PART ONE: HARMONY
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Intclligcn? 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, you’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.

The C Major/Minor Scale

CHORD CONSTRUCTION

(1 (2) (3) (4) (5) (8)
1 2 mi3 3 4 5 6 7 ma7 8 9 10 11 12 13
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MAJOR CHORDS: add chord NAME to basic triad ’
major 1 3 5 (basic triad) - C C EG
major 6th 1 3 5 and 6 C6 C E G A
o~ ceecw o omajor 7th 1 3 5 and ma7 Cma7 C E G B
added 9th - I 3 5and 9 Cadd9 C E G D
major 9th 1 3 5 and ma7 and 9 Cma9 C E G B D
e o 6th/9th 1 3 5 and 6 and 9 C6/9 C E G A D
SEVENTH CHORDS: add chord name to a 7th (or 9th) chord )
7th 1 3 5 7 C7 C E G Bb
9th 1 3 5 7and 9 C9 C E G B D
11th * 1 3 5 7 (9) and 11 Cil C E G Bh(D)F
13th ** 1 3 5 7 (9 and 13 Ci13 C E G Bh(D)A

. in most guitar inversicns, the 3rd is omitted from 11th chords. The 9th is often omitted from both

T 11th and 13th chords.

** in theory, a 13th chord also contains the 11th, but that tone is normally omitted in guitar finger-

. ingS.

.MINOR CHORDS: add chord name to basic triad

minor 1 mi3 5 (basic triad) Cm
minor 6th 1 mi3 5 and 6 Cmb6
minor (ma7th) 1 mi3 5 and ma?7 Cm+7
MINOR SEVENTH CHORDS: add chord name to a m7th chord
minor 7th 1 m3 § 7 Cm7
minor 9th 1 mi3 5 7and 9 Cm9
minor 11lth Cmll

1 mi3 5 7 and 11
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DIMINISHED SEVENTH chords are built by flatting all but the root of a 7th chord.

Cc7 r 3 5 7 C E G B
*C I b3 b5 6 (b7) C Eb Gb A (Bb)

* may be wn'tten: Cdim, Cdim7, C7dim, CO, C°7, C7°

;I‘he \:«:rd “AUGMENTED” in a chord name normally applies to the sharped (augmented) Sth chord
one. ’

C+, Caug 1 3 35 C E Gt
C+7, CT7+, CTaug- 1 3 :5 7 C E G: B

** EXCEPTION: the AUGMENTED ELEVENTH chord is a regular 11th chord, but the 11th is
sharped.

C+11 P 3 (5) 7 (9) ¢11 C E (G) B (D) Fz

ALTERED CHORDS (sharp or flat 5th or 9th): just do as instructed.

C7+5-9 I 3 5 7 b9 C E Gi B» Db
Cl13-5-9 1 3 b5 7 b9 13 C E Ghb B Db A

“SHORTCUT” CHORD SYMBOLS

Cma7 Ca7
Cma9 Ce-
Cm7 C-7
Cm7-5 Co¢

CHORD EMBELLISHMENT

MAJOR CHORDS: add 6, ma7, 9 and (in b1ue§) 7. To C major chord add the notes A, B, D or (blues)
Bb. For C major. play:

Cma? ol Cma9 C6/9 c7
9 1 1 1 i
B e e it— R i A e i i  —— i |
A\ 1 T T i1

SEVENTH CHORDS: add 9. 13 or use 11 insets: 11to7. 1109, 11 to 13. To C7 add the notes D,
A, or F. For C7, play: :

C9 Cl13 Cll Cc1 Ccli C9 cn C13
0 T ]
D' 4 T 1 T -
o e e e e |
\“_)V 1 1 1 1

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

‘

Cmi Cmi+7 Cmi7 Cmié Cmi9 Cmill Cmi?
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ALTERED CHORDS: the 5th may be sharped or flatted in any chord.
the 9th may be sharped or flatted in 7th chords.

