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Foreword

If you have purchased this book, congratulations on taking
an important step toward your quest to become musically
empowered. By following the instructions, as directed, you
will most definitely learn to understand music. Whether
you’re seeking a career in music, just wish to entertain
yourself or small gatherings, or want to teach others, you
are on the right course. You will find this book unlike any
other in it’s simplicity and depth. By that, we mean that
we will try to explain everything completely; and leave you
wondering about nothing that we touch on, lesson - wise.

Sincerely,

Jay McGee

Email : jaymcgee23@yahoo.com



Chapter 1

Major Scales

, Western music, meaning music of the western world, music
based upon the diatonic, otherwise called, the major scale: (pop, c&w,
blues, gospel, jazz, r&b, classical, etc.) uses seven letters from the

English language.
Those letters (notes) are A BCD EF G (white keys). The

only variables (other forms) are:
(A# Bb)(C# Db)(D# Eb)(F# Gb) (G# Ab)
(found on the black keys).

m @ @G 06 Oy 1213 aa4as)

ABCDEFGABCDEFGABCDEFGA

Notes found on the black keys:

(1)A#/Bb (2)C#/Db (3)D#/Eb (4) FE/Gb (5) GH#/Ab

(6) A#/Bb () C#/Db (8)D#/Eb (9) F#/Gb (10) GH/Ab

(11) A#/Bb (12) C#/Db (13) D#/Eb (14) F#/Gb (15) G#/Ab
*If a black key comes after(to the right of) a white key, it is

called the sharp of the white key; if a black key comes before
(to the left of) a white key, it is called the flat of the white

key.
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Here is one way to familiarize yourself with the names of
the notes on a keyboard.

The two white keys with no black keys between them are
either B and C or E and F.

Notice that, in certain sections of the keyboard, the two
sets of white keys (B/C and E/F) are closer together than in
other sections.

In those sections, notice that there is only one white and
two black keys separating the sets (see example below ).

Since the letter names of notes (keys) only go from A to
G, in succession, then the first set of white keys, at their closest
points, would have to be B and C, with the one white key between
the two sets being D.

In order for a set of keys to be E and F they would have
to be followed by two white keys, G and A, and three black keys,
(F$ /IGb) ,(G# /Ab), (A /Bb).

All of the letters have to come in alphabetical order:

ABCDEFG.

That's why the first set of white keys, at the point where
the two sets of white keys are the closest, has to be B and C.

B to C, with D being the next white key; then E to F.

These are the points where the two sets
of white keys are closest to each other.

* * *

LLILLLARLIRLLILLILLLIN

CDEFGABCDEFGABCDE FGA BC



Notice that each white key has only one letter
name and although the black keys have two letter names,
they can only be referred to by one of those names at a
time, depending upon the function the note is required to
perform.

If a key is required to be made higher in pitch, it
is said to be sharped (#).

To make a note sharp means to move from that
note (key) to a note, or notes, to the right of that note; if
one sharp (#) is required, then move up to the very next key
(black or white).

If two sharps are required, then move two keys to
the right.

1(a) | 1(b)
F#
EX:1

F B C
Moving from (F) to (F#) Moving from (B) to(C)
is making the (F)one note is making the (B) one note
sharper, by going to the sharper, by going to the
next key to the right, (F#). next key to the right, (C).

These are two examples of raising the pitch of a
note by one sharp; making the note a semi-fone higher.



EX:2
2(a)

F¢ G#

Moving from the (F#)

to the (G#) is making

the (F#) two notes sharper, by
moving two keys to the right (G#).

2(b)

F G

Moving from the (F)

to the (G) is making

the (F) two notes sharper, by moving
two Kkeys to the right (G).

These are two examples of raising the pitch of a
note by two sharps; making the note two semi-tones higher,
which is equal to one whole fone.



Moving to the right on a Kkeyboard is also referred
to as ascending, meaning, moving up.

Moving to the left is referred to as descending,
moving down.

If a note is required to be made lower in pitch,
it is said to be flatted (b).

To flat a note means to move from that note (key)
to a note, or notes, to the left of that note; if one flat (b)
is required, then move to the very next key(black or white).

If two flats are required, then move two keys to

the left.
1(a) 2(a)
EX: 1
G#
E F G
Moving from the (F), Moving from the (G#)to the
to the (E) is making the (F) (G) is making the (G#) one
one note flatter, by going note flatter, by going to the
to the next key to the left (E). next key to the left (G).

These are two examples of lowering the pitch of a note by
one flat; making the note a semi-tone lower.



2(a)

Eb

CEX:2

2(b) F

Moving from the (F) to the
(Eb) is making the (F) two
notes flatter, by moving two
keys to the left (Eb).

F G

Moving from the (G) to
the (F) is making the (G)
two notes flatter, by moving
two keys to the left (F).

