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Introduction

Since I do jazz I like to play and experiment with irregular and dissonant chords and I
like to play with multiple phrases at the same time. For some reason I feel more
comfortable during my solo if I play with chords as well. That is why I would like to
research the voicing and triad chords more. I would like to develop my skills of
playing alone and that is also why I am so interested in chords and polyphony.

I listen to modern jazz a lot and I hear this kind of modern triad substitutions and
voice leadings by the contemporary guitarists (Kurt Rosenwinkel, Ben Monder, Adam
Rogers, Jonathan Kreisberg). This is the sound I’'m looking for because I hear the
same in my music as well.

On the guitar it is not so common to lead the voices between the chords. Without
exaggeration I can state that there are some exceptional modern guitarists who play
the guitar like pianists play the piano. They use very nice and interesting chord
voicings with triads when they comp and during their solos.

There are some background sources already about jazz theory that relate to the topics
of triads, polytonality and voice leading. Gary Cambell and Randy Vincent address
polytonality with an emphasis on vertical sonority (Cambell, 2007; Vincent, 2002).
Jazz theory at large has been examined by Bert Ligon in his book Jazz Theory
Resources: tonal, harmonic, melodic and rhythmic organization of jazz (2001).

Modern jazz uses triad chords a lot. I would like to know all possible triad
substitutions over seventh chords, so I will also examine this in my thesis. What I hear
and what I transcribed from these musicians is that they know the main music systems
and the possibilities very well. I will listen to and transcribe solos from the artists
above and find out what kind of scales and triad combinations they use. I will then
examine these systems to discover what kind of triad chords there are and how we can
use them in an irregular way.

So my main question is, how can I use the concept of triad pairs to express the sound
that is in my head?



Triads
Definition: A triad is a set of three different notes that can be stacked in thirds.
Types: Cmajor, Cminor, Cdiminished, Caugmented

A structure of the triad chord is strong enough to specify a tonality of the music.
This can be the most traditional and popular , as well as one of the most modern
sounds. If we put two different triad chords next to each other, we get a triad pair.
We can use these four, five or six notes as a scale over any seventh chord.

Triad pairs

Any two triads can form a triad pair, and there are about 7 diatonic triads that can be
stacked onto every regular 7th chord. If ’'m thinking in major modes, then I can start
a triad on any note of the scale and extend it by adding another triad on top of it that
comes from the same diatonic scale. What triad you play gets you a different sound.
The term polytonal refers to two triads that have no notes in common, resulting in a
six-note (hexatonic) collection. Triad pairs that have both triads belonging to the same
seven-note scale are always adjacent triads. Their roots are next to each other in the
scale, such as I and II or IV and V. Major and minor triad pairs which are a tritone
apart, can be found in the eight-note diminished scale. Most of the popular triad pairs
use two major triads or two minor triads, but mixed versions and versions using
diminished and augmented triads also exist and are used.

Working with triad pairs is a very effective way for building fresh sounding melodic
lines. If we limit notes down to six, we can get a concise and special sound.
Rendering these notes in a form of triad pairs we can get more variety in tone color
and melodic possibilities.

Triads usually express tonality. Combining two triads may create the effect of bi-
tonality or polytonality. The polytonal effect is stronger when the triad pair is used
over a root tone that is not present in any of the triads. The stand alone sound is often
enough to make a strong melodic line no matter how it is relating to the harmony over
which it is built up.

The triads offer a frame to base lines. This can be a good way to build up modal
settinlgs where there are no diatonic movements where every chord changes can last
long.

' Campbell 2007, p.1



Hexatons

If we put the notes of the two triads in order we can call this “Hexatonic” scale. This
thinking which is based on hexatons is a very popular tool of the modern jazz.

For instance: C major triad and F# major triad

If I think about the hexaton as two triad chord I can use it in a vertical way.

For example, I can substitute seventh chords with triads or I can play triads over
different basses.

If I think about the hexaton as a scale I can use it in a horizontal way. For example |
can make melody from the scale or I can play 2 triad arpeggios over the actual
seventh chord.

Conjunct and Disjunct triad pairs

If I put two triads next to each other and they have at least one common note it is
called conjunct triad pair.

For example: A major triad and C major triad

These systems/scales have just 5 different notes or less.
If the two triads don’t have a common note because there are 6 different notes they
are called disjunct triad pair. In my thesis I will only examine these triad pairs.

Let’s see for example a melodic minor scale as the chord-scale for a situation and see
which triad pairs we can use. We see that within a C melodic minor scale the
following triads can be found:

Cmin, Dmin, Eb.aug, Fmaj, Gmaj, Adim, Bdim

The possible triads are:
Cm/Dm, Dm/Eb.aug, Eb.aug/Fmaj, Fmaj/Gmaj, Gmaj/Adim, Adim/Bdim,
Bdim/Cmaj,

These are my preferred selections:
Cmin/Dmin, Fmaj/Gmaj

The above mentioned triad pairs can be used wherever we would like to use the C
melodic minor scale.
We have to experiment with them and decide which sounds best.”

I’ve taken the triad pair Fmaj-Gmaj and I want to decide over which chords it can be
used. [ have examined the diatonic triads within different scales and I have found this

triad pair within the C melodic minor scale and the C major scale:

Fmaj and Gmaj diatonic triads in the C melodic minor scale: 4™ and 5™ degree.

* Campbell 2007, p. 11
? Ibid.



Fmaj and Gmaj diatonic triads in the C major scale: 4™ and 5™ degree.

A C melodic minor scale can be used over these chords:
Cmi(maj7), Dsus(b2), Ebmaj7(#5), F7(#11), G7(b13), Am7b5, B7alt.

A C major scale can be used over these chords:
Cmaj7, Dm7, Esus(b2), Fmaj7(#11), Gsusl1, Am(b6), Bm7b5

So we can use the triad pair Fmaj-Gmaj over all of the above mentioned chords.*

Triads in the natural music systems

The numbers symbolize the degrees in the actual system.
Major system

Major: 1,4, 5
Minor: 2, 3, 6
Diminished: 7
Augmented: -

Melodic minor system:

Major: 4, 5
Minor: 1, 2
Diminished: 6, 7
Augmented: 3

Harmonic minor system:
Major: 5, 6

Minor: 1, 4

Diminished: 2 ,7
Augmented: 3

Triads in the two symmetrical music systems

The symmetrical scales show a different chordal environment from the traditional
seven tone scales.

The diminished scale contains four major triads, four minor triads, and two
diminished seventh chords.

Any two of these chords that do not share a common note makes a viable triad pair.
The augmented scale contains three major triads, three minor triads and two
augmented triads. Any two of these chords that do not share a common note makes a
viable triad pair.