N c7 Fmi?7 Bb7 _Eb7 Ab
. —-
This sequence:- %Illl Z=—=< } i i II!I ill i i i iLIIIIIl > _jmg
Iy C7+5.9 ]Fmi7-5 Bb13-9 Eb7+9 Eb7-9 Abma7(.5) Abma?
ay ayed: fesoZat At E S E } J t —
may be played % : ——Wl M_W _.:]l
Reduce all chords to their basic form:
Cma7, C6, Cma9, C6/9 " reduce to C MAJOR
C9, CI1, C13+9. C9 5 reduce to C SEVENTH
Cm7, Cm9, Cmll, Cm7 5 reduce to C MINOR
CHORD SUBSTITUTION
MAJOR CHORDS: Substitute RELATIVE MINOR or SECONDARY RELATIVE MINOR
chords. For C use Am or Em
. . C F G17 [ A7 Dmi G7 C
Optional: nC Ami(7)  Dmi(1)G7 Emi(7) AT Dmi(7) G7 c
B Y 1 1 1
S X X 1 1
MINOR CHORDS: Substitute RELATIVE MAJOR. For Am use C
This: ' c Ami Dmi G1 C
becomes: A € F G17 C
. T T
X 1, L.
SEVENTH CH-ORDS: Substitute DOMINANT MINOR. For C7 use Gm
This: E7 A7 D7 G1
becomes: Bmi7 E9 Emill A9 Ami  Amit7 Ami?7 D9 Dmi9 G13-9
1
ARV 1
)
This rule may sometimes be reversed, as shown below:
This: C C1 : F Fmi C
becomes: a Cma? ' Gmi7 C7-9 Fma? F6 Fmi? Bb 9 Cma?
. 1
e e e s e
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ALL CHORDS: Substitute any chord which has as its root the FLAT FIFTH of the original chord,

For C use Gb, The type of chord used (major. minor, seventh) depends upon the
desired harmony., A few eXamples: :

Y’ [ Anill Dy
y— - 1
'_ﬁ‘ﬂ‘ﬁ*—r %H
—ﬁ&*‘f—f—*ﬂ
3] a = 14
Bmi7 Bb7T Amill  Ab7.5 G6/9  Bb13 Ebma?  Abmat.s
|
27 3L e |
s i o 1 & oy ﬂ _UH% S . o
I A 1 ! 4 <
D bo EES vz b

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

‘ +  Dmid G7+
Cma?  Ami7 Dmiy  Gl3 Cma7 y‘” { mi3  G7
' )| fl' _% [11 N & T LIIZ P4
o L 1 L i & Nl o »n
M 1% + yo mz G—T— t +&4 -
g 4 3 2 D S [ =
Cma? A7+5 D mi9 G7+5 Cma7? A7+5 D13 G13
-9 -9 , é +9
Y < ba n ] bs 4 4
=X Z 11 1 L P . » A P M 1 ")
i b iU ] { s pe s Vot v LA T e
XEX Ay 1 o M #‘\ B g bis 1 " .
Y 1 4 B - o e
DA = & -
E7+9(+5) A7+9 ADTH5+9  GT+5+9
J (j) -9) (-9) Cma9 Al3-9 D7+9 G13-9
o 15 1=ba b4 pa bed pd o dykd o d b
— i - 1R I LT ‘#“"’ f g ¢ =
st L e A - ‘#;‘jiﬁg T s h
“otE T —- - : O TTETT 4 17] *
-y -4 ﬁ& hp’
-
All Al3 A7+ DI3(-9) G13 G9+5 E7+3(+5)A7+5 DI3 G13
| ‘ | i -9
- . d 4,4 4 4 B g q
g . {5 T ) o4 } 75
» e o t ,“:g_—"—_ . e i -y
B = e = RS 5 " 8y 19724
K 5 v < [-' = “F =
= -3 F 'P T? F’
6
E7+49 A3 D7+9  GI13 Cmad Eb13  Abma7 Db /9nad
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SUBSTITUTE PATTERNS

~

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

) " Cma7 Dmil Emi7 Dtmi
Cma?7 Dmi7 Emi7 Fmao Ly : miT Dinidll) - Cmar

‘ 1 cbrg
bt 2 f} o 4 “ 8
 S— ! but 1 4 T - e
o - r :F—J‘&j -

& & °
variation: Db 7+9(11) Cmag

NN
4

If C is moving toward G7, use this, or variations on it:

+5
Cma7 Dmi7 Emi7Eb mlll Dmi7 G7+8
Q 7} T o T : —pg"‘:]
B ‘i e s S o 7 S 117 -
ANDv4 1 I 1 |
o 7y 2 p—p-F 124
CHORD CONNECTION
SEVENTHS connect dominants, as shown below:
Ontional: E A Dmji Gmi c F
ptional Q E E7 A A7 Dmi _ Dmi? ~GmiT__C7 —F
T
o
AUGMENTED chords also connect dominants:
D G c7 F
D D+ G G7+ Cc7 C7+ F
n .
)4 - I T T
D T T AN} V4 1 T 1
5 ;

DX\IINISHFD chords conneet subdominants. Use the diminished chord with the SAME NAME as
(1) the chord being entered or (2) the chord being left:

C F C G17

C F c® c G° G17
_fL Cma? C7 Fma? F° Cma7? C° G9
ﬁ‘_w *‘7‘47“‘717"*{'7‘7%"—}——1"—*

!)

