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Introduction

Classical guitarists have had a few hundred years in which to evolve an organized, disciplined approach
to playing: a “proper” method. The plectrum guitar, like jazz, is a product of this century, and the
electric guitar is so recent an innovation that we're only beginning to recognize its possibilities as a
legitimate instrument.

The early guitar players combined elements of the classic style with banjo or mandolin picking tech-
nigues to form a sort of guitar method, When I started learning to play, the instruction books available
were very limiting,

Some thirty years later, when I began to have the time and inclination to teach a few students, | was
shocked to discover that the situation had improved only slightly, With a couple of worthy exceptions,
there was virtually nothing in existing guitar literature designed for the working musician, teacher, or
even for the “middling” puitarist.

Experience is unquestionably the best teacher, but it should not be the serious student’s only access to
new knowledge. This slim volume is the first in a series of attempts to bridge the current gap between
what is known and what is in print about playing guitar,

Musie is an enormous subject, and no one can claim to know everything about it. Bill and I have spent,
between us, about seventy vears as working guitar players, and we're still learning, Our goal in this
book, and in those to follow, is simply to share with vou what we've managed to learn thus far,

The emphasis here is on improvisation, which seems the most neglected and widely misunderstood area
of modern music, and on the ear training essential to mastery of that gentle art,

The chapters on chords, theory and harmony have been condensed from an original manuseript which
was several hundred pages in length. These subjects will be treated in greater detail in subsequent
volumes, as will the elements of technique, style, solo development, chord-melody solos, and much
more about improvising

No book can substitute for vour own experience . . . there are too many things you can learn on a star 4
that cannot be translated into printed words, If this book provides a few new ideas, a different approach
or a fresh viewpoint toward your playing, then it is a beginning . . . a good first step in what is hopeful-
ly the right direction.

May it please you.



Part One: Harmony

Intelligent improvising depends on a working understanding of the relationship between chords and
melodic lines. The purpose of this section is to provide the necessary harmonic foundation for the
solos in Part Two.

The chordal theory is presented in its briefest form, as it directly relates to the guitar. If some of the
explanations differ from those in “formal” theory books, vou're free to change the words to suit your
own way of thinking. It is the idea that's important, not its explanation,

This material is designed more as a reference than a method. If these ideas are TOTALLY new to you,
there may be other books you might investigate before finishing this one.

Chord Construction

The C Major/Minor Scale

1) @ 3 @ ) (6
I 2 mi3 3 4§ U8 T lmkl BTN SN

s
o - e e = | — 1
MAJOR CHORDS: add chord NAME to basic triad
major 1 3 5 (basic triad) C C E G
major 6th 1 3 b and 6 C6 C E G A
major Tth 1 3 5 andma7 CmaT C E G B
added 9th 1 3 5and 9 Cadd9 C E G D
major 9th 1 3 5 andmaTand$9 Cma9 cC. . E G B D
6th/9th 1 3 5 and6and9 C6/9 C E G A D
SEVENTH CHORDS: add chord name to a Tth (or 9th) chord
Tth 1. PRy C7 ¢ & Bb
9th 1 3 5 Tand9 c9 ¢ £ "3 D
11th* 1 3 b T (9andll C11 C E G By F
13th** 1 3 5 17 (9andl3 C13 ¢ B G B A

*  in most guitar inversions, the 3rd is omitted from 11th chords. The 9th is often omitted from both
11th and 13th chords.
** in theory, a 13th chord also contains the 11th, but that tone is normally omitted in guitar fingerings

MINOR CHORDS: add chord name to basic triad

minor 1 mi3 5 (basic triad) Cm C E?

minor 6th 1mi3 5 and6 Cmb C EBr G A

minor (maTth) 1 mi3 5 andma7 Cm+7 C Eb B
MINOR SEVENTH CHORDS: add chord name to a m7th chord

minor Tth 1ms3 5 7 Cm7 C Eb G Bb

minor 9th 1mi8 5 7 and9 Cm9 C Eb G Br D

minor 11th 1mi3 5 7 and11 Cmil C Ebh G Bb F



DIMINISHED SEVENTH chords are built by flatting all but the root of a Tth chord.

7 1 4 B 7T C G Bb
WO 1 b3 b5 67 C Eb Gb A (Bbb)

*may be written: Cdim, Cdim7, C7dim, C°, C°7, CT°

The word “AUGMENTED” in a chord name normally applies to the sharped (augmented) 5th chord
tone, *#

C+, Caug 1 3 5 C E @&

C+7,C7+,CTaugl 3 £5 17 C E Gi Bb
**EXCEPTION: the AUGMENTED ELEVENTH chord is a regular 11th chord, but the 11th is sharped.

C+11 1 3 (5 7 (9) 411 C E (G) Bb (D) F#
ALTERED CHORDS (sharp or flat 5th or 9th): just do as instructed,

C7+5-9 i 3 8 T C E Gf Bb Db

C13-5-9 1 3b5 7 b9 13 C E Gb Bb Db A
“SHORTCUT” CHORD SYMBOLS

Cma7 cav

Cma9 Ca

Cm?7 C.7

Cm7-5 Ci#

Chord Embellishment

MAJOR CHORDS: add 6, ma7, 9 and (in blues) 7. To C major chord add the notes A, B, D or (blues)
Bb. ForC major, play:

1L
hY
Bt
it
hY
it
M
N
_::_
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At
By
111
A
By
A
™
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SEVENTH CHORDS: add 9, 13 or use 11 in sets: 11 te 7,11t0 9, 11 to 13, To C7 add the notes D,
A, or F. For C7, play:

o C13 et €7 Cl1 C9 £11 C13
%  — R —  A— Py S A a— " —— Hl

MINOR CHORDS: add 6, 7, ma7, 9 or 11. To Cm add the notes A, Bb, B, D or F. For Cm, play:

Cmi Cmit+7 Cmi7  Cmi6 Cmi% Cmill  Cmi7
B J— " E— I R R— ] B S— i B — S— _ﬂl___{.;égﬂ

S NN




ALTERED CHORDS: the 5th may be sharped or flatted in any chord.
the 9th may be sharped or flatted in Tth chords.

