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ABSTRACT: This paper studies aset ol instruetional materials By the remossned jair puitinisg
and pedagogue Pat Martino, winner ol Downbear Magazine's 2804 reader’s poll Bor jazz guitarist
of Ihe year. The maerials. titked The Nafure of the Guitar. Fepresent an engoing project ol
Martine's begun e 1973, The Nutare uf Geeterr is remarkable i ils degree of overfap with Neo-
Rivmannim ideas. Alter dise ssing exverpls from The Natuie of Gritur that enguae
PaEsinonieus u-tcc teading. | vomipare Marline's sl sis ol Jahn Colirane's "Oiant Slepes” o
that ol M althess S llnld
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Pat Martino®s The Neamree of the Gnitar:
An Intersection of Jazz Theory and Neo-Riemannian Theory
GLY CAPLZZG

I ENTTIAL CONSIDERATIONS
T1.H This paper sadici a act ol nstroctionad msterials by the renowied jazs ouitaris Tt Alartin,
winner ol Dewnbear magaezine's 2mH readers poll for jazz cuitarist of the vear.’ The materials,
iled The Nettere of the Guiter, tepresent an ongeing project of Maninas beeun in 1972 7
Sature of the Guirar i remarkable in s d-rls__-rcu o everkg wath iwo-Riensmntan ideas: much of it
may be viewad online at www patmartino.cem.? While 1 shall SUpPPOrt iy argianents with guoies
from miervaews with Marting awo of which 1 conductedy, the aim of this paper is b survey the
relations between Klaming’s work and present-day nec-Riemannian theory. mst 1o reconstenet the

des clopment of his theories,

[1.2] Applieations of nev-Ricmannim thvory 0 juzz harmony all oxtend  (he thevrn 1o
accommadate the “all™ sertian sonorities charavieristic of juz Callender 12004 employ s cemexiun
transtormations and altered Timaerze in an analvsis of Lineti®s “Arg-en-viel ™ a work that Tigetd
P16, 1 desenbes as “almest o jarz plece.”™ Santa 12004 gdapts Colin®s ¢ 1996 hexatonic
s o analyze John Coltrne’s “Giant Seps.™ Strink 120031 des elops contextual nperilgs
analyze seventh-chord progressions in post-bebop jarz, Aod Waters « 004 probes the iermetion
of the hexatonic. diatenic. avoustic. and oenonic callectinns with ¢ ohns @ 19930 Ty per-hexatonic
swstem, Martine's work, while sharing man Teatuns with the farcouoing research, derises from llu

iomy neratic angantzaton of the puitar fretboard.’

Anversdon of this paper was presented 1o the Dublin Intemational Conference on Music A <<
endune 24 2nS]am watelsl ke the A/T0 readers for their valuable soggestivns sparticulardy on
2.1, $2.5

caed S35k and abo o Par SMartino, Paul Capezze, Adem Ricel, Metthew Santa, Theresa

Naughan. and Keith Warers for their input.

“Examples 120409 and 10are sy ailuble on pamartinocont Examples o0 7. and § were viven 1o

e b Alartina, Al these examples are reprodocal with the Kl [ Fmission el Pal Martine.

[ Y ’ ; ' 3 i : " : é .
Capuza 200, [X2- 184 also lisctisses neos Rivmannian thewry Trom the perspective of e suir
Irethuand, aBseit i pop-rock conlest,
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ik THIE Gl !J.'l‘.—'\.]{ FRETBOARD AND FARSIMONION ™S VOHC E-L 1 ADING
(2] Example | reprodives two of Marline's dagrams. Here Martine srounds his conception of
the cuitar tretboard threugh @ comparison with the piano, Two aspects of the piane diagram are
notewerthy, Fist. Mantine obsenves that the arrangement of white and blwk kevs partitions the
kevboard inte sesen white ey, representing the diatonic seales and fise black key s, representing
the pentatonic scale. Sevond, he netes that the union of these Twe scabes Formes the wotal ciremativ
through the adddition of seven and Tive. By contrast, Mastine considers the fretboard 1o be seneratad
by muluplicatton. He parses the liest vetave of the Tretboard inte e oquad divisions  Lhree nEpor
trirds and four minoe thicds. The medar thirds brackets above the lretboard indivate that each of 1he
enchosed trets belongs w a different auemented iaus) triad* Likevise, the miner thirds brockets
ndicite that each of the enclosed frets belongs 1o a diftferent  chord (Martinn uses the term
“diminished” o indicate L To the righn of the fretbaard disgram, Martine writes “ausmented 4
frets < X7 Tere he mebiplies the intenval in semitomes by which the auy Iriad stmmetreally
divides the octas e i by the cardinaliny o the auy triad €39, To the right of the Irethoard Jdigeram
alserappears “dimintshed 3 Trees - 47 Here Martino multiplies the interval by which the * chond
symmutrically divides the vetne 133 by the windinaling of the  chord 141 This viehds 4. 312
and 3 -4 120 demensimting how the chromatic seale enwraes s e cross praduct of the aug amd
©chords ™ Mariine summarizes Example | as follows: “Unlike the pian shich uses a seven plus
e system of addition. the guitar bies multiplication. With [the aug triads and - chonda| we cover