Above are two examples of lowering the pitch of a
note by two flats; making the note two semi-fones lower,
which is equivalent to one fone.

Remember that the tones and semi-tones are
referring to the distances between notes.

Semi-tone = sharping or flatting a note by moving one (1)

note away from it in either direction.

Tone = sharping or flatting a note by moving fwo (2) notes
away from it in either direction.
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FINGERING TIPS

LEFT HAND: BF. R.F. M.F. P.F. T.
®) “ 3 @) D

B. F. - Baby Finger
R. F. - Ring Finger
M. F. - Middle Finger
P. F. - Pointing Finger

T. - Thumb
RIGHT HAND: T. P.F. M.F. R.F. B.F.
) ) Q) ) S))
DEGREES: I II III IV V VI VII VIII
SCALE : C D E F G A B C
LEFT HAND 32 1 5 4 3 2 1
RIGHT HAND 1 2 3 1 2 3 4 5

*Roman numerals are sometimes used to number scale
degrees and also chords built from a particular scale.

For instance, a G major chord might be referred to
as a V chord in the key of C major.

You will learn more about chords in the coming
chapters. ‘



DEGREES: I II III IV V VI VII VI |
SCALE : C D E F G A B C
LEFT HAND 32 1 5 4 3 2 1

RIGHT HAND | 1 2 3 1 2 3 4 5

Note that in the left hand fingering, moving
from the 1 (thumb) to the 5 (baby finger) seems kind of
hard to do.

What we suggest is, crossing over the 1
with the 5.

In other words, crossing over the thumb
with the baby finger.

. If this seems difficult, at first, try playing
only to the F note, in order to perfect the crossover.

Also, in the right hand fingering, moving
from the 3 (middle finger) to the 1 (thumb) can also

present a problem.
What we suggest here is that you cross the

thumb wunder the middle finger, in order to reach the F

note.
Once again, if it seems difficult, at first,

play only to the F note, until you can manage it.



The major scale consists of eight notes. From the
starting note (tonic or root note) ascending (moving up) to the
same note (tonmic) again.

To become a proper major scale, these eight notes
must be divided by the correct order of fones and semi-tones .

The order of tones and semi-tones (distances between
notes )in a major scale are:

Tone-Tone-Semi-tone-Tone-Tone-Tone-Semi-tone

In other words, between the first (1) and second (2)

degrees of a major scale thereis a distance of a fone.
Between the second (2) and third (3) degrees is a
fone.

Between the third (3) and fourth (4) degrees there
is a semi-tone, etc.

Below you will find a reference that you can
use until you have memorized the proper order of fones
and semi-tones between the degrees of a major scale.

Reference example: 1 2 3 4 5 6 7 8
T T S T T T S

LLLLLI

Scale of C Major CDE FGABC
TTSTTTS

Examine the differences between the fones and
semi-tones. '

Notice that a fone contains a note between two
notes, while a semi-tone goes directly to the note next to
it.
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In order to better understand the concept of
scales, let’s explore, and then complete, the D Major
scale.

First we will start with the eight leffers that are
required to form the D Major scale.

DEF G ABCD

These will also be called the degrees of the scale,
when they are properly separated according to fones and
semi-tones.

Next let’s observe the fones and semi-tones
(distances between the notes) required to put them in the
correct order.

* Order of tones & semi-tones

(DEGREES) = 1 2 3 4 5 6 7 8
@isTances)y » T T S T T T S

Now let’s separate the degrees according to the proper
tones and semi-tones as shown above.

EXAMPLE:

From the scale of D Major

D to D# =1 semi-tone =¥
+
D# to E=1 semi-tone =¥

D to D to E=1 tone
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Since a fone consists of 2 semi-tones, and we have
covered the distance of 2 semi-tones from D to E; we
can safely say that the distance between D and E is a
tone (semitone + semitone = tone).

D E

A tone is also required between the second (2)
and third (3) degrees of a major scale.

With the second (2) degree being E and the third
(3) degree being F and by observing the notes on the
piano, we find that a correction needs to be made
because E goes directly to F, making them only a semi-
tone apart, when a fone is needed.

Since from E to F is only a semi-tone, another
semi-tone is required. In order to put a fone between the
second (2) and third (3) degrees, it is required that we
change F to F#, adding another semi-tone.

Now we have the first three degrees of the D
Major scale as follows:

1 2 3 F#
D E F#
NN

T T
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The next step requires that we put a semi-tone
between the third (3) and fourth (4) degrees of the major
scale.

With the third (3) degree being F#, we know that
the fourth (4) degree is required to be a semi-tone above
F#, where we find G, exactly a semi-tone above.

