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Quarter: instructor:
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Contact Hours: Two lecture hours per week

Course Description

Days/Times:

Developed by contrapuntal jazz pioneer and longtime Ml instructor

Jimmy Wyble, this course provides step-by-step development of the
harmonic awareness, right- and left-hand technigues, and intervallic

designs necessary for contrapuntal improvisation. Emphasis is placed on
development of intervals, chord structures, vocabulary and phrases that

exemplify two-line artistry.

Objectives

Learn to play, improvise and compose using the contrapuntal two-line

guitar techniques of Jimmy Wyble, with an emphasis on the second

topic.

Required Media and Materials

The Art of Two-Line Improvisation — A Pack, M! Curriculum by Jimmy

Wyble

The Art of Two-Line Improvisation — B Pack, M| Curricuium by Jimmy

Wyble

Grade Calculation

e Attendance

e Participation

e Final Exam
Total:

40%
30%
30%
100%




Course Content

Exact order and pacing of topics is subject to change.

Unit 1:
Overview of the class. Manipulation of triads, and handling two moving voices. Exercises in sound.

Unit 2:
Manipulation of diatonic and altered scales using contrapuntal motion. Learning the opening section
of “Noodlin’”.

Unit 3:
Further evolution of fretboard counterpoint skills. “Noodlin” continued.

Unit 4:
Further manipulation of diatonic and altered scales using contrapuntal motion. Learning opening
section of “Noodlin’ Part 11",

Unit 5:
Completion of “Noodlin’ Part I1.” Additional studies in contrapuntal motion.

Unit 6:
Review of 1379 voicing and a new set of alterations. Complete review of “Noodlin’” and “Noodlin’
Part I.”

Unit 7:
Synchronization of fretting and plucking hands while launching Etude #1. Contrapuntal solo
development strategies.

Unit 8:
Completion of Etude #1. Observation of the harmonic relationships between chords.

Unit 9:
Launch of Etude #2. Chord melody solo development strategies.

Unit 10:
Complete review, including in-class performances of the two Etudes.

Finals Week:
Final Exam Day/Time: Room Number:




The Art of Two Line Improvisation

Unit One

Objectives:
+ The Challenge
« Exercises in Sound

+ Manipulating the Triad and moving voices

Unit 1 — page 1
The Art of Two Line Improvisation by Jimmy Wyble
© 2007 Jimmy Wyble
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EFFICIENCY — HARMONIC AWARENESS

The Chord Scales are presented in their Basic Form, with the various voicings:
1,3,5,7—1,5,7,3—1,7,3,5—5,1,8,7—3,1,5,7—1,3,7,9—1,7,9, 11

We will use the C Scale as our key signature.

The left-hand concept is that of four fingers, four voices and four strings. The Bar is used
only when necessary.

When the player has acquired a degree of efficiency with the Basic Forms, the process of
extending the Harmonic Awareness begins. By simply altering various degrees of the scale the
hands and the ears are introduced to new sounds and new shapes, thereby extending one’s har-
monic consciousness and increasing one’s efficiency.

Here are some possible alterations of the Scale:
(1) b3 (2) +4 (3) +5 (4) b3 +4 (5) b3 +5 (6) +4 +5 (7) b3 +4 +5

The alterations are of the Scale and NOT of each Chord. The Chord must be re-shaped if the
altered degree of the Scale appears as one of the voices of the Chord.

The left-hand fingering must be adjusted: in some instances the fingering can remain the
same (except for the half-step up or down). Combining alterations often create completely new fin-

gering. f

These seven alterations mentioned will expand each Basic Form into seven additional har-
monic areas.

There is the process of altering each step of the Scale, thus producing a completely differ-
ent harmonic movement through the Scale. A few of these possibilities: v

(1) 3rd down with a 1/2 step (On each step of the Scale)
5th down with a 1/2 step

(2) 7th down with a 1/2 step (On each step of the Scale)
Root 1 up a 1/2 step

In playing the ninths (1, 3, 7, 9) move the 3rd up a 1/2 step — and the 7th down a 1/2 step.
These two degrees must move together.

The voicing of the eleventh 1, 7, 9, 11 has the 7th moving down a 1/2 step and the 11th mov-
ing up a 1/2 step. Again, these two voices must move together. The produces a flowing chromatic
movement through the Scale. The approach, four fingers controlling four lines, (four voices) brings
about an awareness of line. When the altered possibilities are employed, this brings about a more
chromatic, pianistic way of creating sound the the Guitar.
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All of the exercises contained in this section actually serve a two-fold
purpose. The first is to introduce you to some of the new sounds we'we been
talking about so that you can get used to hearing them and possibly use them
in some of the things you now play. The second, and very important purpose,
is to prepare you to play the etudes in later sections of the book at their
given tempo markings. Playing the etudes up to tempo is the only way you
can get the full effect of the really incredible way they sound. It is very
important, therefore, that you be able to play exercises 24 through 50
smoothly, fluently, and fairly rapidly. Exercises 24, 25 and 26, on this
page, are in chordal form to get you used to the fingering. The chords
should be studied in pairs. Play each exercise separately at first, and
then combine them by playing straight through from one to the next. Start at
a metronome marking of about 60 and then get it up to about 160.
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Here are the same chords in outline form. Make sure the circled notes in
the diagrams ring while the following notes are being sounded.