. & Fmi7  Bh7 Eb7 Ab
This sequence: %]_ p—y——y—ys e a—— P e e ﬂ
745.9 Fmi7-5 Bb13-9 Eh7+9  Eb79 Abma7(-5) Abma7
may be played: %1 e j‘ e — e
LA

Reduce all chords to their basic form:

CmaT, C6, Cma9, C6/9 reduce to C MAJOR
C9, C11, C13-9, C9-5 reduce to C SEVENTH
Cm7, Cm9, Cm11, Cm7-5 reduce to C MINOR

Chord Substitution

MAJOR CHORDS: Substitute RELATIVE MINOR or SECONDARY RELATIVE MINOR chords. For

C use Am or Em
: x L F L7 L A7 Drimi G7 C
Optional: C Ami(7)  Dmi(7) G7 Emi(7) A7 Dmi(7) G7 C
* _'J_ ',4 J ~ 'J rJ rJ. r‘ rJ r.t _r.t ;_1 __'J:_#_{_I],__ﬂ_
Sl
0]

MINOR CHORDS: Substitute RELATIVE MAJOR. For Am use C

This: C Ami Dmi G7 C
becomes: ” C E a7 C
* F‘ r‘ 'J r" r‘ l"‘ -‘ r‘I r‘

0

SEVENTH CHORDS: Substitute DOMINANT MINOR. For C7 use Gm

This: E? AT b7 G7
becomes: Bmi7 E9 Emill A9 Ami Ami+7 Ami7 D9 Dmi% G139

r e T S | F— [ —— —" |
%:#s,‘ e o e e e B e e e
L

This rule may sometimes be reversed, as shown below:

This: C C7 F Fmi g
becomes: Cma7 Gmi7  C7.9 Fma7  F6 Fmi7  Bb9 Cma7
r‘ r.J -: ’.d_ _:J - j = ZJ; rJ - rJ 'J r} rJ F'J 'J ’J F‘ f" r‘ TJ —
[




ALL CHORDS: Substitute any chord which has as its root the FLAT FIFTH of the original chord. For
C use Gv. The type of chord used (major, minor, seventh) depends upon the desired
harmony. A lew examples:

Gma7  Emi? Amill [::l? Gma? Bhbo EbTaT abl?.s
Gl | |
= ﬂl A e | :—g ,ag
= — |ﬂ .!]I F e I
2 . * T T w =
Bmil Bb7 Amiti  Abrs G6/9  BbI3 Ebma7  Abma7-s
A & 32 =
1 T i 2=
CA A = b S b =

In places where the melody indicates no STRONG preference for chord tvpe (as in the last two “turn-
around” measures of a song where no melody exists), seventh chords may replace minors. Each of the fol-
lowing examples could be played in place of C Am Dm G7:

Cma7  Ami7 Dmi9  G13 Cma? Ai-r Dmi9 G7+
| |
A Fat
Z Z Z B = —%
& % 5 et > i
= g v = =
AT+
Cma7 -9 Dmi9 G7+5 Cma7 ATHS G13
9 +9 D13
b & ba[ b e PO
:gl-;,' = :ZI;.J ft LF
.| [ #
7 = ‘] o . L |_:
# = ‘r‘ r =
- ATH9. Ah+5+§ Q74549
19(+5) T (9) (9 SFrg Cma9 AI39 D7+9 G139
|
e bl ud i % o -
= e .| T J FE: =2 Ef"_:
- T ™
t l
All  AI3 A7+ DI3(9) , GI3 G945 B s (G
e’ o 4
e e
ht F = r Et
E7+9 Al3 DT+9  G13 Cma9 Eb13  Abma7 Db6/9(ma7)

g bE

i I . L

e o ] b.g—
#r o a:
e b




Substitute Patterns

The following patterns substitute for C major. There are many possible variations, so experiment.

Cma7 Dmi7 Emi7 Fma%  C6/9 Cma7 Dmill Emi7 Dmi%(11) Cma?7
E ﬂ_ | # ﬂ L H
1 h 2 = 8
8 - = F 2 r==
variation: Db7+9(11) Cma9
Fal [, [+ = (%]
.~ r ﬂ
o | g 1
[ .g. [+ r‘ F_bk Ee
If C is moving toward G7, use this, or variations on it: +5
Cmg7 Dmi7  Emi7 Ebmill Dmiz ©7*9
= S
v Glj' i r'lr -‘:l.J' —
=
Chord Connection
SEVENTHS connect dominants, as shown below:
v’ : E A Dimi Gmi C F
Optional: E E7 A A7 Dmi Dmi? Cmi7 C7 F
e e S e o .
O]
AUGMENTED chords also connect dominants:
D G C7 F
5D D+ G GT+ C7 C7+ F
R
o

DIMINISHED chords connect subdominants. Use the diminished chord with the SAME NAME as
(1) the chord being entered or (2) the chord being left:

C F C G7

C F ce C Ge o7

. Cma7 C7 Frma? Fe Cma? ce G9

1 r“ ] _'g rJ rJ rJ ] Fi ’.i rJ rJ !J r-l'
(Nl

DIMINISHED chords also connect chromatically:

C Dmi7 S Emi?
. Dmi7 Eb Emi7

A
% ri r Fi i r . ) r )
.4 .4 L4 ¥ L4 L L ¥ L4

(3}




T—

MINOR chords connect the subdominant chord to the tonie chord:

C F C
C {C7 F Frmi C
.1 s
e e e
Sk -
e
ALL chords may be connected by moving into the chord from a half-step {(one fret) above or below:
& AT o7
C Bh7 A7 Eb7 D7

%—x e e e S
Here is a blues to illustrate the half-step (one fret) connection principle. The whole thing can be played

using this one fingering:
G13 o9

=

A

A
[F}
-
07 )
L2

3
" am—
E_ —l]
1

-l

-

Use other fingerings if you like. Try AmT7 or A7+5%9 in the 9th measure.

o, - .G? E7 3 EE E,._—_,_ ; n-iﬁ

& . g : e 8 =

¢ o e oo il 4
D7 F- Hﬁ_—.—:” r p;_,r

These are more than just one-fret “‘slurs”, The “pickup” chord is D7+5+9, moving down to G13 and G9
in the 1st measure. The final chord in that measure is GT+519 or D E!lEfDEQ. Analyze these chords:

i +5

Bmill-5  Bmi7-5 Db749 Db7.9 Dmi6/9  Dmi6
|

q
N ESAL

q i

= =
v = =



Back-Cycling

Another way to add harmonic interest to a chord pattern is to “back-cyele” through the order of dom-
inants (cycle of fifths). This should illustrate:

C c7 F
n = o T—— —— —
a1 /
il -
variations:
% . E Gmi e F
= r ’J rJ 'J r‘ ’J__’J_' r‘ 'J rJ '_J 'J' rJ : ': '.!i ] rJ
é_u o
n C Ami D7 Gmi7 Cc7 Fma?7
rJ ’.d rl 'J ’J rJ rJ 'i 'J rJ F'J r‘ r‘ ’I ’J r‘ F‘
J
o Crma? E7 Ami? (b Gmi7? Cco F&/9
e 7t A A
S
. C6/9 Bmi7-5  E7+9 Ami? D7.9 Gmi% C139 Fma%
# ’J r‘ " 'J r‘ r‘ r‘ r‘ "J VJ I'J rl r‘ r‘ rJ r‘ r‘
= — =
e
. Cma9  C6/9 Bmi?-S  Bb7-S Amill _ Ab7-5 Gmill G715 Fma7
T = e e e =
LT
el
NOTE: The principles of chord embellishment, substitution and connection are THEORETICALLY

applicable to any given chord pattern. You'll find that some of them work nearly all the
time, and some others less frequently. Try to use them in songs, and LISTEN! Your ear will
tell vou when it's right.

Symmetric (Chromatic) Chords

Most chords can be moved up or down the fingerboard in almost any interval (half-steps, whole-steps,
major or minor thirds) PROVIDED that the final chord in the symmetric sequence resolves properly

into the following chord,

This study uses a single fingering throughout:

3

| |




e T s = e

Analyze the chords below. The top four tones in each are identical. Depending upon the bass-line
used, the study above could be played against C7, Gm, GPT or Em chords.

+5
9 Gmi6  Emi7.s GP79
| |
B J 2 = o
: L iz
gt ol

roF |

If that study were played against a C7 chord, the bass-line could move symmetrically with the chords,
or just pedal a “C” note:

moving bass pedal “C"
=i —_— —— il
=== I IF l l—1 *‘I i @
gm&- %F be I i - v e =
"‘-\-\_._‘_‘_____._'_,_,_o-

For the same chord (C7-5) the Gb bass note could move up with the chords, or be sustained as a pedal
tone in the rhythm section:

T = =
- - - ,,
“Diminished” Chords

You know that a Diminished Tth chord moves up or down the fingerboard in minor third intervals. The
same is true of ANY chord which has a “diminished” character (7-9, 7-5, 13-9, 7+5-9, etc.)

C7-5-9 up and down in minor thirds:

The “C7" chord in the study above could resolve into an F chord at any of the “C7" points, or from
either of the “Gb7" points. The “Eb7” and “A7” chords would not resolve well into F,

You needn’t limit the symmetric motion to minor thirds. In the next study, F7-9moves quite a lot
before resolving into Bb 7-9:

Bb7.9 Eb7-9 Ab79 Db7.9
o B S b
[ B
e Ty =

1FES |
Add appropriate bass-notes to hear the true chord sound.

F1-9

WY

_’;;ﬁ;a?ﬁ'

11



The next study is basically B7 to E7 to A7 to DT:
-5
5 E79

AT

i hE h*E bi

—
~all
.l

EES

In symmetric harmony, the chords move from one “good” point to another. What takes place between

those points is up to your ear.

F13 up in minor thirds:

did
e

Try the same thing with F13-9:

I 4|

LY

F13 Ab13 B13 D13

F13

|

F7+5+9 or B13 down in minor thirds. Resolve F7 into Bb, B13 into E:

S T

DmT to G7 to C:
Dmi7-5 G7+5+9
n (-9) Cma9
- |
T —g"%j*.@ 2
P e '}| — "F]i‘”
This fits Fm6 to Abm6 to Ebma7 Reduce: Fm/Abm to
Fm6 to Bb11.9 to Ebma7 Fm/Bb to
Dm7-5 to G7+5+9 to Cm9 Dm/G7 to

Eb
Eb
Cm



QPRS- Sen=— =CR Se— —y e—e ——

Fm7/Bb7 to Eb or Dm7/GT to Cm:

> & M|
. b5
=Q hﬁ‘i ét} ==
e ‘l"i_ — |-'_ =
] - | .
| i
Dm7/GT to C:
C6/9
Y
8]
D7+5+
D7 to G: UHSF,%} D13 9 . Gma9
D13 ' G6/9 ' he-
- = = a
= P =T ; I
AbT to Db

e e—— L il i
*—‘:-bép_ —‘g ? - :
P * =
i P 2
This study uses an Ebm triad moving symmetrically down in minor thirds, It cou

Cm or Ap7 Chords,

Ab13 ﬁ?ﬂ% Dbﬁ.’fg Ab13 "‘E'?J’Sffg} Dbma9
—d g A sy Lol
—58 s

L |

—&W
£

C7-5-9 down in minor thirds;

be
2 ::?EF_ £ th.l" *

ok
3
re - phrased: . be = s
5. FE=h __:'!_'hF 3 k3T -
e Tttty
v s = :
variation:
2 e 2 . s
e e e T
:%———--""-5—" R SEEEEL =r__h_ e

These are just a few ideas, to help illustrate the point. The guitar is built a certain way, and lends itself
to this kind of chordal thinking. Experiment until vou get the feel of it. Your ear will tell you when it's
right,

12



Part Two: Melody

Good improvising is humming or singing a melody in your mind while simultaneously playing that
melody on the guitar. The sound must be in vour ear and in yvour hand.

One of the goals of this part of the book is to provide you with some basic skills in coordinating the
ear/hand relationship. More importantly, the studies and solos are designed to acquaint your ear with
more MODERN sounds than are normally included in guitar books. You may have to do a lot of
thinking and listening, but with a little effort vou can force your ear into new harmonic ground faster
than the normal process of on-the-job experience would take vou there.

Every study should be transposed to all keys, and played in all possible fingerings and positions on the

fingerboard, Studies which cover a range of one octave should be extended to two-octave or three-
octave figurations, etc. Work them into vour own music, improvise only after learning the patterns.

Think in terms of SOUNDS always.
Chord Scales

Ty Yy Iy e
Scale of G major: %&@
LA

F )
Altered to fit GT chord: %ﬁ%
. ]

Chord scales are formed by altering the root scale to conform to the SIGNIFICANT chord tones, When
playing against a G7 chord, the G major scale is altered to include the Tth (F), rather than the maT7th
(F2). The chord scale of G7-5 would be altered to include the flat 5th (Db).