Fi
1 2 3 4
D E F¢# G
W AN 5
T T S
D E G

Continuing to form a major scale, in the key of
D, let’s proceed to the fifth (5§) degree.

Referring back to the correct order of fones and
semi-tones that constitute a major scale, we find that
between the fourth (4) and fifth (5) degrees of the scale,
the distance of a fone is required.

EXAMPLE: 1 2 3 4 5 6 7 8
TTSTTT S
Knowing that from G is G# is only a semi-fone,
we find that in order to complete the distance of a fone
we must add another semi-fone, thus moving from G
through G# to A.
Fi

1 2 3 4 5 .

D E F# G A
NN N

T T S T
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Proceeding from the fifth (5) to the sixth (6)
degree, we notice that another fone is required between
the two.

In order to achieve this, we must start at A,
pass through A# (covering a semitone), then move from
A# to B (covering another semi-tone), thus completing the
distance of a fone.

This gives us the first 6 degrees of the D Major

scale.
1 2 3 4 5 6 F#
D E F¢8 G A B
LW AW AW RN LN
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You may have noticed that the scale (or key) of
C _Major_ contains no sharps (#) or flats (b).

This is because the fones and semi-fones line up
perfectly, without the need of sharps or flats.

You may have also noticed that, up until this point,
we haven’t created a major scale containing any flats (b).

To begin learning about the need for using flats in
a major scale, let’s begin with an F_Major scale.

We begin with the necessary letters:

F GABCDEF

Since we know that all major scales are formed
using the (T TSTTTS)theory, let’s begin creating an

F _Major scale.

EXAMPLE: 1 2 3 4
F G A B
T T T

Observing the above example, we find that the
order of tones and semi-tones is correct only up to the
third (3) degree, which is the A note.

Between the third (3) A and fourth (4) B degrees, a
semi-tone is required.

Since there is already a fone between A and B,
and only a semi-tone is needed, adding a sharp to A
would put the third (3) and fourth (4) degrees a semi-tone

apart; but it would then create a fone + a semi-tone
(tone':) between the second (2) and third (3) degrees.

EXAMPLE: 1 2 3 4
F G A4 B
T T4% S
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In order to create a semi-tone between the third (3)
and fourth (4) degrees, we simply move the fourth 4)
degree , B, down ( descending; fo_ the left) by a semi-tone.

EXAMPLE: 1 2 3 4
F G A Bb
T T S

After completing the F_Major scale we will find
that all of the other degrees of the scale line up
naturally, without the need for alterations.

EXAMPLE: 1 2 3 4 5 6 7 8
F G A BLbC D E F
T T S T T T S

If you haven’t already figured it out, let’s see why
the black keys have two names.

We will begin by comparing two notes in the

B Major scale and F_Major scale

B C¢# D E F¢# G Ay B
!
F G A B C D E F

Although these two notes (A# and Bb) are called by
two different names, they are indeed, found on the very
same black key. They are named according to what their
functions (jobs ) are in their respective scales.

At is needed to make a note higher in pitch and
Bb is needed to make a note lower in pitch.
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Examining the key (scale) of D# Major, we find that
it contains two degrees, (3) and (7), that have double

sharps (# #).

EXAMPLE:
1 2 3 4 5 6 7 8
D¢ E# Fi## G# A4 By C## Di

By looking at the above example, you can count
and see that you would exceed the maximum number of
(#’s) or (b’s) allowed in a key signature, which is seven
each.

So, as we previously stated, this is where one scale
name would have to give in (defer) to the other.

Instead of being called D# Major, this scale would
be called, and written as Eb Major.

Here’s why:

1 2 3 4 5 6 7 8
D# E# F#¢ G# A# B# C#y D4
o
1 2 3 4 5 6 7 8
Eb F G Ab Bb C D Eb

The notes in each scale are identical, although
called by different names (compare them on the keyboard);
but Eb Major has only 3(b’s), (vou wouldn’t count the
one on the eighth (8) degree because it is a repeat), and
D# Major has 9 (#’s)!!

Since the 3(b’s) in Eb Major fall within the
allowed number for the key signature (7), the D# Major
scale would defer to the Eb Major scale, meaning that
the Eb Major scale would win out as the choice of
what key signature to write.
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FINGERING FOR CHORDS

For playing chords, we can use either of two
types of fingering. |

First, there is what we call the closed chord
fingering.

EXAMPLE :

C E G
R.H. 1 3 5
L.H. 5 3 1

The reason that we call these fingerings closed is
because of the tight positioning of the fingers.

We recommend this type of fingering when there
are melody notes to be played between chords that are
located in the same register (area) of the keyboard as the
chords.

For instance, if the D note in the example
above, needed to be played, the 2 finger (R.H.) or the 4
finger (L.H.) would already be in position to play it.
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This is what we call the open chord fingering

style.
EXAMPLE :
C major 7
C E G B
R.H. 1 2 3 4
L.H. 4 3 2 1

; ~ The reason that we call these fingerings open
is because of the fingers being stretched out.