*Ibid. p.11



Triads in the Octatonic system (1-2)

C-octatonic scale:
C C# D#HE F# G A Bb
1 b9 #9 3 #11 5 6 b7

One of the best scale choices may be the diminished scale over Dom7alt. chord.
Triads in the system:

Major:1,3,5,7
Minor:1,3,5,7
Dim.:,1,2,3,4,5,6,7,8
Aug.: NO

Triads in the Augmented system ( 1-3)
C Augmented scale:

CDb EF G# A
1 b9 3 11 #5 6

It is possible to play augmented scale over maj, min, aug, minMAJ7, Maj7, Maj7+
chord.

For example: It is possible to play C augmented scale over these chords:
Db or F or A (maj, min, aug, minMAJ, Maj7, Maj7+)

Triads in the system:
Major: 2, 4, 6
Minor: 2, 4, 6

Dim.: NO

Aug.: 1,2,3,4,5,6

Variations of the disjunct triad pairs

I was curious to know how many variations there are of the disjunct triad pairs.
There are 4 types of triad chords and to check all the combinations there are 4x4=16
different options: (maj+maj, maj+min, maj+dim, maj+aug,..etc)

It is necessary to check all the 16 combinations compared to all the 11 distances.
(b2,2,b3,3,p4,b5,5,b6,6,b7,7) Therefore we have 176 options (16x11). Itis a lot, but
fortunately we can simplify it. To examine the b2,2,b3,3,p4,b5 distances is enough
because the rest is the same in this context.

For example, between Cmin and Ab dim chord there is a (minor 6th) distance.

We confirmed this already when we examined the distance between Ab dim. and
Cmin chord. (3rd distance). This would be unnecessary double work, so instead of
176 we have 96.



We also have to recognize some conformities such as the possibilities of the
augmented triads. For example, a minor and a major pair which are triton distance
from each other are the same as a major and minor pair with the same distance.’

This is a list of all the disjunct triad pairs:

Maj-maj: b2, 2, b5
Maj-min: 2, b3, b5
Maj-dim: 2, b3, p4
Maj-aug: b2, 2,

Min-maj: b2, 2, 3
Min-min: b2, 2, b5
Min-dim: 2, p4
Min-aug: b2, 2,

Dim-maj: b2, 3
Dim-min: b2, 2, 3
Dim-dim: b2
Dim-aug: b2, 2, 3, p4

Aug-maj: No
Aug-min: No
Aug-dim: No
Aug-aug: b2, 2

Disjunct triad pairs possibility over the seventh chords

I wanted to know what are the 12 different major, minor, dim. aug. triads compared to
the Maj7 chord. First I took the Maj7/9/#11/13 chord as a main chord and then I
checked all the 12 major triad over this Cmaj7 chord. The result demonstrated all of
the triad possibilities over Cmaj7 chord. (C, D, G)

In general it is possible play over the Maj7 chord a major triad from the Root, 9th,
and 5th.

5 Aved 1998, p.15.



It looks like this:

Over CMajor7/9/#11 (Lydian sound)

Major triads

C (1-3-5)

C# (no)

D (9-11#-6)

D# (no)

E (3-5#7) Cmaj7+
F (11-6-1) Cma;j7 Ionian
F# (no)

G (5-7-9)

G# (no)

A (no)

A# (no)

B (no)

Possibilities: from 1,5,9

Then I compared these three triads and I saw that two of them have no common note.
The C=(C, E, G) and the D= (D, F#, A)

When I put the notes in order it produced this hexaton scale:

CDEF#GA

It looks like this:

Over Cmajor7
Scale: Lydian 1,3,5,7, Extensions: 9, #11,13

Possible major triads over Cmajor7
From: 1,5,9

C:CEG (1,3,5)
G:GBD (1,7,9)
D:DF#A (9,#11,6)

Disjunct major triads: Hexaton:
C-D CDEF#GA

I did the same with the minor, dim, and aug. triads over the main CMaj7 chord.
I did exactly the same with all the other seventh chords:

Cmaj7  Clydian

Cmin76 C dorian

Cmin7b6 C aeolian
Cdom79=dom7b5 G melodic m.
Cdom7alt Db melodic m.
Cdom7sus4 C mix.
Cm7b5(m.m) Eb melodic m.



Cm7b5(h.m.) Bb harmonic m.
Cmin.major7 C melodic m.
Cmaj7 #5 A melodic m.

I have attached all the result of the three natural systems and the two symmetrical
systems at the end of the thesis. (See attachment page 31)

Now I know all of the possibilities over all the seventh chords so I can start to
experiment with them.

Experimenting with the same type of triad pairs over seventh chords

I examine and I use just the same type of disjunct triad pairs because these pairs give
me more interesting sound over the actual seventh chord. I was wondering what might
be the reason for this. I found the different type of triad’s sound to be “too diatonic™.
For example when I play a major and then a minor triad, which are in the same
system over any seventh chord, it sounds too diatonic. In my opinion, is it is better to
play two of the same type of triad chords.

At this point I have to mention the concept of the polytonality.

Description: Musical thinking from two or more tonality.

Two triads which are not in the same music system, can give us a polytonal
environment. When we use two systems we call this bitonality. For example, if I play
Db major and G major triad, this is bitonal thinking and I can play this over G7alt
chord.

“The triads that work in the improvisations use the following three rules:
They must come out of the scale we are using. They must not have any notes in
common. Major and Augmented triads sound the best.

In the major scale the only triads that work are scale degree 4 and 5 (F and G). These
two, of course, can be used over any scale that is a mode of C Major
(D Dorian, E Phrygian, F Lydian, G Mixolydian, A Aeolian, B Locrian).

In the Harmonic Minor scale, the only pairs that work are on scale degrees 5 and 6.
(G and Ab) Notice that the augmented triad on scale degree 3 can't be used because it
shares notes in common with both of the other major triads.