DIMINISHED chords also connect chromatically:

E mi7
Emi?

D mi7
Dmi?
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MINOR chords conneet the subdominant chord to the tonic chord:.
C i C

ALL chords may be connected by moving into the chord from a

C A7 D7

C ‘_1357 AT Eb 7 D7 )

Here is a blues to illustrate the half-
using this one fingering:

half-step (one fret) above or below:;

step (one fret) connection principle. The whole thing can be played

G13 G9
: S -
I—F 1

J g, T

Use other fingerings if you like. Try Am7 or A7+5=9 in the 9th measure,
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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 G759 or Dp13/D»9. Analyze these
chords: o

+5 < +5
p Bmill.s  Brair.s Db740 Db7.9 Dmi%/9 Dmie
7 e—H P ——%—1 —
X0 ot 24 H : ) 1t 7 H
D) b rr 72 o rr




BACK-CYCLING

Ano!her way to add harmonic interest to a chord pattern is to “back-cycle” through the order of
dominants (cycle of fifths). This should illustrate:

C
[ C17 F
L S A 4
o~ P i A~ e S o i ai— -
o

variations:
[ ¢ Gmi Cc7 F

R A — 4 - -

A S AR 4 B i i s B i i i e i aii— i
&

C Ami D7 Gmi7 Cc7 Fmal

Cma? E7 Ami7?7 D9 Gmi?7 C9 FS/9
. B i A A~ s i IIE‘ A < 7
DN
6 . )
c /9 Bmi7-5 E7+9 . Ami7 D7-9 Gmi9 C13-9 Fmag

0
@WFWW e
D)

GIQ Bmi7-5 Bb7-5 Amill Ab7-5 Gmill Gb7-5 FmaT7

e i i i

Cmal C

NOTE: The principles of chord embellishment, substitution and connection are THEORETICALLY
applicable to any given chord pattern. vYou'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 car will tell

you 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:




Analyze the chords below. The top four tores in cach are identical. Depending upon the bass-line
used. the study above could be played against C7, Gm, GH7 or Em chords,

+3
C9  Gmi6 Emi7-5 Gb7.g

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”

For the same chord (C7~-5) the G» bass note could move up with the chords. or be sustained as a

pedal tone in the rhythm section:
£ : S 9 —
Lx e ' 1 : |
TR S

gl
“DIMINISHED” CHORDS

You know that a Diminished 7th 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:

-5 -5 -5
C7-9Eb7 Gb7 AT - C7-9 AT Gb17 Eb7 C17-9

The “C7” chord in the study above could resolve into an F chord at any of the “C7” points, or from

either of the “G»7” points. The “E»7” and “A7” chords would not resolve well into F.

You needn’t limit the symmetric motion to minor thirds. In the next study, F7—9 moves quite a lot

before resolving into Bb7—9:
F17-9 Bb7-9 Eb7-9 Ab7-9 Db7-9

T3
MJ be tobabs ., bRbs f&ﬁ,:; beba bobe
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- The next study is basically B7 to E7 to A7 to D7:

-5 -5 -5
A A7-9 D7 D7-9
-

7
™
a-d | 4 be tel’ G L iZtab o
S s e =
"“\'“ Iv‘g er' 1 pot
p— g T ; A

i

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:
F13 F13 Abl3 Bi13 DI3 FI3

pis4e lh "::thé:
e e e =

Try the same thing with F13-9:
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Dm7 to G7 to C:

Dmi?-5 G549 Cmas

n Q §.n alﬁg) k

i #— &
|
This fits Fm6 to Abm6 to Ebma7 Reduce: Fm/Abm to Eb
Fm6 to Bb11—-9 to Ebma7 Fm/Bb  to Eb
Dm7-5 to G7+5%9 to Cm9 Dm/G7 to Cm




~ ; > nﬁ 1 1
Dm7/G7 to C: '
] Dmi7-5 : GT+5+9 C6/9
J\ J J J » (-9)
C$EL1 5T T
4 = bE :ﬁﬁ—nzb: # ﬂ:{ht‘ e, Jidbdba
rie i —%= —— R i
ot i H ety
D) e i ™ ! R:I)
D7 to G: D13 D7+5+Y Gmad
6 (-9) .
] D13 D7+5+49 ° G'/9