) 1L 1T

TN

?
Rl
Al
:

-l

'S
__*
<
&)
N
B
2N
W

N
7

28

e L =
/ ( e
D 23 | 1& 2 S
3 3
;. 4
;a61 2 bﬁg— 4 hJJ’ a 2 hJJ' 4 4.ﬂ254: 3‘§H'*
Z%;E;:jt::?[:’"4—" 5 33;1' L — i
Z 41’* I b 1 ] ]
y 1

[

)
X,

18]

b
TR

16



Unizzhe

Fase 7 seae suPPORTED 8Y INTERVAL DESIGNS

= IRy
X
©@ —
o w{ e
¥
a o : LIRE,
o 2 N
Lol -"" 4
| T, N
i - N S
~ @ o -+ -§
|, I
N - At g
|, S ™
(=]

[ £anY
A




The Art of Two Line Improvisation

Unit Two

Obijectives:

+  Manipulating Scales both diatonic and altered using contrapuntal motion

«  Working on right hand techniques alternating the thumb and index fingers.
» Lean the first section of “Noodlin” part 1

Unit 2 — page 1
The Art of Two Line Improvisation by Jimmy Wyble
© 2007 Jimmy Wyble
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Same fingerings again, only here the note order is changed a little.
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A new sound harmonized C scale. Make sure the circled notes ring.
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The Art of Two Line Improvisation

Unit Three

Objectives:
Continuation of contrapuntal moves of both chords and scales from weeks 1 and 2.
+ Lean the second section of “Noodlin” part 1

Unit 3 — page 1
The Art of Two Line Improvisation by Jimmy Wyble
© 2007 Jimmy Wyble
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Jimmy Wyble's 20 Exercises For Guitar
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The Art of Two Line Improvisation

Unit Four

Objectives:

« Contrapuntal variations on chord scales both diatonic and chromatic.
+ Continue working on contrapuntal scale techniques.

» Learn the first part of Noodlin’ part II

Unit 4 — page 1
The Art of Two Line Improvisation by Jimmy Wyble
© 2007 Jimmy Wyble
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Exercises 39 and 40 are the same as ! fily moved up in major thirds. (4 frets).
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The Art of Two Line Improvisation

Unit Five

Objectives:
¢ Contrapuntal studies
e Finish Noodlin’ part 2.

Unit 5 — page 1
The Art of Two Line Improvisation by Jimmy Wyble
© 2007 Jimmy Wyble
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The Art of Two Line Improvisation

Unit Six

Objectives:

+ Review week —~ All scales, chord scales, contrapuntal techniques studied up to this
point will be reviewed.

» Review both Noodlin’ part 1 and part 2.

Unit 6 —page 1
The Art of Two Line Improvisation by Jimmy Wyble
© 2007 Jimmy Wyble
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The Art of Two Line Improvisation

Unit Seven

Objectives:

« Begin Etude #1 by working on both right and left hand fingerings as well as learning
sections.

+  Study the composition and provide an analysis of the Etude with the idea of
developing ideas for your own contrapuntal solos.

Unit 7 —page 1
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The Art of Two Line Improvisation

Unit Eight

Objectives:
+  Week 8 will be a continuation of week 7. Finish working on Etude #1.

Unit 8§ —page 1
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The Art of Two Line Improvisation

Unit Nine
Objectives:
+ Begin working on Etude #2 by learning phrases and learning both right and left hand
fingerings.

+ Students will analyze the composition with an emphasis of using ideas in their own
chord melody solos.

Unit9 - page 1
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The second Etude is an especially important one from an educational stand-
point, as it can be related very nicely to standard harmony. Even though

it was written without regard for key signature, it can easily be thought
of as being in the key of G, with the resultant harmony being altered at
times to include flatted Sths, 9ths, etc. The basic chord changes to
relate to are given below.
Line 1 - Cm7, Cmb
Line 2 -  Bm7, E7
Line 3 -  Am7, D7
Line 4 - G, F#dim7, G
Line 5 -  F#7, F7, E7
Line 6 - C#m7-5, Cm7, D7
Line 7 - G, Am7, Cdim7
Line 8 -~ Bm7, E7
Line 9 Am7, D7
Line 10 G, F#dim7, G, C#m7, C9
Line 11 F#m7, F7-5
Line 12 E7, C#m7, Cmaj7, Cm/majo9
Line 13 G, F7-5
| Line 14 Cm7, Cm6
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The Art of Two Line Improvisation

Unit Ten

Objectives:

+ Finish working on Etude #2.
* Review of both Etude’s 1 and 2.

Unit 10 - page 1
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Objectives:
* Harmonic Awareness

+ Exercises in Sound

The Art of Two Line Improvisation

Unit One

¢ Manipulating the Triad and moving voices

Harmonic Awareness:

The chord scales will be presented with various voicings and in the key of C major. The left
hand fingering uses four fingers for four notes. The bar is used only when necessary.

Below is a C major chord/scale using the 1 5 7 3 voicing:

Cmaj7 % 4 Dmi7  x ¢ Emi7 x5 Fmaj7
@ s-lo|@||-lo]e]s-|®
(2) (3 (3) 2}
® 0 (4 () (3RK4)
% G7 Ami7 Bmi7(b5) Cmaj7
X X X X
O[T oD T] o[ [®

000

(3]3]3]
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The Art Of Two Line Improvisation

Below is a C major chord/scale using the 1735 voicing:

x % Dmi7 % X Emi7
X
8- @ 002|000 7/- 0|0 |6:s-
00 (4
G/ Ami7 Bmi7(b5)
X a X X X X
0-| | @ é’]% G Qis-

14 -

@10

©
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Objectives:

The Art Of Two Line Improvisation

Unit Two

¢ Manipulating Scales both diatonic and altered using contrapuntal motion

*  Working on right hand techniques alternating the thumb and index fingers.

