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IN THE BEGINNING

First of all one very important note! My

system does not number the strings as the
string manufacturers do. By this I mean my
instruction starts with the low string which
I call the first string, not the fourth.
Please note: my numbering goes up according
to pitch., When I refer to up or down, it
applies to the pitch, not the direction. Up
always means higher in pitch. Please note
string numberings in illustration on Page 3.

My second important point: You must start
thinking of the banjo neck as a keyboard.
Learn the name of every fret of every string.
Then you can produce the chords, or harmonies,
that you desire and eventually learn how they
harmonically move to the next chord or tonal
center.

In this book we will deal with scales and
harmonized scales (keyboard harmony) which
is the key to harmonic movement. First,
please learn the note name of every fret,
Think of the banjo neck as a keyboard.




ILLUSTRATION OF THE BANJO NECK

}. Try to picture as a keyboard
THE SCALE i
1 2 3 -4
We will begin by constructing a scale. Once you C G D A
have learned the intervals, the scale is moveable. ' g a
By this I mean the same intervals apply to all o
keys. TFirst, I must define the term interval. | o

An interval is the distance from one tone to an-
other. This distance can be made up of any number ! w
of smaller intervals known as half steps. On the
banjo, a half step is played by moving from one 9 o]
fret to the next. Therefore, two frets or two
half steps compose one whole step. ' U es

As you play up in half-steps (Remember, up means o
tonally.) the notes that are not naturals are
called sharps. However, as you play down, the _ ; ~ o
same notes are called flats. For example: start-
ing on the note "C" the next fret or note (which
is an interval of one half step) becomes C sharp.
The next, D; the next, D sharp, etc. However,
please note: when you play down the chromatic
scale, (which means to play every note) those
very same notes that were called sharps are now
called flats. Example: starting on the tone
above D sharp, which is E, and playing down in
intervals of half steps, the note that was just
D sharp now is called E flat. The next is D and
the next is D flat, etc. This means that E flat 1 =
ﬁ
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and D sharp produce the same tone; D flat and e B
C sharp the same, etc. This is called enharmonic. 4
We would say that C sharp and D flat are enhar- =
monic, etc. ' ‘ i
. =, Y
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Now looking at the diagram of the banjo neck, you ; —
: =

will notice, if you start with the first string
(Remember, the first string is the lowest pitched
string.) and play up chromatically, three things:
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First: When you reach the twelfth fret, you are
one octave above the original note. This happens
with every string. In saying these tones are one
octave higher, we could also use the term 8V&,
8Va basso means one octave lower. I assume that
by now you know what an octave is. Now, look at
the diagram once again and you will see that,
similarly, if you produce the tones twelve frets
above C sharp or D, they are C sharp and D one
octave higher, respectively. The same applies

to all tomes.

Second: Notice that the seventh fret is the note
"G" which is also the fundamental of the second
string. Please try to remember the new string
numberings. This means that the lowest G on the
banjo can be produced two ways: either open
second string or the seventh fret of the first
string. Similarly, the eighth fret of the first
string produces G sharp or A flat (enharmonic)
which can also be produced by playing the first
fret of the second string. Therefore, notice
that this works for the ninth fret which is equal
to the second fret of the next string; the tenth
fret equals the third; eleventh the fourth; etc.
This will be very important later. For now,
practice producing the G, G sharp, A, etc. both
ways.

Now you should see that all of the notes above
the second or "G" string can be produced at least
two ways. If you are playing a soft passage, you
might want to make use of the optional ways. As
you have noticed when you play the higher posi-
tion, it produces a different overtone series,
giving the tone a more mellow quality. At once
you should start to use the different qualities -
of your instrument.
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Third: Begin thinking in intervals. (Remember,
an interval is the distance from one tone to
another.) The chromatic scale, or scale com-
posed of every tone, has intervals of one half
steps. From one fret to the next is considered
one half step.

Now, looking at the diagram of the neck again,
notice that from C to C sharp, which is one fret,
is one half step. Now, from C to D, which is two
frets, is called an interval of a whole step.

So you should conclude that whenever you move two
frets you are moving an interval of one whole
step, and whenever you move the distance of one
fret, you are moving an interval of one half step.

Very Important

' If a note is not a sharp or a flat, it is called

a natural. ©Notice that the interval between the
natural notes is one whole step, except--very
important--between the notes "B" and "C" and also
between "E" and "F". The interval between these
notes is one half step. Please read this until
you understand it completely. '

If you understand the intervals produced by the
natural notes from C to an octave C; these
intervals are the basis for building any major
scale. By altering these intervals, we can
produce other types of scales which we will take
up under their individual headings.

If I ask you to produce an interval of several
whole steps or several half steps, these larger
intervals produce tones that compose or build

a chord. We will take this up when we study
the building of chords. Now do you understand
the term interval?