Also, this is the positioning that we
recommend for playing extension chords(4 or more notes),
for obvious reasons.

As you can see, playing extension chords
would be impossible in the closed fingering position,
without using two hands.

Experiment to find which fingerings work best
for you, in different situations.

Since there are many different ways to play
melodies and chords, consider these as helpful suggestions.
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Chapter 2
Chords

Now that we have learned about fones and
semi-tones, the degrees of a major scale, sharps and flats,
and how they come together to form a major scale; let’s
explore the major scale even further.

From a properly constructed major scale, we can
extract (or take) chords.

A chord is when three(3) or more notes are played
simultaneously (at the same time).

There is a system that allows us to form chords
using every degree of a major scale, as a root (starting)
note; we call it the take one, skip one, take one, skip
one, take one method.

Let’s see how it works; by forming triads (three

note chords) using the C Major scale.

EXAMPLE:
® 2 3 4 5 6 7 8
C D E F G A B C
! 3 !
C E G
o ® ®
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By using the take one, skip one, take one, skip
one, take one method, we have just formed our first
triad (three note chord) using the first(l) degree from the

C Major_ scale, as our root note.
The notes are C E G; the chord is called a C

major chord. It is called a C chord because the root
(beginning) note is a C.

When we reach the section on Classifying Chords
we will learn why it is called major.

Let’s continue to use the take one, skip one,
take ome, skip one, take one method to build triads (three
note chords) from the C Major scale, by using the
second (2) degree as our root (starting) note.

EXAMPLE:
1

3 5 7 8
C E G B C

@TcoTU®
@"rlf—*ﬁ-h
@}HT}@\
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All of the rules and principles that we have used
to form chords from the C Major scale are the same
ones used to form chords in all of the major scales.

When major scales are properly formed, according
to the distances of (fones & semi-tones), they yield the
same chord types on each respective degree of the scale.

EXAMPLE:

Major
minor

= minor

= Major
Major
minor
diminished

[

XA U B W -
|

o

Once you have learned how all of these principles
work in one key (scale), you can apply them to every
major scale.

For instance, in every major scale, the first (1)
chord will be a major chord. The second (2) chord will
be a minor chord etc.(see example above).

You should also be able to look at a major
scale and pick out the chords, using the ta-ski-ta-ski-ta
method.
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Here is the D major scale and it’s respective
chords. (you’ll find every major scale and their chords in
Chapter 10)

D Major scale
1 2 3 4 5 6 7 8
D E F¢ G A B Ci D

Chords in D Major

1=D F4 A=D

2=E G B=Em

3=Ff A C#=F¢m

4=G B D=G

5=A C# E=A

6=B D F#=Bm

7=C¢ E G=Ct°
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Chapter 3 |
Classifying Chords

Classifying chords requires a complete understanding of
how a major scale is constructed.

The reason for this is that every triad (3 note chord)
taken from a major scale, using the fa-ski-ta-ski-ta method,
has to be compared to the (1),(3), and (5) notes of the major
scale having the same root note as the particular chord.

EXAMPLE:
The chord C E G has to be compared to
the (1), (3), and (5) notes of the C Major scale.
If, when comparing the chord against the scale, the
(1), (3), and (5) line up exactly, then the chord is classified as
a major chord. C E G is a C major chord.

EXAMPLE:
C_Major scale (first five notes)
@ 2 3 4 5§
C D E F G
! 1 I
Chord =¥ C E G
1] ® ®

* The first chord taken from a major scale will naturally
match up exactly because it is being taken from itself.
So the first (1) chord will always be a major chord.
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~ Since, as we have learned, the chord built from the (2)
degree is a minor chord, let’s find out why.

In order to classify a chord, remember that the notes
of the chord have to be compared to the (1), (3), and (5) notes
of the major scale with the same root(1) note as the
chord.

Staying in the C Major scale (CDEFGABC), let’s
classify the chord built on the (2) degree [D], using the ta-
ski-ta-ski-ta method.

EXAMPLE:
[ 1 b © ©
Chord = D F A
! ! !
D Majorscale =* D E F# G A (first 5 notes)
@ 2 3 4 5

Notice that the notes which we are using for a
comparison are the (1), (3), and (5) notes of the D _Major
scale, although the chord comes from the C Major scale.

The reason is that the root (1) note of the chord is
D, thus the comparison to the D _Major scale.

Remember that in order to classify a chord, it has to
be compared to the identical degrees (notes) of the major scale
with the same (1) root note as the chord

The above chord, D F A, is a D minor chord; on
the next page we will find out why.
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The three types of triads (3 note chords) that are
yielded from a major scale are: major, minor, and
diminished.