e Lean the first section of “Noodlin” part 1

Harmonic Awareness:

Below is a C major chord/scale using the 51 3 7 voicing:

o

S 2 16)

[4)

G7

5-03 Q| | 780 | O

Ami7 Bmi7(b5)
X

2]

10-
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The Art Of Two Line Improvisation
Below is a C major chord/scale using the 1 5 7 3 voicing with a lowered 3™ scale degree:

x Cmima7 . Dmi7 X  wEbma7(#5) x X F7

3 d) 5- d} é; 6~ @l) 8- d) é
00 (3 (2]
(4 (4) (3] 0 0
(4)
% X G7 o ><Ami7 (b5) y ><Bmi7(b5) 9 ><Cmi ma7
5- | @ - | @ o= | @ 0-| | @
2 000 0600 2
® 0 (3]4)

Below is a C major chord/scale using the 1 7 3 5 voicing with a raised 4" scale degree:

Cmaj7 D7 Emi7 F#mi7(b5
X X X X X X X X i7{b3)

- @] | 054D | 007D |0 [Os- 0
) 0 (@@

?(maﬁ Ami7 Bmi7 Cmaj7
X
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Objectives:
* Continuation of contrapuntal moves of both chords and scales from weeks 1 and 2.

The Art of Two Line Improvisation

Unit Three

* Lean the second section of “Noodlin” part 1

Major Chord Scale 3, 1, 5, 7 voicing:

Emi7

FMa7

X

34| @

12)

2]

2]

Dm
X

i7

2]
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The Art Of Two Line Improvisation

C Major Chord Scale Voiced 1, 3, 7, 9:

CMa9 Dmi9 Emi(b9) FMa9

G9 Ami9 Bmi7(b9) CMa9
X X X X X X X X

o-| 1@ [ |s-[ [ @[] ]@]]o-]]|]@
@2/ 1® [|®

c scale supported by interval designs - 4th Intervals:

dth's @ T ] A LJ Gl
1
2] l 1 ,J 1 ! 4 4 —
74 /] 1 167 e 4 il
y . i TS | % 4 = o = 3 3
3 3
o sr r 3r I. r
T 1 fo & “ 3 5 7 8
T T o) ) Ay = o N
A 2 F<d ~ O o - -1 7 5 i 16
"_\ N o - J - 7 o 7 J 7 pd I
H J J 7 [&)
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The Art of Two Line Improvisation

Unit Four

Objectives:
* Contrapuntal variations on chord scales both diatonic and chromatic.

* Continue working on contrapuntal scale techniques.
* Learn the first part of Noodlin’ part 11

C major chord scale voiced: 1-7- 9 - 11

)S_i,?:: LIDJT:: » Em>i<1 1(b9) )s-zw;i(m 1}
- I 10 - o . 10
2]
2| 1€ @100 ® |0 @ 9]
ol o
l
fa) - O Q@ 8
& & i 5 o
NV < (6]
e) © (8 -
% G111 9 A;r(]iﬂ y B.r:zi;:bQ) . C)l\gaﬂ
8~-Tz (1] 10~ (1] 12-»- -?) 13~ (1]
)
%’3 (3141 200 ©0 @] ]0]
[2)
I
0 g g 8 8
[ an Y o> O -~
w -y
o
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The Art Of Two Line Improvisation

C major chord scale voiced: 1 -7 - 3 - 5 w/b3 and #4

>((Zmixmaj7 y Dx7 >55brr>1(a7#5 xF#dim7
~[@Te  [g[ele . [o]] o[ 110710
[5) 06 @
0 [4) 0
A L 4 te3 |
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(7S © 7 yii
ANV b b1 @ )
Q) © <y o
Gmaj7 Ami7b5 Bmi7 Cmi maj7
7 = X ;X—-X__ X —X-—
o-[®] 110 T TTo T {11 ]0
O] | 12-1Q [ © -0 | 0[O 00
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The Art of Two Line Improvisation

Unit Five

Objectives:
* Contrapuntal studies

* Finish Noodlin’ part 2.

Harmonic Awareness: 15 7 3 voicing:

x Cmaj7, . Dmi7 « Emi7 » . Fmaj7
s-l@] | -l @] 7-1@ é%_ s-| @] |
HEK) (3) 2)
©10] 0 ] 160
s o O ©
A O '8 Q S
&—3 8 S o
[3) © O =
..S.G.Z.... y (Ami7 ><B<mi7(b5) N (CmaJ7
5-] | @ - o] ] 9-| | @ 10-| | @
[2) 000
0o [2) 000
O ©
) o o Q 8
/ 8 8 S o
(s o O ©
w -y
)
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The Art Of Two Line Improvisation

>((Zmaj7(#5))< D7 E7 F#mi7(b5)
15 7 3withan - [O1] X A X 30 a ><........l_..X
. 5. . [a
added #4 and #5 ) -[BTe
5 (3] 00 0|0 1 00|
A Ty to ©
T fo i 8
—@"—55 - o ‘o
Q) 'e O ¥ 1l
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o~ | @ >
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I
Fe) ©
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Cmaj7 Dmi7 Emi7 Fmaj7
X_ X X X X X X J&-
(D110 s |olee -[0lele s [ollle
17 35 96‘ 9 (4] 9@_
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& o o ©
ANAY Py [ &)
e ey O i
G7 Ami7 Bmi7(b5) Cmaj7
3 = Kt X_&_— X
-0 0@ {o[ee ] - @D @
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Unit Five

) Abmi/C
15 7 3 withan meil\>/<la7(#5) y D7 Ebmxaﬂ(#S) y F#dim7
dded b3, #4 and . e X
25e an 3~ @ I l! 5~?) ?3 6 O-l;% a«_al) 0|0
3
(4] % (4]
0 big £8 £ 5
75 o ‘o © -
J o o fo
Ab/A Abmi/C
G#mi7(b5) AmiMa7(b5) Bmi7 CmiMa7(#5)
X i b X_X_ X X__-_
10~ 1] 12~ (1] -T--I 3»?)
@0 @) | | D] O]|© 0600
0] 00 0]
48 po ig ig
D) i ° ©

C scale supported by 6th intervals:

e i 0
6th's @ | ZJ:J ;qu,iz leé

A 4
7 - t Z

R

w
o
g
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The Art of Two Line Improvisation

Unit Six

Objectives:
* Review 1379 voicing and add a new set of alterations.