The G7 chord scale contains no sharps or flats. It is equivalent to the scale of C major. Within certain
limitations, the C major scale fits the sound of all the following chords:

Cma? E Dmi7 Emi7 i .
G7 . Ami7 : E Bmi7-5 g EE

Analyze each measure carefully, It will become apparent that the scale of C major does not ALWAYS
apply to every chord shown in the example. A breakdown follows:
First measure fits C, C6, Cma7, Cma9, C6/9

Second measure fits Dm, Dm7, Dm6, Dm9, Dm11. These sounds apply to any “Dm” chord go-
ing to G7 and C.

Third measure fits Em7 when used as Secondary Relative Minor substitute for C. If the chord
were Em6 or Em9 the scale would include F# and C2 (D major scale.)

Fourth measure fits any F chord (F6, Fma7) used as a substitute for Dm, For a true *“F major”
sound, the scale would include Bb(F major scale.)

Fifth measure fits G7, G9, G11, G13. All the unaltered “G7" chords going into C major.

Sixth measure fits Am, Am7, Am9 when used as substitutes for C. For Amé6 the scale would
include F§ (G major scale.)

Seventh measure fits Bm7-5 going into E7(+5-9) and Am. For this chord, use {a) the Am natural
minor scale (same as C major scale) or (b) the Am harmonic minor scale.

13
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Am harmonic minor scale fits these chords:

Bmi?-5

Combining the minor scales produces resulis like this:

-9 49 Ami 6+7 7

Bmi?-3 E7+5

Minor chord scales may resolve into major chords:

677

Dm7-5 -9 Cma

Cm harmonic minor scale C major scale

The reverse of that is often (but not always) true. Dm9 and G13, for example, each contain the
MAJOR 3rd of C. While those chords may be resolved into a Cm chord, the line will imply a stronger

minor sound if they include the MINOR 3rd (Eb ). That is, G7+5 to Cm is a more minor sounding
resolution than G13 to Cm,

Minor chord scales are easy to form, if you keep in mind HOW the chord is being used. Notice the
different chord scales used for Am in this study:

C major (Am natural minor) scale

I C Ami7 o Dmi7 G7
| E e = = e
<
F major scale (Am is secondary relative minor to F)
& Ami? - ID‘n'li'? Gmi? C7 F
: 45 T [ 1 _1 _rj o - - - # r_l ~ -~ - rJ 7
L &
G major scale
Amj7 07 G
-
: I —'— '-"'F'J FJ L v - o rJ rJ 7 f -

!

14



Am harmonic minor scale

Bmi7-5 b Ami(+7)
A i ‘.‘E: :
i - ] "] F] "l i -l -l "l JI 1-] L L
@ r r r  al [ [ [ i . L)
L )]
Gm harmonic minor scale
; D7+5
Ami7-5 9 Gmi(+7)
g .E!;_I é ._;@? ! | i lI_!|I rJ rJ rJ
Y| o -
Gm natural minor (Bbmajor)scale
D745
AmiT-5 +9 Gmi(7)
Fal | 43
L]
{Ascending) Cm melodic minor scale (Cm6=Am7-5)
Ami?-5 D13-9 Gma?
- . !-—1!* : 7 !
£ =

The FY in this last example could be played as F#, to sound like the major 3rd of D7 and the major

Tth of G,

This study illustrates the implied chord-sounds in the C major scale. The scale, plaved from “C" to
“C”, sounds like C, Cma7, C6, Played from “D" to “‘D" it sounds like Dm, Dm6, Dm7, etc.

Cma7

15
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Below is a standard chord progression, showing the proper chord scales,

Fmi?

e

Abmajor scale

------------------- Dbmajor scale - - -

Dhma7 Dmi7 G7 Cma7

____________ C major scale .

In the first measure above, the Fm7 chord could also be played using D¥instead of Db, (Scale of Ebmajor).

Another example, In this study, the A7 chord in

the 6th measure could be played using the Dm harmon-
ic minor scale, That sounds more like A7T+5-9:

+5
F#mi7-5 B7.9
Crma? 6

s Ems Jﬁ_?-_%r,tf—fgg I ~
3 | W I

Dmi? G Cma7
= = |I —1 1'*._1. -

_________________ C major scale

NOTE: Thinking in terms of “equivalent” scales is fine for study purposes, while your ear is learning
to “hear” chord scale sounds. When improvising, you should be aware of the chords as separate entities
because (as later studies will show) there are certain sounds that might fit one kind of chord (seventh)
but not all others (major or minor).

The practical value of these equivalents is that while you may be THIN

KING of G7, for example, your
left hand works in the familiar habit patterns of the C major scale.

16



Altered Scales

In the same way that chords can be altered (+5, -5, +9, -9 etc.) the chord scales may also be altered to
include those sounds, The following studies move from a “pure’ G7 scale to some more modern sounds.

G7 without leaving the chord

i T TR i —

oy

This uses both F§ and FB to heighten the “seventh™ feeling:
G7

Here the sharp 5th (D#) is added:
GI{+5)

G7 with passing tones (5, 19, maT7)

G7+5+9
(-5-9)

17



G7(*5,+9)
G7-549 GT+5(49)
(-9) (-5-9)

E’ - "l: —F _':'F..Tq-_qﬂzl -
- = T i - - = r‘ " I =1 | F— i—d' .
v b7 -

Whole tones for G7+5, G7-5 G7-5

—=—— _==sSsruis==
E:ﬁw——bﬁ#

fowih G7+5(+9)
Combination: whole tones and +9, -9 (-5-9) e
- 1 -3 I
= e [oeie ——
e : ! e
[ ?;-.'? ————
+5
749
GT+5+9 = :
e T n G7+5 G5
z ! £ 1 =

o
LU

G7x519

GT+5(+4)
(-3-9)

=

Keep your thinking simple on these. Each study has a certain sound of its own, but they are all
basically G7 sounds. Think G7.

If some of these sound a little strange, go ahead to the Ear Training studies, come back and try these
later,

Ear Training

Most scale studies tend to take the ear away from the basic chord sound. In the following example, only
the C major scale is used, but it SOUNDS asif the chords were moving from C to Dm7, Em7, F, ete,

C Dmi7 Emi? F G7
7 — = T — S e e i — e

That same scale pattern may be plaved this way:

F i Y !