all twelve nutes o the chromatic seale by multiplying three limes four™ tquoted in Gald 2004, 97,

12.21Ax a poine of depariuee for seomparison of Martine s eedeepls with those ol neo-Rivimannion

theoty, Example 2 reprodives o diagram {rom Weltzmann © 5331 disetssed by Cohin (26601, %60 ),

M adopl the folwing abbreviations and ssmbols: - magory. - dminer). himinished), aug
asmmenied). ma tmajor-majer sesenthy, mi dminoeminor seventhy, or dom { Mz jor-nuiror
wicithe © shalt-diminished seventhy, © ullsodimisisdied sesenthy or reasens siven in £3.5 1
use i med 4 fubeling shatem for hexatonie, whole-lone. amd Bonulenic collections, o wanmple,
CHTRBOL s Rabelad s Flesnd since even Pn S3TSBOL s congruent to 1 oae 3 el 4 The
remaining kibels are thus Hhesiab, 120w 23 W02 and 13 and NenD B2 123 023 and 012,

Ralzane 1 10%n, 72274 stinfies cssentially the same phemuenon: i i de il Em Petsween e

creliv group CF2 wd the cross proafuct ol ¢ 3 and ¢ 4,

p.3
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Example 1. Martine, The kevboard is binod on addition ¢7 - 32 diatenic plos pentateniv ) the
fretboard is based or mudtiplication 4 + 32 Jiminished “multiphicd by™ augmentad)

Piano
{ Addgition )
The Seven White Keys The Five Black Keys
Diatonic Peninionic
c o
B //\\n
f.#' i . B -
! 7 "'L \\ 5 f}
As ' E 3 ¢
\ !
\. / \ /
X 4
& F AT e
Heptagon Pentagon
;““*' s Pantstanic
= UL
+ ) . i H
4 :!l Isi*»!m![ ,"
e bl siid b
Clszanic
~af] - [
Chromatia
Guitar
itiplicat
Augmented i ity Diminished
E - E
/\ i~ G /"’\\
/’3\ Se o a4 Da
f‘_,..,_k . ‘\_‘ //
C Al) kg w7
o AP o
Triangle B,
Square
Ma 3rd M 3rg Ma 3rd
i = T . t Augm.mld
I M BN 4 F B85 ¢ 3 2 1 dfeots x 3
Perf 4th| i.‘___, el e *——i_ﬁ_;g
Py A= TTL ——l
| S B % ] L : | \
Ml 3rd Mi 3rd Ml 3re M 3rc Diminished
-y Jfrats x 4

Chromatis
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Example 2. Wertzmann. | he tokal chromatic s the cross prduet of disinished-seventh cheads

and sugmented triands lalter Weitamann 133 22 gnd Cohn 2000, a1
i I [ 13 >
s L I~ O 13
:"\h. A !.. I‘s Cay
Saug Clrug Taauy i

