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-Being more picky with
Note Choice and the Minor
Penbkaktonie

We learned in the last video that you don’t need to play
the whole scale to be an effective soloist. It’s actually
better to be more picky than simply playing a scale up and
down. One way to be selective of your note choice is to
play one of the three minor pentatonic scales that belong
to every key signature.

The minor pentatonic scale is simply a five note scale
containing the 1, 3,4, 5, and 7th, scale degrees of a minor
scale. Notice it is missing the 2nd and 6th.

Here are a few minor pentatonic scale examples:

A minor pentatonic - A,C,D, E, G, A
D minor pentatonic - D, F, G,A,C,D
E minor pentatonic - E, G, A, B, D, E
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Notice that these three all have zero sharps and flats. That
means they share key as the D Dorian mode we that 1s
typically used to solo over the Dm7 chord.



The next exercise will use these three scales over a Dm7/
chord.
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Here are three more minor pentatonic scales:

C minor pentatonic - C, Eb, F, G, Bb, C
D minor pentatonic - D, F, G,A,C,D
G minor pentatonic - G, Bb,C,D,F, G

Notice these notes all contain notes from the Eb Lydian
mode we need to play over the Eb Major 7 chord in the
form.

Eb Lydian = Eb, F, G, A, Bb, C, D, Eb

Let’s take time to play over the Eb Major 7 chord with
these three minor pentatonic scales.
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Over the D Major 7 chord, we can use these pentatonic
scales. Logically, these are all a half step lower than the
ones we used for the previous Eb Major 7 chord.

B minor pentatonic - B, D, E, F#, A, B
C# minor pentatonic - C#, E, F#, G#, B, C#
F# minor pentatonic - F#, A, B, C#, E, F#

Notice these three scales reflect all the notes in the D
Lydian scale we should use over the D Major 7 chord.

D Lydian =D, E, F#, G#,A,B,C#,D

Play these three pentatonic scales over the D Major 7
chord in next example.
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“Subs&&uﬁv\g the Blues
Scale for the Minor
Penbkakonic

Closely related to minor pentatonic scales is the blues
scale. A blues scale is just a minor pentatonic scale with
an extra note in between the 3rd and 4th note.

A minor pentatonic - A,C,D, E, G, A
A bluesscale-A,C,D,Eb,E,G,A

Notice the Eb in-between the D and E.

Let’s try the previous three examples with their blues
scale cousins as opposed to the plain pentatonic minor
scale. Listen as that extra blues scale notes gives some
added spice.
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*“SLLPPEMS Cubt” wikth the
oY Fem&a&ov\w scale

Note that each of the three chord/key areas we have
explored have two minor pentatonic scales that we used
that were a whole step apart.

D min’7 = D minor pentatonic and E minor pentatonic
Eb Major 7 = C minor pentatonic and D minor pentatonic
D Major 7 = B minor pentatonic and C# minor pentatonic

Note that the chord movement in the Bossa Rock
Improvisation is very static. This means each chord lasts
for quite a bit of time. One way to build tension in these
textures is to quickly slip into the minor pentatonic key
in-between both minor pentatonic scales that are apart by
a whole step.

The next 8 examples use this technique.
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~Chromatic Sigh motif

The next example demonstrates a popular motif of a
chromatically falling minor third. Every mode of the
major scale (including the dorian and lydian mode) has 4
intervals of a minor third. This example shows each one
connected with a quick, descending chromatic lick.
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~enelosures

The next two examples feature a melodic ornament called
an enclosure. Enclosures happen when a chord tone is
preceded by two notes that are a half step above and
below the target chord tone. The next two examples
feature this technique.
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-"The Lick”

The next examples feature a popular motif known in some
circles as the lick. The cool thing about this lick is that
you can find it in two spots in every key and still keep the
same pattern of intervals.

The first 3 examples explore this lick over all three of the
chord areas of the form.

The last example uses the lick in a chromatic way similar
to the “slipping out” examples played earlier.
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Ex 15
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-Making

a Checlkelisk and a

Road Mop

Sometimes it helps

to make a roadmap to keep yourself

inspired with things to try. Make one like this and stick to

it until you can get

a musical result.
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