* Review both Noodlin’ part 1 and part 2.

1-3 -7 -9 diatonic chord scale:

y CMa9 y y Dmio9 y Emi7(b9) FMa9
iy —— L X X_
1T . (To SToTT (T8l
2+ 2] @|]|0]
@] | © @00 ) 0|
(4]
|
[ fanY 5 — Py [0
SV Py [ 6] pa4 [ @)
) o © e
X G9 fémi9 BEW(b ) S..SEMag
- 10 s-[ 11011  ~[T]el]l - E%
@ | 00 B @
RG] 1®
ﬁL 4]
l
) 9 8 8 8
K Py [0 © S I
[ € an) &> (8] ~
W LY 4
3]
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The Art Of Two Line Improvisation

1-3-7-9 voicing with raised 3rd and lowered 7th:

y C9sus y D6/9 y Db/E F9sus
- X )L X X
0 -[Teel] . [e%8] - 5090
-1 @ ®| |0 @
[a Lo |
# . [ 6] s bﬁ LS )
o HOS O b P o
A\1Y - g e ) Py O
Q) # S TO bl
y Ami7 g &£6/9 B&3(b9) C9sus
9’* _W- 6«' T- Sy — e ] 9’*
200 @ |06 - | | @ OI21K3)
I 4}
) o 42 Jo l’%
A S o e (8] I
[ £an Pal [ O] i
\;)V -

C major scale supported by 7th intervals:
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Unit Six

1-7 -3 -13 diatonic voicing:

s“.C>l}/la13 DTIB Emi7(b13) FMa13
5 [®]0] @le]] «[@
[ @ 90 [374] [2)
2] ) 00
(3,44
L
A o Q o o
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o o o =
SV Py O
) © O =
B .S L—X p— X S
0-|®| 12 - @? - | @ % 3ﬁ-(g-
00
00 Q‘@
P (o]
2] g g o ©
A © S |
&——so o o = 1
Q) O ©
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The Art of Two Line Improvisation

Unit Seven

Objectives:

* Begin Etude #1 by working on both right and left hand fingerings as well as learning
sections.

» Study the composition and provide an analysis of the Etude with the idea of developing ideas
for your own contrapuntal solos.

C Major chord scale voiced 153 7:

Cmaj7 Dmi7 Emi7 Fmaj7
o -_X__ X --X x—_-x X —-X——
3~-a) ) E 7- @ E 5-[@
[ [0]6] ) 5] B
(4] 4]
L | | ©
o hid
A « 2 Lo} o
O -
',7’\:\ P O © —
A3V © S [§)
o o o e
G7 Ami7 Bmi7(b5) Cmaj7
10-|@® 12+ -E) -T- - @ 3 -l @
[2) 00|
0/ 5) Q0
(4] 4] 4]
| | | (4]
o hd
A O hid o O
P O Py ()
G— 2 o © =—
w " 4 0 -
[3) O ©
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The Art Of Two Line Improvisation

C major chord scale voiced 1 3 9 11:

Cadd9,11 Dm9,11 Em11,b9 Fadd9, #11
x x >§- X_ x- h'd X X
[ |
Te 5] Ol [®
-[@e] s[o[le] [ [0 10
0 o g 8 8
e o o 8
SV © o <@
) 8 o -
G11 Am11 Bmi11,b9 Caddo9,11
X X X X X_ X X X
16 [Te[Te Tl’é 0
)
w0-[Q | | O 12-[® | @] 14-[ @ -] |0
8
0 8 8 2 g
a( = g 8 -4
& 8 = =
o

C Major Scale supported by Octaves:

Octaves ® ®
® ® @
® @ © @ @ @ @ @ A 1 4 61
m a ‘ 1 J 1 1 4 e
A - 1 4] 1 4 ° 4 o
{7 I% 4 z z = =
ANIVAS 3 2
) 2r .2 r i 2 r r
p P
@ ________________________________________________________________
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Unit Seven

Db/E y Eb9sus Db/F E6
x & X L X X
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—A HO PO O (2
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The Art of Two Line Improvisation

Unit Eight

Objectives:
*  Week 8 will be a continuation of week 7. Finish working on Etude #1.
*  Work on Harmonic relationships between chords.