Martine and Weitzmann both view the wrad chromatic as (he cross product of 7 chords and aug
trimls anel show that vach aug triad contains sne note rom eack * chord, and comversely that vach

chord contains ane nute Trem voch aug triad. For instanee. follow ng Weibmann's diageam Iom
soh o narth stanting en the note € shows that Caug contains the mole U Trom A F lrom e
and G2 Trom 17 Likewise, Foflowing the diagram from west o st SLITINY on the pote 2 shows

that € containg the note C2 rom Aaug. E rom Caug. G rom Fauy, and Bs from Coaog,

12:3] Marinm views (he aug triod and ~ chord os symmetrical colections thiat act as referenes
prints for generating asymmetrical vollactions. Examples 3 and 4 (en pages 6 and 71 present two
disgrmms fiom The Nainre of the Gitar thal portray semitonal relations bets een syl and
ass minwtrical harmonies.” Example 3 presents ~Fhe Augmented Formulo.” mdicating the s entent

ol any single tone by halt=step.” Starting with the Caug riad denoied by the boldfiree trianghe. the

augnenied formula yiekls sixowrimds, which 1o two major thinds ey des therealter 74 credest ol

relative mapor minor riads - b, A C- 2= F o) The right <ide of Example 3 labelad
Tlrnslermaion,” indivates these semitomal disphicements. A similar provess olsiains with the
“Dhoanished Pormula™ in Example 4. ach bohdlice suare imdicates a chord, and the notanon
AThs™ indicares the four dom chords that obiain by e dne vne pote by semitone Fram B 7 An
exact parablel between Mastine’s Example ¥ and neo-Riemanpian theers appears in Bxample 3

Hhe four W atzmann regions 1Cohn 2000, 940 are identical to Martines dhagrams in Example 2

"Enharmonic cyuivatence halds T allof KMartine s examples,
AU g cunious that Martine does nal senerite the four pessihle ™ chods in like Tashion, In
eomversation. he acknowledgaed this point dinters jouw, Tely 1 b 20085 bor Jdid net wiplain the

OISR, Cahn 1 2000, 1021 hsertes the <ame cmission in Wetlonann 11852,

p.5
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Example 3. Maetine, Hall=step relations smong minor, augmented. and maior triads

The Augmented Fermula

Tre movament of any singe wre 2 stap

A 3rd
ue Sl DOWN

Feni Eb.
D v

F Abma

Transformation
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- =
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=3 =
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=
= =
o
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Eml | B '3Ja A Gria
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Example 4. Martino. all=step relations between diminished 7 and dominamt ™ chords

The Diminished Formula
The movement of any single tone 1/2 step down

Ml 3rds V7ths

Eb?
Gb7

A7

j BbBT !
 DbY

[ F7

Ab7

Transformation

Eb7 .
o
Eal -

=

o 3}
Oh y G
Bt 2,
T a A
Gb7 .
D G,
[}y G
- al,
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Example 3. Four Weianann regions fafter € ohn 200, ud)
PO U B A e

e G B = B B LG O AL T WA E Y =0 A P B B -

LTE Bl = 1)U Ry G Be G- F-

For insince. the Caug diagrem in both examples shows the six irads formed by hokding mio notes

of Cavg and meving the remaining note by balk=stgp. The reiirning diagrams work malegous iy,

|24] In Exampile 6. Martine uses the semitonal relatonship between * and domr chords from
Example + 1o form slash chonds ® Onthe fratboard Jingrams. the vertical lines represent the six
strings of the guitar tondered from left to risht ax 12 AL DG B E 5 swhile the horizontal Tiaes
eepresent e frets. Dots on the fetboand indicate the glacement of lefi-haid fingors, while the
dot abeve the A sring indicales an oper string. Wath the Fretboard Tabeled ~diminished v
poly chords™ Martine refers (0 E' G B2 and T8 over an A bass nete. The union of the five
notes at hand. YA U2 E, G Bed. Terms an AT chord. which is another name for AL The words
“vertical and horizonial” indicate that the chords wn be s ed horerontally up and cown the
rethoimd v the some strings, or verlicaly avross the lingerboard on Jillerent strtnges.” Hloweter
changing Anings climimaies the A pedal. Om the Frelboard [abéted ~horizontal. 4 it ersions 4
posiven=" Martine lowers one note Trom cach ™ chord o (bt o dom chond. By doinge this, e

eramtes B Al which s an appropriate ~Jash chord G an aitered domimmt harmony such s A 755