From the melodic minor scale, we can make two triads on scale degree 5, one major
and one augmented. So there are two possibilities of triad pairs from this scale and
it’s modes.” °

% Noppe 2008, p.11-12

10



Here is a nice selection of triad pair possibilities:

Using over major chords

CMaj’ CMaj’(#1n)
) 9 | 1 — —  —
Esee = ==
€ Major Scale Major Sound Lydian Sound
Scale degrees 4 & 5 Scale degrees 1 & 2
CMaj#s) CMaj7¢41) CMaj7#9
| —+——x = I%_’ it t b n
i W iy @ ® @ (T it a‘ & e |
‘.,- " 11 J #J & F 1T - #. L L\ J { 1
Lydian Augmented Sound 6th mode of Harmonic Minor Gap Scale
Scale degrees 2 & 3 Scale degrees 7 & 8 Scale degrees 3 & »6
Using over dominant chords
c’ Cm C(Es)
é%% = h-,—.ﬂﬂg EESrEE=E i.i..@t_ﬂ
1 - Vdp
g eeet S e tii 8% g8
€ Mixolydian Scale Mixolydian Lydian Dominant Whole Tone
Scale degrees 7& 8  Scale degrees 1 & 2 Scale degrees 1 & 2
CTalt C(>9b13) C769) 1
PR— —_— T 1 1 ™
A . N/ — I ! 1 1 4 H % L 1 S T —
T oo i;kj e @ @7 i W L
L R o R S | 4
Diminished Whole Tone 5th mode of Harmonic Minor Dominant Diminished (HW)
Scale degrees b5 & b6 Scale degrees 1 & »2 Scale degrees 1+44 & b3+6
Using over minor chords
Cm’ Cm’ CmMaj”
A A - ‘31 ==
| Fan ) L4 1 t
SR ‘ D e o -
€ Minor Scale Dorian Melodic Minor
Scale degrees 3 & 4 Scale degrees 4 & 5
Cm’ Cm(Maj” Cm’h9
ﬁ:ﬁ:’——ﬁﬁz P ——— e — =
1 | [ 1 2
v - B :F_ o mj
Aeolian

Harmonic Minor

Scale degrees 6 & 7 Scale degrees 5 & 6

7 Noppe 2008, p.12
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Scale degrees 2 & 3



Examples

Modern jazz guitarists and the triads

I wanted to figure out what the modern jazz musicians are doing in creating chords
and voice-leadings or modern sequence melody out of the scales. I looked at in a
vertical way and in a horizontal way as well.

I think that Kurt Rosenwinkel uses the most interesting range of sounds that I like, so
he represents the best example to research. I listened to him a lot and I transcribed
some of his solo or musical ideas. When I analyzed his music I realized that he uses
this kind of triad concept a lot. In the next examples I will share some of his ideas.
He uses triads from the octatonic/diminished scale over Dominant7 chord.

Kurt Rosenwinkel

Eb7 — Mainly Eb diminished scale (Eb, C, F#, A, Eb/E=EdimMaj7)

_9 I’- ” IUF * ', Ih ] ] l[) .
l\’\fy\\ — —H — g '{)I? 7] .
© =

Bb7 — Mainly Bb diminished scale (Bb, Ab, F, D) Resolving to “E”

f) 1 |7‘ 4 -] b"'l I N
P_P'T'_F I b ] )
== T e e
[Y) i I———
5
o) —
oo o= T Ha ] S S
v 14 [ 4 [ 1 ® 1| | [T T 1/
© i e > h"i‘- 4 e =4 3
N
B7 — Mainly B diminished scale (B, Ab, F, D) Resolving to Am9
.'.:g =2
SR s T W N -
(>4 ' Y aEE ?
0, - | =
R g
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Four triads and the diminished scale

I have transcribed a very interesting line from Kurt Rosenwinkel’s master class.
In the next example we can see how he uses triads over the Bb7 chord.

In this example Kurt uses 4 triads: G,Bb,D,Eb of the Bb diminished scale.

As we can see the bass is a Bb pedal and he plays major triads over that.

G Bb E G Db E Bb Db Ebm
h g e # he ] L !
) }hﬂ ha }ng 2 I 3 PO Il |
11 = 177 EoCl
| I 1 ‘ﬂ L 1 2 (] -~ 11
b 2 bz o bz = bz = bo

Bb713b9 Bb7 Bb7b9/b5 Bb713b9  Bb7#9 Bb7b9b5 Bb Bb7#9

Another great line I have transcribed is with triads which sound good over C7.

Bb triad Gb triad Ab triad Bebop scale
St e
|
Il | |
!) |

3 Bb triad Bb triad Gb triad  Ab triad Gb triad Ab triad

7 Bb F C F Ab Gb AbGb F Am Fmaj7

AN
A
ee
==

Here is another transcription of some of his triad lines from different songs.
He uses diatonic triad lines very often.

13



Cake 4:26 Deep song (A melodic minor — Cmaj7#5)

o} . T | 1
e } = e e P S e -
:)V ;‘d,;jﬂil‘ ":“' v g ® -&. I
When Sunny gets blue 3:15 Intuit (D7alt.)
9 1 }I g o 1 .lﬁ ]
o+ - =+ = i
' ' s
3 3
K.R. Standards Trio (Denver-Live)
T o g? = EP bf ~ |
l\{!l} '_ﬁ.‘ 1 1 1 1 - {
Ice fall 4:24 Chris Cheek-Wine
ﬁ; i 1 -

0 N —— e e I "
e —— i
[ ] - I — [ — [—
Under it all 5:11 (Star of Jupiter)
J . . . 22 o 1
% f 1 1 ]? 1 1 } - Ei
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Kurt Rosenwinkel - How deep is the ocean /Intro/
(Intuit, 1999) ®

Analysis of his intro:

We have 3 bars of D7 and one bar of G7. Rosenwinkel plays Ab major triad and Bb
major triad over the D7 chord. He is thinking in Eb melodic minor system. Over G7
he plays Db major and Eb major triad which is actually in Ab melodic minor. So he
uses the same idea.

We can find the same pattern at the very beginning of his solo.

In the first bar he plays descending Ab major, ascending Bb major arpeggio. And then
descending Db major, Eb major arpeggio. Going forward to bar 6 we have 2-5 in Gm.
He plays Ab major and Bb major triad again. On the 7" bar we have Gm7 and F#7
chords. He plays Bb major triad over the Gm7 chord and on F#7 he plays triad of Ab
major. So the sound is Lydian dominant. (Db melodic minor). On the 8" bar we have
2-5 in Eb major and he plays Gb and E major triad. So he uses the Bb7altered sound
on the Bb7 chord which is actually the Bmelodic minor scale.

Although the triads are simple material, we can see that we can create very interesting
sounds with them. With this example I want to illustrate that the triads can be used in
a horizontal way as well.

INTRO
D7 G7 b
Db T b I | ﬁ&&’:&ﬂ
| 1D | - E’ L] I Y ] | | L] - -
f—— 1 e s
[} L4 \ [ \ | , L4 [ I ' '
Ab and Bb Db and Eb
7(bs) 7 7
Dm G - 1! Cm
P 'F' — I
H—Tbe—® H 7 S—m| !
- = & 7 |
Ab and Bb Db and Eb
(alt scale on D7) (alt scale on G7)
Am’?3 D’ . Gm? Am705) D’
e o
Di o oo mlie 2he £ £ be | N
1 1 1 1 1 Il | | 1 | N & 1 - | et ]
gL | | I | - 1 1 . 1 — - = LA | | | |
10N ) mie— T E— ] 17 | ]
\;JV 1 1 ]
Ab and Bb
(alt scale on D7)
Gm’ DY/F§  (F#7) Fm’ Bb? Eb7
- §
e e 2, . be ® . L
A7 = e — o e
(2D L 1
ANI"4 | 1 1 1
D) — ' r
Bb Ab Gb and E

(alt scale on Bb7)

8 Rosenwinkel 1999
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Adam Rogers
Bobo 02:18 (Art of Invisible, 2012) F Jazz blues’

He is playing a variety of different triad arpeggios. Together they produce a really
nice and interesting F7 line.