- | hebd o

L hedim = e
4 i -t -
=z i b a1
i 05 L — 11
+ i 1)

©

o Yo ¥ U;
§ ‘ 8 ,

Ab7 to Db:

6 :
Abl3  Ab T 45+
b b7+5+9 Db /9 Ab13 Ab7+5+9  Dbma9

Seag
9
T
g
= S8 -
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ﬁ
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This study uses an Ebm triad moving symmetrically down in minor thirds. 1t could fit Ebm, C7, Gb7,

Cm or Ab7 chords.

C7-5-9 down in minor thirds:

b:!‘b o ~
p— — ~
p = e Efiefe, A e
for - o  e— T— —r—t P21 1 7Y™ - A r— i
%:; —_—— > ‘ S !:jnu - e
- i
S - 3 \3\‘ b
re-phrased: l’ﬁ b
>
Q = I:b?-g &gﬁ S »he. ._hm
1< ——+ ; 2 P11
> 1 i — 17—
= b
variation:
be
—-— - -
pn = Chef ey .2 *be . ——— ‘
- ‘ — : - e i — " — a—
1y e i 2 ot = —
D} [Sem——— 1 I bw

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 you get the feel of it. Your ear will tell you when
it's right.
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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 your ear and in your 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 liitle effort you can force your ear into new harmonic ground
faster than the normal process of on-the-job experience would take you 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 your own music, improvise only after learning the
patterns. Think in terms of SOUNDS always.

CHORD SCALES

Scale of G major:

Altered to fit G7 chord:

Cherd 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 7th (F), rather than
the ma7th (F#). The chord scale of G7—5 would be altered to include the flat Sth (Db).

The G7 chord scale contains no sharps or flats. It is equivalent to the scale of C major. Within cer-
tain limitations, the C major scale fits the sound of all the following chords: 7~

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, C 6/9

Second measure fits Dm, Dm7, Dm6, Dm9, Dml1. These sounds apply to any “Dm” chord
going 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 C# (D major scale.)

Fourth measure {its any F chord (F6, Fma7) used as a substitute for Dm. For a true “F major”
sound, the scale would include B» (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 Am6 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) (hu Am
natural minor scale (same as C major scale) or (b) the Am humonic minoy scale.

N




Am harmonic minor scale fits these chords:

BmiT.s . BT Ami(+7)
(W7 ] it Lo/ ) o =
P — [ — i B i |
0 ? i .,::,‘6‘% B a"tx,’AF’EXAT i ]
& 4 > r | ‘N' 1 : J - - e
¢ o 5 * [4 [

i Cm  harmonic minor scale ' C major scale

! The reverse of that is often (but not always) truc. 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
L 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.

i 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

C Ami7 Dmi7 G7
o oo
o 1 P o 1 ) 1 T ns)
A\ S A S S 1 1 —H
oJ

F major scale (Am is secondary relative minor to F)

Ami7 Dmi7 Gmi7 (o} F

Ami7 . D17 G

III%__{___H%_%_F%_W
&  F 7

e
3
1
L
sl
H-H
REEE
L]

e,




Am harmonic minor scale

Bmi7-5 E745 A mi(+7)

S 1 — T rg‘:—‘ ="
’E ll I, ,I Il ; ,1 ,l ,I ,l ; LI ! 3 T + ¥ “ﬂ
[ —edd

Gm harmonic minor scale
Ami7-5 D7+5 Gmi(+7)

NN ! by o ® -9
A I HTT o I N '

y S 185y I e
&Y ¥

AV

o

Ami7-5 D7+5

G mi(7)
-
o — e t-T— 13 T 3
y . Fa%SY o 1
T —ape—2— wﬁ:ﬂ#ﬁﬁﬁt}
ANDV4 ] T J

(Ascending) Cm melodic minor scale (Cm6 = Am7 ~5)

Amig-5 D13-9

The F4 in this last example could be played as Fz, to sound like the major 3rd of D7 and the major
7th of G.

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

Cma? v . Ami?

