT 7 CHORD FEATURES A H1L INSTEAD OF THE MORE
T4PI0AL 411, |7 BECOMES "NOMALIZED" AS WE PASS THROUGH THE OTHEQ STRUCTURES FROM THE HAZMONILED SCALE TONES.



¢ YOU'VE PLAYED THE PREVIOUS EXAMPLE OF THE HAZMONIZED SCALE IN FOLRTHS AQAINST BMA4T, | THINK YoU'LL

GET THE |0€A PRETTY QUICKLY. HOWEVER WHAT MALES THIS CONCEPT 60 VALUABLE T0 US 1S THE QELATIONSHIP BETWEEN

THE MODES OERIVATIVE F20M (IN THIS CASE) THE PACENT MATOR SCALE AND 116 QESPECTIVE CHORO ASSOCIATIONS. TO
SIMPLIFY: MOST OF US LEARN MODES AS A MELODIC SOURCE TO IMPROVISE OVER PARTICULAR CHOZO THPES WITH. IN THE BASIC
CHOR0/SCALE QELATIONSHIPS THE CHOZO TONES AZE CONTAINED IN THE SCALE THAT WE USE T0 IMPROVISE OVER THE GIVEN
CHORO0 WITH. THIS QREATES A STRONG LELATIONSHIP BETWEEN CHORO ANO SCALE. HEQE ALE THE BASIC SCALE OERIVATIVES
(MODES) FROM THE MASOR SCALE (IONIAN) AND THEIR QELATIONSHIPS TO SOME BASIC CHORO TYPES. THESE AQE VeRy BASIC
QELATIONSHIPS AND AT THIS STAQE ALL SCALES/MODES QELATE FROM THE SCALE'S TONIC (02 STAZTING NOTE) 10 THE CHOLD
TYPES QIVEN FROM THEIR 200TS.

The SEVEN MOOES 0F THe MATOR SCALE ANO SOME BASIC CHORO RELATIONSHIPS

. 1ONIAN 02 MAG02 S0ALE LSED OVER MAS, MAgh, MAa4T, Mag9, Maqlh

1. DoRIAN UsED OVEL MIN, MING, MINT, MINY, MINLL, MINL%

11, PHevGIAN USED OVER Tousd 1)

IV. LYOIAN USED ovee Mag THLL, Mag 9411, Mag 12414

V. MIXOLYOIAN Lse0 ovee 7, 9, 1L, 13, Tes4, Jeused, 156064 (DOMINANT T1h CHO20S)
VI. AOLIAN USED oveR MIN, MIN v, MIN 7 Wit b1%, MIN 9, MIN 44

VIL. LoagiaN bseo over -Thb, -7 (1),

¢ 00 NEEO HELP UNOERSTANOING 02 CONSTRUATING MOOES, CONSULT My "HAQMONY PeiMee” 02 “MODES" LESSON FROM
THIS SERIES. IN A NUTSHELL, ALL OF THE CHOROS ANO MODES LISTED ABOVE AQE OIATONIC 70 A MAG02 SCALE. IN THE Key
0F C MAGOR THE ABOVE CHORDS/SCALES WOLLO BE NAMED LIKE THIS:

| C IONIAN 02 MA02 SCALE LSED OVER CMA4, CMash, CMAST,C Mag9, CMadlh

1. O DoglaN LseD ovee OMIN, OMING, OMINT, OMINY, OMINLL, OMINA%

1. € PrevaIAN LSED OVER ETo0e49

IV. £ LyOIAN Ls€0 ovee FMAS THLL, FMac O4LL, PMag 15411

V. G MixoLyoIaN Useo ovee B7, 69, GLL, G123, BTs0s4, G9susd, GLBs0s4 (DOMINANT TrH CHO20S)
VI. A AcOLIAN LSED oveR AMIN, AMIN:D, AMINT with-1%, AMIN 9, AMIN 41