The first is a Gm which produces a SUS sound and then the second one is a F triad.
Then he plays Eb and F triad pair. (Bb melodic minor)

He then plays D triad which is producing F13/b9 sound.

? Rogers 2009
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Tony Greaves

My analysis of his solo on “All the things you are” that uses strong triad concept.

F-7 Fm

PRl

il

B"-7 E”
e 0
] L - — 1T - 1
]}Eﬁtq r .i) C 17 %I T f P — ! %
7 Eb
APMAL7 D"Mas.7
N L Bin o o
5 L e == | o=
E
G7 __ebm = en  CMAL7 .
. . e ' e . : 1
et et
7 l——’-a"'—J 3
CMn.7 o ) C-7 "
tattie, tepiee . . b
%. e e e LI P ey
] 0= ==
F_7 Bw Adim. Bbm Fm
b
T = |h£h#h! ?%F*F 1 i h? b}‘( E)bs F |' » ‘IF-
1 1 5 1 ‘li’ i
EPMAL7 APMAL.7

Py
H&EY Y 0 ) T |

| —
D7 o . GMn.7
— , o Bl F e he b . .
[~ : I I ']} 1 M| G |
7 . a3— ———— |___

' Graves 2014 (image sent by composer, the analysis in red is mine)
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Applying triad pairs in blues in a horizontal way

Next, I am going to look at the application of this scale first over a minor and then
major jazz-blues progression. Over the chords, let’s take the notes from major triads
built on two tones which are next to each other depending on what type of sound we
are looking for.

For example, over Cm7, we are going to use the Eb and F major triads, and for Fm7,
we use Ab and Bb major triads. On the altered-dominant chords in bar 4, 10, and 12,
we use triads built up on the b6 and the b5 scale degrees. The same idea works also
over minor 7b5 chords, just like in measure 9.

Ce? (07,4 .
bt - 5 ™S

i) — .‘f_'—’f’ lf_l."r-r o :r -L‘-_‘_rrﬂ
. 4 i — ;

Fm7 Cm7 3
4 ; : rr e, R -
= e e
>, 1 1 ol 1 1 1 1 H 1 ] I— 1 ™| J

Dm7bs G she Cm G78 Cm7
19 T "-P- II‘F'IF-::-_-I'-F".‘I o
= =====s==s=========== P 1 i
e [ —rer— L

Let’s see how this works over dominant blues. Over the dominant chords, we build
triads on the root and b7 of the chords. As we can see the solo starts on an Eb major
triad in the first bar and then moves to a first-inversion F major triad. It sounds very
nice and bright in my opinion.

F1 Bb7 F71 FlalL
0 — - £)s = . ot Pty . b
[ e e 1 T T T 1F T 1 1 T )F 1 T = = ]
i 3 | —— | - — S S — | — 1 —1 ==
> T - T— T T— T
B : | - ] %
Bb7 F7 D7l
") —— — - -
[ T b | o | > T T
o W e— - — — i— i v S — — —— T i e |

12 Saunders June, 2014
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Applying triad pairs in a standard in a vertical way

Stella by starlight:
Em’¢% A7(9) Cm’ F7
Z 4 = == == |
| P8 5% % |
Fm? BY7 EbMaj7 Ab7
| h f |
1 L. I | 1 i) ]
1 1 1 1 1 1 i% }, i
o 1 r | |
BPMaj’ Em’(b9) A7(b9) Dm’ BPm? Eb7
9 1 % I ; { } 1 % I ! { 1 % ]
p—! g g Lbg V8 g VB
! l > | 14
FMaj’ Em7069 A7 Am’09 D79
| 1
In 1 | I 7 1]
b 5 — ]
DA I ' [ [ e M
More complex solution:
Em705) AT(H9) Cm’ F7
9 | T i g T T |
G z : il > i g i g |
i I | [
locrian #2 (Em7bS5) 5th mode of H.M. (A7b9b13)  melodic minor (CmMaj7) lydian dominant (F7#11)
Fm’ BV EPMaj’ Ab7
| | #
I | Y | .7 | | ) [} ]
; :h.—bg : |
1Y) I " 17 1
dorian (Fm7) diminished whole tone (Bb7alt)  lydian (EbMaj7#11) whole tone (Ab7#5)
BPMaj’ Em’b5  A709) Dm’ BPm? Eb7
2— # = == = :
G&g—— rE—8 8 5’8 !
lydian augmented (BbMaj745) diminished phrygian (Dm7b9) lydian dominant
(entire bar implied as A7b9) (entire bar implied as Eb7#11)
FMaj’ Em7%9 A7 Am7(3) D7(b9)
| =
g kE ' 8 H8 f
.) | I i 1 1 1
lydian (FMaj7#11) 5th mode of H.M. diminished whole tone

(entire bar implied as A7b9b13)

13 Noppe 2008, p.15
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How to create own patterns

I also wanted to apply, not only understand this concept in my solos and in my
compositions. [ have collected my favorite disjunct triad pair sounds over each
seventh chords and then I started to use them. In the next part I will share some of my
ideas.

Triad pair ideas over seventh chords:
Major7

The major triads built from the 4th and 5th notes of the major scale. In the key of C, it
is F and G over the Cmaj7 chord.

Cmaj7 F G
[® ] ] | camnn 1 ﬁ - 1 |
ok 8 [ . . s ° r 1
QJ- = r i I 1 1 |
4 6 R 5 7 9

When I play F and G over Cmaj7, we find the intervals 4,6,R and 5,7,9, so actually a
C major scale without the third.

These triads, although they use most of the notes in the major scale, if we organize
these notes in triads then we get a different sound compared to the scale.

g s e e e e e e e =
He-4—T—T— == e < |
[ 5 # > ;: > ¥ 3 - > L4 K l
F G F G F G F G
0 - =

I
1
|
|

e

e
|
L)
]

.,.
)
e}
o

Here is an example of a II V I line in C where [ used F and G triads.

Dm? G7 Cmayj7

Besides playing major triad pairs over maj7 chords, we can also use minor triad-pairs
to express maj7 chord from a different point of view.

Now I will be using the minor triads from the 2nd and 3rd notes of the C major scale.
These triads are the Dm and Em triads.
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Cmaj7

i
i

Cjéib
W

Jfoole

|
]
[ 4
Dm Em

The Dm chord shows the intervals 2,4,6, while the Em produces the intervals 3,5,7.