As previously stated, when comparing the notes of a
chord to the same degrees (notes) of it’s respective (same
root note) major scale, if the (1),(3), and(S) degrees match
perfectly between chord and scale, then the chord is major.

The formula for a major chord is 1-3-5, meaning
that, the chord takes the (1),(3), and (5) degrees from the
major scale with the same name.

The formula for a minor chord is 1 - b3-5, meaning
that, when comparing the notes of the chord to the notes
of it’s respective major scale (same root notes), the third (3)
degree of the [chord] is a semi-tone lower than the third (3)
degree of the [ scale]. ’

EXAMPLE:
o »® e
Chord =¥ A C E
! 7 !
A Major scale =¥ A B C¢ D E (first 5 notes)
® 2 3 4 5

As you can see, the C note in the chord is a semi-
tone lower than the C# note in the scale. The (1) and the
(5) degrees match perfectly in both the chord and the scale,
thus the 1-b3-5.
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Chapter 4

Chord _Functions

In every major scale each chord has a function, or
‘a certain job to do, according to the degree upon which it
falls.

Although the chords vary by name and Dpitch, each
has the same function from scale to scale, depending upon
the degree on which each chord falls.

For instance, in the scale of D_Major, the chord
formed on the fourth (4) degree is G (or GM).

In the scale of C Major the chord formed on the
fourth (4) degree is F (or FM).

Even though these two chords [G and F] are
different in pitch, they each have the same function or
purpose, in their respective scales.

There are three categories or functions that the
chords of a major scale are divided into; and they are the
Tonic, Subdominant, or Dominant.

EXAMPLE:
Tonic Subdominant Dominant
M E)®) 2@ XY

The above example is the formula for chord functions
in every major scale, please memorize it.

Chords built upon each of the degrees above will
have the same function in every major scale.

The (1), (3), and (6) degrees will always belong to the
Tonic function, the (2) and (4) degrees will always belong to
the Subdominant function, and the (5) and (7) degrees will
always belong to the Dominant function.
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As you can see, every chord of the major scale
comes under one of the categories (Tonic, Subdominant, or
Dominant).

Notice that chords with different classifications
( major, minor, or diminished) can have the same Sfunction.

EXAMPLE:
Tonic
(1) Major (3) minor (6) minor

Let’s look further into the meaning of chord
functions.

The function of a Tonic chord is to be the primary
(or main) sound that all of the other chords revolve around
and come back to.

Generally, in a piece of music, the Tonic chords are
played more often than any other, giving the music a sense
of grounding or centering it.

A piece of music wusually begins and ends with a
Tonic chord, helping to define the tonality (key or scale).

Moving from one chord to another chord within the
same function group can sound uneventful; that is because
they serve the same purpose in the scale.

- EXAMPLE:
Key of C Major

C Am
/A A Y Y A A |
count=»1 2 3 4 1 2 3 4

In the key of C_Major, playing from C to Am is
allowed, but there is not much of a change taking place
from (1) tonic to (6) tonic).
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This is where the need for Subdominant and
Dominant chords comes in, to provide some contrast and a
release.

The function of the Subdominant (sometimes called
passing) chords is mainly to provide a change from the
Tonic chords, coloring and making the music more
interesting, in the process.

Although the following example is in the key of
C_Major, the functions of the chords on each respective
degree are the same in every major scale.

EXAMPLE:

Key of C Major
6 @ ©® & O
Am F Am G Bdim

(111 i
TONIC S.DOM TONIC DOM.-DOM.

Notice the slight change between Am and F, but
the more pronounced change between Am and G. Also
notice that in the G to B(dim.) change, the seven chord
[B dim.] is giving the five chord [G] a slight lift, although
they both have the same function.

However, listen carefully as you play this
progression, and you will hear that ending on a
Dominant chord leaves an unresolved or unfinished sound.

This is because a Dominant chord usually leads
back to a Tonic chord, either directly, or by moving to
a Sub - dominant chord and then to a Tonic chord, for a
completed or resolved sound.

When looking to make a noticeable change in a
chord progression (chords played in succession), a chord
from the Dominant group will most likely be the best
choice.
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EXAMPLE
Key of C major
C F G Dm C

(110 rrrrrrr (111 111

This example is showing how to bridge a Tonic
chord to a Dominant chord and a Dominant chord
back to a Tonic chord, as discussed on the previous
page.

In this case, for the 2" chord, we used the
Sub - dominant (4) chord (F), instead of the Sub -
dominant (2) chord (Dm), to bridge the Tonic (1) chord (C)
to the Dominant (5) chord (G).

For variation, moving back from the Dominant (5)
chord (G) we use a Sub-dominant (2) chord (Dm).