Harmonic Relationships:

Gmaj7(#§<1>1<) Cmaj7(#11) Fmaj7(#11)
- rm— s — -X X_X p———
20 T 2-[@ T 5-[ 1@
(2] %)
3] 1© 00 |
4 (4] ©

Gmaj’®1)  Gmaj’ Dmaj’ Cmaj’#1) Cmaj’ Gmaj’? Fmaj’¢1)  Fmaj’ Cmaj’

2| ‘ ‘o | ® o /
. — : ‘& (s 5y 81
/S & 7 AN
S _‘_ y4 (6] %
©
o )] |
E7(b5) Bb7(b5)
s-[11]® = [1110]
06 @0
O Q.
A
& .5 e |
. Py 2L 0]
A3V Y
D) b o o
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The Art Of Two Line Improvisation

IT - V - I Progression

@) e ~
@ @) - ©)
2] ‘ a-l-l'j 4 8 ‘. 2 3
" - % n * . 8# !
3 t b ir 3[ —= b‘r 1
1 2
2
© ® ® OO R
m m a m a m H a
p i P i p i 14 P
E7¢5) Al3 A965) Dmaj!3
ol 44 3 il
7 W=7} 3 J.m: 4# TR
y . i g 11 7L
&2 L 2 e - f
0y X 1 F r P
E7(b5) A13 A9(b5) Dmaj13
X X X X X X X X
s-[T1L1®]  s-Qle] | 3_ o-[D] O
O] (3) - @ 5)
0 0 3] 4]
[4)
I
4|
—
[ fan Y
SV
e
a)
-
[ fan
A\,
e
2]
—
[ £an
SV
[))
2 The Art Of Two Line Improvisation written by Jimmy Wyble

Copyright © Jimmy Wyble 2007 - All Rights Reserved



The Art of Two Line Improvisation

Unit Nine
Objectives:
* Begin working on Etude #2 by learning phrases and learning both right and left hand
fingerings.

* Students will analyze the composition with an emphasis of using ideas in their own chord
melody solos.

@ e :?' """""""" :;);'"'"
32 32
M 3 3 3 2 m
P H——
[ £an YW A J—.—I—.—. _!_-‘—T—._‘ I‘J — = 2
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@ - A e :?' """"""""" j T
2 3 2
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O— s M~ o ® 1o * z
- 2 2 (Y]
B — 2 ;
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@ """""""""""""""""""""" . :? """"""":;,—"
3 3 3
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The Art Of Two Line Improvisation
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Unit Nine
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The Art of Two Line Improvisation

Unit Ten

Objectives:
e Finish working on Etude #2.
* Review of both Etude’s 1 and 2.
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' GUITAR PROGRAM

THE ART OF TWO-LINE IMPROVISATION PART 2

COURSE SYLLABUS (REVISED 4/8/2013)

SYLLABUS ELE GUIT-255E 1 CREDIT

Quarter:

Instructor: Days/Times:

Prerequisites: GUIT-155 The Art of Two-Line Improvisation Part 1
Contact Hours: Two lecture hours per week

Course Description

The Art of Two-Line Improvisation Part 2 continues where the first class,
The Art of Two-Line Improvisation Part 1 ends. The etudes from Jimmy
Wyble's seminal books are vehicles for solo guitar pieces as well as
lessons in contrapuntal techniques, and serve as a bridge between
classical guitar technique and jazz harmony. The class will focus on how
Wyble’s groundbreaking principles can be applied to your own playing.

Objectives

The course examines the harmonic material found in several of Wyble’s
etudes, and by isolating some of the moves and transposing them to
different keys, the material will be made applicable to students’ own
arrangements and improvisations. Some of the etudes will also be
prepared for performances.

Required Media and Materials

GUIT-255 Packet: Section 1: Counterpoint Concepts by Sid Jacobs,
Section 2: Classical Country by Jimmy Wyble, Section 3: The Art of Two-
Line Improvisation by Jimmy Wyble

Grade Calculation

s Attendance 40%
* Participation 20%
¢ Midterm 15%
* Final performance 25%

Total 100%



Course Content

Exact order and pacing of topics is subject to change

Unit 1: Simple contrapuntal techniques, intervals and their inversions to create contrary
motion. The concept of contrary motion from major and minor 3rds and their inversions is
illustrated. The harmony of “All The Things You Are” is used as a template for the discussion
and illustration. We will be taking an idea through all keys. We will work through the first four
pages of text. In the B Pack the focus will be on fingerings and harmonic awareness.

Unit 2: Play a simple progression with major and minor 3" intervals and inversions. We will
continue with “All the Things” harmony and “Autumn Leaves. Embellishment of triads and
guide tones will also be discussed.

Unit 3: Etude #5. Isolate moves from the etude and transpose them into all twelve keys.
Harmonic and contrapuntal devices from the etude will be highlighted. Fingerings will be
illustrated in details as well.

Unit 4: Etude #5 continued. Harmonic and contrapuntal devices from the etude will be
highlighted. Prepare for midterm performance.

Unit 5: Midterm.
Harmonic and contrapuntal devices from Etude #7 will be highlighted. Fingerings will be
illustrated.

Unit 6: Contrapuntal moves from Etude #7 will be transposed to all twelve keys.

Unit 7: Harmonic and contrapuntal devices from Etude #9 will be highlighted. Fingerings will
be illustrated.

Unit 8: Contrapuntal moves from Etude #9 will be transposed to all twelve keys.

Unit 9: Etude #10. Harmonic and contrapuntal devices from the etude will be highlighted.
Fingerings will be illustrated.

Unit 10: Contrapuntal moves from Etude #10 will be transposed to all twelve keys.