This triad pair gives us actually the notes of the major scale without the root.

n ————— | . -
- — - - } ;' —1 =, i
Dm Em Dm Em Dm Em Dm Em

Here is an example II V I line in the key of C major where I use the Dm and Em
triads.

Dm? G7 Cmaj?
obe Lte
Pt =£ _“#Pf‘xbfﬂphﬁ '9"52;:#-"' e q
. e o e i |
.) 1 ;_I I,I | ! 1 Ll 1 %dl 1}
Dm Em Dm Em Dm Em
Minor7

The first m7 triad pair contains a major triad from the b3 and 4 of the chord
underneath it, such as the F and Eb triads over the Cm?7 chord like demonstrated
below. We can see that the F triad produces the intervals 4,6,R and the Eb triad
produces the b3-5-b7. The 2nd note from the dorian mode is left out.

Cm’ Eb F
A 3 ,ﬁ() I | 3 ﬂ
G693 [ S ——f——
-©- bt T
b3 5 b7 4 R

In the next example the application of the Eb and F triad over the Cm7 chord ina II V

I progression can be seen in the key of Bb.

Cm? F7? Bbmaj7
: ~ L P 1 —
3 s | B | 1 1
. 7 11 s ran®™ | I S— 1 1 1
o o e — 7 \l Hi' i — 1\’ | E— r il
Eb F Adim B7 F Bb

In the next example the m7 triad pair presents two minor triads from the root and 2nd

note of the m7 chord underneath it.
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Six Dorian mode notes out of seven will be played. The b7 is left out. Since this is a
new way of building lines, it will yield a whole new sound.

Cm’ Cm Dm
[ :
ﬂ QI 253 | 1 1 1
4> 8 = . — » i
¢ o = v
R b3 5 2 4 6

Here is another example over a II V I in Bb major.

Cm’ F? Bbmaj7

=t
1

bt

—

[~

Dominant7

The 7th triad pair uses major triads from the b7 and Root of the dominant7 chord.
So if we are improvising over a C7 chord, then we can use both the Bb and C major

triad pair.

.
¢ Bb C
== b - 7 R 1
HH4"8 e j z { . i
') o ——
b7 9 11 R 3 5

With the Bb triad we get the intervals b7,9,11 over C7, and the C triad is the R,3,5 of
the chord underneath it.

Here is an example over a II V I in the key of F major, where I used the Bb and C
triads to express the C7.

Gm’ C? Fmay?
 —— & 3 T i |
e T e e T e e e e e e e

11 1 1 1 = 1 1
—— ‘“ —

=t

| I

We can also build 7th chord lines by playing minor triads from the 5th and 6th of the
dominant7 chord underneath it.

B Gm Am
n | |
A e —— 1
x n S 1= 1 1 : 1 i |
[y “r g b—
5 b7 9 13 R 3
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The Gm triad produces the intervals 5,7,9, and the Am triad produces the intervals
6,R,3. Only six of the seven notes from the related Mixolydian scale is being played
and the 11this left out.

This is an example of a line where I use the Gm and Am triads over the C7 chord.

Gm’ (ol Fmaj7
1
Fzé%%i;é%zé%%;;z%%g%; - in p— T — y } n —1 1 |
-~ . 1
& — ys = Y| — { =
Dominant7 ALT

The next example of 7alt triad pairs involves playing major triads from the b5 and
#5 of the actual chord. The Gb and the Ab triad over a C7alt chord works great.

CTalt. Gb Ab
0 i do e ba b 1
(G428 bo—be— b i
Q/‘ é_ —
b3 b7 b9 #5 R #9

These two triads are a perfect choice to express any altered chord. The altered notes
are the b5, b9, #5 and #9.

The following 7alt chord uses two minor triads, built up on the b9 and #9 of the C7alt
chord.

CTalt. Dbm Ebm
0 Rt !
K S ) | 1 ! e 1 1 1
5 o 1 e 0P i
| TN 1L | by i bha " 1 | ]
[y o e D& i
b9 3 #5 #9 b5 b7

At last, here is an example of minor key II V I, using the b9 and #9 triad pairs.

BT
\)
\EEE
]
——==
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In the next examples I will share some more ideas of mine over altered Dominant7alt
chord:

C7 — Mainly C diminished scale (Cm, Ebm, F#m, Am)

beh
| e — | - for o
i,;.:u | V'q' -_FQ'-EIP— —1 I

11 | 1

L 101
BT
N
Y
=

QQSSJD

L3N
oF

D7 — Mainly D diminished scale (G-Db major triad line)

v
[T

i)

s e be T ¢
. ' ——
¥ — i

RAuy

VIl

QQ;*D

bt -

Eb7 — Mainly Eb Diminished scale (Eb, A, C, F#) to Eb/E=EdimMAJ7=Eb7b9

= 4 e . e L
=]

A4
o —
The next examples show how to use major triad pairs over C major II V I progression.

;
|

First I play an E and then a Db major triad.

Dm’ G713b9 Cmaj?
ﬁ . = i — b]' o i
i i i i | T — — E I |
U & ! I I | 1 i Hr | 1 |
On the G7 I play Db and then Bb major triad.
Dm’ G7 13b9 Cmaj?
e be . o bo e ho

1Y
v

TTT®

.
I
]

TTT®

0 e
e

The line on the G7 contains an E triad and a Bb triad followed by the b9 and the third.

Cmaj?

.

— b..— b I).I'. H.._ Ihl()
T

) ._,_,—p—#*.'.zﬁ.-’.‘g .
===~~~
—

g
Q
S
c
O
e
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Below I have demonstrated an example in F melodic minor which can work over a E7
alt. chord. We can start the pattern at the root of F melodic minor This will work
on Bb7#11 as well.

1
e
i
i)
_:;.
ghte
oS
iy

Dominant7 #11

We can use the fourth mode of melodic minor scale over Dom7#11 chords. But we
can also choose simple major or diminished triads to create lines. They both sound
nice I think and express the altered chord very well.

The first Dom7#11 triad pair in my example uses major triads built up on the root and
2nd of the chord. When we play C and D over C7#11, we get the intervals R-3-5 and

9-#11-13, so the basic triad and all of the extensions. I also used the same major triad
pair over the Cmaj7 chord.