Try reversing the F chord and the Dm chord,
to hear what effect it will have, since they are both
Sub - dominant chords.

EXAMPLE

Key of C major
C Dm G F C

A Y Y A i i B A Y A Y Y Y |

As you can hear, it is all a matter of what
you are trying to achieve.

They are both right, but you will make these
choices according to your personal tastes

That is the point to studying music, to be able
to express yourself.
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Here is another way to connect Tonic to
Dominant chords, by way of passing (Sub - dominant)
chords.

EXAMPLE
Key of C major
C Dm C F G C

Jrrl sl i

Even though the previous examples were in
the key of C major, the above example has more
of a sense of being in C major because of the
more frequent use of the C major chord.

Also, notice how the F chord and G chord
only last for two beats each, wasting no time in
getting back to the Tonic.



49

Chapter 35

Chord Inversions

Something else that you will need to be aware of
when creating chord progressions is chord inversions and
extension _chords.

Chord__inversions can often help to bring a
completely fresh sound to regular sounding chords.

To invert something means to turn it around;
inverting a chord means to do the same thing, to put
the notes in a different order.

There are two types of inversions, first inversion and
second inversion.

The following is an example of the first inversion of
an A major chord.

EXAMPLE:

Key of A Major

A Ci E 4 root position

@
X
U W
>

1 € first inversion

In this example, by moving the root(1) up an octave, the
chord becomes inverted in the first position.

Any triad with the notes played in this order,
(3),(5), (1) is in the first inversion position.
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Any triad using the (1), (3),(5) order of the notes
is called the root position, because that is the original
position in which the chord was formed.

The second inversion position is when the notes
are placed in the (5), (1), (3) order, placing the (1) and the
(3) an octave up from their original positions.

Notice that each time a chord is inverted, the
bottom note is being moved up an octave, so the second
inversion of a chord is actually the natural next step
after the first inversion.

EXAMPLE:

Kev of A Major

1 3 5

A Cg¢ E <€ root position

3 5 1

C# E A € first inversion
5 1 3

E A C# € second inversion

Although a friad can be played in a fourth
position (A E C), we do not recommend it, unless you’re
looking for a more open or spatial sound.

Try experimenting by inverting different chords to
hear what the changes sound like ( playing some chords in
root position; along with other chords using the first or
second inversions)

Also try to combine different chord types (major,
minor, diminished, and augmented)to add contrast.
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Next in line is the dominant thirteenth chord,
also belonging to the dominant function group.

The formula for the dominant thirteenth chord is
1-3-5-b7-13, with the (13) actually being the (6) only up
the octave, because of the close proximity to the( b7).

3 5 b7 13

F# A C B
E F¢ G A B C¢§ D E F¢# G A B
2 3 4 5 6 7 8 9 10 11 12 13

- Ub—t

This chord, D F# A C B, is a dominant
thirteenth, and uses the symbol, D 13.

- Although the major sixth chord and the dominant
thirteenth both share the (6) degree, they belong to
different function groups.

This is because of the b7 being used in the
dominant thirteenth chord.

Once the b7 is introduced into a chord it
becomes part of the dominant group.

The (b7) is usually added to a triad (3 note
chord) already belonging to the dominant group, a chord
built from the 5% or 7% degrees of a major scale, but
theoretically a (b7) can be added to any of the chords
built from the degrees of a major scale, possibly changing
the function of the chord.

Experiment with this just to see and hear some
of the possibilities.

When playing dominant ninth, dominant eleventh,
and dominant thirteenth chords, the fifth (5) is often omitted
and the root note (1) or the (3) is doubled.
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“When adding extensions to a triad try not to
change it’s function within the key.

EXAMPLE
Key of C major

Cm7 Dm7 Cm7 M7 G7 CMm7
/111 /1 1] /11 ] [ 111 [ 11/

The extension chords in the above example have
the same function as they did as triad chords.

When extending a triad remember not to add a
b7 to a tonic functioning chord, because adding a
b7 to any triad makes that chord a member of the
dominant chord family.

Remember that the major 7% chord should
always be played in root position, in order to keep
the major 7 and the root note from clashing, since
they are only a semi-tone apart.

The only exception would be when the chord is
being played spaced out over a wide range of the
keyboard.



61

Chapter 7

Melody and Rhythm

Music is comprised of three main components,
melody, rhythm, and harmony.

Harmony is another word for chords, which
means to play or sing more than one melody note
simultaneously (at the same time). ’

Melody, often referred to as the tune of a
song, means to play or sing one note at a time, usually
in succession (one after the other).

Lyrics (words) are most often applied to the
melody of a piece of music, although some music such as
choir and choral music often uses lyrics, in harmony, as

the melody.
‘ In order to study melody properly, we will
need to demonstrate on lines and spaces.