Sume musicians use (e term “palvehard” o gmlicate a chond ovor a separite Fass note. as doos
Martine in Example &, Others 1o Les ing 1995, [03-110) prefer the term “slash chord ™ which is
the tenm [ use. Brepending on contesi, Tpolyehord” can suegesl the amstbeam ol 1w o iriads.
SVortical™ snd “horaontal™ idicate meton on the Tingerboard as it is held, nog s depivted in
Example o With o vemicnl mudion 1rem the 15, G B E anings o the JAL DL Go B ngs. the
lingerig must be alierad by vie nole 1o maintain chord quality tand hkew s from LA D, 6618 e
T i
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The wond “honzontal™ indicates that the B chord fabelad §is followed by o hori zomal mation up
the fretbuard o the B2 chord fabeled 1L and likes ise frem 1o B and w1V, Example & nicels
llustrates Marine's view of semilonal relalinss and symmelry. which he summanzes as loljosws:
S e aug triads and  chords] are grent for generating chord progressions. By Llowering one note
here. raising imsther there, you have a very elficient way ol generating complex harmonies  awd

with the smovthest ol votce-lemding ™ tquoted in Cold 24, 22),

Example 6 Martine. [Harmonie substitution based on Example 4

Wrerocal & Homzonml 1innzonihal
Dim / V7 4 Inversionx
Polyvchords 4 Positions
- b4
& ] Edimi A ¢ J 1
. L 4 & | »
-
Cdim/laA 4 2 Il
L. i » ) n] = - 4:‘-] YT A
L o Bb dam /s A - >
i & u] ' . 43111
?' T‘:']Dh ami A 5!_1__!!_ *1 v
1 1 . 1
Nirings: FAD GRE EAD GRE

23] Martine alse treats 1he remaming methid of penerating the nember 12 by multiplyang twes
ntegers, namely 6+ 2. Pxample T displisys Martine's rinae dingram. vonsisling of fve clockiaee.,

e s ith Ot 120600 and vhe ciher with Geat 1240, The dimgram also represents Do rilonesrelaled

virchs of fifths. A triangle enelises cach tritone, whi

e the vertices of 1he three smallest squares of
the venter indicate the three ™ chords e, the anion of 30 Gt e G C L and LT In
xample s, AMartine displas s the abilily o te titone i 51t genenate periect Bsorths and filths i
51 v semitonal displwement The Jiagram in Example ® duphicates that of Fxample 7 ol
superimmeses upon it e dodecagrame coch in boeldBice Tone ' Clhahwise mmoton abonge eith
dindeciigram viehds aseemding perfect Hiiths while coumerclickise metion vields descending

prerlect s, Holding vne nole o an ic 6 and mesing the ol

hwer ale one plice ke the naht or e the

lett along a chackbinve vichds an v 3. C U el e PO G or O F L er e B or s [h)

1% . e . =
the irreglanitics in the dodecagrams are ot of CumA e

p9
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Example 7. Marline™s tritene diagram

Example 3. Martino. Tritones vield perfest filths and ourths via semitonal displaeement

i2
11 1

M~
Perfect 5ths —» ia‘\ ‘ O
& _ & .

: 10 g : .2 O -2
<+— Perfect 4ths E;” %{ < N
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B MARTING'S ANALYSIS OF “GIANT STEPS®
[3 1} Analvsts have mken disparate approgches to the siriking harmwnic stroctre of “Giant Sleps.”
a lead sheet for which appears in Example 9. Many ol these approaches do nol an erlap sith noa-
Ricmannian worke For inslance. Martin's (1985, 15 233 concept of “harmonie prolongstion s
arriv L™ which vecurs “whenever a circle ol filihs seament tenicizes a harmwony ot the emd ol o
phmse.” Torms the basis of “higher-level patterns that mireer the “giont step™ situcture o Hie

melody el T contmst. Guoedhean™s 12001, 632 Ta. 8 1 ~positional analysis™ of ~Glant Steps™
Uses JUsLintenation o posit G major s The harmonic midpomt™ of the wne. In Goodheart's view,
€ s flanked by 3 and 12 above itand F and O below i the lune ends “hanging up there on 1%
nxer.” Finally, Russell’s =1 ydian Chromatic Concept™ (241 . 952 represents a third malbstie
approach to “Grant Steps.”™ i which cach cherd recetves a Roman numeeal designation based on
magor of Lydian seales, For instance, Ami -1 -Gma emm. 4-33is desienated asvi in € tydian, 11
mn CLvdion and Ima in Gomajor, not i -V <fma in G omajor. By contrast, Maine's anabvsis
shown i Example 10, is cyelic in orientation: powhere are his visns an symmelns on helter
display. The une is i two sections. kabeled A and 3. The numbers | through 6 on (e Irinngles
representiig aug Iriads match the order ol chords on the first line of the analssis: the letter =T
stands or turnaround, referring g e 1i-V-is at mm. 335 and 8- Martine parses 1he A section 1ie
ta0 THereles. The ficst evele, which I have labeled Hex23, comains 15ma . Gma . and Bma . The