Crdm c D
0 £ 1
"> 24 1 n 11 I T 1 i |
s = 3 2 E— 2 i
¢ 8 - yf 4 *
R 3 5 9 #11 13
Here is an example of this over C7#11.
C7($1)
O ’ P - by ™
1 l > = r—‘ o 2% | — il |
(© D C D C D
Finally we can see how this applies in an F Blues chord progression.
F? Bb7 F7
a et et At e Al et
ST 3 oI | 1 | P T 1 1 1 1 1 1
) [ L4 1 1
G ; C Bb I G F G I

The next example of 7#11 triad pairs involve a diminished triad from the 3rd and #11
chord underneath it.
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When we play Edim and F#dim over C7#11, we get the intervals 3,5,b7 and

#11,13,R.
eyt E° Fto
[ Q ngﬁ  m— $ i  S— | n
AF5"S  — T b= —1 - 7 i |
(GE = — - 2 % f fl
. RES e | " !
3 5 b7 #11 13 R

(&Y F7? 7
h g 1 | —_— IEP 5 e g: Iﬁ n
T o i i W o Dt 7 I R
) i i bl g s
Fitdim Bdim Adim F#dim Edim
Dominant7 #5

The triad pair that we will look at presents an augmented triad built up on the root and
2nd notes of the C7#5 chord. (C+, D+)

C(45) C+ D+
n S ) | = 1
B> 1 | s | | 1y 11
{eyPas ] . e P |
< - = - ' '
1 3 #5 9 #11 b7

I have noticed that those two triads actually produce two other triads. So we will have
6 possible augmented triads that we can use over 7#5 chords.

C+=CEGH#
E+ = E G# B#(C)
G#+ = G# B#(C) D#(E)

D+ =D F# A#
F#+ = F# A# Cx(D)
A#+ = A# CH(D) E#(F#)

We can see these triads in this line:

C7(¥5)
| .s T .! .—ﬁ_'_'—._#ﬁ—“
' e Er= = il
. ‘_7 ey T - 1 1
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In the next F major I V I example I use the mentioned augmented triad pair concept.

Gm? C(#s) Fmaj7

Dominant7 b9#9

The first triad pair we will examine uses two diminished triads based on the 5th and
6th of the chord underneath it. (Gdim, Adim)

o d8
C7(33 Ge A°
n : S ——— : 1
PREN ST s e .ooon 1
&4 fe 7 | —— i i
e <> ' P
5 b7 b9 6 R 49

This is sample of Gdim and Adim 7b9#9 triad pair over the V7alt chord.

Gm7(9) C"({5 Fm®
0 . :  ro— T 1 ] T s
P4 > i | ! 11 1
| L— 7~ = *5 - hq ] ) — —
Gdim Adim

In the next we will use minor triads from the b7 and Root of the actual chord.
We are getting the notes of the chord, without the 3rd, and both b9 and #9, giving the
sound of the Bb7b9#9. This is a first four bars of an F blues.

F7 Bb7 F7

: — . p— ) p—
—1 i 1 1 91' 1 biL [ ! } qﬂﬁm&}:’myﬁu
— s

Bbm Abm Bbm

Vi
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Minor7b5

The first group of the triad pairs presents major triads over the Minor7b5 chord.
One triad from the b5 and one from the b6 of the scale.
So, if we have an Am7b5 chord, we could play an Eb and F triad pair.

Am7b%) Eb F
Ty
LS ) 1 :' 1 1 t 1 F—'II
O !L - 3‘ l’1' r - T i |
o ne ! '
b5 b7 b9 b6 R b3

The EDb triad shows the intervals b5, b7, b9, and the F triad produces the intervals b6,

R ,b3.

Am7b9)

0O " " ' > b.. - .-
S e e et
1 1 —

Eb F Eb F Eb F Eb F
#. bl § I i }IJ —t } "]
= e e e e

Eb F Eb I Eb F Eb

Now I will take a look at the minor triads.

Am7b3) Cm Dm
-
%}g 1 1 % 1l |
&g~ e . * i
3| = e -
b3 b5 b7 4 b6 R

The Cm triad provides the intervals b3, b5, b7, and the Dm triad produces the

intervals R, 4, b5.
Am7bs)
/) o ' — 3 b I ! ':m
— - ‘ }1 — - } I._F 1 1 |
-~ I 5N | el 1 | S— 1
- 4 [ 1 [
Cm Dm Cm Dm Cm Dm Cm Dm
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Here is another musical example in G minor key:

Gm®

D7alt.

Am7k3)

0
A4

I

o he

oy

Dm

Cm

Cmaj7

G7alt

Dm7

Some other Cmajor II V I ideas with the same triad pairs:

Db triad

F triad

Eb triad
|

-

» b'_

G triad
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Result of the possible triads over the seventh chords

Over Major7 chord (Ionian)

MAIJOR triad from 1,5
MINOR triad  from 2,3,6,
DIM. triad from 7
AUG. triad from no

Over Major7 chord (Lydian)

MAIJOR triad from 1,5,9
MINOR triad  from 3,6,7
DIM. triad from 11#
AUG. triad from no

Over Minor7 chord ( Dorian)

MAIJOR triad from 3b,11,7b
MINOR triad  from 1,59
DIM. triad from 6

AUG. triad from NO

Over Minor7 chord (Aeolian)

MAIJOR triad from 3b,b6, b7
MINOR triad from 1, 5, 11
DIM. triad from 9

AUG. triad from NO

Over dom79 or b5 chord (static) (Gm.m.: 135b7 9 #116)

MAIJOR triad from 1,9
MINOR triad  from 5,6

DIM. triad from 3, #11
AUG. triad from 9, #11, b7

Over dom7 ALT (b5#5b9#9) 1 3 b7 (m.m.)
MAJOR triad from b5 #5
MINOR triad  from b9, #9

DIM. triad from 1, b7
AUG. triad from 1, 3, 5#
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Over dom7 SUS4 chord = Mixolidian

MAIJOR triad from 1, 11, b7
MINOR triad  from 9,5.6,
DIM. triad from 3

AUG. triad from no

Over Minor7b5 chord (melodic minor sound)

MAIJOR triad from b6
MINOR triad  from b3, 11
DIM. triad from 1,9
AUG. triad from 9, b5, b7

Over Minor7b5 chord (harmonic minor sound)

MAIJOR triad from 11 b5
MINOR triad  from b3, b5, b7
DIM. triad from 1,b3,b5,6
AUG. triad from b9, 11,6

Over min.MAJ7 chord (melodic minor)

MAIJOR triad from 11,5
MINOR triad from 1,9
DIM. triad from 6, 7

AUG. triad from NO

Over aug.Maj7 chord (Lydian augmented)
MAIJOR triad from1,9, 3,5
MINOR triad  from 3, 6, 7

DIM. triad from #11, #5
AUG. triad from 1, 3, #5
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Disjunct triad pairs and their hexaton scale over the seventh chords

maj7, min76, min7b6, dom79=dom?7b5, dom7alt, dom7sus4, m7b5(m.m),
m7b5(h.m.)