A S A i s

[t isn’t necessary to play the notes exactly as they appear above. Just try to keep hearing the chord root, ..

18



Another good study for ear training (and developing chord scales) is this one:

Use Bb in that last measure and play C9. Then play up to Eb and play C7+9, and so on.

A variation on the same idea:

£} ! ! I : 1 : 1 = S - i
R ! i . e : ==t 1 . : =1 = 3
== oo e =Cies

Minor scales may be practiced in the same way, but there are three kinds of minor scales, Their
differences involve the 6th and Tth scale tones:

NATURAL minor scale (Cm)

Py T — i
. ] | 1 hi
—- _'L“_":T-{—.e_,ﬁ_

L

HARMONIC minor scale (Cm)

MELODIC minor scale (Cm)

In the following studies, the 6th and Tth scale tones may be played as flats or naturals. The notes
which can be played both ways are marked with a “natural” sign in parenthesis ( 7 ):

' 5 — e e e e e e
_\J—T_"fl-'_?‘ z = .p—_dr ,_;—-Ar;‘:.t---}uriﬁ#.‘ =

E_

o

| I I etc.
: Crmi | ; Cmi6 - f__.'__}_ul_"rr]ij___ 1 | Cmi+7

D) - +% i = ﬁw@@
ete,
Cmi Cmif Cmi? Cmi+7

=== Ss=see=ss ==== .
;@;@%::ﬂ:‘__i_._. = o= = r'*.:.‘EI:i' o
ete,
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Each line shows a chord, its scale and arpeggio. Recommended practice sequence: chord, scale, chord,
arpeggio, chord, Transpose to all keys, fingerings and positions.

MAJOR CHORDS:
SCALE CHORD ARPEGGIO
C
e e
L - . .-..;.._

Db~ C7.9
use Db f;big a3 EET e} — ]
for C7-9 e — A = -
4

20



There are many variations possible in altered Tth chord scales. A few examples are shown below.
Don’t spend too much time on these until you've finished the more basic chord scales and arpeggios.

This sounds more modern than the “pure” C7-5 scale above. This includes the sharp and flat 5th and
9th:

CT+5+9
(-3-9)
)
15 R S A I _F—
I

Even more modern sounding. End on different chords for variety:

s 9 9 +9

C7(+5,19)

C9-5

C9-5(-9)

C7+5

21
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MINOR CHORDS:

Notes preceded by a “natural” sign in parenthesis (§) may be played asb orfl . Try all combinations.

SCALE CHORD ARPEGGIO
it ——T e H
— hw e o SS=E=—=== =
- - wh

Cm7-5 normally progresses to F7 and Bb or Bb m. Use the natural minor scale (same as Db major) or
the harmonic minor scale, Experiment with the optional scale tones marked below:




When in doubt about the variations in altered minor scales, think of where the chords are progressing,
Below are three versions of a Cm7-5 chord scale (note key signatures):

Cmi7-5

p—— to F7 to Bbm

Cmi7-5

to F7 and Bbm

to F7 and Bb(major)

Line 1 uses the BP m harmonic minor scale. Line 2 uses the natural minor scale (same as Dbmajor).
In each of these two lines, the F7 chord might be played as F7+5-9,

Line 3 uses the Bi’majnr scale, but G is flatted to conform to the chord sound. The F7 chord might be
plaved as F13-9,

In the following study, line 1 uses Bb natural minor scale, moving into F7+5%9 and Bbm.
The “D"” note in line 2 may be played as Db (Bfharmonic minor scale) or as Dfi, going into F7 and Bb
major,

F7+5+49
Cmi7-5 (-9

Start and end these studies on different notes or beats for variety. Here are five variations on the same
phrase:

L. Cmi7-5 F7 % oy _
2. 5. Cmi7-5

.
;
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Whole Tone Scales

Whole tone scales may be plaved over any + 5 or 75 chord. Analyze the “C” whole tone scale below:

9.5 C7-5 CT+3
chord tone: | 7 g3 5 3 2 | al
.1 o |'u:
[a] - — ﬁ'ﬂ' r— = [
Ll = — Ll | = .:..a-

That scale fits C7+5, C7-5, C+ or C9%5 chords. When the £9 and b9 are used in combinations with
whole tone passages, they fit ALL the “C7" chords: C7+5-9, C13-5-9, CT+5+9, etc.-

C7+5+9

¥ ete,

L 24



Whole tones move chromatically through dominant passages:

Bh+

G+ o F+ Bo+ Ep+

e fill in 7
| F — — ) ] ] - 7 I ? —— - _I?‘__j—
[ -
G7 ;
ﬁ y. y T S M, —— e —
LI
[
C7 G

e

Improvise some whole tone combinations in the blank measures, above.




Chord Resolutions

Here are four studies showing the resolution of G7 into C (or C7). Line 4 can go to Cm if the last note
is changed to Eb. Lines 1 and 3 could also stay in G7. Try to play the chords with the melody, to help
your ear,

e

GT7 to Cm7/F7

“Lead-In" Notes

In the transition from one chord scale to another, there is a “‘lead-in” note which signals the point of
departure from the preceding chord, and implies the sound of the chord to follow,

In each of these examples, the “lead-in" is the first note in the second measure:

G Fmi7 Bb?  ED
G to Eb %i—i[ —!—‘i 'm'_?_: — -
- - '
Bbmi7

G7
GT to Ab EL“‘:_—*;E: ——

G7 to Gb W’—_ r‘#%
- = 1 t !

26



See what you can do by changing one or two notes:

G7to Gb Abmi7  Dp7 Gh

GT to Db

GTto Bb7T
G7 Fmi7

Fmi? Bh
:.;-'-I -- —— . -
v

G7 to Bb7 (End on different chord tones for Bb7- 9, ete.)

G7 Fmi7 Bb?  Fmi7  Bb79
= *ﬁ% ——— ]
L | mm— ! T
GT to BbT (Try using Bb, Eb, Ab in the first measure for Fm7 to Bb7)
: : Bb7
G7 Fmi? be DG

27




G7(-9) to Cm

Cmi D79 G7 Cmi

G to E7
G E7
% |
2 G E7
e ! i‘—d_‘ - ‘-i- iL:E
L7 E7

Extend these into longer lines, The last example (above) begins this next extension:

ket E7.9 - E7 E7 ET+ E7
" 2 Ta e

i - — T *!- =

| N — 1 m ] I

e

etc.