Finals Week:
Final Exam Day/Time: Room Number:




@2 GUITAR PROGRAM

ART OF TWO LINE IMPROVISATION PART 2
UNIT 1 (REVISED 4/8/2013)

LESSON

GUIDE ELE GuUIT-255 1.5 CREDITS

Description

in this unit you will be introduced to the concept of contrary
motion from major and minor 3rds. The inversions of these
intervals will also be discussed

Upon completion of this unit, you should be able to:
»  Understand the concept of contrary motion based on
major and minor 3rds and their inversions
= Embellish melody with scale step from above
»  Understand new fingering principles, options for different
fingerings on alternate string sets, limited use of the barre,
and finger independence

Required Reading
"  GUIT-255 Packet, Section 1: Counterpoint Concepts by Sid
Jacobs pages 1-5

Lecture
»  The concept of contrary motion from major and minor
3rds and their inversions is illustrated
» The harmony from “All The Things You Are” is used as a
template for the discussion and illustration

Homework
=  Review this weeks lesson material
= Read pages 6-9 in GUIT-255 Packet, Section 1:
Counterpoint Concepts by Sid Jacobs to prepare for next
weeks lessan




72 GUITAR PROGRAM

ART OF TWO LINE IMPROVISATION PART 2
UNIT 2

LESSON

GUIDE ELE GUIT-255 1.5 CREDITS

Description

In this unit you will be introduced to the concept of melodic
embellishments in two voices; Scale-step from above, chromatic
from below. The first class meeting will focus on fingering and
performance, the second class meeting will focus on harmonic
analysis

Upon completion of this unit, you should be able to:
= Play a simple progression with only major and minor 3"
intervals and inversions
*  Play 2 notes against 1 or (2:1) ideas from J.S. Bach pages 6-
9 from GUIT-255 Packet, Section 1: Counterpoint Concepts
by Sid Jacobs

Required Reading
= GUIT-255 Packet, Section 1: Counterpoint Concepts by Sid
Jacobs pages 10-16

Lecture
= Melodic embellishments create independent melodies
from basic harmony .
®» New two-line phrases with fingerings illustrated

Homework
= Review and practice pages 1-5 GUIT-255 Packet, Section 1:
Counterpoint Concepts by Sid Jacobs based on “All The
Things You Are”
= Review and practice pages 6-9 GUIT-255 Packet, Section 1:
Counterpoint Concepts by Sid Jacobs based on “Autumn
Leaves”




ART OF TWO LINE IMPROVISATION PART 2
UNIT 3

LESSON

GUIDE ELE GuUIT-255 1.5 CREDITS

Description
Begin work on Etude 5 by Jimmy Wyble

Upon completion of this unit, you should be able to:

= Play two-line ideas from the etude and move the devices
through all 12 keys

= Understand new fingering principles, options for different
fingerings on alternate string sets, limited use of the barre,
and finger independence. Each etude presents challenges
with finger independence, for example holding a note
while another is being played and alternate options for
fingerings on different string sets

Required Reading
®  GUIT-255 Packet, Section 2: Classical Country by Jimmy
Wyble pages 38-43

Lecture
= fimmy Wyble’s Etude 5
»  Harmonic and contrapuntal devices from the etude will be
highlighted and fingerings will be illustrated

Homework
»  Review this weeks lesson material
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ART OF TWO LINE IMPROVISATION PART 2
UNIT 4

LESSON

GUIDE ELE GUIT-255 1.5 CREDITS

Description
Continued work on Etude 5 by Jimmy Wyble

Upon completion of this unit, you should be able to:
=  Play two-line ideas from the etude and move the devices
through all 12 keys
» Understand basic fingering principles. Each etude presents
challenges with finger independence, for example holding
a note while another is being played and alternate options
for fingerings on different string sets

Required Reading
»  GUIT-255 Packet, Section 2: Classical Country by Jimmy
Wyble pages 38-43

Lecture
= Jimmy Wyble’s Etude 5 continued
®* Harmonic and contrapuntal devices from the etude will be
highlighted and fingerings will be illustrated

Homework
= Review this weeks lesson material
= Read GUIT-255 Packet, Section 3: The Art of Two-Line
Improvisation by Jimmy Wyble pages 6-7 to prepare for
next weeks lesson
*=  Prepare Etude 5 for performance, GUIT-255 Packet,
Section 2: Classical Country by Jimmy Wyble pages 38-43
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ART OF TWO LINE IMPROVISATION PART 2
UNIT 5

LESSON

GUIDE ELE GuUIT-255 1.5 CREDITS

Description
Begin work on Etude 7 by Jimmy Wyble

Upon completion of this unit, you should be able to:
=  Play two-line ideas from the etude and move the devices
through all 12 keys
= Understand basic fingering principles. Each etude presents
challenges with finger independence, for example holding
a note while another is being played and alternate options
for fingerings on different string sets

Required Reading
= GUIT-255 Packet, Section 3: The Art of Two-Line
Improvisation by Jimmy Wyble pages 6-7

Lecture
= Jimmy Wyble's Etude 7
s Harmonic and contrapuntal devices from the etude will be
highlighted and fingerings will be illustrated

Homework
= Review this weeks lesson material
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ART OF TWO LINE IMPROVISATION PART 2
UNIT &

LESSON

GUIDE ELE GuUIT-255 1.5 CREDITS

Description
Continued work on Etude 7

Upon completion of this unit, you should be able to:
= Play two-line ideas from the etude and move the devices
through all 12 keys
» Understand basic fingering principles. Each etude presents
challenges with finger independence, for example holding
a note while another is being played and alternate options
for fingerings on different string sets

Required Reading
®  GUIT-255 Packet, Section 3: The Art of Two-Line
Improvisation by Jimmy Wyble page 6-7

Lecture
* Jimmy Wyble’s Etude 7 continued
®  Harmonic and contrapuntal devices from the etude will be
highlighted and fingerings will be illustrated