All of the information that you have studied in
previous chapters will help you, greatly, in understanding
music written on a staff (lines and spaces).

Rhythm is what gives music it’s feel or
syncopation (otherwise known as the beat).

Let’s take a closer look at a staff (lines and
spaces) and it’s components.
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These are some of the components of music
written on a staff (lines and spaces).

First, let’s begin with the lines and spaces
themselves.

5 Lines and 4 Spaces ( between the lines )

Now we will insert bar lines

<— Bar line

Bar lines are used to mark the beginning
and ending of bars, often called measures.

Bar lines work in conjunction with the time
signature, which tells how many beats are in a measure
and which note gets which count or value.

When the correct amount of note value has

been completed, to satisfy the time signature, then a bar
line is inserted. 4

If, for instance, the time signature is: 4
EX:

4 € There are 4 beats in a measure

E———

4 € Quarter note(r) counts as 1 beat

1 2 | 3 4

1 1 f f
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There are two aspects to the music
written on a staff; melodic and rhythmic.

The melody is found in the round part of a
note, the part that sits on a line or in a space; while
the rhythm is found in the stem, or lack of a stem, in
the case of a whole note.

EXAMPLE:
¢ rhythm (feel)

melody (sound) =

The melody (or melodic) part of a note tells the
sound (or pitch) that the note will have; while the stem
(or rhythmic) part of a note tells the duration (how long
the note is to be held) and determines how the music
will feel.

Melody notes can also be very helpful when
trying to find out what key a piece of music is written
in (which we will examine later in chapter 11).

The names of the lines and spaces depend on
which clef is placed in the signature bar.

There are several clefs used in music, enabling us
to read or write music for many different instruments,
and also for voice.

Since we are studying music for piano, the only
clefs that we will be using are the treble and bass clefs.

However, there are instruments besides the piano
which use music written upon the bass and treble clefs.
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When the bass clef is placed at the
lead-off bar, the lines ( starting from the bottom
line) are G,B,D,F,A and the spaces are A,C,

E,G.
-

m—
G
. N

E

¢ \Q
e
L~

Ways to remember lines _and_spaces in_the bass clef:

Lines: Good Boys Do Fine Always-G B D F A
Spaces: All Cows Eat Grass-A C E G

The bass clef curls around the F line; for
this reason, it is sometimes referred to as the F

clef.
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The treble clef and the bass clef are often joined
together by a long bar line that extends from the F line of
the treble clef to the G line of the bass clef.

This is called a stave and is written in this way to join
music played on the upper and lower ends of an instrument,
usually a piano.

The treble clef contains all of the music played
above middle C, which is the C note found closest to the
middle of a piano or keyboard.

The bass clef contains all of the music played below
middle C.

As far as lines and spaces are concerned, when
middle C is written, it is written on a leger line, the lines
found above, below, or between the treble clef and the bass

clef of a staff.

A
(. 2

h )
| ™ r

n
(' v

BE

F\J’

.
A e g

The A and B notes above the treble clef are both
written on leger lines.

The middle C between the treble clef and the bass clef
is also written on a leger line.
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As previously stated, the rhythm is what gives
the music it’s feel.

By reading notes on the lines and spaces, we
know what notes (or sounds) to play on an instrument,
but without the stem we would not know how the music
is to be spaced or syncopated.

A whole note is the only note which has no
stem and lasts for the duration of a 4/4 bar of music.

All other notes have stems, only the whole note
has no stem. :

The following example contains the rhythmic
values of the notes in music, up to the sixteenth note.

EXAMPLE:
© [ I PP
BEATS: 4 2 1 Y Ya
NOTES: whole half quarter eighth sixteenth
note note note note note

Rhythmic value=how long a note is to be held from start
to  finish.
A dot(.) coming after a note counts as 7: of that note.
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The three main components that enable you to
and understand the music written on a staff are:

read

The Clef:

:I? Treble

D

or
Bass
The Time Signature:
EX.1 ﬁ
o)
0 o
EX.2 ﬂ;ﬁ:

The Key Signature:

pud

| «o YR A
X

AN3Y
e
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*The clef: Determines what the lines and spaces
will be called.

You can see why the clef is a must-have for
identifying the notes on lines and spaces.

#*The time signature: Dictates how many (fop number) of
what note values ( bottom number) each bar must contain.

If the note values were evenly and properly
distributed, from one bar to the next, you could figure
out the time signature; but it is much easier having it
indicated at the beginning of a piece of music.

*The key signature: Identifies what scale (key) the
musicis to be played in and tells which notes, if any,
are to be altered (with #’s or b’s) in order to keep the
tones and semi-tones properly spaced within the scale.

This is the reason for using #’s and b’s; to Kkeep
the tones and semi-tones properly spaced.