Dh7

#Etu.
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G7 to C or Cm
&7

L L

Cmi

|1 K

E=
s === #—%
N e VY e
F.
£ r-.l-'?"-}
, T rql__I 1 |
O i:w,#ii;il' ]

H_er? are five practice patterns, ascending and descending. The first two use only the tones of the
diminished seventh chord. The last three involve “slurs” into those tones from a half-step away:

e VO B . 0 L .
1 l"l'_l_ [ 2] = - !_!-
iy Tl St =

-
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Diminished Substitutes

AP GT9 G719

Notice the similarity between G7-9 and Ab- . Every 7-9 chord is (with root omitted ) equivalent to a
diminished chord one half-step higher. That 15, diminished-sounding scales may be applied to 7.9
chords, and vice-versa,

. G19 B — - , s
%EEEHF‘E- = et

Below is a common chord pattern, using 7-9 substitutes for the diminished chord. Note use of $5
in those chords.

G o - Ami7 L D7 G

. (+5) D139

Gma? E7-9 Ami7 - ma?
—f- = = e — —
e Ty e e e

- I # o e e F
E7+3+0 Amid
Gé (-9) G6

ol
fi
[

/

e Ami7 m-srg} it
Gma7 % - o ma
A ] e — e
& e el e —
T e e St e

30



Three more variations on the same pattern (G to G#° to Am7T to D7). Note the use of A7+9 for Am7:

- D7+549
E7+549 AT+5+9 (-9)
G (-9 (-2)
# r--.""l . W # I?-‘_h - P . I — M
b e e e S
- # : ;
b
g—4 J.:* e - : %}! 11 £ - '":hpp.- | a
ﬁ i j' - o ] s i = hﬁ_'xi—
L —
; iul] -
£ s r-"""h.__'_q’:;_ » I P‘_Jlt { =7 -
T o o :r.‘ﬂ’-;'hi 2 e i $ 1
%;t- ﬂ___i e o i 1= nr:krbd

Some 16th-note variations on the first two measures:

a3l
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In this study, ET becomes Bm7-5/E7-9, This gets pretty far away from

s : Mo the original “diminished” sound,
ut may be used wi iscretion:

gs i G#° Ami7 D7
e e e e

S’ 1

s

E7-9(+5 Ami7(-3
G Bmi?-5 t: ; T D139
) il el 1! a ~-F—- s l-r!ﬁ"—‘f .
gl e e
3 T = :

vy
Ami?

- # . Ami?-5 D7+5-9
I |#§ 1 B s | —

Chordal Thinking

==——

([ =

The chord shown above is Cm7-5. It is also Ebm8 or Ab9 with root omitted,
When playing a line against that chord you can THINK in Cm:

or think in Ab: (note key signature)

Ab9 7 -

or in Ebm:

Depending upon where the chord is progressing,

_ you can THINK in terms of what is most familiar to you,
Resolve Cm7-5 to F7-9/Bbm, Resolve Ab9 to Db, and Ebm6 to Ab 7/Db.
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Here is a line “translated” from thinking in G to thinking in Db. In this particular example, thinking
in Db results in fewer accidentals, but that should not be your ONLY consideration. Think in terms of
LOGICAL chord sequences: G7-5 to C, Dh7-5 to Gb.

575 L—:J 5 =5 +5 +9 O 45 -9
e e b e ] TT——
TS r— | | e ..d_"_" ey =
. i) iw T b=
5 p— -3
r-T"!—-._

Some GT lines. These fit G7+, G7-5, G7+5-9, etc. “Translate” each from G to Db.

: S =
- —

=

Db7-5
: e — i
PRI T e =
g =
G7.5 =
Db7-5
D e s
#;} 4 g—_ﬁg i’l I =l E i h—
G7-5 Db 7-5
e — r— : - R
A g — — -
—— b# = h%*
G7-5 . Dp7-5
1 : | 1 = h._. I,! Hf- :]‘- ]?-
: I I e — = ﬁ
‘I
Extend this chord scale:
G7-5 - , | Db?:&
v L*-H-I -
to this: b
o= D75
L —— by 2 I8 = '
n i =il | : =4 . I I “E‘E_E
[ L_-h_h-

Two more examples. Try to play a chord with the melody, to help your ear, and resolve into
an appropriate chord: G to C, Db to G»,

GT+5+9 Dr9(-5)

ELﬁ- =="== e TR SRS
Y -—--,h-‘ ow - b# ;I'
G7+5+49

(-9) Dh13

- I?_-* |? 2 - r-'*-_—— T h
|+ ¥ s in p—— = = —

5 = bt _J h-.- o IJ# ;}.
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Improvising

One way to develop improvisational skills is to take any common chord pattern and isolate it for study,

Each of the following studies shows a chord pattern in the top line. Below it are some improvisations
which fit the pattern.

When you've finished these, write out any chord sequence that seems to vou a “common” pattern;
then improvise.

s Ami7 D7 Gmi7
%’ "J r‘ " ;‘ #__ r‘ " f‘ 7! r‘ f‘ r‘
- T F
_ﬁ - - - - # - o r‘ FJ f‘ I-'J FJ ="
15 el [ Ll [ L L L Lad e
O]
D7
Arm T Gmi (+7)
= - 1 | 1 ; T o m—
——
= LEE_ =
1 1 I .! I
Es=—==__——-===—°C"-===
SR D7(+5-9) Gmi7-5
g il'e-' -F i | ._F__F_f-_
M_’i‘ ——— _ —— e S ——
v | | e k. ..--'---d I..-ha'l'_.—
]
D]JEI C+ F
b.-:m IB. i__ 1 — 1 ! H
= 1 : ] I | T r“r = H
ﬁu -i____, o -_H'—:-,L___‘_
Ami9 D+
P Y g . —
- i IEIILH_._. s i 1
[ 3
Gmi7-5 Fé