Homework
®  Practice this weeks lesson material




GUITAR PROGRAM

ART OF TWO LINE IMPROVISATION PART 2
UNIT 7

LESSON

GUIDE ELE GuUIT-255 1.5 CREDITS

Description
Begin to work on Etude 9 by Jimmy Wyble

Upon completion of this unit, you should be able to:
=  Play two-line ideas from the etude and move the devices
through all 12 keys
= Understand basic fingering principles. Each etude presents
challenges with finger independence, for example holding
a note while another is being played and alternate options
for fingerings on different string sets

Required Reading
»  GUIT-255 Packet, Section 3: The Art of Two-Line
Improvisation by Jimmy Wyble page 30-33

Lecture
= Jimmy Wyble's Etude 9
*  Harmonic and contrapuntal devices from the etude will be
highlighted and fingerings will be illustrated

Homework
*  Practice this weeks lesson material
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UNIT 8

LESSON
GUIDE

ELE GuUIT-255 1.5 CREDITS

Description
Continued work on Etude 9

Upon completion of this unit, you should be able to:
® Play two-line ideas from the etude and move the devices
through all 12 keys
= Understand basic fingering principles. Each etude presents
challenges with finger independence, for example holding
a note while another is being played and alternate options
for fingerings on different string sets

Required Reading
= GUIT-255 Packet, Section 3: The Art of Two-Line
Improvisation by Jimmy Wyble page 30-33

Lecture

= Jimmy Wyble's Etude 9 continued
® Harmonic and contrapuntal devices from the etude will be
highlighted and fingerings will be illustrated

Homework

= Review and practice this weeks lesson material

» Read GUIT-255 Packet, Section 3: The Art of Two-Line
Improvisation by Jimmy Wyble pages 21-23 to prepare for
next weeks lesson




GUITAR PROGRAM

ART OF TWO LINE IMPROVISATION PART 2
UNIT 9

LESSON

GUIDE ELE GuUIT-255 1.5 CREDITS

Description
Begin work on Etude 10

Upon completion of this unit, you should be able to:
*  Play two-line ideas from the etude and move the devices
through all 12 keys
®  Understand basic fingering principles. Each etude presents
challenges with finger independence, for example holding
a note while another is being played and aiternate options
for fingerings on different string sets

Required Reading
s GUIT-255 Packet, Section 3: The Art of Two-Line
Improvisation by Jimmy Wyble pages 21-23

Lecture
*  Jimmy Wyble’s Etude 10
= Harmonic and contrapuntal devices from the etude will be
highlighted and fingerings will be illustrated

Homework
= Review and practice this weeks lesson material
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ART OF TWO LINE IMPROVISATION PART 2
UNIT 10

LESSON

GUIDE ELE GuUIT-255 1.5 CREDITS

Description
Continued work on Etude 10

Upon completion of this unit, you should be able to:
=  Play two-line ideas from the etude and move the devices
through all 12 keys
= Understand basic fingering principles. Each etude presents
challenges with finger independence, for example holding
a note while another is being played and alternate options
for fingerings on different string sets

Required Reading
= GUIT-255 Packet, Section 3: The Art of Two-Line
Improvisation by Jimmy Wyble pages 21-23

Lecture
* Jimmy Wyble’s Etude 10 continued
=  Harmonic and contrapuntal devices from the etude will be
highlighted and fingerings will be illustrated

Homework
»  Review and practice this weeks lesson material
= Review for final
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Counterpoint Concepts
The Art of Two-Line Improvising Continued

Counterpoint is the system of organizing sound that musicians first examined before the study

of harmony. Harmony is what occurs when two or more melodies combine. The study of harmony
was born naturally from counterpoint as triads and cadences were created from simultaneously
occurring melodies. But somehow, over time the study of harmony became the accepted norm as
a preliminary to counterpoint.

There are many facets to counterpoint and the study can go quite deep. Yet there are certain
principles of melodic development that are quite simple and speak directly to the concept of the
sub-dominant and dominant cadences. Understanding some of these simple moves fills in the
holes that might remain from a strictly harmonic perspective.

The aim of this course is to recognize some of these fundamental principles and put them into
practice. By creating cadences with two melodies (two lines) we put into practice the fundamentals
of music composition and begin to discover the art of two line improvising.

The first step in the study of music is recognizing major and minor. We begin by observing the
difference between a major and minor 3rd. The logical next step would deal with the inversion

of the same two notes. The plan now is to get a few basic moves under our fingers. We will
beginwith the major and minor 3rd. Every chord that can be named (major, minor, and dominant)
has that name based on the root and the 3rd.

Let's begin with simple intervals of major and minor 3rds and their inversions. It is a simple contrapuntal
technique that goes back to the days of Bach. Even then, it was a common device. In this first example we
see a familiar chord progression, "All The Things", with only Root and 3rd, followed by the inversion,
3rd and root.
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There are only two shapes for major and two shapes for minor. One with the root on the 5th string and
one with the root on the 6th string. Become familiar with the fingering for each pair of major and minor
intervals.

It's a good practice to go through the chord changes of a standard tune using the major and minor shapes
you have just learned.




Then we can add notes between the inverted intervals in one of the voices for contrast. This makes

the new melody rhythmically distinct. Some notes are scalar and some are chromatic. In the next example

we begin by embellishing the upper melody line with a simple melodic device which is a scale step from above.
Later we add the melodic embellishment of a half-step (chromatic) from below.