Unless you want to always play in the key of C
Major (no #’s or b’s), then a key signature also is very
necessary.
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" In order to get a better understanding, let's
examine each bar individually, starting with bar 1.

S

Y

1

The whole note in bar 1 is struck on the one,
of a one-two - three - four count, and held down (sounded)

for the entire count.
Strike the note on the count of one and hold

it down (do not release it) while counting one -two - three

-four in your head.
At the end of the four count, just before the

one count of the next bar, release the note.

Let's take a look at bar 2, containing two half
notes.

A half note is just what the name implies, 1/2

of a whole note.
Since a whole note occupies a four note count

and since a half note is 1/2 of a whole note, it gets a
two count and two half notes add up to a whole note,
completing a bar of 4/4.

5
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4F ,

[y

Although a half note gets a 1-2 count, it is
only pressed on the one and held down until the two
count is finished.

Since, a bar of 4/4 contains two half notes,
for the first note we press down on the one count,
continue to hold for the two count, release, press down
again on the three count, continue to hold for the four
count, and release just before what would be the one
count of the next bar.

EXAMPLE:

e

)
Count > 1 -2 -3 - 4
press hold press hold
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In the following examples, we will use the rests in
combination with the notes that have the same time value.

Because a whole note and a whole rest each fill a
whole bar, we will follow a whole note bar with a whole
rest bar.

We will stop at the sixteenth note and the sixteenth
rest because the remaining notes and rests are not
applicable to the music that we will be touching on, for
the simple fact that they are so quickly executed.

However, if and when you reach that level of
playing and music-reading skill, you will have already
become equipped with the knowledge of them, through
advanced study.

EXAMPLE 1

[ § )

o

EXAMPLE 2
# — y 3 3
(e e e
)
EXAMPLE 3
%‘Q & ' i ) e ) *
N1V ) ]
Jy 4
EXAMPLE 4
0
’# AY (] \ [ 7] N [ ] \] (%3 \] 3 AY ] AY (] \) (7]
& S e — — A . . —
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Let's examine each example more closely,
starting with example #1.

EXAMPLE 1
count 1 2 3 4 1 2 3 4
P H H H R R R R

P=play H=hold R =rest

In example 1, the whole note is played on the
one count and held down throughout the two, three, and
four counts.

The whole rest, in the second bar, is counted
( but not played) for a one, two, three, four count.
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EXAMPLE 2
[Y)
count 1 2 3 4 1 2 3 4
P H R R P R P R

In example 2, the half note in the first bar is
played on the one count and held down for the two
count. :
The half rest in the first bar is counted, as two
silent beats, on the three and four counts.

The two quarter notes in the second bar are
played on the one and three counts.

The two quarter rests in the second bar are
counted, as silent beats, on the two and four counts.
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Remember that in time signatures: The top note tells how
many of the bottom number (type of note; or the equivalent )

are to be played in one bar.
We have already familiarized ourselves with the 4/4 time

signature, so now it's time to proceed further.

3 guarter notes to 1 bar

X 2 quarter notes to a bar
A\ | Y
i 6 _ecighth _notes to a bar

— 5 12 eighth notes to a bar

Although, there are other time signatures, for all
practical purposes we will confine our studies to the above
time signatures, along with the 4/4 time signature.
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Bar 1 displays exactly what the time
signature calls for; 3 quarter notes (J) to one bar.

COON>
v
PYNS
b
My

Bar 2 contains 3 quarter rests () which is
the equivalent, in silence, to 3 quarter notes.

="
{53

=D

[y

Bar 3 contains 1 dotted half note(J.). 1
half note equals 2 quarter notes (J) and a
dot (.) counts for 1/2 of whatever note it
comes after, in this case, a half note(J), SO
the value of the (.) is 1 quarter note.

2+1=3
4
.
1
Q) —

Bar 4 contains 6 eighth notes(J)) and
since 1 quarter note (J) equals 2 eighth
notes ; 6 eighth notes equal 3 quarter notes.
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Chapter 9

Understanding Key Signatures

Included, between the clef and the time signature,
in the first bar of a piece of music, is the key signature.

Example 1:

&'y

o)

The purpose of the key signature is to alert the
reader to all of the notes in the piece that will be
affected by (4's orb's ).

For instance, in the key signature above, every F,
C, and G note will be sharp.

When a note is affected by a key signature
(sharp or flat), that note is affected throughout the
entire piece of music.

A The only time that a note can be changed from
what it is in the key signature is when a natural(h) is
inserted to remove the sharp or flat, restoring the note
to it's natural state.

A natural, however, is only good for the
particular bar in which it appears, after that bar, the
affected note returns to whatever it is in the key

signature.
Sharps, flats, or naturals written into a piece

of music, but not included in the key signature are
called accidentals.






















