ﬁ%
;
:
i1 1
Lﬁ
i

Ami7-5 D13-9 Gmi9 G7-5(+9)
8g -~ = - £ 5 L W P el B T e e T
i = s o | e = |
e et
v B ——— E e B | “ [— e
c7-9 . F
{oco . el 3 - - - falta g -
mw |f _....i!-I - | —!'—I.—_:'- -
e o — ] T —
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e A G7
5 —yh— v | — _ri __r_‘ __r'- - :‘__ - __'_-r‘ v - v - — —
LY
. Cc7 ) E
#_.b__J_ — ] ) F i F Fl Fl Fi ) F]
- L ¥ ¥ L ¥ ¥ L L r il r 1.3
vl
Al3 Ami6 D7 g .
= 4
T et .,
== | ! ! [ [ [ i 1 {
% C7 I I F L
=== = .
Ami P G7
Emi Emi7 A7 Dmig
——
[ [ 3 L 1 j I . f———
& SESS= SIEES Sl — ;
C7(-5-9) o, F o pin'fta 2
= I
= = = —-sﬁ_
G E_mi Ami D7 G
#"‘ﬂ:“ﬁ"——w‘--—wfwﬂ’ e — A ——S——ci— A ---—f’-—f—-‘—vq
[l =
Gma? -"::” D13 Gma7(6)
- : h——.
i { T
' < S=ssE s —=—=r=s==
L : — d ﬁ R




The next study fits the pattern: G to Em
because you are to make Your own analvsis

to Am to D7 (one bar each} No chord svmbols appear

Ami D7

bt
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Blues

These solos are in straight 8th-notes. By eliminating rhythmie variety, you force the ear into building
better melodies. 8th-note studies also tend to avoid the practice of plaving memorized licks.

Chord symbols are for your analysis, not necessarily for accompaniment.

C7 o t: LY Ce C o Gmi% c7
Tl oie ®ie. : T ele
Eal.:r; | JI :11'_.'%.'_:_‘!!'1 ’_%_H_H
—-— e e —
G AT
F C7 +5.5

T

ET+54+9  A7+5-9 pb13
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This one is in 16th-notes. It gives you more to play on each chord:

c7
Gmi7 —— 7 F Cmi9 Cmi7 Fo

wEEELoiale, ===

.._-

AT+549
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Minor Blues

Chord symbols are for analysis, not accompaniment:

G7 9 +9 Cmi o1 g49
e — e
;ﬁ - ——— - -dl- H = - =1
e -
Fmi 4 Cmi
= =SEsassssres s
e LSS A
:‘51.{79 = G749 G719
(-9} Cmi D79 ;
§ - — -
% e fr=rs = ==
3 = = = ek —:—J«D—_ b
Cmi Ly}
o — :pﬁﬂ_m 1 — 'I—F"-H__ ——re -t
Lol § J | I I L L 1 1 1 _-_
= S e e
Fmi Drmi?-5 G
e (-5-9) Cmi e D7-9
| '1'!”.- g‘_, - — - -
et 1 H;i_d' e #T.':_ _]__'l - L E.?:
; S 'ﬂ_._._i_.— — I 1
v = -
GT(+5-9) ) 7 -ﬁb 7(13) G7 G7-5-9
= i rﬁ Crmi G D79
= = :
# u
o Cmi Dmi7 G749 Cmi cie
S S R e e T
+g——"—'ﬂ&, " sy e v -
U o
Fmi Fmi9 - mi -
iy — p : ’lf*."—f rh—'—c":q'.!# =2
g == S p—
oy e a g ae—t ===
h ﬂt’F—'—F—H‘I d- L jl -_.. l e . -
I ﬁ;t I “ﬂt ] ._':I'-ii - — o :
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Crmi Dmi7s ~ G79 Cmi O e U7
: ! | .
— = t e
e SSEE=_—==== "
;'. L
oL p—T = #_._-.9 e Cmij—.-jgg;tﬂ?__
- I I _J'_'h'!}-‘— I h!l!! __.’ I
e .—__ - _', - ' — 1 | | ._-_ —
- —— [ -
D7-9 G7 G7-9 Cmi Dmi7-5 ‘”gﬁj
A e, - : :
- | "
G e e iy
= -1 = 1 1 J=-__Iq=d__[.l
Cmi Dmij7-5 GT+ Cmi C7.5
- F"'1-----.._ |--I =
JI.-" 71 ;'.._ Ir 1 = | F - | I = I 1 I | : l
S = -Lﬁ :L . — @ —] ey
(745
Dmi7-5 .g Cmi
Fmi(+7) g P— ha —
i ! i : 1 F | L W—. { I
- = —S et
; G7.9
D'.-‘_Q G?_', ['"u D:I'm'?-s I
%‘ SiS=SSSTo== 3 j;z-;;%
= o =01 [ =
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Modern Blues

The chords shown below represent one version of blues changes,

Basic By Emi? A7 Dmi7  G7 Cmi7  F7
A ﬁ_f_—"—"_"_—fv_ 7 v v 7 7 r‘ - 7 r‘ r‘ -
g -
+5 +5
Optional: | Fma7 Emi9 AT+9 Dmi7  Gl3 Cmi7  F749
B é" 'b ;_4 r; 'J r‘ r“ FJ F‘ r‘ 'J ’4 rJ 'J r‘ r‘ __J 1l
[
Optional: | Fma7  F6/9 Emio A13 Eb9-5 [Dmi9  GI3 Dbo-5 |Cmill  Fi3 B9.S
C ] i F ] ) ] F ) i ] r ) ] F ] o
& Ll ¥ ¥ L L Lai ¥ L L L L r L i | ¥
[N
i Bb B mi7 Ami7 D7
E _F" " r‘ f‘ r‘ - r" rJ f‘ r" r‘ i" _r‘ r‘ r‘ rJ
L2

%:_
=
o
=
2
=
s
Z
i
i 5‘
£
2y
Ay
2y
VIE
¢
M
"
H

. Bbmao Bymi7  Eb13 Ami7 D79
_&_L:} Iﬁ_; f_J F"‘ '_J r‘ r‘ -_J r‘ rJ r‘ rJ 'J _J rJ ;J ’J r‘
[
& Gmi7 C7 F Dmi? Gmi? C7
% | - = ” 7 r‘ rJ '.c rz rJ rJ rJ‘ ’J !J FJ. 'J rl rJ r‘ _—H
)
+5 +3
" Gmi% 13 Fma? D7+9 Gmi? C7+9
# i- ] ] Fl Fl Fl ] i F ] F] ] Fl Fl F ] i "l
] w [ o - L L L * L4 L . L L L L Ll [ > T
w
+3 +5
" Gl3 Dbo+5 C13 c79 AT+0 D13 G749 Cl13
%w_:' rJ ’J rj rJ r‘ '4 r‘ FJ 'J rJ rJ '_J _rl r..- 'J 'J
[
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There are many possible variations. The chord symbols in the studies are to help your analysis of the
melodic lines, but they'll give an approximation of the proper accompaniment,

These are designed to be played consecutively, so the final measure in each chorus may contain the
“pickups” for the following chorus.