4




Abma? Ab7

1

&i - il } R
Rodl 20" G A ¥ 2 T 1
— ) A 1 e 1.
h.-:u*—
-~ Db major scale <cacaaa-
.
Cma?
B O s | 1
)4 H
+ )i
) 11

~~ C major scale

In the first measure above, the Fm7 chord could also be played using Db instead of Db. (Scale of
Eb major). i :

Another example. In this study, the A7 chord in the 6th measure could be played using the Dm
harmonic minor scale. That sounds more like A7+5-9: ‘ ’

. +5
"Gma? Gé6 Fimi7.5 B7-.9

G major scale : Em harmonic minor

D major scale C major scale

NOTE: Thinking in terms of “equivalent” scales is fine for study purposes, while your ear is learn-
ing 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 THINKING of G7, for example, -
your left hand works in the familiar habit patterns of the C major scale.

14
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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 studics ‘move from a “pure” G7 scale to some more -
modern sounds.

G7 without leaving the chord

G7 G17

1 ! e >—10
¥ | el ]
-"“‘ll Yy & 1

Here the sharp Sth (D%) is added:

G(+5) G7(+5)

G7 with passing tones (#5, =9, ma7)

GT+5+9
(-5-9)
S e e e e
Ol s i FREAS TS N (o e
- M- 2 b
— b e — o f ey TR e
) ‘r\' v‘r.ﬁ:, —t—
| l c ‘
9,4; S SO S S | — T T — ]
4 , él:‘%ﬂww'b’ﬁ‘ ;‘—' %7’] r;“ H—=—gr 'gv - 1
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G7-5
A GT-5
—
G7 (£S5, =9)
G7-549
A (-9) L
P i i e i i s

Whole tones for G7+5, G7—5

Combination: whole tones and +9, -9 G7(+g(+g;

G7+5+9

" G7+5(+9)
0 (-5 ~9)

\
L

N»s T . L 1 '!I
Y FhePTRTY
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 car away from the basic chord sound. In the following example,
only the C major scale is used, but it SOUNDS as if the chords were moving from C to Dm7, Em7,
F, etc.
A C Dmi7 Eni7 F G17
" 4
‘f?‘\""—m T 11
& H } 1 ;
DEE A
That same scale pattern may be played this way:
o) i S e e e o

V4
W o

7

1E8
U r"?o

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

16 .
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Another good study for ear training (and developing chord scales) is this one:

) C Cé6
N ) C1 . Cma? »

Use B» 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:

Cma?
[} .
D4 > it b s S0 | T > -
V. — i e 7 b 1 H ) EINS SR 1 H
%:;F;*thﬁ_d‘.gj_ = 1

& " S S

- Minor scales may be practiced in the same way, but there are three kinds of minor scales. Their

differences involve the 6th and 7th scale tones:

NATURAL minor scale (Cm)

In the following studies, the 6th and 7th 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 (h):

Cmi?

AR

4 Skt

VSR b

PR TURSERERGA 0 ot



sk T =
Each line shows a chord, its scale and arpeggio. Recommended practice sequence: chord, scale,
bt corrling Chorg T IR TR B SN sovines oead positions
MAJOR CHORDS: !
SCALE CHORD ARPEGGIO
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There are many variations possible in altered 7th chord scales. A few examples are shown below.
B pon'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:
C7+549
0 (-5-9) p——)
—_ - 1y T
§ T vﬁ.—’t‘"—‘k—iﬁh’:‘tﬁ;
DR 34 Aad —

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

*C7-5 -9 9 +9

C7 (=5, =9)

Cc9-5

C9—5(—9)

C7+5
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MINOR CHORDS:

Notes preceded by a “natural” sign in parenthesis (3) may be played as b or &. Try all combinations.

‘

SCALE CHORD ‘ARPEGGIO

Cm7-5 normally progresses to F7 and Bh

or Bom. Use the natural minor scale (same as Db ma-
jor) or the harmonic minor scale.

Experiment with the optional scale tones marked below:
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(OSSR TTRN T UL SO SRR o1+ s in altered minor scales, think of where the chords are progress-
ap. 3ede T N T ~m7—5 chord scale (note key signatures):

to F7 to Bbm

to F7 and Bom

to F7 and Bb(major)

L DT I oonie .nor scale. Line 2 uses the natural minor scale (same as Db major).
7 chord might be played as F7+5—9. B )

iz, but G is flatted to conform to the chord sound The F7 chord

St e .. .ses Bb natural minor scale, moving into F7+5%=9 and Bbm,

REI .- played as Db (Bb harmonic .minor scale) or as D4, going into F7

.t . F1745+9
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WHOLE TONE SCALES

Whole tone scales may be played over any #5 or bS5 chord. Analyze the “C” whole tone scale below:

C9.5 C7-5 CT745
chord tone: -1 7 5 -5 3 2 1 IJ
S r-g—n
TP —bnw + i — 3
A\AYA ) s > | & - r”3
o o e & b 2

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, C7+5+9, etc.