Over Cmajor7
Scale: Ionian  1,3,5,7, extensions: 9, 11,13

Possible major triads over Cmajor7
From: 1,5

C:CEG (1,3,5)
G:GBD (1,7,9)

Disjunct major triads: No Hexatons: No

Over Cmajor7
Scale: Lydian 1,3,5,7, extensions: 9, #11,13

Possible major triads over Cmajor7
From: 1,5,9

C:CEG (1,3,5)
G:GBD (1,7,9)
D:DF#A (9,#11,6)

Disjunct major triads: Hexatons:
C-D CDEF#GA

Possible minor triads over Cmajor7
From: 3, 6, 7

Em:EGB (3,5,7)
Am: GBD (5,7,9)
Bm: BD F# (7,9, #11)

Disjunct minor triads: No  Hexaton: No

Possible dim. triads over Cmajor7
From: #11

F#dim: F# A C (#11,6, 1)
Disjunct dim. triads: No Hexaton: No

Possible aug. triads over Cmajor7
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There is not!

Disjunct aug. triads: No Hexatons: No
Over Cminor7

Scale: Dorian  1,b3, 5, b7 extensions: 9,11,6

Possible major triads over Cminor7
From: 3b,11,7b

Eb: EbGBb (b3, 5, b7)

F:FAC (11,6,1)
Bb:BbDF (b7,9,11)

Disjunct major triads: Hexaton

Eb-F EbFGABbC

Possible minor triads over Cminor7
From: 1,5,9

Cm: CEb G (1,b3,5)
Gm: GBbD (5,b7,9)
Dm:DFA (9,11,6)

Disjunct minor triads: ~ Hexatons:
Cm-Dm CDEbFGA

Possible dim. triads over Cmajor7
from 6

Adim: A CEb (6, 1, b3)

Disjunct dim. triads: No Hexaton: No

Possible aug. triads over Cminor7
There is not!

Over Cminor7

Scale: Aeolian 1,b3,5,b7 ext: 9,11,b6

Possible major triads over Cminor7
from 3b,6b,7b

Eb:EbGBb (b3, 5, b7)
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Ab: AbCEb (b6, 1,b3)
Bb:BbDF (b7,9,11)

Disjunct major triads: Hexatons:
Ab-Bb AbBbCDEbF

Possible minor triads over Cminor7
From: 1,5,11

Cm: CEb G (1,b3,5)
Gm: GBbD (5,b7,9)
Fm: FAbC (11,b6,1)

Disjunct minor triads: Hexatons:
Gm-Fm GAbBbCDF

Possible dim. triads over Cminor7
from 9

Ddim: D F Ab (9, 11, b6)

Disjunct dim. triads: No Hexaton: No

Possible aug. triads over Cminor7

There is not!

Over C79 (static) or C7b5S

Scale: G-melodic minor: 1357 extensions: 9 #11 13

Possible major triads over C79, C7b5
from1, 9

C:CEG (1,3,5)
D:DF#A (9,#11,6)

Disjunct major triads: ~ Hexaton
C-D CDEF#GA

Possible minor triads over C7 , C7b5
From: 5, 6

Gm: GBbD (5,b7,9)
Am: ACE (6,1,3)

Disjunct minor triads: ~ Hexaton:
Gm-Am GABbCDE
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Possible dim. triads over C7 , C7b5
From: 3, #11

Edim: E G Bb (3, 5,b7)
F#dim: F# A C (#11, 6, 1)

Disjunct dim. triads:  Hexaton:
E dim- F#dim EF#GABbC

Possible aug. triads over C7 , C7b5
From: 9, #11, b7

Daug: D F# A# (9,#11,b7)

F#aug: F# A# C##=D (#11,b7,9)

Bb aug: Bb D F# (b7,9,#11)

Disjunct aug. triads: There is not!

Over C dom?7 altered

Scale: C# melodic m.: 1 3 b7 extensions: #5 b5 b9 #9

Possible major triads over C7 alt
From: b5, #5

F#: F# A# C#
D#: D# F##=G A#

Disjunct major triads: ~ There is not!

Possible minor triads over C7 alt
From: b9 #9

Db m: Db Fb=E Ab (b9, 3, #5)
D# m: D# F# A# (b9, b5, b7)

Disjunct minor triads: Hexatons:

Dbm- D#m Db D# Fb=E F# Ab A#
Possible dim. triads over C7 alt

From: 1, b7

Cdim: C Eb Gb (1 #9b5)
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Bb dim: Bb Db Fb=E (b7 b9 3)

Disjunct dim. triads: Hexatons:

Cdim — Bb dim C Db Eb Fb=E Gb Bb
Possible aug. triads over C7 alt

From: 1, 3, #5

Caug: CE G#

Eaug: E G# B#=C
G#aug: G# B#=C D##=E

Disjunct aug. triads: There is not!
Over Cdom7 SUS4
Scale: C mixolidian: 1 3 5 b7 extensions: 9, 11, 6

Possible major triads over C7 SUS4
From: 1, 11, b7

C:CEG (13,5)
F:FAC (11,6,1)
Bb:BbDF (b7.9,11)

Disjunct major triads: Hexatons:
C-Bb CDEFGBb

Possible minor triads over C7 SUS4
From: 5,6,9

Dm:DFA (9,11,6)
Am: ACE (6,1,3)
Gm: GBbD (5,b7,9)

Disjunct major triads: Hexatons:
Am-Gm ABbCDEG

Possible dim. triads over C7 SUS4
From: 3

Edim: EGBb (3, 5,b7)

Disjunct major triads: There is not!
Hexatons: No

Possible aug. triads over C7 SUS4
From: There is not!

Disjunct major triads: There is not!
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Hexatons: No

Over Cm7b5 Melodic minor sound!
Scale: Eb mel. minor: 1, b3, b5, b7 extensions: 9, 11, b6

Possible major triads over Cm7b5
From: b6

Ab: AbCEb (b6 1 b3)
Disjunct major triads: no
Hexatons: no

Possible minor triads over Cminor7b5
From: b3, 11

Ebm: Eb Gb Bb (b3, b5 b7)
Fm: F Ab C (11, b6,1)

Disjunct major triads: Hexatons:
Eb-Fm EbF Gb AbBb C

Possible dim. triads over Cminor7b5
From: 1,9

Cdim: C Eb Gb (1, b3, b5)
Ddim: DF Ab (9, b3, b6)

Disjunct major triads: Hexatons

Cdim- Ddim CDEbFGbA

Possible aug. triads over Cminor7b5
From: 9, b5, b7

Daug: D F# A# (1, Db5,b7)
Gb aug: Gb Bb D (b5, b7,9)
Bb aug: Bb D F# (b7, 9, b5)

Disjunct major triads: There is not!