BUILDING THE MAJOR SCALE

Start on your low C string and, using only the
natural notes (no sharps or flats) play one
octave., If you have done this correctly, you
have played the C major scale. Now, notice by
" intervals what you have done. So, conclude
that any major scale is composed of all whole
steps except for two places which are half steps.
The major scale has the half steps between the
third and fourth tones and also between the
seventh and eighth tones. Example: Start on
any tone and play up, using whole steps; except
between the third and fourth and seventh and
eighth tones, use a half step. If you have done
this correctly, you have produced a major scale.
Please understand your scales in terms of inter-
vals, This will help you to understand moveable
fingerings. '

BUILDING THE MINOR SCALE

The first thing you must understand is the dif-
ference between the terms relative minor and .
parallel minor. C minor is parallel to C major,
but relative to E flat major (or the key of E
flat.) Parallel means only that the two scales
have the same fundamental but are composed of
different notes, Relative means that the notes
that compose the C minor scale are related to
the key of E flat., This means that if you play
the intervals of an E flat major scale, but use
"C" as the fundamental, you will be playing a

C minor scale. So, conclude that to compose
any minor scale, one should find the minor third
from the fundamental and play its major scale.
Example: To play a D minor scale, one should
play the intervals of an F major scale, but
start with D as the fundamental.

iy

BUILDING THE WHOLE TONE SCALE

There are many types of scales which are pro-
duced by altering the intervals of the basic
structure. At this time, we will only study
one other. The whole tone scale makes use of
augmentation. Book Three will show how the
whole tone scale makes use of the augmented
chord. Later, we will go into a more detailed
study of augmentation and diminishing. For
now, let us learn to build the whole tone scale.
It is exactly as it sounds: the scale is made
up entirely of whole tones or whole step inter—
vals. Example:

F, G, A, B, C sharp, D sharp, F.

. Now you have composed the F whole tone scale.

Note: This is the only scale composed of seven
tones. All other scales have eight tomnes,
except the chromatic (every tone) scale which
is composed of twelve tones, all built in half
steps.

HARMONIZING THE SCALES

If you do not know the intervals of the scales,
and you have not been practicing them regularly,
do not go beyond this point.

For those of you who are ready to go on, we will
take up the main project of this book. This

section will be known as basic keyboard harmony.
This means we will play the scales that you are
now practicing in two-part harmony. To do this,
you must understand two new intervals. They are
called major and minor thirds. Important note:




Let us first give a more complete definition to
the term fundamental. For now I will be using
the term in three different ways:

First: Earlier in the book I spoke of the
fundamental of a string, meaning the lowest tone
produced by that string, which would be each
string played open.

Second: This use is in reference to a scale.
When I refer to the fundamental of a particular
scale, I mean the note which that scale is built
upon. This means that in a C major scale the
fundamental tone is "C". In the case of the A
minor scale, the fundamental would be "A".

Third: This use of the term fundamental, which
will be taken up later, refers to a chord. The
fundamental of a chord is the note that the chord
is built upon, which is usually the basic name of
the chord. An example of this would be in the

C chord--the fundamental would be '"C", The funda-
mental would be "C" even if the chord was called
C major seven, or C thirteenth, etc. The only
exception is in modern use of chord symbols which
will be taken up in another book of this system.
An example of the exception might be seeing some-
thing like this: Dm//G. The fundamental of this
is G.

The best definition of fundamental is: The basic
tone you are building from. This can be in a
scale, a chord, or even a string. Please read
this until you understand it completely.

Now, let us take up the major and minor third
intervals. The major third is composed of four
half steps. The minor third is three half steps.

3
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Starting with the key of C major; remember
there are eight tones that compose the scale,
This includes the octave. Now, number the
notes from one to eight, in order, starting
with the fundamental. Example:

C-1 D-2 E-3 F-4 G-5 A-6 B-7 C-8

This is very important for building all harmony.,.
For the interval of a third, look at the tone
produced by the number three. When in doubt,
always count on your fingers, starting with the
fundamental as one. For now, we are only inter-
ested in the third., However, you should see
that it is very simple to determine any interval.
For example: the sixth interval would be from
the fundamental, in this case '"'C", to the number
six which is the note "A", If the fundamental
were "F", the sixth interval would produce the
note "D"., What is the major third interval in
the key or scale of F? 1If you said "A" you
would be correct. Remember, always count on
your fingers. Now, let's go back to the major
and minor thirds in the key of C., By now, it
should be clear that the major third interval in
the key or scale of C is "E". To find a minor
third interval, we simply flatten or lower the
major third one half step. Now you should see
that the minor third in the key of C is "E" flat,

Now, to harmonize the scales., First let us
start with the old favorite, the C major scale.
Harmonizing the scale in two parts deals with
adding an interval of a third. The third you
add will either be major or minor, depending on
the scale, Starting with the fundamental of the
C major scale, which is '"C", count to three.
This should be the note E., Therefore, conclude
that E is the note to harmonize with C. Now,
using each tone of the scale as a fundamental
and finding its third, try to play the scale in
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