C7+5+9
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Improvise some whole tone combinations in the blank measures, above.
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CHORD RESOLUTIONS

Here are four studies showing the resclution of G7 into C (or C7). Line 4 can go to Cm if the last
7. Try fo play the chords with the melody,

note is changed to Eb. Lines 1 and 3 could also stay in G
to help your ear.
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G7 to Cm7/F7
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“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:

Fmi7 Bb7

Eb

G7 to Ab

G7 to Ab

G7 to Gb
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See what you can do by changing one or two notes:

G7 to Gb G1 Abmi7 Db7 Gb
| "

G7 to Db

G7 to Bb7

Flat B, E and A in the first measure (above) for Fm7 to Bb7

Fmi7 . Bb7

5

i
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N
]
1

G17, Fmi7

WLl
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Cmi D7.9 G7 : Cmi

oy e
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G to E7

Extend thesc into longer lines. The last-example (above) begins this next extension:

G7 ' E7-9 E7 E7 ET+ ET
b — l"ﬂtf”r" P t

W
Pl

etc.
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Here 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:
~
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DIMINISHED SUBSTITUTES

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 is, diminished-sounding scales may be applied to
7-9 chords, and vice-versa. '

=X
il
9

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

4G Gi° Ami? D7 G
r 4

st
bttt




Threec more variations on the same pattern (G to G§° to Am7 to D7).

Note the use of A7+9 for
Am7:

E7+5+9

7+5+9 D7+5+9
(-9)

Some 16th-note variations on the

A G G#° Ami7
I FanY 2 - Z ~_ T < -~ - L 1 hry
ANV - T T 178
) L 4

G E7-9 Ami7
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o T I I h el
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In this study, E7 becomes Bm7—5/E7-9. This gets pretty far away from the original “diminished”
sound, but may be used with discretion:

A a G G#° Ami7 ' DT
p-3 1 T 1 - |
\‘;rr II fl 11 II é Il II Il I, 2 II Il Il II ! Il Il Il 114
G Bmi7.5 E’7-9(+5)
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Ami7 Ami7-5 DT7+5-9

1

CHORDAL THINKING

===

The chord shown above is Cm7—5. It is also Ebm6 or Ab9 with root omitted.

When playing a line against that chord you can THINK in Cm:

Cmi7-5 . -5

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 Ab7/Db.
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Here is a line “translated” from thinking in G to thinking in Dh. In this particular exampi‘c. 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, D»7-5 to Gb. '

G7.5 -9 +5 -5 +5 +9 -8 15 -9

Db 7.5 -3 ’ -5
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to this:

G17-5 o bﬁbph,p_b{: Db7-5

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 Gb.

G745-8 ' , Pbo(-5)
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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 you a “common” pattern;
then improvise. .

Ami? ’ D7 : Gmi7
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The next study fits the pattern: G to Em to Am to D7 (one bar each). No chord svmbols appear

because you are to make your own analysis.
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BLUES

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

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

G17-8 |1E7+5+9A7+5-9 D9  Db13 ]

- o2t Efhbou, -
P+ :
{)%I;; e 1’ ) )
1 w T‘I w
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C13

Cc?
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Bb mi6
G7+5-9

C+

Dmi9

ma8 AT+5+9
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45 % gmin C

D7

F1

+5
D1

F9

=

(18]

Jbe

G175

G7+5-9

notes. It gives you more to play on each chord:

This one is in 16th-

Cmi7 F9

Cmi9
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MINOR BLUES

Chord symbols are for analysis, not accompaniment:
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MODERN

BLUES

The chords shown below represent one version of blues changes.

Optional:
B

Optional:
C

Emi7 A7 Dmi7 G7 Cmi7 F17
- A T a4 —— G ——- pE:;
+5 +5
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There arc.ma.ny 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.