VIL. 8 LocgIaN Useo ovee B-Toh, B-Toh (1)

WITH THE RAZMONIZED SALE IN FOURTHS WE'LL 2EVISIT THE ABOVE CHORO/SCALE 2ELATIONSHIPS HORIZONTALLY. We've
ALEADY 12160 THE C IONIAN IN FOURTHS OveR O Mag 7, Now Ler's 1oy 17 ovee O-7 (NOTes oF The C IONIAN FeoM O 10 O) wwick
0REATES A HAZMONIZED DORIAN SCALE. ALSO, T2¢ THE D DORIAN OVER G7 WHICH CREATES A T SUS 4 QUALITY.
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YOU'LL NOTICE THAT THE PRECEOING EXAMPLE 16 CUST THE C IONIAN SCALE ANO 176 6TRUATURES STALTING FROM O. WHEN
C2EATING MODES THEQE ARE BASICALLY TWO WAYS OF QEQLONING THE NOTES. THE EASIER OF THE TWO 1S TO THINK FROM THE
PARENT GOALE ANO 176 KEY SIGNATURE. WITH THIS METHOD ONE GUST APPLIES THE PARENT GALE'S KEY SIGNATURE TO THE
SEQUENCE OF TONES THAT STARTS FROM ONE OF THE PARENT SALE'S NOTES. NOTICE THAT THE PRECEEOING MODES FROM THE

MAS02 SCALE A2E GIVEN ROMAN NuMeeaLs |, 11, 111, IV, efe. STARTING F20M THe 520 Note (111) OF A MASOR SCALE ANO

KEEPING THE SEQUENCE OF THE SEVEN NOTES DIATONIC FOM € T0 € CREATES A PHRYGIAN SCALE (02 IN THE Key OF O MACOR, AN

€ PHRYGIAN SCALE). THE OTHEQ METHOD IS CALLED PARALLEL CONSTRUATION, AND SCALES/MODES ARE GENERATED VIA A NUMBER
SEQUENCE (02 FORMULA). THESE NUMBERS REFEQ TO THE NOTES OF A HYPOTHETICAL MAGOR SGCALE THAT HAS BEEN ALTERED 10 UTILILE
THE FORMULA FO2 A GIVEN SCALE TPE. FOR INSTANCE, THE FORMULA NUMERICALLY FOR A PHRYGIAN MOOE 16: 1, b1, 13, 4, 5, v, b7.
THe NOTES SPELLED ALPHASETICALLY (FROM E) WOULO 8¢: €,F, B, A, 8,0,0,€.

THE "ELATTED" 02 IN THIS CASE "NATURALED" NOTES OF THE € PHRYAIAN SCALE 2ESULTED FROM LOWERING THE IND, %20, brH,
ANO TTH D£G2€€S OF AN € MAG0R SCALE (E, F¥, BF, A, B, O, OF). E1THeR WAY YOU LOOK AT 1T, ONE HAS T0 HAVE GO0D CONTROL
OF MANIPULATING MASO2 SCALES AN THEIR KEY SIGNATURES T0 GREATE PARALLEL 02 DERIVATIVE SCALES. By THE WAY, WE'RE
UST TALKING ABOLT MAGOR SCALES 90 FAR. LATER WE'LL LOOK AT OTHER PRIMARY SEVEN-TONE SCALES, SUCH AS MELODIC MINOZ,
RAZMONIC MINOZ, ANO HAZMONIC MAGOR THAT AQT AS A PAZENT SCALE GENERATING THEI OWN UNIQUE S€T OF MOOES. BUT BEFORE
YOU T2Y THE OTHEQ SCALES STALT WITH THE MATOR SCALE HAZMONIZED FROM AND PLAYED AGAINST ALL THE CHOR0S/MODES
LISTED ABOVE, THEN T2Y TRANSPOSING THESE QELATIONSHIPS TO OTHER KEYS ANO CHORO 20076,