3 AT+5+9
Fra? Emill (-9) Dmi9 G13 Cmi7 F13  (.5)
=2 | b
Bbma7 Bhmi7 Ami7(F) Abmi7 pb7
- - I_.q_-_""ﬂ M e
ﬁwﬁc—'ﬁ*% PR ST
1;;! { T o — a- *n' e
9
(-3] Fima D7+5 Gty C?+;JJ
Gmi7 C7 i —— i
e T EECTIS o
E = et —— % S==
= i—d-q-— } H
) Dmi
= 1
o Ee e D & S
e e e e e e =
h-*#-_ ﬁ-—
Bbma7 Bbmi? ]ig Abma7 Abmi7 Db7
e e ot oY =t
5 _—_#-—_iJ— 1 = | | 1 |
Gmi? C7 €749 c7 F Gmi7 C7 F
'_F ] | _-I 1 1 1 3 1
I i H‘ﬁ;ﬁ' e 1 1 = | r— 11
| T ~ [ ; q
= e — — " i_._"‘lTl:Fl - —
Emi7- 0
Fma7 it A7 Dbmi7 Cmi7 F7(+5)
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Pon Pare
= — e =

(GT)y C7+
—————

ol

= :
e LHW,
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3

- b AT(13) Deni? G7(13) Cmi? F7
| ; 5 H o — h- . [ — I-"%-|
i p—— - -
Bh fF?l3 Rb
= . | D13 Abmi7(11)
& . Eel ﬂ"-"
€ - _ﬂ =s=a
o (+7)_ () CH9) vits
mi o -~ F (-9) Gmi7 7
A - —
e e :
e e s TR e

Emi7

a4




G‘? Cmi? F?
-.TIF "! EF_II II_ |'ll
L1 T
e e
AmiT T,
Ll LOLF
i —— - — -
..+ = =E
a Gmill{9) C7
= ey
e ¥ F— h"‘l—
= =E====
ATHY
F o (-9) . e (8 Dmi9 G7_.at:ida
5—pp. @ F.Fang fipnp :
— - ’h"t."_.' —
& -
| Eb9-5
Cmil F Bb a7 - —
= - Ss=c=s=s ==t
. ' th-‘d d H | e — ;i Ll."'-
AmiT Abmi7  Dbo Gmi? C13
g ey ) P e s e B ; .EF_.*_F_"_
Yl e B L T e o e o e e
J - = ¥ —
Gmill c13 F Bb F -5
b e 1 o ﬁ'_: s -
DE R e " Fine
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Improvise in the blank measures:

3.
L

Cmi
] t
Bbmi (+7) Eb7 AmiT D7 (Ab7)
! ."—‘F_rJ r"‘ r‘ r‘ r'- rJ r‘ - r"I r‘ —
. |— ——]
F (CT)
i r‘ rj 'J '_J '_I_J '_J "- rJ - —

F Emi? A7 Dmi7 G7 Crd7 F7
¥l
:ﬁul__i ’J rJ 'J __J - r‘ ’J '4 ’¢ '4 r‘ i rJ r‘ rJ r‘ ——
il —
[

™|
-E )
AY
|
M
.
1L
M
A Y
1

Gr Gmi? C7 F Ab(7) Db(7) G (7)
-
g E ;J rJ rJ rJ r‘ !J '.d ’J r‘ rJ r‘ l"‘ '.- r..l ’J f‘
o
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Rhythm Changes

Rhythm changes are normally played at very fast tempos, so the chord patterns vary, depending on the
player. The chart shows two BASIC “rhythm” patterns:

(G7+5+9) (A7+5+9)
(-53-9) f
Bb B> Cmi7 cg-59 D7 G7 c7 F7
Bb Gmi7 Cmi7 F7 (Bb) Dmi7  G7 Cmi7 F7
Lt rz __1 r‘ rJ rJ FJ rJ’ __J rJ r‘ 'A - :1 'J _EJ 'J r‘
D7 G? c7 F7
Fmi7 b7 Eb Ebmi (BY) Dmi?  G7 Cmi7 F7
Bb Bb7 Eb E* 1 |
b
et — it T e e ]
o

Gmi7 C7 Cmi7 F7
- c? F7
ﬁb’ R S S— P ——— 7 repeat first eight bars
[

As usual, the chord symbols in each chorus represent the harmonic THINKING in the melody line,
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Notice the bridge (starting at bar 17) consists of a single two-bar phrase, repeated through the chords:

C7-9 F7+5 D7-5
-9

v 9 G7-9 €7.9 F7.9

%ﬂﬁ
i
;

Bbo BP13-9 Eb6 A7 D7.9 G7.9 C7+: F7.9
A by ..L rl - = 'ﬁt:ﬁ?_—"P-_r-_ L4|1._
’ ESsi=—=r. e e et
| | =
" . F74549
Bh B Cmi? c Bb Grai7 3 (-9)
—t—— ey r— T"l—F- = - !
%*—". s Fis P = 'i TR =
D= _— — =
Fmi? Bb7 Eb Ebmi Bb
'—F:F'r:--- Fﬁ;‘_' e
_"'I_"._ |I ,I f H_ T | I :
g ..J# | ] I. | | _L_A‘ _
Ami7 D2 DT+§£+3)J Dmi7 Go DE‘?~5 [GT:-?-%!}
-~ ] — ] I 1 II.I'l 1 1 B
= S — 1] | | I e — ‘-#{'IF = —— n||
[ ————
C7+5+9 (F7+5+9)
Gmi7 co9 5.9 Cmi7 Fo BY9-5 (-5-9)
] ] h:"ﬁ — i LIS _‘[‘h,-_,'_F—}l
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3/4 Blues

This is another set of blues changes, in 3/4 time.
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The solos are designed to be played consecutively, so the last bar in each chorus may contain the
“pickups” to the ensuing chorus.
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Solo as Recorded by Joe Pass on Pacific Jazz PJ-85 album *“‘For Django”.

This chart shows some of the basic chordal thinking used in the solo. With chord embellishment and
substitution, variations are almost limitless. No chord symbols are indicated throughout the solo, so
you must do your own analysis.
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