Thcsc-are designed to be played consccutively, so the final measure in each chorus may contain
the “pickups” for the following chorus.
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Improvise in the blank measures:

F . A7-9 (+5) Dmi G17-5
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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) (AT+5+9)
(-5-9)
Bb B® Cmi? Ci°.5.9 - D7 G1 cr F7
Bb Gmi7 Cmi7 F7 (Bb) Dmi7 G7 Cmi7 F7
O 1 ] i
o i 1 e —— | ! 1 : —]
Leive ' ;Io Ll A i B — 1 / A it — e et
o I 1 t T 3
. . 1
Fmi7 BbT Eb Ebmi D7 G17 c17 F17
Bb Bb7 Eb E°© (Bb) Dmi7 G7 Cmi7 F17
T T T
[2 Bb Eb Bb 1 AmiT py Dmi7 G7
Bb F1 Bb D7 G17
i%..n T T 1 T |
RN i e e e i | i e e e et i S
NV 17 1 1 i 3
[3)] T
Gmi7? C17 Cmi7 F1
(o) - F17
O |
T A — — o1 ]| iret el
=" | D i —| repeat first eight bars
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As usual, the chord symbols in cach chorus represent the harmonic THINKING in the melody line.

45

S o T $T L v




Notice the bridge (starting at bar 17) consists of a single two-bar phrase, repeated through the chords:
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The chords in the unmarked measures are just standard “rhythm” changes. The phrase which begins
in bar 8 is re-stated during the next few bars. Don't over-analyze this: just play it and LISTEN.
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Finish the chorus with something of your own. Below are two examples of two-bar phrases which
can be repeated through a line of dominant 7th chords. Try them on the bridge, above.
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3/4 BLUES

This is another set of blues changes, in 3/4 time.
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The solos arc designed to be played consccutively, so the last bar in each chorus may contain the

“pickups” to the ensuing chorus.

INTRO:
Bmni? Bb13 EbmaT D 7+5(+9)
(~5)(~9)
4 @k e, - b S __.&m i
Wy s T S G AT TR ¥ jﬂ.:t 7w, - —
t | v R 1 jo— o . o —
T A e p e S e e e
o o— t ] t V e
Gma9 Fi mi7-5 B1-%
B e o o e s S e B e P
Ao 5 300 A T ¢ Y1 P 1 Y (S Ity S S S S ¥ (S A —
gt G S S fh 1 ry e SRS I G RO G S (U M8
Y A sy L  S——"
E mi7 A7-5 Al3
—-—wg * % o o, A L i L e
% } ol t ! T It i t % :k + 1 poy
A P b4 { .”g + i ) SRp—— |
e
% { i
0 1 - i
- T | S i
S
£

50



7

)

D13

-3

Ami7{6)

i

S,

Bbma?

Abma7

TR

£

AN L

i
¥

51

1 . BERE g T F
I P N
g 24 1) Y ) el 11/ A1
M%., =] b ; Lans XA 2! 1]
¢ N1 1 N < S 1 | I
: ; .mm |W§ aiWJ Y n o S
N 0 Aﬁﬁ < L8 V &~ H 4 % =i
Sel AT IS T
g 238 9 ¢l MI Cr AR = I 2 g
A Iy - [ |
Ll [ i (it H+ M et
i " . lnwr»xu ﬂ\{d ﬂﬂwé n'_u. y Lultl |
i1 SR EFVEN 183 25 RIRRE: “. | il
i S el D T T
=RER Ty AN . |
i B A
[ 3R RSe m A M Am.xx = F%w .m mmzw - Q. 5 ”.1
Eio B E A4 8 = R B 5 R g A
rifl i 2 [lle sl Eal aslld mﬁ &
wl HHH il T I T M o ML
=1 s K B S R
7T i 1 < G b | .vxxv i ql ¢
Ll . s = \
L Wil A N ) O
ez NIE I S L. A\
] rw sz ~ b - § N &
5 £ il m % 4(_ w il = E flw. f
im Hn NSna g jah Mo 2 i t
it il IR 1 It |
I Gil® TV h i ”H « 1 R ﬂlx._.

it
s-jL 1
T
1
s
s
P
i
 f—
F: M=
(+7)
T
I
P
£
r
¥
Py,
—

7)) f\ S
D L, I
W AN - 1
E ——
U ¥
Bmi7
O 4 o
XX x'\Z ) -
=
[3)
G
o A
&0
re—t
Y ¥
Emi
@ g
N
Cma?
n 1
o
B
Qg pomat
7
B
[
Abma?
% v
Gma7
1

e

e -
s



I

B O 8
.