Hexatons: no
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Over Cm7b5 Harmonic minor sound!
Scale: Bb harmonic minor: 1, b3, b5, b7 extensions: b9,11,b6

Possible major triads over Cm7b5

From: 11, b5

F:FAC (11,6,1)

Gb: Gb Bb Db (bS5, b7, b9)

Disjunct major triads: Hexatons:

F-Gb F Gb A Bb C Db

Possible minor triads over Cminor7b5
From:b3, b5, b7

Ebm: Eb Gb Bb (b3, b5, b7)
Gbm: Gb, Bbb —-bebé A, Db (b5, 6, b9)
Bbm: BbDbF  (b7,b9,11)

Disjunct major triads: There is not!
Hexatons: no

Possible dim. triads over Cminor7b5
From: 1,b3,b5,6

Cdim: CEb Gb (1,b3,b5)

Eb dim: Eb Gb Bbb bebé---A  (b3,b5,6)

Gb dim: Gb BbbDbb  bebé—A Deszesz- C (bS5, 6, 1)
Adim: ACEb  (6,1,b3)

Disjunct major triads: There is not!
Hexatons: no

Possible aug. triads over Cminor7b5
From: b9, 11, 6

Dbaug: DbF A (b9, 11, 6)
Faug: FAC# (11,6,b9)
Aaug: ACHE# (6,b9,11)

Disjunct major triads: There is not!
Hexatons: no
Over Cmin.maj7

Scale: C melodic minor 1,b3,5,7 ext:9,11,6

Possible major triads over Cmin.maj7
from 11, 5
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F:FAC (11,6,1)
G:GBD (5,7,9)
Disjunct major triads: Hexatons:
F-G FGABCD

Possible minor triads over Cmin.maj7
From: 1,9

Cm: CEb G (1,b3,5)
Dm:DFA (9,11,6)

Disjunct minor triads: Hexatons:
Cm-Dm CDEbFGA

Possible dim. triads over Cmin.maj7
from 6, 7

Adim: A CEb (6, 1, b3)
Bdim: BDF (7,9, 11)

Disjunct dim. triads: Hexaton:
Adim-Bdim ABCDEDbF
Possible aug. triads over Cmin.maj7
There is not!

Over Cmajor7#5
Scale: Lydian augmented 1,3,#5,7, extensions: 9, #11,13

Possible major triads over Cmajor7 #5
From:1,9,3,5

C:CEG (1,3,5)
D:DF#A (9,#11,6)
E:EG#B (3,#5,7)
G:GBD (1,7,9)

Disjunct major triads: Hexatons:
C-D CDEF#GA
D-E DEF#G#AB

Possible minor triads over Cmajor7#5
From: 3, 6,7

Em:EGB (3,5,7)
Am: GBD (5,7,9)
Bm: BD F# (7,9, #11)
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Disjunct minor triads: No  Hexaton: No

Possible dim. triads over Cmajor7#5
From: #11, #5

F#dim: F# A C (#11,6, 1)
G#dim: G#B D (#5,7,9)

Disjunct dim. triads: Hexaton:
F#dim-G#dim F#G#ABCD

Possible aug. triads over Cmajor7#5

From: 1, 3, #5

Caug: CEG# (1,3, #5)

Eaug: EG#B# (3,#5,1)
G#aug: G# B# D##=E (#5, 1, 3)

Disjunct aug. triads: No Hexatons: No

Disjunct triad pairs and their hexatonic scale in the octatonic and augmented
system.

Triads in the Octatonic system (1/2-1)

Over C7alt extensions: b9 #9 #11(b5) NO#5
Actually over C7 #9, b9, (b5)

C-octatonic scale:
C C# D#HE F# G A Bb
1 b9 #9 3 #11 5 6 b7

Triads in the system:

Major:1,3,5,7
Minor:1,3,5,7
Dim.:,1,2,3,4,5,6,7,8
Aug.: NO

Major: C, D#, F#, A

Minor: Cm, D#m, F#m, Am

Dim.: Cdim, C#dim, D#dim, Edim, F#dim, Gdim,
Adim, Bbdim
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major triads:

C. CEG (1,3,5)
D#: D# F##=G A# (b9, 5, b7)
F#: F# A# CH (b5, b7, 3)

A: ACH#HE (6, b9, 3)

Disjunct major triad pairs: Hexatons:

C-F# CCHEF#AG

D#-A D# E F##=G A A# C#

minor triads:

Cm: CEbG (1, #9,5)
D#m: D# F# A# (#9, b5, b7)
F#m: F# AC# (bS5, 6,b9)
Am: ACE (6,1,3)

Disjunct minor triad pairs: Hexatons:
Cm-F#m CCH#HEb F#G A
D#m-Am D#EF# A A#C
Dim. triads:

Cdim: C Eb Gb (1,69,b5)

C#dim: C#E G (b9,3,5)
D#dim: DEF#A  (#9,5,6)
Edim: E G Bb (3,5,67)
F#dim: F# A C (b5,6,1)
Gdim: G Bb Db (5,b7,b9)
Adim: A C Eb (6,1,49)

Bbdim: Bb Db Fb=E (b7,b9,3)
Disjunct minor triad pairs:

Cdim-C#dim, Cdim-Edim, Cdim-Gdim, Cdim-Bbdim
C#dim-D#dim,C#dim-F#dim. C#dim-Adim
D#dim-Edim, D#dim-Gdim, D#dim-Bbdim
Edim-F#dim, Edim-Adim

F#dim-Gdim, F#dim-Bbdim

Gdim-Adim

Adim-Bbdim

Hexatons: too much!
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Triads in the C Augmented system (1-3)

C Augmented scale:
CDb EF G# A
1 b9 3 11 #5 6

Triads in the system:

Major: 2,4, 6
Minor: 2, 4, 6
Dim.: NO

Aug.: 1,2,3,4,5,6

Major: Db, F, A

Minor: Db, F, A

Dim: NO

Aug: C,Db, E, F, G#, A
Over Db MAJ7 chord

major triads:

Db: Dd FAb (1,3,5)
F: FAC (3,#5,7)
A: ACHE (#5,1,#9)

Disjunct major triad pairs: Hexatons:
Db-A DbEF Ab A C#

minor triads:

Dbm: Dd EAb (1,#9,5)
Fm: FAbC (3,5,7)
Am: ACE (#5,7,#9)

Disjunct minor triad pairs: Hexatons:
NO

Aug. triads:

Caug: CEG# (7,#9,5)

Dbaug: Dd F A# (1,3,#5)

Eaug: EG#B# (#9,5,7)

Faug: FAC# (3,#5,1)

G#aug: G#B#,##D=E (5,7,#9)

Aaug: ACHE# (#5,1,3)

Disjunct minor triad pairs: Hexatons:
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C-Db
C-F
C-A
Db-E
Db-G#
E-F
E-A
F-G#
G#-A

Dim. triads: No
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