DON'T LET THE THEORY SPEAL TUN YOU OFF. |1'S IMPORTANT TO HAVE CONTROL OF THIS STUPE, BUT IN THE ENO YOUR €AQ

ANO TAQTILE SENSE LMU%CLE MEMOQ'() WILL TAKE OVEQ. FOLRTH CHORO SHAPES AQE BASICALLY BUILT AQOUND FIVE SHAPES

THAT USE FOUR NOTES @ 24 PARING THESE SHAPES DOWN T0 % NOTES AND ALSO ADOING ON TO GET FIVE NOTE FOQMS}. THe FoLQ
NOTE VEQSIONS ARE EASILY PLAYED ON FOUR CONSECUTIVE STRINGS FROM THE FIFTH STRING 02 FOURTH STRING. ALL EXAMPLES AQE
BUILT ON THE PITCH "C". THEY LOOK LIKE THIS FROM THE FIFTH STRING:
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THE MAG0R SCALE SHAPES INCLUOE ALL BUT THE ONE IN THE MICOLE™*. THIS DOUBLE TRITONE CHOR0 WORKS BEST IN DOMINANT

T4 APPLICATIONS ANO IN THIS CASE FROM A NON “C" 2007. NOTICE THAT ALL THE CHORDS AQE MADE LP OF PEQFECT FOLRTH 02 TRITONE
INTEQUALS. OTHER SCALES SUCH AS HAZMONIC MINOZ AND HAZMONIC MASOR NEGESSITATE THE SPELLING OF THE 0CCASIONAL
OIMINISHED FOURTH INTEQUAL. THIS WILL ALTER SOME SHAPES OF THE BASIC FIVE ABOVE @ 0 KEEP STRUATURES DIATONIC T0 THE SCALE).
RESULTING WILL BE SOME FAMILIAR TERTIAN GR1PS, BUT YOU CAN STILL "THINK' IN FOLURTHS. HEQE ARE THE FOLR SEVEN-TONE SCALES
WE LSE IN BeQULEE'S GUITAZ SYLLABI HAZMONIZED IN FOURTHS. ALL EXAMPLES AZE BUILT ON "C".
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FOUR SEVEN-TONE SCALES HARMONIZED IN OIATONIC FOLRTHS

[ONIAN 02 MAT02 SCALE
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**ENHAZMONICALLY SPELLED FOR SIMPLICITY
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AS YOU CAN SEE, SOME OF THE ANALYSIS GETS PRETTY WACKY WHEN USING HAZMONIC MATOZ/MINOL. |'VE BROKEN 1T DOWN T0 SOME
FAMILIAQ TEQTIAN STRUATURES 02 SLASH CHOR0S IN THOSE CASES. EACH OF THE PRECEOING HAZMONIZED SCALES GAN BE PLAYED OVEQ
ANY CHORO CONTAINED IN THAT SCALE'S RESULTANT HAZMONIES. FOR INSTANCE, 60020 A ETH) VAMP ANO PLAY THE C HAZMONIC MASOR
HAZMONIZED IN ATHS OVER IT. Toy THe SCALE FROM The ETH) 2007 (€ 0 €) ANO STARTING FROM OTHER TONES IN THE "0 6CALE AS
WELL. THIS 16 A G000 PLACE 70 BEQIN, LISTENING T0 THE SOUNOS GENERATED FROM A HAZMONILED SCALE OVER THE INOIVIOUAL CHOLO
TYPES CONTAINED IN THE SCALE'S 2ESULTANT HAZMONY. I7'6 ALSO A 2EALLY 816 508 WITH MULTIPLE CHOICES OF SCALE FO2 MANY CHOLO
1¢9€5. HOW D0ES ONE 02GANIZE? AS SIMPLY AS POSSIBLE! STALT WITH THE MATOR SCALE, (IN MULTIPLE KEYS) EXHAUST IT'6 POSSIBILITIES
AND THEN MOVE ON T0 MELODIC MINOR €TC. |16 ALSO VERY IMPORTANT TO GAIN PEQSPECTIVE IN USAGE BY LISTENING TO SOME OF THE
PIANISTS I'VE ALREADY MENTIONED AS WELL AS QUITARISTS LIKE MIKE STERN AND TOHN SCOFIELD, ANO ESPEIALLY 02QANIST LAgRY
YOUNG. ONE THING YOU'LL NOTICE IMMEOIATELY 16 THAT THESE QUYS DON'T PLAY THE ENTIZE HAZMONIZED SCALE FROM BEQINING TO ENO.
SOMETIMES USING CUST TWO 02 THEEE STRUCTURES FROM A "KEY OF THE MOMENT" (ANO THE "LEY" CAN CHANGE WITH EACH CHOZD) O0ES
THE T210K. PAY ATTENTION TO MELODIC VOICE-LEADING, USE OF SEQUENCAL MELODIC I0EAS THAT AZE HAZMONILED, ETC.
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NOW THAT WE HAVE SOME TOOLS TO WORK WITH, LET'S SUM UP HOW 70 GET STALTED:

® CXPEQIMENT WITH AND IMITATE WHAT YOU HEAQ ON 260020INGS. Re00209 LIKE COLTRANE'S "CoMPLETE 1901 VILLAGE VANGARD
Re0o20INGS" (WiTh Maloy TYNER ON PIANO) WILL GIVE YOU LOTS OF 106AS 70 WORK WITH. EMULATE THE QHYTHMS ANO NUMBEL
0F STRUATURES BEING USED IN SAY, A FOUR BAR PHRASE. AND WHILE VAMPS AQE A VERY G000 PLACE TO BEQIN, INTEQRATE YOUR NEW
VOCABULARY INTO avaLES suan AS |-VI-11-V AND 11-V-1. THeN 1Y A GAZL STANOARD.

® Ty WRITING TO DEVELOP WORKABLE I10EAS THAT YOU CAN QECYOLE INTO OTHER TUNES.

© THINK QONTEXT. THESE SOUNOS TEND T0 B€ MOOEEN IN QUALITY AND FIT VEQY WELL

WITH PENTATONIC LANGUAGE FOR INSTANCE (CHeEeK 0UT Maoy!). LATER AS A DEVIATION FROM THE SEVEN TONE-SCALES THAT

WE'LE STALTING WITH, T2Y HAZMONIZING PENTATONIC, WHOLE-TONE, AND OTHEZ NON-SEVEN-TONE SCALES. YOU'LL COME LP WITH
SOME VEQY COOL SOUNOS! REMEMBER THOUGH, THAT THESE SOUNOS MIGHT NOT BE APPROPRIATE FOR OLOER GALL STvLES. UsE vouR
€AZS AND STUOY GALL STYLES BY PERIO0 TO GAIN A SENSE OF APPROPRIATE USAGE.

® AND LASTLY, EVEN IN A "FUSION" 02 "MODEZN GAZL" CONTEXT ONE DOESN'T HAVE TO USE FOURTH STRUATURES EXALUSIVELY. MIXING
TEQTIAN STRUATURES WITH THE QUARTAL MALES FO2 A NICE "PALLET" OF HAZMONIC COLORS. THE TERTIAN CHO20S WILL "NAIL-DOWN"
THE CHOLO QUALITY, WHILE THE QUARTAL WILL BE MORE AMBIQUOUS AND ACHEIVE SOME NICE PASSING CHOLO MOVEMENT. Hege's AN
EXAMPLE OF COMPING INTEGRATING BOTH TYPES INTO THE SALL STANDARD "STELLA". ALL FOURTH CHOOS STRUATURES WILL 8E
DELIVED FOM MACOR SCALES/MODES USED IN A "LEY OF THE MOMENT" SENSE. NOTICE THAT THE FOURTH CHORD SEGMENTS ARE VEQY
08V1006. LEEP YOUR OWN EXAMPLES SIMPLE T00. LATER, YOU CAN GET MORE COMPLEX, HYTHMICALLY DAQING, ETC. FO2 21GHT NOW,
GET THE CONQEPT DOWN. ANALYZE, 80220W, LISTEN, AND INTEGRATE INTO YOUR OWN VELSIONS! ALL QHOZO SYMBOLS AQE BROKEN
OOWN 70 BASIC STRUCTURES. 0L DO THE ANALYSIS! PLAY OVEQ 2E000DE0/SEAUENCED BASSLINE AND METRONOME CLICKING ON L & 4.
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