2 kel
1 L P ¥ T4

i 11),17-5 : BT
S=S=c==-=

52



Bbmi7 Eb7(-8) Abma7
ﬁhf"b»lfabﬁajy F\i ]
1

Q g ﬂ 1% i ;m T %] ¥ lﬁﬂ T | 7 T 1 2- . |
L} Y | o | B - LESNNILAR G S O A 2 T X .
Hﬁ:ﬁtﬁ ;"‘M L,,,% ! — xh - e 1‘,; = L}r} = e ];&
Ami+T Ami9 D7 (Bnu'r) Bb7
ap Barie [ - > s
e =]
w1 T e d-'—{*%h»?’ H—?’——~—I—7~+”" S e e |
) g i I b_év >4
Ebma? AbT7.5
3
o — hﬁ br
y. ) 0 P o L i Hilo—taf—w—3—1H
i T ey 1 s s ki St w | £ 1
A% i =i S o o — i}
G Fﬁml’l—

ey e E=mseEs M?:j”:m‘l‘.f‘é%

VS
Emi7 . A7 Dmi7

32
G(Bmi7) Bb13 Ebmar Abma? D7+9
_ (-9)
%%‘n } £ T—t 'lybﬁik%}-ﬂﬁ:’__‘hhmﬂ
] Tt e e

[

53




e s s st PR B

et B e

B7-9

F# mi7-5

G e,

P
&

i

Dmi?

A1

(-9)
P
1 }"1_1

=T
Py
L4

i<

T
2
1

e

A"
o

H 8
)
i

[Y)

"ns
- i
44
¥
AL
s
Rl
(AR
] m
il
mrxxa
At
L 18
i
88
it}
Brad
Ln.hw.UM
L3
TiT%
@t
gy
Tiet®

L
7

BbmaT

i
i
¥

Ny
L T
1§06

11

=

1
U

D13

Armi?

!
T 71 8-

) I

Ab

N

iy
i ——

L

b

EbmaT7(6)

Bb7

G(BmiT)

%J..

-
e

VAR
i

7

£
T

s

Tpnnd

54



[y

OO 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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Born Joseph Anthony Passalaqua (one of 5 children) in New Brunswick, New Jersey, Joe
grew up in a stecl mill town. He began playing the guitar at the age of 9. To help support
his family, he started playing professionally at 14. He practiced 6 hours a day. Being an
avid fan of Django Reinhardt, it was natural that he first played in “Hot Club of France”
type of groups. Listening to Django probably helped form his ear training for the beautiful
melodic lines he creates. He plays no “trick” licks — every note means something. Because
of this, Joe is one of the few guitarists who is admired by all instrumentalists. His work was
later influenced by Charlie Parker, Dizzy Gillespie, Coleman Hawkins, and others. In 1963,
his fame grew as leader of “Sounds of Synanon Tour” and he won Down Beat’s New Star
Award. Joe was virtually discovered by Leonard Feather (author of ENCYCLOPEDIA
OF JAZZ) and recorded many fine albums — CATCH ME, 12-STRING GUITAR, FOR
DIANGO, SIMPLICITY, SIGN OF THE TIMES, STONE JAZZ. He was featured on
BRASSAMBA, FOLK 'N FLUTL (with Bud Shank), MOMENT OF TRUTH, POR-
TRAITS, ON STAGE (with Gerald Wilson), and SOMETHIN' SPECIAL, ON TIME,
OUT FRONT, JAZZ AS 1 FEEL IT (with Les McCann). He has also been a sideman
with George Shearing, Louie Bellson, Groove Holmes, Carmel Jones, Frank Sinatra, Julie
London, Della Reese, Johnny Mathis, Leslie Uggams and many others. Joe has appeared
regularly on such TV shows as: JAZZ SCENE USA, THE STEVE ALI.LEN SHOW,
THE WOODY WOODBURY SHOW, THE JOHNNY CARSON SHOW, THE GEORGE
SHEARING SHOW, as well as his own personal appearances.

Bill Thrasher, who lives in Santa Barbara, spent much tedious time writing and correlating
this book with Joe. He is a successful teacher, guitarist, illustrator and an all-around
intellectual artist. These two have been good friends for a long time and got together to
write this book which will be of invaluable help to all musicians. Bill's work proves him to
be an extremely talented “great”. ‘

Joe currently is doing studio work, personal concerts, and tcaching. He is happily married
to the former Alison Ditwiler, has one son, Joey, age 2 years and resides in Van Nuys,
California. Joe’s music reflects honest beauty and rock-solid authority which comes from
years of practicing and professional experience, not to mention that special ingredient:
MUSICAL GENIUS. In these pages you will find much evidence of one of the world’s
great guitarists.
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