sevond caele, which Ehaye fubebed Nonn 12 contains Ami . Cmi L and Fmi .

Example 9. Marting's bead sheet for ~Grant Sieps®

Fasl John Gotirane
Bra” D7 Gmz7 BB/ EomeT a7 =14
Et— —— e
g T : T
Gra?r  Eb? Ebina?  FaT Bmar Fmiy 807
B ¥ T Tt I
BT : = T = ]
= i 7 ¥ —
Ebmar A7 D7 Sma¥ CEmI?  Fa7
¥ . g L
A i = m
2 : 1 ; |
grar Fmiy  BoF Ebimar Temi7  Fa7
H_e A ba o L
p—de 1 —— e P
< i e = ] = |

p.11
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Example 10 Mutino's anadvsiz of “Ciant Steps”

Mt

Giant Steps Analysis

— .\//\/\/ \//\\L

Hoxy s Eoma? ana? Bra? Ehma?

N s Ami7 © tmi? Fmi? Crmir

[3.2] Notall off the chords in Example @ appear in 1xomple 100 Speciticaliv, Marting prunes the
dom chends from the v and B sections. Mortmo explained o me that he did this Tee tve ressons,
toth of which intend so simphfs the progression, The Tirst reason intabves harmosic substiation
and chernd extensions. By substiluting the mi's tii's) forthe Jdom 2 31 eevurs over 2 in the bass i the
bass lime 1y pieally Ul ontlines 223205 sounding e filth, wventh. ninik, and cleventh of the b
chord, Second, this substittion weaves twa WTEY seements thotueh the A section, formed I 1he
chond roots B- A-G-F-Fs tm. 1-3) and Gi=F-|aC=3 Gmm. 5-7). Umiting the dom s om the 13
sevion has o different effeet on the e it ercates a 14 ovele of chord roots that relate by trilone
Fotlowad by descending whele-siop. E-AL G023, Bty frming a complere WX coflection.
hhartine tinds the ilone wholeaaep pantern sasier b impros 1se ot er than a series ol i-V-ls, 2iven
the mapid tempo of “Glant Steps ™ Even so, it woukl be sy 1o adid the pased dom < to his analysis;

they vreate o THeveke containing . F2 L ind B, the otal pe content ol w hich Rarms Neno ]2,

[3 3] Tor fucther appreciate bew estensiveb Martine's ke on Giang SiepsT aerlips with o
Riemumian amabvtic practice. Examples 11 and 12 reprodice Nanta®s genalysis ol “Giant Sieps,”
Ixample T displave Sata’s 12003 85 nonatonie shstems whivh are modilications of Coln's
hexatonie =y stems. Fach nonatonic ssstemcontains a 14 evele ot three - trisds and their respectivg

dom 0 with The chordal lilths ol the dom s omitted l"x:;m;ﬁ]c 12 Chows hows = ilint Steps” cmplu\',-;
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SAsa > Western nonatonic svstem (Noni23 ) Parentheses isolate the chords that Tall vutside the
Western nesatonic system, all of whick are i fon Martine's lead sheet and amalysiss or - oon
Sanka's amalyaisi the two chord vpes are inerchangeable. depending on the performers use of
exstemstons, While Martine and Santa beth parse “Ciant Steps™ ina manner that reveels nonatonie

cullections. Martine privileges the i chord while Santa privikeges the V' chord.