Like the many words Eskimos have for snow, this technique has different names depending on how its used. For
the sake of simplicity we will refer to them as passing tones and appoggiatura, the passing tone on the weak part
of the beat and the appoggiatura on the stong.
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Notice that the combination of notes a scale step above the 3rd in one voice and a half-step below
the root in the other voice, creates the interval of a tri-tone. The tri-tone interval usually suggests
the 3rd and 7th of a dominant chord and resolves in contrary motion to the root and 3rd of the
following chord. From this simple technigue we get the secondary dominant.
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From the Bach lute suites, a beautiful lI-V-I made from the simplest elements, a descending scale
(from the 3rd) in quarter notes and ascending scale {from the root) in half notes. The 2:1 ratio makes
each line distinct. The harmonic progression, frequently used by Bach, is familiar to contemporary
listeners as "Autumn Leaves".

G’ ¢’ FMa7 M7
53
o 5 o— = —
| ) | P rel | i "
| | I " | o P
IS T I AN Y Y N B B Ll
r 8 6 ¥ 6 5 —3
_g 5 7 8 d - 3 5 7 d ~
! 8 B e
l I . I .
B 769 A7 Owi 07

.\
§
| -

-0
N
=~ S
TR
)
[3 T _¢ L
A _Q
)
=
] Y
—%I

. - - 3 . 10—8
I E— = - 4 5 7 8 9
\ bd
| |
Gu? ¢7 AT

| -

T
Y| [
)

bd L)y

o —
oH—
—

N r3
- = 8 10 1% i 2 : ; ’
410 . 8




a7

-

| | | p

.’!h — Fo— * 48 : ° — ~o

G
1 N

-8 6 5 - 3 =3

—g 7 i 7 4 5 3 2 4 5

" [

Gu? Y FMe7 M7

L he J o 4 pd ) J . he
N bF r P i P i’"]’ .
] | | I | I
- 10——8 - 5 % 11 - 8 6 5 - ,; i -

810 — . 7 8 - - 5

N 6 - 9 ] r
| | l

73 Ewi769 A7 Dwi

V4 l l l! 'J' J J —

@g = : '———-‘——-—#1 " © = =2
LA T
R L
8 6 5 6 3 =3

F

[4,]

{-2]




G’ % EMA7 8'MA7
Tho g o d  thd o —J i J
r'e 2.
= — 1 —F
T 7 ' I ’
J I |
6 6 8 6 5 5 6 5
i 10 9 9 i s 9 7 7
0 z t0—— 3 - 8
N I I . I
w7 A D A7 Dui
81
8o ] — |
o————+——ft—~ s - ¥
4 | I
e — N I T T s e o
e 7— 6 - 6 9 - 7—%6 — ¥
g ; 8 7 4 5
N IS
' - . I | |
The B section has a different progression, but the same concepts are at work in the following examples.
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Lets take a look at the melodic embellishment of a triad. The simplest and most common are
chromatic from below, scale from above. We can’t begin to discuss two lines without first looking at
the contrapuntal nature of one line. Guide tones can clearly outline a chord progression, the implied
root movement being understood. The chromatic descent from the suspended 4th to the 3rd in the

context of a dominant chord, or more commonly the 7th to 3rd in the context of aii-V'and a V-], is a
familiar sound, common in popular music and well-known by all contemporary arrangers and composers.
Even the untrained ear can intuitively sense a harmonic progression.
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The third is approached chromatically from below
in this and the next example

These are the guide tones for 1l-V-I,
This phrase is simply 3rd, 7th, 3rd. 7th. 3rd.
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Examining the solos of Charlie Parker and the Sonatas and Partitas for solo violin of Johann Sebastian
Bach, we see the same language at work. Both, by necessity, achieve similar results with one line,
without the need of accompaniment. Among the selections in the Sonatas and Partitas are Gavotte,
Sarabande, Gigue, Minuet, Bouree, and Courante, all dances. This suggests that the music is played with
a particular rhythmic feel. Similarly, as applied to contemporary music, we could talk about swing, and
shuffle, as having a feel beyond the print. It's the duty of the player to bring to life what is on the page.
“if you play Bach and it doesn’t swing, you're playing it wrong.”

In the following example we have the guide tones {7th to 3rd) for a common turnaround. {/[-V-I-VI-II-V-I)
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In this example the guide tones are embellished chromatically. The major third is
approached with two chromatic notes from below. The chromatic embellishment to the
minor 3rd is approached more as a 'surround' note, with one from above and one from below.
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referred to as a passing chord.

The following two lines are based on the subdominant cadence. It is basis of many of the progressions
we often hear in the blues, in church music,and in popular music. You start home, you leave home, you
arrive somewhere, then return home. Harmonically, both lines imply a progression starting from / (home)
and going to IV by way of the / dominant 7 (V of IV). The return home can be seen as:
IV- IVminor-l in the descending line, and IV- | diminished-I in the ascending line. The | diminished is sometimes
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This descending line follows the voice leading of chord above progression.
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This ascending line is another approach to the subdominant cadence.
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This line follows the chords written above. You might recognize the subdominant cadence
in measures 5 through 8 of "I Got Rhythm" changes.
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Often the line or the voice leading says more than the symbol. The chord symbol alone can have
confusing harmonic implications (voice leading, scale choices, etc.), whereas the line is clear. The following
example is a combination of the ascending and descending lines that suggest the subdominant cadence.
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|This often-heard ending is another example of contrary motion in the subdominant and dominant cadence.
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This is a progression of open voiced triads and their inversions in the key of D minor. Each voice appears
on top, in the middle and on the bottom. There is a dominant cadence and a sub-dominant cadence. Observe
the individual voices moving in each of the inversions. Each voice behaves the same in all 3 examples.
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Here are a few exercizes to work with through the cycle of fifths. The first is from Bach. The next is from
Jimmy Wyble. I have forgotten from where the others were stolen.
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| And some ii-V's]
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