Example 11501675 12003 %5 nemaionic sy slems

Northem; B A BUE-_GLC-

Southem: DV B (b A D
LEasern: - B oA C F-C 0w B
Western: S EUI E LR § I SR & P

Example £2. Sama’s analysis ol “"Oiant Steps”

m i
Yeamern syl - g 3 L] * Sy
R* OF | o m? IR boA- n? !
o A
4 2

Fg BT I B B F- [+ & i
]
e AR e S ) R
[E A- ax] B ol | ¢ 21}
w:. 13

-4 — { Yoo
B [ = R B | €% A? i

[3.4] Another link between Martine™s asaly iz of “Cimat Steps™ and neo-Ricnannian snalyiic proaciive

cierzes threugh Coln's ) 20, foia analysis of 0 passace from Liset's Faust Svmpbeniv, shown in
Unanmple 13 The 5% s mianch those of the € aug diagrams in Examples 3 and 3, 0ad the total pe
comtent ol dhe Tisa exeerpt s Nono ) 3 ahe same collection Toumd in Example 100 Example 13
Prosents six risds in o Nebormveriamd-Relatin ¢ vrale, i vonist with the T

4 uovede of mi chords

in Example 1017 But despiie this difforence. the Lisa prosression s identival in pe content o ihe

1 v = - : - 5 ; ;
Ihe Nedeivenvande aperation maps a0 triad 1o the - trisl a perlect feurth abwss e at and o -

triad Lo the - triend o perfoct Fourth beboss 10 ohn 20, R,
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Fioi -Ami -Cami =Frnn evete von the dossnbasnz of mm. 8. 16012, By od ~Chant St e the unbon of

j = . -y : TP o B et 40
Asamd € -5 Ami e unon of F-and A is o and the union of €= and 1+ s ¢ i .

Example 13, Cobin’s analysis of Liszt, Faeasr Ssmphonr, mm. 303-3 11 tadter Cobn 20060, 1060

= o) —mmoinee 1 — ) 1
iy i ZE = trear (31 e T T ]l
: It L hoted - N — —

P e

'

i

ke r g 5 e -1 ry e
P e I e ) e —

: |
B

Caug Welmznn region: Nonti| 3

[3.3] A relevam question raised by Example 10 is why the T4 eveles of ma chends form hexalonic
vollections. while the T4 exeles of Jom and mi chords Torm aematonic collections. The med 4

lubeling system iniroduced in Rwolnote 2 answers this Jueston. 1

w T4 ovele in Bxample b
starts with B fooms Hex23 sinee cven pein Bma' is carent o 2 or 3 mod oand reiterated
transpessilion by T4 does nol change these salues mod 4. 1 kew ise. the T4 cavle beginning on uni
forms Nemth 13 sinee every pe in Ami s congruent 1 0. 1, or 3 mod 4. and reiteratal transposition
bi T4 does not change these vabues mod 4 The dom chord works stmlarly, Exanple 14
sumiwrizes the intaraciion of the mod 4 labeling s stem and T4 cveles al mod 12 posets as
fodlonws: comud 12 pesel tat reduces 1o 1.2 3 or 4 salues mod 4 will form mre tiads, hexatonic (il
et salue s odd and the sther event or whole-tone eolicctions (i hoah «alues are vadd o beth are

evend menatonie collections, and the veal ¢hromati. respecinely. undera T4 evele,

]: i . . & & 5 @ . i . i 2
While attachend o thar reapective wonics. Fmi =Ami -Cimi -Fmi also atkach 1o one swslher ~inge
wiclt Inilkates a 1-8'-1 as well as the deseending nwtjor secomd aseending perfoct Tonh melodic

oo,
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Example 14, The imeraction ol the mod 4 labeling system and T4 eveles of mod 12 pusets

Example of 4 mod 12 peset Number of values Resulting mod 12 collection
maud 4 under a T4 cxcle
Any maor 3 Jvad } Auementted trind
Anv o triad - inad, or ma chod 2ibodd value, Hesaonmie vollevtion
[ even sahie)

Ay dom 73 or dem A choerd 2 iboth odd v alues Whole-tone collection

- cor baeth e en s alues)
Any iad dom? chord, o chord, 3 Nonatonis collectuon
armi chord
Ay chord 4 Fotal chromatic

IV FINAL CONSIDERATIONS
(4] For many musicians, fre question raised by The Nagare of the Guitar 15 “1ow did Martine
e 1his Sl™ As Tar the T4 evelos. initiat stons pointed 1o Marine s privale siudies with the lae
Philk iphia jazz cinorist Denmis Samdele, wiv alsa taught Coltrane. inteeducing Coltrane to
Tequal divisens of the vetan e and third relationships™ 1 Demsey P45 63) Anather promising lead
was NMonimsky's Thesanrns of Scales ane Melodic Patterns ¢ 1947), whose terminclogy Martino
tres Ireely incons enation (e g “ditone progression’™ For T4 evele). As for the POCSIMen s ove-
leading. | lound ne precedents in the jazz literture, My con ersations with Martine contfomed the
e developed this material independently. perhaps as o devout student of Coltrmes music sl
idvas, whose interests in numersiogy aml <aceed soometry, decomented i Thems ¢ 19760 2nd
Dty VI 1093, are shared by Martino, 4 second giestion rubsad by TTe Nowre of tire
Cévttar 15 whether its material applies o single-note improvisation, 1 1gems oot that Manina e s
mpron isation through 4 twe-page doctment titled “Chromatic Pivots = The concept unlolds in
three Stages. Fist. Martine offers 2 Cmi chord, Sevond, Marline generites a aingle-note line,
draeen From the C Acolian and € Dorian modes, whose notes cevupy the same trethoard area s the
Cmi whord, Third, he uses o single-note chromatic seale run iypacally three o Tour netes in
bengthi foprol™ v g sevond Cini vorcing o diflerent ane of the Tretbeard. a1 which ot the
plaser repeats the three stages. i fufiadtion. This approach o improy isation is a0 onee teaditoenal in
s st hing oF chord tope s ith seale npe Cor ami vhonl, play an Aevlian or Porian seale™s and

ertginal in 12 use of “chrmalic pisots™ W comect areim of the frethoar).

1z e L T o i
At S F2epresent) The e s unrelaled to chromatie prvot chords i onal harmony
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142 o Turther appreciate the originality of Martine’s pedagogival methods, one need only
compare them 10 those wl ether e puitar pedagogues, such os the widelv-nsad books €hord
Chomingrr by Ted Greers 11971 and The favancing Gritarist by Mick Doodrick 1149871 Greeite
and Gowdrnick wwach jaer h;]l'l'[‘lnn_\ theough chond Formaslas based vn the major scale. For example. a
- triad s represented as 1-3-5a - triad os =35, a7 rdad as 15355, and s Tonhe While relizble.
this method places considerakle eognitise demands vn a nosive musician. Marine's methoed i
maore tactile than cerebral n effect. Matino™s student learns the Fingerings Tor avg triads and -

chords. and then moves ose finger to proaduce the - and - trisds. and the dea chards. With this,

Martine impans a tadtile component o the abstract world of parsimonions soice-leading. O

course, neither approich s better tha the wiher: Martina s, Greene™s, and Giondrick™s melhuods

hon e inluenced legions of zz ounarisis.
- . [

[4.3] While this paper forees numerous connections between 7he Nature of the Geiner and neo-
Raemamnivn theory. it i 1iing o close by nbsering 1wo differences 25 well, First, Martine s
theony is nod trastormational, The vbjcets are the same as these ound in neo-Riemannian theory
t-oand - ariadss soventh chords, hesatonic and nomnonic collections) byt the sperations that
characterize neo-Ricnannion theory, such as L1 amd Re ane absent. A second ditfercave i
ctident in Martino's use of pe dingrams. These in Example 16 vaguely esemble the Towmes. but
nome of Marline's diagrams duplicate it Mest ol Martino's Jiagrams are mere akin W the |
viecklace tsed inatonal thesrv el Examples 1.3, 4 7, amd 825 with sazious notes set 1o 1200 (o
B0 But despite these differences, the heart of BMartine™s theories  the nterplay ol syvimntelry
and mammetry lies an the core of nec-Riemannian theney ax well For Martine, assmmetrival
perfet Tetirths and filihs, - and - triads, and dom chonds are born of semitonl disphicements of
ssmmetneal tritenes, dug nads, and © chonds respectively . Cobin 200, 160101 <hows 1he Len

samee relations i the neo-Ricnunman Spivere.

Oiuy Laparsae

sSchoof ol Mok

Tnbersily o North ¢ arofing = Greenshaen
POR 267

Gireenshero, NC 37462-08 T

Enenl: wos eapizsc.e unew wdu
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